ol _J
E"EMD‘E@ME FL]

R ~| I

¥\, Vit AccoRcl - Roge? Ackling yaa"tﬁu@n Hendrr_k Vi ’-.’iL :
Avarkarﬂp Chnsﬁn B s




TIME

SUSPEND YOUR FLIGHT

BERGEN KUNSTMUSEUM

Bergen Billedgalleri  Stenersens Samling  Rasmus Meyers Samlinger

07.04 - 14.05. 2000

LISTASAFN REYKJAVIKUR
18.08 - 08.10. 2000






INNHOLD/ CONTENT/ EFNISYFIRLIT

GUNNAR B. KVARAN 5 INNLEDNING
INTRODUCTION
INNGANGUR

GUNNAR DANBOLT 11 TID OG KUNST
TIME AND ART
TIMI OG LIST

TROND BERG ERIKSEN 23 TID, VITENSKAP OG KUNST
TIME, SCIENCE AND ART
TiMI, VISINDI OG LISTIR

INABLOM 29 TO KORTE PUNKTER OM KUNSTVERKETS TID
TWO SHORT NOTES ABOUT TIME IN THE WORK OF ART
TVAR STUTTAR ATHUGAGREINAR UM TIMA LISTAVERKSINS

GUY TORTOSA 37 FRATIDTIL AMMEN refleksjoner om tden
FROM TIME TO TIME  reflections on fine
[ TIMA OG OTIMA  hugleidingar um timann

PETUR H. ARMANNSSON 57 BEVISSTHET, ERFARING, VARIGHET
Tidsbegrepet i tre prunnleppende arkitekturelementer
CONSCIOUSNESS, EXPERIENCE, PERMANENCE
The Concept of Time in Three Basic Elements of Architecture
VITUND, UPPLIFUN, VARANLEIKI
Timahugtakid i premur grunnpattum byggingarlistar

69 SEMINAR ON HAPPENING

ALLAN KAPROW 70 TRACER

ALLAN KAPROW 71  THE MEANING OF LIFE (1990)

JEAN-JACQUES LEBEL 81 THE TIMELESS VOYAGE

93 UTVALGTEVERKER / SELECTED WORKS / VALIN VERK

129 VERKSLISTE / LIST OF WORKS / VERKALISTI



e FLIAYRTT T AV VO ACH) WL fOH A -

ey W | =SAYAYY Fll-res 5

LN LIRS I 1l Ap BlL 1 | AT I
TRE W UEE g e 1 i | .

S0 TR TS T USRS T STIA L] g O

-r.-" Ak N o i I LI & Jhl-r-,rlll

— -~ i L

[ | ‘ —— N s .‘_1 F :‘ j—.pn-'
R e . Eiak B TR e TR e

il il ! - o
—H—‘-—-tl—.:-.a
By )

AT 1A e LA
L AR IR (10 e L »
S AUASLUY L Sarbie sy

.-‘.-.‘I_ “. 1 F‘HI-."J =

SRR | T L R




GUNNAR B. KVARAN

TID, UTSETT FLUKTEN
TIME, SUSPEND YOUR FLIGHT
TiMI, FRESTA FLUGI PINU

INNLEDNING

Tiden er livet, en varskillelig del av kunsten,
Tiden er p en gang bide skapende og de-
struktiv. Hvert enkelt menneske berer u-
den med seg og er likeledes en enhet | den
allmenne tiden. Filosofer og vitenskaps-
menn har siden sivilisasjonenes begynnelse
reflektert over dette fenomenet, forklart
og definert det. Tiden, eller tidsbegrepet,
har viert et viktig element ogsd i kunsten.
Ofte blir det sagt at en kunstners drom er
i fremstille bevegelse, dvs. tid. Men
kunsten har sine begrensninger hva tiden
angir Det er rett og slett fordi mediene —
mualen, tegning eller skulptur— er iboende
statiske. Bildet "fryser” sitt motiv.

Tiden dukker opp som tema i alle his-
toriske perioder, og har blitt fremsnle bide
figurative og allegorisk gjennom hele
kunsthistorien, vanligvis personifisert som
en gammel bevinget mann med en sigd
og et timeglass, Siden renessansen har d-
den vert et element | perspektiviegning,
som ved 4 viere basert pd proporsjoner,
ikke bare er et spersmil om avstand, men
ogst om tid, Videre legger vi merke 1l d-
den i forskjellize vanitas-symboler som ret-
ter sep spesiclt mot livers forgjengeligher :
tidens flukr (dmeglass og klokker) og
materiens adlepgelse (blomster som mis-
ter sine kronblader, frukr som er utrorket
op skrukkere). Vi er alle kjent med
allgoriske referanser ol tiden 1 den klas-
siske kunsten, som for eksempel Hans
Holbeins Ambassadarene fra 1533, Slik opp-

PREFACE

Time is life, an inseparable part of art.
Time is at once creative and destructive.
Each individual embodies time and is
likewise a unit in universal ime. Since the
dawn of civilization, philosophers and
scientists have reflected on this
phenomenon, explained and defined it
Time or the concept of time has also been
an important element of arr. It has been
said more than once that one of the
dreams of every arast is to depict motion,
e time, But art has its imitdons as far
as time is concerned. Simply because the
medium — painting, drawing or sculprure
— 15 inherently stadc. The image “freezes”
its model,

Thus time, which occurs as a theme in
all periods of history, has throughout the
history of art heen depicted figuratively
or allegorically,
personification of an old man with wings,

usually as the

a sickle and an hourglass. And since the
Renaissance it has been an element of
perspective drawing, which by being based
on proportion is not merely a question
of distance, but also of time. Furthermore,
we notice time in numerous “vanity™
symbols which address in parncular the
ephemerality of life: the flowing of time
{hourplasses and clocks) and destruction
of matter (flowers losing their petals,
wrinkling fruir). We all know allegorical
references to time in classical art, such as
Hans Holbein's Ambassadors from 1533,

INNGANGUR

Timinn er lifid, dadskiljanlepur hlun af list-
inni, Timinn er i senn skapandi og eydandi.
Serhver einstaklingur ber med sér timann
og et ennfremur eining § alheimstimanum,
Heimspekingar og visindamenn hafa fri
fornu far hugleitt fyrithacrd, skyrt pad og
skilgreint. Timinn, eda tmahugmkio, hefur
einnig verid mikilvegur pdttor |
myndlistinni: bvi hefur oft verid haldid
fram ad einn af draumum listamanna sé
ad lysa hreyfingu, p. ¢. timanum.
Myndlistin hefur pé sinar takmarkanir
hvad timann vardar, Einfaldlega vegna
pess ad midillinn - malverk, teikning eda
skidlptur — er kyrrstwedur (sratiskur) i edli
sinu, Myndin , frystir” fyrirmyndina,
Timinn finnst sem pema 4 ollum
skeidum listastpunnar. Hann hefur verid
myndgerdur { deiginlegri merkingu, i
allegoriskan har, og oftast hefur
personugervingur hans verid vengjadur
dldungur med lji og stundaglas.
Fiarviddarteikningin sem endurretsnarmenn
héfu til vegs byggist medal annars &
sterOarhlutfollum og er ekki eingdngu
spurning um farlegd heldur einnig tima.
Ennfremur mi merkja timann i
fjilmargum , hégoma*-tiknum sem benda
i hverfulleika lifsins, streymi timans
(stundaglts og klukkur) og hrdroun
efnisins (blom missa blad sin, avexnr
porna upp og skreppa saman). Oll
pekkjum vid allegdriskar tdmatilvisanir |
klassiskum listaverkum, til dzmis i



trer tiden opp giennom tidene, helt frem
til slutten av 1800-taller, som berraktnin-
ger omkring varighet og om dens skapende
og odeleggende kraft.

Pa slutten av 1800-tallet, da kunsten
selv giennomgir grunnlegpende endrin-
ger, fremstir tiden enda mer som et kon-
kret fenomen. Impresjonisten Monet
"miler” tden, for eksempel i sine serier
av utsikten mot katedralen | Rouen fra
1891, hvor han maler under varierende lys-
forhold pi forskjellige tder av dagen,
Muybridge op Eakins bruker fotografier
for & analysere menneskelig bevegelse,
Med kubismen i begynnelsen av der 20.
arhundre, blir dden, og da szrlig nye vi-
tenskapelipe oppdagelser knyrrer til
Einsteins relativitetsteori, det vickelige inn-
holder i kunstverker. Picasso og Braque
representerer mer enn bare tidens fluke
med sine verker; de portretterer tidens
simultanitet. De analyserer oppstilte gjen-
stander og personer, som om de tilsyne-
latende sees fra alle sider pd en gang, [ de
abstrakte verkene til kunstnere som for ek-
sempel Kandinsky og Klee, anr].'df:r tiden
en betydning som kanskje ndr sitt klimaks
i arbeidene il den amerikanske kunstne-
ren Jackson Pollock, som ikke lenger ma-
ler "et bilde av tiden™ men gjor bildet il
et vitnesbyrd om handlingen; den tiden
det ok i male det. Action-maleriet ut-
gjorde senere en grunnlegpende premiss
for Allan Kaprows happenings, der tiden
er kunstverkets virkelige dd. Tiden hadde
nd blitt et aktivt element i kunstverker, og
Dieter Roth kunne lage "levende™ arbei-
der besthende av organiske materialer som
ble brutt ned over et visst ddsrom. Med
konsept-kunsten, som i grunnen er selv-
forklarende og mutologisk og benytter seg
av forskjellige kjente lingvistiske og/ eller
matematiske "milesystemer,” ble tiden og
dens milesystem ofte hovedmotiver for 4
skape et nytr perspektiv pd selve kunst-
begrepet. Og i samtiden, med postmoder-

Thus tme appears throughout the ages,
right up until the end of the nineteenth
century, as a reflection on the time that
something lasts, as a creative and
destructive force.

At the end of the ninereenth century,
when art itself undergoes significant fun-
damental changes, time increasingly
appears as a concrete phenomenon. The
impressionist Monet “measures” time, for
example in his series of views of Rouen
Cathedral from 1891, which he paints in
different conditions of light ar different
times of day. And Muybridge and Eakins
cmploy the photograph to analyse human
motion, Cubism, in the beginning of the
twentieth century, make time, and in
particular new scientific discoveries linked
to Einstein’s theory of relativity, into the
redal content of the work of art. Picasso
and Braque represent more than the mere
flow of ume. In their works they portray
the simultaneity of ome. They analyse sull-
lifes and familiar persons, apparently as if
examined from all sides at once. And in
the abstract works of artists such as Kan-
dinsky and Klee, time also assumes an
importance which perhaps reaches its
climax in the works of American artist
Jackson Pollock, who no longer paints a
“picture of time,” but makes the picture a
testimony to action, the time it took to
paint it. The action painting later became
a fundamental premise for Allan Kaprow’s
happenings, when time is the real time of
the work of art. Once tme had become
an active clement in the arbwork, Dieter
Roth could make “living” works including
organic materials which decompose over
a certain timespan. With concept art,
which is inherently self-explanatory and
tautological and uses various familiar
linguistic and/or mathematical “measuring
systems,” time and its own system of
measurement often became the main
subjeet for creating a new perspective on

Sewdiberraer Hans Holbeins fra 1533,
Pannig birtist dminn i gegnum aldirnar og
allt frim dl loka 19. aldar sem hugleiding
um skapandi og eydandi kraft.

i lok 19, aldar, pegar listin sjalf tekur
veigamiklum grundvallarbreyungum,
birtist timinn & meir sem (konkret)
hlutstert fyrirbaeri, Impressjdnistinn
Monet ,,melir” timann medal annars i
myndrid {rd drinu 1891 af domkickjunni
i Riaduborg sem hann milar vid
mismunandi birtuskilyrdi 4 6likum
stundum dags. Muybridge og Eakins nota
ligsmyndina til a0 sundurgreina hreyfingar
tolks. Med kabismanum i byrjun 20.
aldarinnar, verdur timinn, og pa sérstaklega
nyjar visindalegar uppgotvanic sem
tengjast afstediskenningu Einsteins, ad
raunverulegu inntaki { listaverkum, Picasso
og Braque myndgera ckki adeins
timastreymi heldur gefa peir okkur i
verkum sinum mynd af margredni timans
og lagskiptingu, Peir sundurgreina
uppstillingar og pekkear personur, sem
virdast likt og skodadar samtimis fra Gllum
hlidum. [ abstraktlistnni, hjd listamonnum
i bord vid Kandinsky og Klee, vard timinn
cinnig veigamikill pattur sem kannski ner
himarki { verkum bandariska lissamannsins
Jacksons Pollocks sem milar ekki lengur
wmynd af tmanum® heldur eru myndir
hans vitnisburdur um verknad (,action®),
um pann tima sem pad tok ad bua tl
milverkid. , Action”-mdilverkid vard sidar
ein  af grundvallarforsendum |
uppikomum (,happenings®) Allans
Kaprows, par sem timinn wvard
raunverulegur timi listavecksins. Timinn
var ordinn virkur pattur i listaverkinu og
Dieter Roth bjo al Jlifandi listaverk,
medal annars ur lifrenum efnum sem
brotna nidur 4 dkvednum tima. Med hug-
taka- eda konsept-listinni, sem { edli sinu
er sjilfskyrandi og siklifandi (titdlogisk) og
notar ymiskonar pekke , malikerfi*, milleg
og/eda seerdfredileg, urdu timinn og



nismens positive omvelminger, hvor alt
utgjer et potensielt utgangspunke for
kreativitet, er kunstnerne fremdeles opp-
mtt av 4 kontemplere over og kreativt
portrettere tiden.

Usstillingen Time, suspend your flight,
som Kner sin drtel fra den franske poeten
Lamarting, er et forsek pd 4 rette sokely-
set mot det komplekse forholder mellom
ticl og kunst. Til utstllingen har vivalgr 4
undersoke tidsbegrepet fra flere forskjel-
lige og klart avgrensede synsvinkler, som
vi har delt inn i folgende seksjoner:

1. Kunsthistorse: Hiden § Bunsten er en frag-
mentarisk oversikt over hvordan
kunsten fremstir | ulike historiske pe-
rioder, hvordan enkelte visuelle sprik
og kunstneriske begreper endres og
oppnir - midlertidig — dominans.

2. Kunstoerkets tidiforfap retter sokelyset
mot arbeidene til Christo og Jeanne-
Claude, som har reformulert vedtatte
oppfaminger om kunstverket. Deres
kunstverk er ikke lenger bare et objekt
eller et konsept, de er snamre en pro-
sess som inkluderer sin egen forbere-
delse, utforelse og dokumentasjon.

3. Kanstwerens tid er en symbolsk oversike
over den kunstneriske karrieren dl Ro-
man Opalka, som i de siste tidr har do-
kumentert sin egen levetid i sine arbei-
der. Han "maler/ skriver"” sifre og rel-
ler ned uden.

4. Tiden soen e stravkesurell ded av et knnsiverk
gior tiden tl et reelt og aktive element i
kunstverket: hevegelse, forlop og for-
fall overtar for kunstneren selv. Tiden
i kunstverker virker ur fra sine epne
prinipper. Til 4 belyse detre aspektet
har vi valgt ut verker av Yaacov Agam,
Alexander Calder, Yoko Ono, Dicter
Roth, Claude Rutault, Daniel Spoerr,
Jean Tinguely, Bernar Venet og Felix
Gonzalez-Torres,

the notion of art irself. And today, in the
positive upheaval of post-modernism
where everything is a potential cccasion
for creatvity, artists are stll contempla-
ting and creatively portraying time.

This exhibition Tiave, sugpend your flight,
which borrows its atle from the French
poet Lamartine, is an attempr to highlight
on the complex relationship berween time
and art. For Time, suspend your flight we
have chosen to examine the concept of
time from several different and clearly
delimited viewpoints, which we divide into
the following sections:

I. History of art: the time of art is a
fragmentary survey of how art appears
in different historical periods, how
certain visual languages and ardstic
concepts change and — temporarily —
atrain dominance,

2. The time process af the arfiwork highlights
the works of Christo and Jeanne-
Claude, who have reformed accepred
notions of the artwork, whereby it is
no longer only an object or concept
but rather a process involving its own
preparation, organization, production
and documentation,

3. The time of the artist1s a symbolic survey
of the artistic carcer of Roman Opalka,
who in recent decades has been
documenting his own time in his works,
He “paints,/ writes™ digits and counts
down time.

4. Time as a structural part of an ariwork
makes time into a real and active ele-
ment in the artwork: motion, process
and decay take over from the artist
himself. Time in the artwork operates
on its own prineiples. To illustrate this
aspect we have selected works by
Yaacov Agam, Alexander Calder, Yokao
Ono, Dieter Roth, Claude Rutaule, Da-
niel Spoerri, Jean Tinguely, Bernar
Venet and Felix Gonzalez-Torres,

muelikerfi hans oft meginverkferid ol ad
skapa nyja syn i listhogtakid, Og i
samtimanum, i hinni jikvaedu post-
madernisku upplausn, par sem alle er
hugsanlegt tilefni til skipunar, eru lista-
menn enn ad hugleida timann og
myndgera hann & skapandi hatt.

Syningin Timi, fresta fugr pinw (e, Time,
suspend your flight), sem piggur titil sinn
act lani fri franska liddskaldinu Lamartine,
er tilraun til ad bregda ljosi 4 flokin tengsl
timans og listarinnar, A syningunni héfum
vid kosid 40 skoda dmahugrakid ut fra
nokkrum élikum vel afmérkudum
sjonarhornum, og deilum henni pvi | pessa
kafla:

1. Listaragan: fiwd Ustarinnar er brotkennt
vhirlit yfir pad hvernig listin birtst 4
mismunandi timabilum ségunnar,
hvernig dkvednar tegundir myndmils
og tilteknar listhugmyndir breyast og
na rikjandi st6du — imabundid.

2, Timaferdi listaverdsins bregdur ljGsi 4 lista-
verk Christo og Jeanne-Claude, sem
breyee hafa vidteknum hugmyndum um
listaverkid, Samkvamt peirra skilningi
er listaverk ekki lengur eingtingu hlutur
eda hugmynd heldur ferli sem felur i
sér undirha.'l.ning, skipulag, gerd og
skriningu.

3. Téwi fstamamnsing er tiknrent yfidit yfie
listferil Romans Opalka sem sidustu
aratugi hefur i verkum sinum skeid sinn
eigin tima. Hann ,milar/skrifar®
tolustafi og telur nidur tmann.

4. Tiorinm sem fygatugariegoer blutf Frtavenksing
gerir timann ad raunverulegum og
virkum patti § listaverkinu: hreyfing,
ferli og hrornun taka fram fyrir hend-
ur listamannsins. Timinn [ verkinu
virkar Gt fri cigin forsendum. Til ad
Iysa pessum pactti hifum vid valid verk
eftir Yaacov Agam, Alexander Calder,
Yoko Ono, Dieter Roth, Claude Ruta-



5. Represemtason ap fiden utgjor utstillingens

storste del, og belyser hvordan enkelte
kunstnere opp igjennom tiden har re-
presentert og symbolisert tiden i verkene
sine. Vi har valgt Edvard Munchs stor-
slagne verk Kisnaen § fre stadier fra slutten
av 1800-tallet, for 4 se hvordan han isce-
nesetter kvinnens "tid". Thomas Eakins
analyserer bevegelse i fotograficr, Viking
Eggeling og Hans Ricter setrer der ab-
strakte maleriet i bevegelse, for pd den
miten 4 bringe inn et element av 6d, i
sine filmer fra 1921-24. Pablo Picasso
og George Braque portretterer den "nye
virkeligheten” — den fijerde dimensjo-
nen —i sine kubistiske verker. Georges
Mathieu og Jean Messagier gjor malin-
gen tl "action,” som barer vitne om
tiden i den skapende prosessen. [ Andy
Warhals film Sikgp er det ikke lenger noe
misforhold mellom kunstverkets og vir-
kelighetens tid. Jacques Monory, som
har vaert tilknytiet europeisk popkunst
eller narrativ figurasjon, skaper nye
narrative struktarer for blant anner 4
fange tiden og flykdgheten i sine male-
rier. | de lukkede og tautologiske ver-
kene til 1960-tallets konsepruelle kunst-
nere som On Kawara, Jan Dibbets, Jo-
seph Kosuth, Vito Accanci og Kristjin
Gudmundsson, er en av tidens roller 4
veere et shags referansepunkt som kunst-
verket opprettes og uttommes over,
Fluxus-kunstnerne Bobert Watts, Ro-
bert Filliow, Scott Hyde, Alison Know-
les, Ben Vautier, George Brecht og Per
Kirkeby, med George Maciunas i for-
trappen, er gitt plass i utstillingen for
sine betraktninger om tiden. Vi viser
ogsi Richard Longs landart-gangverk,
samt"'solarverker” av Roger Ackling og
Charles Ross. Fra samrtiden gjenskaper
vi Tehching Hsichs et drs gange fra 1982,
i tillegg tl at vi viser tidens uforenclig-
het hos Dan Graham, samt med Jason

Karaindros® to klokker der den ene gir

3. Representation of time is the largest

section of the exhibition and deals with
how certain artists through the ages
have opted to represent and symbolize
time. We show Edvard Munch’s
magnificent Weman in Three Stager from
the end of the nineteenth century in
which he stages the “nme™ of woman.
Thomas Eakins analyses motion in
photographs. Viking Eggeling and
Hans Richter pur the abstract painting
into motion, thereby introducing an
element of tme, in their films from
1921-1924, Pablo Picasso and George
Braque portray the “new reality” of the
fourth dimension in cubist works. Ge-
orges Mathieu and Jean Messagier turn
the painting into “action”, bearing
witness to the ome taken by the creative
process. In Andy Warhol’s film Siep,
all inconsistency between the tme of
the artwork and reality is abolished.
Jacques Monory, who has been asso-
ciated with European pop art or
narrative figuration, creates new
narrative structures, among other
things to capture time and its passing
in the painting, In the clased and
tautological works of concept artists
On Kawara, Jan Dibbets, Joseph
Kaosuth, Vito Acconci and Kristjan
Gudmundsson from the 1960s, one
role of time is as a kind of reference
point on which the artwork is founded
and emptied. Fluxus artists Robert
Watts, Robert Filliou, Scott Hyde, Ali-
son Knowles, Ben Vauter, George
Brecht and Per Kirkeby, with George
Maciunas in the vanguard, are given
space at the exhibition for their
reflections on tme. We also show Ric-
hard Long’ land art walking project
and “solar works” by Roger Ackling
and Charles Ross. From contemporary
artists we rebuild Hsieh's one-year walk
from 1982, and show the inconsistency

ult, Daniel Spoerri, Jean Tinguely,
Bernar Venet og Felix Gonzalez-Tor-
res.

. Témagin er stersd hluti syningarinnar

og fjallar um pad hvernig listamenn
hafa syt timann { verkum sinum. Vid
synum hid starbrotna verk Komsr £ press
ttunr (Kvinnen | tre stadier) efrir Ed-
vard Munch frd lokum 19. aldar par
sem hann setur 4 svid , dma* konunnar.
Thomas Eakins sundurgreinir
hreyfinguna i ljosmynd. Viking Egp-
eling og Hans Richter setja
abstraktmalverkid 4 hreyfingu, og
kynna pannig timann § kvikmyndum fra
1921-24. Pablo Picasso og George
Brague I¥sa nyjum veruleika® — fiordu
viddinni - { verkum sem kennd hafa
verid vid kabisma. | verkum efiir Ge-
onge Mathieu og Jean Messagier verdur
malverkid verknadur — action®” -
vitnisburdur um tima sképunarferlisins.
[ kvikmyndaverkinu Sofandi (Sleep) eftir
Andy Warhol er ekki lengur neitt
misremi milli tima listaverksins og
raunveruleikans. Jacques Monory, sem
kenndur hefur verid il evropskrar
popplistar eda , la fipuration narrative®,
skapar nyjar frasagnarmyndgerdir
medal annars til ad nd thkum 4
timanum og framvindu hans { malverki.
Konseptlistamennirnir On Kawara, Jan
Dibbets, Joseph Kosuth, Vito Acconcl
og Kristjin Gudmundsson hafa i
lokudum klifunarverkum sinum frd
sjounda aratugnum haft timann ad eins
konar vidmidi, forsendu og temingu
listaverksins. Flixus-listamennirnir Ro-
bert Watts, Robert Filliou, Scott Hyde,
Alison Knowles, Ben Vautier, George
Brecht og Per Kirkeby, med George
Maciunas, i fararbroddi fa rymi a
syningunni fyrir sinar hugleidingar um
timann. Vid synum landlistar-
ginguverk Richards Longs og
wsolarverk” Rogers Acklings og Char-



en time for sent og den andre en time
for forr.

6. Kunsivenkets verkelipe tid sthr naturlig nok
pd utsiden av utstillingen men er samti-
digen delav den. Den involverte kunst-
formen her er happening, som vi viser
giennom arbeidene og forelesningene
Allan Kaprow og Jean-Jacques Lebel.

Tiwe, suspend yoar flight er verken en fi-
losofisk eller vitenskapelig studie, eller en
multidisipliner utstilling om riden i
kunsten. Det er heller et urvalg av indivi-
duclle kunstverk med tiden som tema,
bide visuelt op innholdmessig. Urstillin-
gen er en estetisk helhet som omfater
ulike kunsthistoriske epoker. En urstlling
av denne typen innebxrer selvialgelig en
forenkling og en begrensning av et sd stort
og viktig emne. Dessuten vil en slik urstil-
ling alltid viere en rekonstruksjon, og kan
aldni bli mer enn en selvmotsigende re-
presentasjon, siden der liggeri de visuelle
kunstverkenes og utstillingens natur 4 'sli
i hjel™ od.

Som en urvidelse og forlengelse av ut-
stillingen har vi invitert noen forskere tl &
bidra med artikler il uestillingskamlogen
om ulike aspekter ved tiden. Gunnar Dan-
bolt skrver om tden 1 kunsthistorien, Ina
Blom om tiden som et strukiurelt element
i kunsten, Guy Tortosa om representasjo-
ner av tiden i kunsten; Pérur Armannsson
belyser tidsbegrepet 1 arkitekturen og
Trond Berg Eriksen diskuterer selve tids-
begreper. Det er ogsd tekster av Allan
Kaprow og Jean-Jacques Lebel. Disse for-
fatternes kunnskap og refleksjoner vil gi
utstillingen en storre dybde.

of time by Dan Graham and Jason
Karaindros, with two clocks, one set
an hour slow and the other an hour
fast.

6. The real time of an artwork naturally
stands outside the exhibition as well as
constituting part of it. The art form
involved here is the happening, which
we see through the works and lectures
of Allan Kaprow and Jean-Jacques
Lebel,

Time, suspend yowr flight is neither a
philosophical nor scientific study, nor a
multidiseiplinary exhibiton of time inart.
Rather, it is a selection of individual
artworks with time as their theme in terms
of content and visually, The exhibition is
an aesthetic whole embracing different
eras of art history. Of course, any
exhibition of this kind is a simplification
and restriction of a subject of such
enormous scope and import. And more
to the point, such an exhibition, which is
always a reconstruction, can never be
anything more than a self-contradicrory
representation, since by their very nature
the visual arework and exhibitdon “kill”
time.

To expand and extend the exhibition,
we have invited a number of scholars to
contribute articles to the catalogue on dif-
ferent aspects of it. Gunnar Danbolt
writes about Time in Art History, Ina
Blom on Time as a Structural Element of
Art, Guy Tortosa on Time Representations
in Art, Pétur Armannsson highlights the
Concept of Time in Architecture and
Trond Berg Eriksen discusses the Concept
of Time itself. Furthermore, texts by Allan
Karpow and Jean-Jacques Lebel are
included. The expertise and reflections of
these authors will give the exhibition even
more depth.

les Ross. Ur samtimanum
endurbyggjum vid eins drs Gtigdéngu
Hsichs fri 1982, synum umamistemi
Dans Grahams og Jason Karaindros
synir tvier klukkur bar sem onnur er
einum tima of sein og hin cinum tima
of fljoe

6. Ramverslegar timi listaverksing stendur
edlilega utan syningarinnar cn er
jafnframt hlut af henni. Hér er d ferd
listformid uppikoma (happening) sem
vid kynnumst i verkum og fyrirlestrum
Allan Kaprow og Jean-Jacques Lebel.

Syningin Téwd, fresta for pinni er hvorki
heimspekileg né visindaleg Greeke 4
timanum { listinni og eckki heldur
folfradileg syning & fyrirbrigdinu. Hin ¢r
trval cinstakea listaverka sem hafa dmann
ad pema, bedi ad inntaki og myndrent.
Syningin er fagurfredileg heild med
olik timabil
listascigunnar. Slik syning hljtur ad ver
cinfildun 4 svo umfangsmiklu og

tilvisanir i sopuleg

storbrotnu vidfangsefni. Og pad sem
meira er: slik syning felst alleaf
endurbypgpingu og getur aldrei ordid annad
en motsagnakenndur vimisburdur, pvi i
edli sinu drepur” myndin og syningin
timanmn.

Til ad breikka syninguna og framlengja
hana hofum vid bodid fredimonoum ad
skrifa greinar { syningarskrina um Glika
patti syningarinnar. Guanar Danbaolt
skrifar um tmann [ listasGgunni, Ina
Blom um timann sem byggingarhluta {
listinni, Guy Tortosa fiallar um timasynir
i listinni, Pérur Armannsson bregdur ljdsi
i timahugtakid [ byggingarlist og Trond
Berg Eriksen Ffallar um  sjilft
timahugtakid. Hér er ennfremur ad finna
texta eftir Allan Karpow og Jean-Jacques
Lebel. Sérpekking og hugleidingar
vidkomandi hofunda gefa syningunni

aukna merkingu.



Er stort antall kunsmere og kunst-
cksperter har i forskjellig uistrekning bi-
dratt til denne utsollingen, med wrviklin-
gen av dens tema og utvelgelsen av kunst-
nere. Jeg vil pjerne i rette en spesiell mkk
tl Claude Rutault, Guy Tortosa og Jon
Hendricks, hvis kommentarer og innspill
har beriket utstillingen stort. Jeg vil ogsi
fi takke spesielt de instirusjoner og perso-
ner som har lnt 0ss de verkene som vises
pd uestillingen,

Utstillingen Time, sugpend your flight er
et samarbeidsprosieckt mellom Bergen
Kunstmuseum og Reykjavik Kommunale
Kunstmuseum, og utgjor en del av disse
byenes program som curopeiske kultur-
byer 1 dr 2000,
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A large number of artists and experts
have been invalved to varying extents in
the production of this exhibition,
development of its theme and selection
of artists, | would like to express my
particular thanks to Claude Rutault, Guy
Tortasa and Jon Hendricks, whose
comments and thoughts have greatly
enriched it. 1 would also like to thank
especially the institutes and individuals
who have lent works to be shown at the
exhibition.

The exhibition Time, suspend yosr flishe
is a cooperation project between Bergen
Art Museum and Reykjavik Municipal Art
Museum, and forms part of those cites’
programmes as Buropean Cultural Cities
foor the year 2000,

Fjiilmargir listamenn og sérfredingar
hafa komid vid undirbuningssogu
syningarinnar og ate pace 1 drvinnslo 4
stningarhugmyndinni og vali listamanna,
Par vil ég sértaklega nefna Claude Ruta-
ulr, Guy Tortosa og Jon Hendricks sem
med umhugsun sinni og athugasemdum
hafa audgad syninguna. Peir eiga skilid
miklar pakkir. i vil ég sérstaklega pakka
stofnunum og cinstaklingum sem hafa
lanad verk 4 syninguna.

Syningin Témi, fresta fir pinni et
samvinnuverkefni Listasafnsins § Bjongzvin
og Listasafns Reykjavikur. Han er hlun af
opinberri dagskra Bjdrgvinjar og
Reykjavikur — menningarborga Evrdpu
aricy 2000,



GUNNAR DANBOLT

TID OG KUNST

TIME AND ART
TIMI OG LIST

Hua er sd tid? Huds ingen spor meg om ded, vet
ez det. Men huvs g skeal forkelare det 45! en som
aper, eet jeg det ke,

Augustin, Bekjennelier, bok 11, 14

Som kirkefader Augustn (354 — 430)
skriver i sine Bekjenmelrer, er tiden er van-
skelig problem 4 komme tl bunns . Oy
kunsten erikke lettere 4 hanskes med. Nér
man kombinerer dem, er mulighetene for
arman kommer i store vanskeligheter gan-
ske overhengende. Tkke minst fordi Gott-
hold Ephraim Lessing (1729 — 1781) i sitt
skrift Lapkson arpumenterte sterkt for at
billedkunsten primert er en rommets
kunst. Oy derfor vesensforskjellig fra dike-
ningen som i like hoy grad er en tidens
kunst. Setr i historisk perspekiiv var
Lessings tese viktig nok, fordi den forbe-
tedte grunnen for den ikke-literere mo-
dernismen. Men som allmen pistand er
det vel god grunn til 4 tvile pd om Lessing
har rett i derre. Det er da ogsid det som er
temact pd de folpende sidene.

AUGUSTINS TIDSBEGREP

Akkurat i de drene da Augustin skrev
sine beromte refleksjoner om tdens pro-
blem pd slutten av 300-taller, Ia man grunn-
laget for en utsmykningsplan for de store
knsme basilikacne. Selv om det pi dette
tidspunkt var over et halvt drhundre siden
den forste basilika sto ferdig, hadde man i

Vbt them is timee? If” mobody askers the guestion,
[ enow the answer. Yer, i 1 try to expilsin it to
e wibe asks, [ Ao mol,

Auvgustine, Confessions, Ch‘.lptl.'r 11,

verse 14

As Augustine (340-430), founding fat-
her of the Christian church, writes in
Confessions, ime is a problemarnic concepr
to discuss, nor is art an easier subject to
deal with. The combination of these two
subjcets, greatly increases the possibilities
of encountering difficulty, not least due
the forceful argumentation of Gotthold
Ephraim Lessing (1729-1781) in Laskosn,
for the primary role of the visual arts being
concerned with spatial matters, and thus
essentially dissimilar to poetry which is as
much a temporal art as visual art. From
an historical perspective, the importance
of Lessing’s hypothesis lies in its preparat-
ion for non-literary Modernism, However,
common sensc leaves good ground to
doubt Lessing’s proposal and will form the
theme of the following pages,

THE AUGUSTINE CONCEPT OF TIME

Deespite it being 50 years after the first
building was erected, the basis for the
decoration of the large Christian basilicas
was formed towards the end of the 4th
century, during the years when Augustine
wrote his famous reflections abour the
problematical nature of tme, Until the

Hrad er i tin? Medan enginn ghye mig am
Jhad, i veit fg pad. En ef €8 & ad sitekyra pad

firir petne sewe spyns Bt veit 6 pad ekki,

Jatningar Agustinusar, 11. bok, 14. kafli.

Einsog Agistinus kirkjufadir (354—
430) segir | [dtwingum sinum er timinn
vidfangsefni sem erfitt er ad komast tl
biotns i. Ekki er audveldara ad fase vid lise-
ina. Og pegar petta tvennt kemur saman
skapast brid hetta 4 ad lenda i miklum
vandredum. Ekki sist vegna pess ad Gott-
hold Ephraim Lessing (1729-81) faerdi
stetk rik ad pvi i Laokoon, fagurfreditgend
sinni, ad myndlist s¢ fyrst og fremst
list rimsins, og par af leidandi | edli
sinu 6lik skildskapnum, sem 4 sama
hate sé fyrst og fremst list timans. Fra
stgulegu sjdnarmidi er pessi kenning
Lessings mikilvieg vegna pess ad hun
undirbjd hinn
mddernismann utan bokmenntanna. Pad
er hinsvegar full dsteda ol ad draga { efa
ad Lessing hafi haft rétt fyrir sérad pessu
leytic Um pad verdur einmitt fallad &

jardveginn  fyrir

pessum sidum.
TIMAHUGTAK AGUSTINUSAR

Sému drin og Agustinus riadi hinar
kunnu hugleidingar sinar um edli timans |
lok 4. aldar var vend ad lepgja grunninn
ad myndskreytskipan | hinum miklu
kristnu basilikum. Pegar hér var komid



begynnelsen av 300-tallet vaert tilbakehol-
den med 4 bruke figurative motiver. Men
detre endret seg mot slutten av drhundre.
For fra rundt 400 av har man i de store
kirkene bevart et billedmaterale som ty-
der pd at man mé ha arbeidet utfra en hele
bestemt utsmykningsplan. Og denne
utsmykningsplanen kan man — med et visst
utbytte — sammenligne med de planene
post-moderne konsept-kunstnere legger
far de gir til sin gjerning. Om vi velger 4
se den oldkirkelige kirkeutsmykning som
et konseptuelt verk — og dert er ingenting
som kan hindre oss i det - er det tidew
som er denne “installasjonens” grunnkon-
SL'PL

Kort skissert var plancn slik ar nede i
kirkeskipet, over midtskipssoylene, var
bildesykluser fra FORTIDEN plassert,
enten fra Det gamle cller fra Det nye tes-
tamentet, eller fra begge, Nir det siste var
tilfelle, var de gamletestamentlige billed-
serier plassert pd nordsiden og de
nytestamentlige pa sydsiden. Menigheten
som sto i sideskipene, kunne se rett opp
mot veggmaleriene pd midtskipsveggene
og der oppdage “det som i fordums tid
var talt til fedrene giennom profetene, Men
ni, da de siste tder er kommet, er ralt 6l
ass giennom Sonnen” (Hebr 1,16) Forale
det som var fremsnlr i kirkeskipet, hadde
allerede for lengst funner sted,

Helt fremme i kores, i apsiden, var det
et stort bilde av det kristne hip, Jesu gjen-
komsti FREMTIDEN. Og mellom FOR-
TIDEN og FREMTIDEN fant selve
gudstjenesen sted ved ambon (lesepult) og
alter i den NATID som prest og menig-
heten var felles om. Der ble det som en-
gang hadde skjedd i fortuden, gjort nar-
vierende op aktuelt i ord (evangelielesning
o preken) og handling (nattverden hvor
Jesus igjen var synlig tilstede som brod og
vin).
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beginning of the 4th century there had
been a reluctance to use figurative motifs
within this context. However, change
dawned toward the end of the century and
from the beginning of the Sth century and
onwards, the large churches conserved a
pictorial strategy indicating an accordance
to stringent decorative plans. Furthermore,
this strategy can be profitably compared
with the approach of Post-modern
conceptual artists prior to the execution
of theirwork. If we choose to see the early
decoration of the Christian church as a
conceptual work - and there is nothing 1o
hinder us - tme is the founding concept
of the wnstallations,

In bricf, depictions of past pictorial
cycles’ sourced from either from the New
or the Old Testament or from both, were
placed above the central pillars in the nave
of the church, When both the Old and
New Testaments were the inspiration for
the depictions, the Old Testament was
located on the north side whilst the New
Testament was located on the south side.,
The congregation standing in the trancepts
could look directly up towards the murals
on the walls of the nave and discover athat
which in times past was spoken to the
fathers through the prophets. But now,
when the new time has arisen, is spoken
to us through the Son. (Hebr. Chl.v1) All
the pictures in the nave had taken place in
times past,

The second coming of Christ, the
lustration of Christian hope, was depicted
in large format at the front of the church,
in the chancel. The mass took place
between the locations of the PAST and
FUTURE, in the PRESENT were the
architectural elements of pulpir and the
altar that were situared with the human
activities of the priest and the congregat-
ion. The PAST was brought into the pre-
sent and given relevance through words
(the Gospel reading and sermon) and

stigu var raunar lidin ram half 6ld fra pvi
ad fyrsta basilikan var fullreist en framan af
4. 6ld hofdu menn hikad vid) figiratifa
myndlist i kirkjunum, Pad breyttist afrur 4
moéti pegar leid ad aldamétum og i
storkirkjunum er frd pvi skémmu efrir 400
vardveitt myndefni sem bendir til 20 unnid
hafi verid samkvemt akvednu skipulagi vid
myndskreytingarnar. bvi skipulagi mi—ad
nokkru gagni - likja vid dztlanir
postmodernra konsept-listamanna ddur
en peir fremija list sina, EF vid kjdsum ad
lita 4 myndskreytingar frumkirkjunnar
sem konseptverk, hugtakslistaverk — og
ekkert hindrar okkur i pvi — er timinn
sjilf grunnhugmynd innsetningarinnar,

I sturru mali var skipulagid pannigad i
adalskipinu, yfir silunum fyrir midju, voru
myndradir dr FORTIDINNI, annadhvore
ur Gamla eda Nyja testamentinu — ¢da
bidum og voru pi myndradir ar Gamla
testamentnu 4 nordurhlid en dr MNyja
testamentinu 4 sudurhlid. Séfnudurinn
st | hlidarskipunum og gat pvi horft
beint upp 4 myndirnar 4 veggjunum
midskips og sannreynt ad ,Gud raladi
fyrrum ... til fedranna fyrir munn
spamannanna. En ni 1 lok pessara daga
hefur hann tl vor talad i syni sinum (Hebr,
1.1=2). Pvi ad allt pad sem birtist 4
veggjum kirkjuskipsins hafdi fyrir longu
are sér stad,

Allra innst, i korskansinum, var stor
mynd af von kristinna manna, endurkomu
Krists § FRAMTIDINNI, Sjilf
gudshjonustan datri sér stad 4 milli
FORTIDAR og FRAMTIDAR vid
ambon (lespiile) og altari § peirri NUTID
sem prestur og sofnudur it sameiginlega,
bar voru atburdir sem eitr sinn hofdu it
sér stad endurnyjadir med ordum
(gudspiallslestur og predikun) og athéin
(altarisgbngunni par sem Krstur vard afur
synilegur i 1iki brauds og vins).



FORTID

PAST
FORTID

DEN AKTUALISERENDE NATID

THE ACTUALIZING PRESENT
VIRK NUTID

Bilder fra Gamle testamentet
Images from the Old Testament
Myndir ir Gamla testamentinu

FREMTID

FUTURE
FRAMTID

APSIS
APSE

Bilder fra Nye westamenter

Images from the New Testament

Myndir ir Nyja testamentinu

Formiler med 4 giore fortiden aktuell
o tilgiengelig var at menigheten pd denne
miten kunne mote den inkarnerte gud-
dom som alene kunne gjore fremriden
mulig. For ogsd fremtiden ble gjort nar-
varende og aktuell gjennom guds-
tienestens ord og handlinger. Den FOR-
TID menigheten si spor av pa kirkeskipets
vegger, var ugjenkallelig borte, mens den
FREMTID de skimtet i apsidens bilde av
Jesu gjenkomst, ennd ikke hadde funnet
sted.

actions (the eucharist where Jesus was
visibly present in the bread and wine).

The vivid and accessible representation
of the past allowed the congregation to
meet the incarnated Godhead that had
made the future possible. The future was
also rendered as present and relevant
trough the words spoken and the actions
taken during mass.

The PAST of which the congregation
saw traces in the murals high up on the
walls of the nave were irrevocably gone,
but the FUTURE they glimpsed in the
portraval of the second coming in the apse
had not vet been realised.

Tilgangurinn med pvi ad endurnyja
fortidina og gera hana adgengilega var ad
sofnudurinn skynjadi hinn holdtekna
gudddm sem var sjdlf forsenda
framtidarinnar. Framtidin var einnig kallud
i niid med ordum og athdfnum
gudshjonustunnar,

St FORTID sem sofnudurinn si
merki um § veggium kirkjuskipsins var
horfin ad eilifu en s FRAMTIE sem hann
sa { myndinni af endurkomu Krists i
kérnum hafdi enn ckki att sér stad,
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Der er siik tre tider, en neitid som gior forti-
den narvarende, en ndtid som er tiden ber op mi,
on e natid soor giov fremitden narverende, Disse
ire fider finwes ¥ sfelen, og andve steder fan Jeg
Heke se dem. Den narvarende fortid e eindring,
den marverende mitid er betrakining og den ner-
reerende fremtid er forventning,

(Augustin, Bedsemnelser, 11, 20)

Nitidens naervaerenhet er slik broen fra
fortid nl fremtid. Og det er ogsd guds-
tienestens tid, for dens formal var 4 gjore
den bibelske fortid levende for at forvent-
ningen om det fremuidige himmelske Je-
rusalem skulle bli virkelighet.

Denne dynamiske tidsoppfaming fikk
som konsekvens at man ikke plasserte for-
tidens eller fremtidens handlinger inn i
konkrere, jordiske miljoer, men avkledde
handlingene bide nd, sted og rom, slik
at bare det vesentlige — det handlende og
virksomme ORD —var tilbake. Det ORD som
detvar pudsienestens formil i lofte frem som
nervierende, levende op inspirerende i me-
nighetens nitid,

TILBAKETIL FORTIDEN

| lopet av 1100-gallet ble det mer og mer
dpenbart at den oldkirkelige kirke-
utsmykningsplanen ikke lenger var i over-
ensstemmelse med nye stromninger i teo-
logien. Den vekt man i de tusen forste 4r
av kirkens historie hadde lagt pi den frem-
tid som den guddommelige Kristus garan-
terte, ble av en rekke grunner avlest av en
stadig storre oppratthet av den mennes-
kelige Jesus, som ogsd var Gud. Det var
tale om en aksentforskyvning, men en
Forskyvning med store konsekvenser.
For den menneskelige Jesus var en
fortidig skikkelse — hans fodsel, offentlige
liv, korsfestelse og oppstandelse hadde al-
lerede for lengst funnet sted, Og det var
fra nd av denne Jesus — han som hadde
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Ithis way, there were three temporal
dinensions, 4 present wihich makes the past nearer,
a present wilich is bere and now; and a present
wdhich draws the fieture closer. these three tmes
ittt e fosined i e sond) awd I camwot see themr i
ather places. the clos praxamity of past is memory,
the closeness of the present is contemplation and
the ever-nearing futvre is anticipation,

(Confersions, 11, 20, Augusting)

The attentive present is thus the bridge
berween the past and the future. It is also
the time of the mass, and irs aim was
bring biblical time to life in order to create
anticipation of the realisation of the
heavenly Jerusalem of the future,

Consequently, this dynamic concept
of time led to the actions of the past or
future nor being placed in a concrete,
carthly environment but revealed the
action’s time, location and space in such a
manner that only the active and effective
WORD remained. It was the aim of the
mass to emphasise the WORD as present,
living, and inspiring for the present of the

congregation.
RETURN TO THE PAST

As the 12th eentury progressed it became
increasingly clear that the carly Christian
plans for the decor of the basilicas were
in canflict with contemporary theological
ideas. The importance attributed to the
future that the Divine Christ had
guaranteed during the fiest thousand years
of the history of the Christan church was
for various reasons replaced by a growing
concern with the flesh and blood Jesus,
who was also a God. It was described as a
shift in emphasis. However, it was a shift
with serious consequences,

These consequences arose since Jesus
the person was an historic figure- his birth,
life,
Resurrection had long since taken place,

public the Crucifixion and

whad er poi 6l fresnshanar tin, witid sem
gerrr fortiding nikomna okkur, mitid e er
Hnrinn bér ag wii, o nitid sem perir frantiding
nikomna okkur. Pennan prennskonar fima er
ad frana § sdlinni. Annars stadar kew 6 okdr
aga d bann. Hin nakomma fortid er minning,
ity middamna witid er skodin op bin ndakamia
[freamiidd er varniing,

(Jatningar Agastinusar, 11., 20,)

Nikomin nitid er 4 pennan hitt brdin
frd fortid ¢l framtidar, Og pad er einnig
timi gudshjénustunnar, pvi markmid
hennar var ad endurlifga fortid Bibliunnar
il ad framtidarvaentingarnar um himinsaclu
Jerisalems yedu ad veruleika.

bessi virka tmaskynjun vard il pess
ad hvorki atburdir fortidarinnar né
framtidarinnar voru settir § apreifanlegr,
jardneskt samhengi, heldur teknir ar
tengslum vid tima, stad og rim, pannig
ad adeins pad sem skipt mali— hid sikvika
og skilvirka ORD - vard eftir. Markmid
gudshjdnustunnar var ad ORDID yrdi
niakomid, lifandi og innblisid i nadd
safnadarins.

AFTURTIL FORTIDAR

A 12, 61d vard sifellt auglidsara ad hin
forna myndskreytiskipan var i 6samraemi
vidh nifja straiuma innan gudfredinnar. Su
ahersla sem menn 16gou fyrstu pisund ér
kirkjusbgunnar 4 framtidina sem hinn
guddomlegi Kristur trygedi vék af ymsum
astwdum fyric sfaukinni aherslu d hinn
mannlega Jesis, sem einnig var Gud. berm
var blebrigdamunur, en jafnframe breyring
sem dttl eftic ad hafa mikil dheif,

Pau orsokudust af pvi ad hinn
mannlegi Jests var soguleg perséna —
atburdirnir i @vi hans — feding, lifshlaup,
krossfesting og upprisa — hofou i frndinni
art sér stad, Pad var einmite 4 pessum tima
sem Jesis — sa sem hafdi det heima |
Palestinu s fyrstu arum timartals okkar —



lever 1 Palesting 1 de forste drene av var
tidsregning - som kom il 4 st { sentrum
av det religiose liv. Formalet ble 4 leve sep
inn i Jesu liv — og bli, som Frans av Assisi,
en imitator Chrinti, Det hadde som konse-
kvensat det nd var avgjorende for en kris-
ten & forseke 4 Vgl dlbake dl” Jesu kors.
For fortiden fantes der og da, og evange-
liene var beviset for dette. En mite 4 gjore
dette pa, var 4 forflytre seg geografisk il
Jesu landskap i Palestina. En annen  leve
seir si inn 1 evangelienes ord at man i an-
den maktet 4 forflytte seg tilbake til Jesu
egen tid. For i lette dette arbeidet begynte
man 4 plassere Jesu liv inn i jordiske om-
givelser som virket sannsynlige og
levendegjorende. At disse omgivelsene
lante trekk fra deres egne miljper, var med
4 gjore dem kjente og lettere 4 akseprere.
Denne tealogiske nyorientering rundt
1100 gjorde ar fornden — Jesu liv i Pales-
tina - ble mer enn Augustins nervierende
fortid. Den ble virkelig som noe som fak-
tisk hadde skjedd engang pa et hele be-
stemt tidspunke i historien. Man kanne 53
i 5i plotte Jesu liv inn pd en helt bestemt
plass pa den lange historiske udsaksen.
Jesus levde semtiddiy mved keiser Augustus og
keiser Tiberius, men far kirkefaderen
Augustin og #fer Sokrates og Platon, Den
vitenskapelige tidsoppfaming som ble re-
sultat av denne mnkegangen, var og er sta-
tisk, fordi tiden kan beskrives ved hjelp av
tidsnoytrale termer. Vi lever 2000 dr effer
Jesu fodsel, men far den okologiske karas-
trofen som har erstattet dommedag for
moderne mennesker. [ dette perspektiver
har Augustins nitid ingen plass, og med
“den heller ikke bevisstheten eller Augusnns
sjel”, Og at det har fordeler for vitenska-
pen, sier seg selv — ingen subjektiv bevisst-
het behover 4 trekkes inn med sin lune-
fulle og diffuse nitidsopplevelse.

And itwas from this time that this concept
of Jesus, the man who had lived in Pale-
stine in the first years of our own calendar,
became the centre of relipious life. The
aim was to understand the life of Jesus -
and become as Francis of Assisi, an imita-
for Christi. This led to the necessity of a
Christian to amempt to «rcturn tos the
eross of Jesus. The past was alive in the
present, and the gospels were proof of
this notion, One method of returning to
the past pictorially was to use the
geographical landscape of Palestine,
Another was to abide so closely o the
word of the gospels that the reader’s spi-
rit was transported back to Jesus’ own
time, This idea was emphasised by the
depiction of Jesus® life in likely and realistie
carthly surroundings, which were rendered
readily accessible and familiar by the use
of borrowed elements  from
contemporary environments in the
compaosition,

This new theological orientation in the
carly 12th century changed the notion of
the past - Jesus' life in Palestine - to
something more than the past as scen by
Augustine ideology. It became real,
referring to actual instances occurrng at
a certain time in history, Jesus’ life could
be pinpointed to a definite place on the
long historical axis of tme. He had lived
dwring the reign of Emperor Augustus and
Tiberius but fgfire Augustine, the founding
father, and affer Soctates and Plato, The
resulting 1dea created to the scienrific
concept of time was and still remains
static, as time can be deseribed in terms
neutral to time. We are living 2,000 years
after the birth of Christ, but before the
ceological eatastrophe that has replaced
Doomsday for modern humanity, There
is no place for Augustine’s present in this
perspective, as neither has the
consciousness nor soul of Augustine. And
it undoubtedly holds advantages for

vard pungamidja alls traarlifsins.
Markmidid vard o ad lifa sig inn i lif Jesu
— o verda, cinsog heilagur Frans af Assisi,
emitator Christi, Padd olli pvi ad ni reid 4
fyrir kristinn mann ad reyna ad Jhverfa
aftur' 1l krossfestingarinnar. Fortidin hafdi
vissulega vend til, og pudspjollin voruo
sonnun pess. Fin adferdin vid petta var
ad) flytja sig & slooir Jesa i Palestinu. Onnur
adferd var ad lifa sig svo kedfruglega inn
texta gudspjallanna ad manni tekist { anda-
num a0 fera sig aftur il tima Jesa, Til ad
audvelda afturhvarfid var fardd ad gefa lifi
Jest jardneskt umhverfi sem virtist
sennilegt og lifandi, Pad hjalpadi sidan ul
vidd ad gera pessa stadheti kunnuglega og
adgengilega ad i peim dracet Gr umbverdi
samuidarinnar

bessi nystefna innan gudfredinnar um
1100 vard 1l pess ad foridin — @vi Jesa i
Palestinu — vard annad og meira en hin
nikomna fortid Agistinusar. Hin vard ad
atburdum sem hofdu raunverulega gerst
4 dkvednum tima { sogunni. Pad var haxgt
af) koma wvi Jesa fyrnr d fastikvednum stad
i hinum langa timadéxli stgunnar, Jesids var
samtimamadur keisaranna Aglstusar og
Tiberiusar en uppi fynr uma Agustinusar
kirkjufdur og effir tima Sokratesar op
Platéns. Sa visindalegi skilningur i
timanum sem spratt af pessum hugsanag-
angi var og er kyrrstedur, pvi ad dmanum
m alltaf [ysa med hjalp hugtaka sem ekki
eru bundin vid tima, Vid erum appi 2000
arum eftir burd Krists en fyrr hid
vistfredilega storslys sem hefur tekid) stéidu
dimsdags { augum nutimamannsins. Fri
bessum sjonarhol er natd Agiistinusar
barflaus, og par med lika vitundin, — ,sal*
Agistinusar. Kostir pessa fyrir visindin eru
auglidsir — ekki er porf fyrir neinskonar
cinstaklingsbundna vitand med sina
duttlungafullu. og  pokukenndu
nutidarskynjun,



FRA RELIGIEST MALERI TIL
HISTORIEMALERI

Ni ble ikke den dynamiske tidsoppfatning
uten videre borte, selv om den statiske var
pa vei inn. Det skyldes flere faktorer, men
kanskje forst og fremst atvi vanskelig kan
utradere vir niudsbevissther. Derfor vir-
rer for cksempel renessansens malerier
mellom disse to tidsoppfatningene. Det
merker man ikke uten videre med engang,
for virt forste inntrvkk er at den dyna-
miske tidsoppfatning fremdeles er levende.

For malerne i den italienske renessan-
sen forsokte 4 hente frem fortiden pi en
slik mirte at den kunne virke retorisk over-
bevisende for tidens mennesker og “drive
dem fra last mot dygd”, som renessanse-
humanisten LeonBaptista Alberti uttryk-
ker det i sin avhandling om maleriet fra
1435-36. De midler man benyreer for 4
levendegjore fortiden var mange, men vik-
tigst av dem var likevel sentralperspektiver.
Det kan vi se av ett av renessansens mest
kiente bilder - Leonardos Natferden, som
dekker den ene kortveggen i spisesalen
cller refektoriet i klosteret Sta Marda delle
Gracie i Milano. Ved hjelp av det nye per-
spektivet maktet nemlig Leonardo 4 skape
en illusjon av at det rom Jesus og apost-
lene satt i var en forlengelse av munkenes
eget rom. Og for 4 understreke detre, lot
Leonardo det malte border med bordduk
og kjotler vare helt lik spisesalens bord,
bordduk og kjerler. Slik utgjorde spisesal-
ens tre langbord sammen med Leonardos
malte bord en rundkrets. Og det ma vir-
kelig ha skapt et inntrykk av nervaer, av at
munkene spiste sin nattverd sammen med
Jesus og apostlene,

Men sporsmilet er om Leonardo og
de spisende munkene med Augustin
mente at fortiden giennom dette bildet var
blitt nervarende nitid for dem, eller om
de snarere ved hjelp av bildet var satt i
stand til 4 reise tilbake til fortiden og opp-
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scienee; the subjective consciousness, with
its temperamental and vague experience
of the present, need not be consulted.

FROM RELIGIOUS PAINTING TO
HISTORICAL PAINTING

Various factors led to the dynamic
conception of time not merely being
wiped away, despite the encroachment of
static time due to the primary factor of
humanity’s difficulty in transcending its
own present consciousness. This is why,
for example, Renaissance painting hovers
between these two concepts of time, We
do not instantly recognise this fusion since
the dynamic concept of time still appears
to be alive in our first impressions of the
works of the petiod.

Italian Renaissance painters attempited
to depict the past in such a manner thar it
could seem rhetorically convineing for
contemporanes and thus sdrive them from
vice to virtues, as Leon Baptista Alberd,
the Renaissance humanist, expresses in his
thesis on painting (1435-36). OF all the
various methods used to convey a
convincing past, the most important was
the use of central perspective as seen in
Leonarda’s Last Supper, one of the
Renaissance’s most renowned paintings,
which covered the whole of the short wall
in the refectory of the Sta Maria delle
Gracie monastery in Milan, Leonardo
managed to create the illusion that Jesus
and the disciples were sitting in an
extension of the monks' refectory with
the aid of the newly discovered central
perspective, Leonardo emphasised this by
reproducing the refectory’s own tables,
tablecloths and erockery in his mural. The
supper table in Leonardo’s mural in
conjunction with the refectory’s three long
tables completed a circle. It must cerminly
have created the impression of presence,
and seemed that the monks were really

FRA TRUARLEGUM MALVERKUM TIL
SOGULEGRA MALVERKA

Hinn virki skilningur 4 tmanum hvarf ekki
i einni svipan pott hinn kyrestedi vaerd ad
na viirhdndinni, Pad 4 sér margar orsakir
en po einkum peer ad vid eigum erfitt med
ad purrka at vitund okkar um nitidina,
Pess  wvegna  hvarfla
endurreisnartimans 4 milli bessara tveggja
skilningstegunda, en pvi tekur madur ckki
eftir i fliota bragdi vegna pess ad vid fyr-
stut syn virdist virkur tmaskilningur enn {
fullu gildi.

Milarar itélsku endurreisnarinnar
reyndu ad nd fram fortidinni 4 pann hitt
ad hin geti virst sannfrrandi ferir

malverk

samtimamenn o ordid tl ad , prista peim
dyggdum*
endurreisnarhimanistinn Leon Battista
Alberti komst ad ordi § ritgerd sinni U
midiverkid fri 1435-36. Menn notudu ymsar
adferdir vid ad gera fortidina lifandi en s6
mikilvaegasta var pé midjufjarviddin, Petta
sjjum  vid 1 pekktustu
endurreisnartimans — Sidusfn &odldwdltd

fri synd ad cinsog

mynd

Leonardos, sem pekur adra skammhlid
matsalarins { klaustrinu Santa Maria delle
Miland, Med
flarviddartzkninni tokst Leonardo ad
skapa pd blekkingu ad salurinn sem peir
Kristur métudust ver rétt handan vid

Gracie nyju

vistarverur munkanna. Til ad leggja enn
meiri dherslu 4@ perta mdladi Leonardo
kvildmiltidarbordid med dik og
bordbinadi nikvamlega eins og bordid {
matsal klaustursing. Pannig myndadist ein
heild dr langbordunum premur og hinu
miilada bordi Leonardos. Petta hefur svo
sannarlega skapad andrumsloft nandar,
munkunum hlgtur ad hafa pott peir snada
kvildverd sinn dsamt frelsaranum og
lensveinum hans.

Alitaefnid er hinsvegar hvort
Leonardo og munkunum i matsaloum
hefur fundist i stil Agistinusar ad myndin



leve Jesus o apostlene i deres eget histo-
riske miljo. Mye kan tyde pa at pa 1400-
og 1500-taller var det siste mer sannsynlig
enn det forse.

Ni opererte Leonardo ogsia med en
annen type tid — fortellingens tid.
Leonardo gjengir en gammel historie, hen-
tet fra Johannésevangelier. Der er vikng 4
understreke at han glewgir den, for det inne-
baerer at han forteller denne gamle histo-
ren pa sin egen mite. Akkurar det er en-
kelt & konstatere. Vi behover bare 4 sam-
menligne hans maleriske beretning med
o tidligere nattverds-beretninger — ung-
renessansemalerne Castagnos (1450) og
Ghirlandaios (1480). 1 begge siter Jesus
og apostlene rolige op meditatve bak bor-
det, hensunkne i sine egne tankeverdener.
Derfor skjer det ingenting i bildet, for tid
appstir av bevegelse og handling

Leonardo innforer for forste gang
handling i nattverdshildene, Han lar Jesus
sitte alene i midten, og fremhever ham
kompositorisk ved at perspekrivers
forsvinningspunkt ligger i hans hoyre ove
= kolorstisk ved at han er den eneste som
er male med rene farger — og psykologisk
ved at det er Jesus som setter handlingen
i gang, Med ordene: "En av dere skal for-
ride meg” oppstir det en rekke ulike re-
aksjoner hos de tolv apostlene, Oy disse
reaksjonene som oppstir effer at Jesus har
urtalt disse ordene, fir apostlene dl 4 av-
slore hvem de er. For Jesus sa disse for-
ferdende ordene, satt de antagelig
hensunkne | meditsjon som i ungrenes-
sansens nattverdshilder. Men Jesu ord vek-
ker dem til live og setter handlingen i gang
og dermed de reaksjonene som forplan-
ter seg utover pi begpe sider av Jesus. Slik
har Leonardo maktet 4 gi er statsk bilde
et tidsforlop, som steekker seg fra den
antydede fortid hvor de sart rolige og for-
ventningsfulle, via det eyeblikk da Jesus
uttalte de ordene som fikk apostlene ol 4
reagere slik vi kan lese det ur av bilder.

cating their supper in the company of Je-
sus and the disciples.

However, the question remains as to
whether Leonardo and the monks eating
with Augustine felt the past had become
part of their present state through this
painting or whether it was an aid 1o a
journey back in tume enabling them to
experience Jesus and the disciples in an
historically correct environment. Much
evidence indicates the latter instance in the
15th and 16th centuries,

Leonarde also operated within another
aspect of time -narrative time. Leonardo
rerells an old story taken from the Gospel
according to 5t. John. The emphasis was
focused on the rereliing of the story, as this
allows room for the inclusion of his per-
sonal expression of the story. This is sim-
ple to prove. We only need to compare
his mural with to two carlier depictions
of the Last Supper - by Castagnos (1450)
and Ghirlandaios (1480), both early
Renaissance painters. In both examples,
Jesus is sitting calmly medirating, deep in
contemplation, at the table in the com-
pany of the disciples. Therefore, as tme
is recounted by motion and action,
nothing is happening in these pictures.

Leonardo introduced action into the
depiction of the Last Supper for the first
time in history. He allows Jesus to sit alone
in the centre, compositionally emphasising
the figure of Christ by drawing the
vanishing point of perspective into his
rght eye - colouristcally singling Christ
out by his use of pure colour in his clothes
- and psychologically using Jesus to activate
the scene. With the words: «One of vou
will betray mes, the rwelve apostles exhibir
a series of different reactions. These
reactions to Jesus” words, reveal the apost-
les for who they are. Before Jesus had
spoken, they were probably deep in
thought as depicted by the early
renaissance painters. However, Jesus’

trygedi peim nikomna fortid eda peir hafa
tali® ad hin hjalpadi peim ad ferdase afur
til fortidarinnar og skynja Jesa og
lzrisveinana 4 pann hitt i sogulegn samud,
Margr bendir tl ad hid sidarealda sé
sennilegra 4 15, og 16, old.

N notadist Leonardo einnig vid adta
gerd af tima{ verki sinu— frasagnartimann,
Leonardo er ad endursegja gamla sogu dr
Johannesargudspjalli — og tokum eftir ad
hann endwrsegir soguna, pvi ad pad felur §
sér ad hann segir pessa pimlu s6gu 4 sinn
eigin hitt. Fad er audvelt ad sannreyna —
vidd purfum einungis ad bera myndrena
nilkun hans saman vid i eldr verk af
sidustu kvildmaltidinni, myndir frd frum-
endurreisnartimanum eftir malarana An-
drea del Castagno (1450) og Ghirandaio
{1480). | badum verkunum sitja Jesis og
lerisveinarnir vid bordid kyrrlitir og
rolegir, nidursokkair | hugsanir sinar. Pess
vegna gerst ekkert 4 myndunum, pvi ad
timinn kviknar af hreyfingu og athéfnum.

Leonardo er fyrstur malara ad gera
kvoldmaltidina ad athéfn. Hann letur
Jesis sitja einn fyrir midjunni. Hann leggur
a hann myndrena dherslu med pvi ad
midpunktur farviddarianar liggur [ hiegrea
auga hans — litteknilega med pyvi ad hann
cinn er milador i hreinum litum — op
salfredilega med bvi ad hann er uppspretta
athafnanna. Semingin , Einn af ydur mun
svikja mig" hrindir af stad margvislegum
vidbrogdum hjd lensveinunum tolf, Ogp i
vidbroghum peirra ffir ord Jest kemur
lis hid rétra inncet hvers og eins. Adur
en Jesis letur falla pessi storu ord hafa
peir tralega setid nidursokknir i hugun
einsog 4 kvildmaltidarmyndum
frumendurreisnarinnar, Ord Jesd vekja pi
hinsvegar til lifsins, pad kviknar 4
atburdarisinni og vidbrogdin breidast at
fra Jest til beggja acta. Pannig hefur
Leonardo rekise ad gada kyrrsrada mynd
tima, tima sem tevgir sig fri fortidinni
pegar allic hafs sedd i eftirvientingu og
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MNir vi i dag ser dette bildet, eller re-
stene av der, fra den tomme spisesalen,
opplever vi ikke lenger bildets levendegjor-
ende potensiale, ihvertfall ikke | samme
grad som munkene mi ha gjort. For oss
henviser bildet til fortiden — al to ulike
perioder, nemlig historiens fortid runde
dr 30 eller 33 e. Kr. i Palestina — og til
fortellingens fra 1492-93 i Milano. Bilder
gir pi den ene siden en tolkning av en his-
torie fra evangeliene, som vi i dag kan av-
feie som uhistorisk og unmelig. Men den
forteller pa den andre siden om den be-
gynnende hoyrenessanse og dens nye ver-
dier og idealer. Vet vi noe om den opprin-
nelige résepsjonsmiten — munkenes bak
spisebordene — kan vi ogsi oppleve anstan-
dew 1 tid fra renessansen til | dag For det
som interesserte modernismens kunst-
historikere ved bildet, var helt andre as-
pekter enn dem som var naturlige for de
spisende munkene,

Lnder den anti-litterere modernismen
var de dramatiske og psvkologiske aspek-
tene ved bildet helr likegyldige — der var
de formale egenskapene man konsentrerte
seg om. Og de betraktet man som faste
og stabile egenskaper som var de samme i
renessansen. som i dag, Rikdgnok tyder
mye péd at man tidligere ikke riktig hadde
vert oppmerksom i dem, men det skyld-
tes at innhold og fortelling skygget for dem
—ersikkere tegn, mente man, pd mer naive
tider. Men dette gielder ikke lenger etter
modernismen, for nd er det andre sider
ved bildet som vekker oppmerksombet,
for eksempel spiller mellom det vi kan vite
om den opprinnelige resepsjonsmite med
vekt pd de narrative og oppbyggelige si-
dene, og de formale aspektene som mo-
dernismen trakk frem.

MNir dette grove riss av en forsknings-
historie trekkes inn, er det fordi den dp-
ner for en dimensjon ved den dynamiske
tidsoppfatning som var levende bide i old-
kirken og | middelalderen. Den gang kalre
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words brings them to life, actvate
mavement, and result in the action being
dispersed on both sides of Jesus. Thus
Leonardo incorporited into a static
painting, a cycle of time strerching from
an indicared past where they sat calm and
expectant to the moment when Jesus
spoke the words making the apostles react
in the way we see in the painting,

When we see this picture today, or the
remains of it, in the empty refectory, we
no longer experience the painting’s lifelike
potental, certainly not in the same degree
as the monks experienced it. We see it as
a picture of the past of two different
periods, that is the story’s past around the
30-33 AD in Palestine - and the time of
narration from 14%2-93 in Milan. On the
one hand, the painting narrates a story
from the gospels, which we can reject as
historically incorrect and unreasonable.
However, on the other hand, it represents
the beginning of the late Renaissance with
its new values and ideals. What do we know
about the original reception to this work?
- of the monks seated at the mbles? - can
we even experience the disfarce in tme
from rhe Renaissance to today?
Modernism’s interest in this painting, in
terms of art history, was developed from
an entirely different perspective than thar
which seemed namural for the monks ear-
ing in their refectory.

The emphasis of the anti-narrative
perspective of Modernism on the formal
aspects of the painting was indifferent 1o
its dramatic and psychological elements.
Formal qualities were considered
unchangeable and seable characteristics
that were as absolute in the Renatssance
as in contemporary imes. However, the
strong indications that earier eras had not
been aware of these formal absolutes was
blamed on the importance attached to
content and narrative and reduced to being
an obwvious sign of naive dmes. However,

kyrrd — um augnablikid pegar Jesus talar
- til vidbragdanna sem vid sjium 4
lensveinunum,

Pregar vidd stondum niina § edmum mat-
salnum og horfum i pessa mynd — eda
pad sem eftir er af henni — skynjum vid
ekki lengur lifskraft hennar, ad minnsta
kost ekki § sama mali og munkarnir hljoea
ad hafa gert. i huga okkar visar verkid ul
fortidarinnar — il rveggia dlikea tmaskeida,
timabils stgunnar, kringum dnd 30 eda 33
i Palestinu — og timabils frasagnannnar,
um pad bil 1492-93 i Milan6, Myndin er
annarsvegar tilkun a einni af frisGgoum
pudspiallanna, sem vid getum mi afgreitt
sem Grruverduga og ekki stgulega. Hins-
vegar er myndin tilkynning um upphaf
hiendurreisnarinnar, um hin nyju gildi
hennar og hugsjidnir. Ef +id hefdum
einhverja hugmynd um upphaflegar
vidtikur verksing — hugsanir munkanna
yhir matnum — gatum vid lika skynjad
frardagding | ima fra endurreisninni nl okkar
daga. Pvi a0 bad sem wvakt dhuga
midernra listfreding i myndinni voru allt
adrir prenir en peir sem hafa hofdad dl
munkanna i matsalnum.

Frisogn var médernismanum
litils virdi og a veldistimum hans pétu
hinir leikrenu og silfredilegn pattir
myndarinnar algerlega erindislausir — pad
var hinir formlegy eiginleikar sem menn
einbeittu sér ad, beir ciginleikar voru tal-
dir fastir og ohrevtanlegir, hinir s6mu nd
og 4 imum endurreisnarinnar. Vissulega
benti margt til pess ad menn ferrd tima
hefdu ekki veitt pessum eiginleikum nga
athygli, en pad var vegna pess ad innihald
og fristgn skygpdu 4 — sem pattd skyr
visbending um frumstedar tima,

Efur ad modernisminn leid undir lok
a petta ekki lengur vidh, Na vekja adrar
hlidar malverksins athygli, il demis
samspilid milli pess sem heegt erad komast
a0 um upprunalegar vidtokur med dhersiu
a frasogn og bodskap og peirra formlegu



man den Apadgink, og den pikk i korthet
ut pi at tekstene i den gamle pake fikk ny
betydning i og ved den nye pake, og ar tek-
stene fra bide den gamle og den nye pakt
fikk ny betvdning i kirkens epoke, ere. Slik
var det naturlig for jodenc 4 tolke for ck-
sempel den gamlerestamentlige beretning
ol ﬁhrahums‘uiltighm til 4 afre sin egen
sonn Isak som et eksempel pi forbilledlig
tro. Men I lvs av korsfestelsen ble den for-
sttt som en prefigurasion av Guds offer
av sin egen sonn pd korset. Og i kirkens
epoke ble den et forbilde for messeofferer,
slik vi kan se der i koret i San Vitale i
Ravenna.

Pi denne miren skjedde det en
betydningsutvidelse av de gamle tekstene
(og bildene) hver gang en ny epoke inn-
traff. Derfor kunne man ikke rale om at
en tekst hadde én og bare én mening —
den hadde et helt knippe av betydninger
som bare kunne forleses litt etter litr som
tidews gikk, Drenne konsekvens av den dy-
namiske tdsoppfatning var levende i old-
kirken og middelalderen. Og den er tau
opp igien i den etter-moderne tid, Derfor
behowver vi ikke lenger forkaste eldre talk-
ninger av for cksempel Leonardos Nag-
wenden, for de har opplagt forlost noen av
den muligheter som ligger 1 bildet, men
bare noen.

Nir vi forflytter oss fra Leonardos ad
frem ol 1600-tallers klassisisme, moter vi i
Nicolas Poussing Nattverden en helr annen
innstlling il tiden. For Poussin gir los pd
emnet med antikvarens innstilling. Han
onsket 4 gi et si historisk og arkeologisk
korreke hilde av den forste natrverd som
det overhodet var mulig utfra epokens
kunnskaper. S4 her er vi vitne til en redan-
strikgion av en fortidig begivenher ved hjelp
ay alle de kunnskaper som var tilgjengelig
for Poussin, Og da er vi over i den statinke
tidroppfatning — at Jesu tid befinner seg pd
et besternr sted pid tdslinjen. Graver vi i
denne epoken, kan man smitt om senn

the end of Modernism changed this
approach and other aspects of the picture
are currently relevant, for example, the
tension between what we do know about
the original reception of the picture
emphasising its narrative and constructive
sides and the formal aspects that
Modernism first accentuared.

This rough skerch of a research story
is brought into the account in order to
permit @ dimension of the dynamie
perspective of time that thoved in the early
church and in the Middle Ages; fpodogrea’
time, which in brief, was the text in the
Old Testament, receiving new meaning by
their inclusion in the New Testament, and
texts from both the Old and the New
Testaments were given fresh meaning in
the epoch of the church. It had been
natural for the Jewish community to
interpret the Old Testament's description
of Abraham’s willingness 1o sacrifice his
own son, Isaac as an example of idealistc
faith. Howewver, in the light of the
Crucifixion, this story was understood as
prophetic of God's sacrifice of his own
son on the cross. Thus in the Church’s
epoch, it became a model for the sacrifice
of the communion, as we can see it in the
chancery in San Vitale in Ravenna.

Thus, the old texts and pictures
expanded in meaning every time a new
epoch arose,

Therefore, a text cannot be atributed
with one singular meaning - there were
assortments of meanings that can only be
revealed in the passage of time. Consequently,
the early church and Middle Ages
emphasised the old dynamic experience
of time, which has moved to the fore again
after the end of Modernism. Thus, for
example older interpretations of
Leonarda’™s Last Supper need not be
rejected, as they have most certainly
revealed some of the possibilives within
the painting but not all of them.

parta sem modernistarnir drégu fram i
dagsljdsid.

Pessi grofa mnnsoknarskissa er dregin
hér fram vegna pess ad hin opnar fyrir
vidd i hinum virka timaskilningi sem
var lifandi badi { frumkirkjunni og 4
midaldum, Pa hér perta fipdldeia eda
[fyrirmyndin, o folst stuttu mali § pvi ad
textarnir i hinum gamla sattmila fengu nyja
merkingu i og med hinum nyja sdtemdla,
og ad textarnir § badi gamla sanmilanum
og peim nyja fenpgu nyja merkingu &
tmum kirkjunnar, o.sfrv. Bad var edlilept
ad Gydingar litu 4 frasogn Gamla
testamentising um Abraham reidubiinn ad
forna Isak syni sinum sem fyrrmynd ad
sannri tri, | ljosi krossfestingarinnar var
hin hinsvegar tilkud sem fyrirmyndun
Fyrir pad ad Gud farnadi einkasyni sinum
i krossinum. A kirkjulegum timum speglast
sama frasdgn { messufdrninni, einsog sjd
mi | kor San Vitale-kirkjunnar { Ravenna,

A pennan hartr jukust hinir gémlu
textar (og myndir) ad merkingu { hvert sinn
sem nytt timabil rann upp. Pess vegna var
engin leid ad halda pvi fram ad dkvedinn
texti hefdi tltekna merkingu og adeins i
tilteknu merkingu —{ honam hlaut ad liggja
ficildinn allur af merkingum sem einungis
kaemu i ljos smitt og smatt med fmanim,
Petta vidhor! var afleiding af hinum virka
timaskilningi og var [ fullu fjéei {
frumkirkjunni og 4 middldum, Na pegar
mddernisminn er allur hefur pad tekid gildi
d & ny. Pess vegna purfum vid il demis
ekki lengur ad hafna eldr tilkunum 4
Sidustw keedildmdltid Leonardos. bar hafa
aughidslega virkjad einhverja af kedftum
myndarinnar, en alls ekki alla,

Pegar vidd ferum okkur fré timum
Leonardos fram i klassisisma 17. aldar
kemur i ljos allt annad vidhort il dmans i
Kosldmaltidinni eftir Nicolas Poussin,
Poussin leggur til atlGgu vid vidfangsefnid
med hugarfar fornfraedingsing. Hann lei-
tast vidd ad gefa eins nikvama sogulegn
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bygge opp en troverdig rekonstruksjon av
bide det ytre rom og den indre mening,
MNar det er gjort, vil resultater bli stdende;
om ikke enda flere "urgravninger” fir frem
nve kunnskaper som ferer il visse modi-
fikasjoner,

Denne innstillingen il tidsbegrepet
gjorde at historiemalerne — som de samiti-
dige historieforskere — ble opprat av for-
tiden som noe som eksisterte et bestemt
sted pd tidslinjen og som derfor kunne
utforskes som er fenomen i seg selv, uav-
hengig av natiden o dens tanker og opp-
fatninger. Denne satiske eller homogeni-
serte tidsoppfatning opererte altsi med en
tidslinje som ikke bare var inndelt | dru-
sener, drhundre, dr, mineder, dager og o-
mer, etc., men som ogsi kunne inndeles i
overgripende epoker og faser som mid-
delalder, renessanse og barokk, og ung-
gotkk, hovgotkk og sengotikk. Og selv
om det var mennesker som forst foretok
disse inndelingene, grodde de etter hvert
pd magisk vis fast til ddslinjen og ble tl
naturlige epoker og faser — som om de
var grodd frem fra dden selv. Det sikreste
tegn pa at dette var skjedd, var at epokene
fikk et "vesen” — slik epler op katter har.
Oy dette vesenet kunne ikke endre sep,
for dec gjor hverken eplenes eller katte-
nes vesen, De eral alle dder det de er skapt
til & vaere,

En konsekvens av dette var ar for ek-
sempel en begivenhet som Abrahams of-
fer ikke lenger lot sep losnve fra sin egen
tid. Den hadde nemlig ogsa fite sitt vesen,
sin mening, som hverken kunne endres
eller nytolkes, vansett Jesu dod og den
katolske messen. For det var tre forskjel-
lige begivenheter med rotter i tre helt ulike
epoker og hadde derfor ingenting med
hverandre 4 gjore. Der var denne innstil-
ling 1600-tallets historiemalen bygget pi
Man onsker engang for allnd 4 finne ur
hva som var skjedd. Og var der forst

Let us move from Leonardo's time o
17th century Classicism, where Nicolas
Poussin’s Last Sapper conrains a quite dif-
ferentapproach to the pereeption of tdme,
Poussin approached the subject with the
attitude of the antiquanan. He wished to
portray the Lag Sapper through an accurate
historical and archaeological depieton
based on the knowledge available to him
in the 17th century. Therefore, the viewer
sees the recomstrction of a past occasion
with the help of the knowledge available
to Poussin, In the realms of the radic
conception of fime - Jesus' is positioned at a
specific place on the time axis - research
into an epoch will eventually lead to the
formation of a convincing reconstruction
of bath the external space ind the inner
meaning. The result would remain
absolute if further wdigse do not reveal
more knowledge leading to certain
madifications of the scenario.

This perception of tme led painters
of historical occasions- as well as their
contemporarics engaged in historical
research - to become concerned with a
past which existed at a certain place on
the dme axis and could therefore be
researched as a phenomena, independent
of the present and irs ideas and
preconceptions, The time axis of the static
or homogenised concepr of time was not
only divided into millennia, centuries,
vears, months, days, hours, etc bur also as
something which could be divided into
dominant epochs and phases such as
The Middle Ages, Renaissance and
Baroque, and early Gothic, High Gorhie
and Lare Gothic, However, this man-
made construction eventually grew in such
a magical manner that epochs and phases
became a natural part of the tme axis -
they developed as if from time itsclf,
which is more clearly indicared by the
assignation of specific acharacteristicss o
an epoch - much in the same way as apples

myned af sidusta kvildmaludinni og haegt
var i grunni fredipekkingar sinnar tidar.
Hér fer fram ewdurbygping atburdar tr
fortidinni med hjilp allrar peirrar
pekkingar sem Poussin var adgengileg, Og
nu erum vid fortakslause seodd § Eprertadum
Hmearkifning — xvi Jesd er ad finna 4
dkvednum stad 4 tmadxlinum. Sokkvi
madur sér ofan § peta timaskeid er smim
saman hage a8 koma upp traverdugri
endurbyggingu baedi vira umbverfis o
innr merkingar. Ad pessu loknu er verkid
fullkomna® um alla framtid, nema pd ad
nyir uppereftic leidi il aukinnar pekkingar
sem pd krefst dltekinna lagferinga.

Betta vidhorf til dtmahugtaksing vard
til pess ad sdgumalararnir litn - like og
sagnfriedingar pessa tima — i fortidina sem
samsafn atburda sem perdust 4 dkvednum
stad a rimadxlinum og var pess vegna hagt
ad rannsaka sem fyrirbaen { sjilfu sér, Ghad
nidmanum og peim rikjandi hugarfan og
vidhorfum sem honum fylgia. Pessi
kyrrstedi eda einleiti timaskilningur
byggdist semsé 4 timadxli sem ekki
eingingu skipuse i aldarogi, aldir, ar,
minudi, daga, klukkustundir o5 frv. hel-
dur var lika hegt a0 deila nidur § dmakil
og skeid 4 bord vid midaldir, endurreisn
og barokk, frumgotik, higotik og sidgouk,
batt pessi nidurdeiling hafi verid
mannasemingur ox hin smatt op smadte
saman vid dmadxulinn 4 undraverdan han
o umbireyttist { nattiruleg timabil og skeid
- rétt einsog pau hefdu sprotad fram dr
timanum sjilfum. Oruggasta merki pess
ad perta hafdi gerst var ad timabilin
fengu dkvedid edli* — likt og kettir
e epli. Pessi edliscinkenni urdu svo
audvitad dumbreytanleg 4 sama hdtt og
um ketti og epli, —allt hefur alleaf pad edli
sem pwi er dskapad.

Ein afleidingin af pessu var ad atburd
einsog form Abrahams var ekki lengur
haxpt ad taka dr samhengt sins tma. Hann



skjedd, kunne ingenting 1 verden lenger
influere pi det. Gjort er gjort, og spist er
spist,

Men dette kunne bare gjores om niti-
den og nitidsbevisstheten ble tryller borr.
g det ble den, effektivt og systemarisk, 1
fremskritters og objektvitetens nava,
Skjont ble den virkelig det? [ teorien, ja,
men i praksis, nei. For natiden var som
nissen, den flyttet med pa lasset. Det er
blant annet dette de mange ulike tolknin-
gene og resepsjonene av fortidige verk
viser. Vi ser ikke pd Poussins Nattrend pil
samme mite i dag som for 300 dr siden.
Wi har firt er nyrt blikk som forleser an-
dre muligheter i dette verket enn det ma-
leren selv og hans beundrere gjorde pi
midten av 1600-taller. Hadde ikke det vient
tilfelle, ville Poussing maleri fordengst ha
mistet enhver akeualitet. Og det har det
faknsk ikke. 54 Augustin hadde rete 1 at
natiden er virt urkikkssred.

and cats have their own identifiable
characterstics, They could not be changed,
any maore than the apple or the eat could
change theirs. They are whar they are
created o be throughout the history of
time.

This resulted in incidents such as
Abraham’s sacrifice of Isanc no longer
being extracted from its own historical
point in tdme. OF course, it had its own
characteristics, its own meaning, which
could neither be changed nor
reinterpreted, regardless of Jesus® death
and the Catholic mass. These were
regarded as three separate occasions, all
rooted in different epochs, leaving them
no common ground. The presumption of
the historical paintings of the 17th century
wished o conclusively understand what
had happened. And if the facts were
eventually revealed, the world no longer
had any influence upon them, they were
unalterable.

However, it could only happen in the
present and the consciousness of the pre-
sent had been magically removed,
effcenvely and systemarically, in the name
of progress and objectivity. Bur was this
indeed the case? In theory, yes, but in
practice nol The present is very much like
the Norwegian family elf that moves
house with the family hiding in the rem-
oval van and indicated by the various
interpretations given to past works of art,
We do not view Poussin’s Last Supper in
the manner in which it would have been
viewed 300 vears ago. The contemporary
vantage is different revealing possibilities
in the work other than beyond the
perceptive scope of the painter or his
admirer in the mid 17th century, I this
had not been the case, Poussin's painting
would have lost all relevance a long time
ago, which it most certainly has not. Thus
Avgustine seems o have been correct in
his assumption that the present is our

observanon tower.,

hafdi nefnilega fengid site edli sem hvorki
var hicge ad brevea né endurtilka hvad sem
leid dauda Jest eda hinni kardlsku messu.
Petta voru prir olikie atburdic med reour |
prem dlikum timabilum og dtou par af
leidandi ekkert skylt hver vid annan, A
pessu vidhorfi bygegdist hid sigulega
muilverk 17. aldadnnar. Menn vildu komast
ad pvi sem hafdi gerst i eitt skipa fyrir 6l
og ef pad hafdi 4 annad bord dtt sér stad
gat ekkert haft dhef 4 pad lengur. Pad er
buiid) o gert og enginn faer pvi umbreyie

Petta var hinsvegar einungis gerlegt
med pvi ad nema brotr nutidina og
vitundina um natidina, Og pad var
framkvemt, med skipulegum og
skilvirkum hewetd, § nafni hlutlegni og
framfara. En gerdist petta § raun og veru?
[ oedi, en ekki 4 bordi, bvi nitidin er einsog
norski idlfurinn, hann flytur sig med
fiolskyldunni, Medal annars petta syna allar
hinar oliku talkanir og vidtokur a
listaverkum fortidarinnar. Vid horfum ekki
a Krdildmwaltid Poussins & sama hatt og gert
var fyrir 300 drum. Vid hofum odlast nyt
sionarhorn sem opnar leid Gdrum
méguleikum 1 verkinu en peim sem blostu
vidd milaranum og addiendum hans um
midja 17. 6ld. Vieri petta ekki runin hefdi
malverk Poussins fynr léngu vend biid ad
ghata allri skirskotun til nitimamanna. Pad
hefur pad alls ekki gert. Pannig ad
Agistinus hafdi rére fyrir sér: Nutidin er
sjonarhall okkar.
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TROND BERG-ERIKSEN

TID, VITENSKAP OG KUNST
TIME, SCIENCE AND ART
TIMI, VISINDI OG LISTIR

Slik vi faktisk bruker spriket, blir tiden
betrakeet som enten subjekiet eller objek-
tet i et forlop, Den gior noe med oss, eller
vi gjor noe med den. Tiden kan oppfatees
som en makt, eller vi behandler den som
et materiale vi kan bearbeide. Den er en-
ten aktiv eller passive Nir tiden er tenkt
som et subjeke, er vi dens lvdige slaver.
Nir tiden tenkes som objekt, er vi dens
herrer. Men vickelig ticd er hverken bare
subjekt eller objekt. Tiden er en omfat-
tende symbolsk orden. Den bestemmer
forholdene for bade subjekter og objek-
ter. Tiden er landskapet hvor det forhand-
les om varen.

Bortimor hver eneste ensidige og
feillvurderte forestilling om tiden skyldes
oppfaminger om at den er enten bare sub-
jektiv eller bare objektiv. "Vi er tiden”, sier
Augustin, "og som vi er, s blir tidene”.
Han ser tydelig forskjellen mellom den -
den vi er, op den tden vi har. Tiden som
angir solens eller klokkenes bevegelse er
objcktv. Den tden som vi derimot blie
klar over gjennom forandringene 1 vir
egen krapp, er subjektiv.

Augustin tror ikke at ¥i er i stand
til & oppni fullstendig kontroll over tiden,
at vi fritt vil kunne bestemme dens inn-
hold. Men han ser forbindelser mellom
de kosmiske bevepelser og subjektive opp-
levelser. Han forstir begpe formene for
tid i evighetens lys. [ dette skjemaer er det
vanskelig i besternme kunstens plass. Den
eneste formen for kunst innenfor
Auvgustins horisont er musikk. Musikken 1

In the way we actually use language, time
is considered either the subject or the
object of what happens. It does something
with us, orwe do something with it. Time
may be conceived as a power, or we treat
it as a material to work with. It is either
active or passive. When time is conceived
as a subject, we are its obedient slaves.
When tme is conceived as an object, we
are irs masters. Bur real tme is neither
merely subject or object. Time is a
comprehensive symbolic order. It
determines the conditions of both
subjects and objects. Time is the lands-
cape where the traders and commodities
meet.

Nearly every one-sidedness and
misjudgement concerning the concept of
time is due to the apprehension of it as
either merely subjective or merely
objective. “We are the time,” St. Augustine
says, “as we are, so become the times.”
He sees the difference clearly between the
tme that we are, and the dme that we have.
The time of the movement of the sun or
the watch 1s objecove. The ome, however,
which we notice in the changes of our own
body is subjective.

St. Augustine does not believe that
we may gain complete contral over time,
that we may determine its contents freely.
But he seées connections between the
cosmic movements and subjective
expericnces. He understands both forms
of time in the light of eternity; It is difficult
to determine the place of art in this

Pegar vid nowm ungumalid er dminn
annadhvort frumlag eda andlag pess sem
gerst. Hann gerir eitthvad vid okkur eda
vif gerum eitthvad vidd hann, Vid skynjum
dmann sem afl og vid Hrum lika 4 haon
sem efnivid) il ad vinna dr. Hann er gerandi
efa polandi. Pegar timinn er 1 hlutverk
frumlags erum vid hlydnir prelar hans.
Pegar timinn er { hlutverki andlags erum
vid herrar hans, Raunverulegur timi er
hinsvegar aldrei frumlag cingongu né and-
lag, Timinn er tiknleg allsherjarregla. Hann
akvedur hlutskipti baedi frumlags og and-
lags. Timinn er verrvangur parttakendanna
og hlutanna.

Misskilning og pringsyni um
tmahugtakid md nestum alleaf rekja ol
pess ad menn lita 4 tmann annadhvort
sem algerlega huglegan eda algerlega
hlutlegan. ,Vid erum tminn,” sagdi
Agustinus kirkjufadir, ,,og timarnir verda
pad sem vidd erum.” Hann gerir skyran
greinarmun i omanum sem vid crum og
timanum sem vid héfum. Timi
solhreyfingar eda klukku er hlutegur timi.
Timinn sem vid skynjum § brevtingum 4
likama okkar er huglagur timi.

Agastinus heldur pvi ekki fram ad
with getum nad fullkemnu valdi @ timanum,
ad vid getum dkvedid einsog okkur lystr
hvad { honum felst. Hann greinir hinsvegar
tengsl 4 milli geim-hreyfinganna og hinnar
huglegu reynslu. A badar pessar
birtingarmyndir timans leggur hann
melistiku eilifdarinnar. bad er erfitt ad
finna listinni stad i pessu kerfi. Eina
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oret ef det folsomme ekkoet fra enpglenes
sang og sferenes harmoni. Slik kommu-
niserer evigheten med der flyktge og
passerer verden gjennom kunsten. Hos
Augustin er det teologien som holder
den sanselige menneskelige opplevelse ag
naturvitenskapene sammen 1 et enkelr
tankesystem.

Hvorfor er forholder mellom filo-
sofi, kunst og vitenskap 4 mye mer kom-
plisert i dag? Kan alle komplikasjonene
vicre riktige? Kan noen av dem vaere feil?
Det er dpenbart at forskjellige aspekier ved
opplevelsen av td blic studert innen vi-
tenskapen og i kunsten. Objektene farges
av de brillene en ser igjennom, Kunsten
kan ikke behandle de samme aspekeene
ved tiden som vitenskapene, og omvendt:
vitenskapene er pd mange miter eksklu-
dert fra de tidserfaringene som kunsten
omhandler.

Vitenskapens teorier kan vere si
korrekte som de bare kan, Allikevel opp-
tar de oss ikke pd samme mite som den
foranderlige og udefinerte daglige opple-
velsen artikulert av kunsten pd sitt beste,
Fortrolighet med verkene av James Joyee
eller Mareel Proust; Paul Klee eller Alberto
Giacometti kan vere mer avgjerende for
menneskets selvforstielse enn kjennskap
til Albert Einsteins teorier. Forskjellige for-
mer for kunnskap er uttrykt i forskjellige
sprik. Til og med kunstens sprik krever
en form for forberedelse, men & forsta de
fysiske hypotesene hos Einstein forurset-
ter fortrolighet med et vitenskapelig sprik
som bare fi av oss kan dechiffrere eller
dekode,

Det er en mulighet for at forestl-
lingen om tid er forvrengt av sitr angive-
lige wvillingforhold 1l forestillingen om
rom. "Tid og rom”, sier vi, som om de
var bror og sester. Vi kan fort oppdage
forskjeller og kontraster, men vi antar
gierne, fordi sprik ofte bruker beskrivel-
ser og metaforer fra det ene feltet pa det
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scheme. The only form of art inside the
horizon of St Augustine is music. Music
in the car is the sensitive echo of the songs
of the angels and the harmony of the
spheres. Thus eternity communicates with
the transient and passing world through
art. In St. Augustine, theology keeps the
sensitive human experience and the natural
sciences together in one single system of
thought.

Why is the
philosaphy, art and seience much more

relation  between

complicated today? Can all of them be
right? May any of them be wrong? It is
obvious that different aspects of the
experience of ume are studied in science
and in art. The objects are coloured hy
the glasses in use. Art may nor rreat the
same aspects of ame as the sciences, and
vice versa: The sciences are in many ways
excluded from the experiences of ume
which are treated by the arts,

The theories of science may be as
correct as they can be. However, they do
not concern us in the same way as the
versatile and undefined daily experience
which art at its best may articulate.
Familiarity with the works of James Joyee
or Mareel Proust, Paul Klee or Alberto
Giacomert may be more decisive for the
self knowledge of man than familiarity
with the theories of Albert Einstein. Dif-
ferent sorts of knowledge are expressed
in different languages. Even the language
of art requires some sort of preparation,
but to understand the physical hypotheses
of Einstein presupposes familiarity with
a scienufic language only few of us can
decipher or decode.

There is a possibility that the nor-
ion of time is distorted by the supportion
that it has a twin-like relationship to the
notion of space. “Time and space”, we
say, as if the too of them were brother
and sister. We may soon discover
differences and contrasts, but we readily

listformid i sjénsvidi Agiastinusar er
wonlistin. | tonlistinni skynjum vid bergmil
fri englasong  op
himinhvelanna. Pannig samneytir eilifdin

samhljoman

hinum stundlega heimi um listina. Hji
heldur
skynjunarreynslu

Agtstinusi pudfredin
mannsins  og
raunvisindunum saman | einu
hugsunarkerfi.

Hyversvegna eru tengsl heimspekd, lis-
tar og visinda miklu floknari 4 okkar
digum? Geta pessar greinar allar haft rétt
fyrir sér? Getur einhverri peirra hafa
skjatlast? Auglioslega er litid) & timaskynjun
odrum rannsiknaraugum § visindum en i
listum. Hlutirnir taka 4 sig lit efor glerine
sem horft er § gegnum. | listum eru ekki
kannadir somu prettie fmans op { visindum
— og dfugt: Rannsoknir { visindum geta
aldrei nad il gjorvallrar peirrar
timaskynjunar sem er vidfangscfni i listum,

Kenningar visindanna eru
audvitad klirar og kvittar. Samr snerta par
okkur ekki 4 sama hitt og st margbreytilega
og illskilgreinanlega daglega reynsla sem
best verdur tjad i listum. Ad vera
handgenginn verkum James Joyce eda
Marcels Prousts, Pauls Klees eda Albertos
Giacomettis gerur skipt sjilfskilning
mannsing meira médli en ad kunna skil
i kenningum Einsteins, Mismunandi
tegundum af pekkingu er komid 4
tramfer 4 mismunandi malum. Jafnvel
tungumil listarinnar krefst einhverskonar
skilja
edlisfreditilgitur Einsteins parf vald a
visindamali sem einungis drfi okkar kunna
eda geta radid i,

Hugsanlegt er ad skilgreining okkar
4 timanum hafi brenglast vid hinn meinta
skyldleika hans vid rumid, , Timi og nim,*
segjum vid, rétt cinsog petta séu systkin,
Vid finnum med peim allskyns
greinarmun og andstedur en gerum samt
— af pvi ad lysingar og likingar i
tungumilinu eru oft ferdar fra 6dru

undirbinings en il  ad



andre, at de to grunnlepgende erfarings-
formene ogsi har noe felles, Enkelte filo-
sofer mener ar der nere forholder mel-
lom tid og rom er temmelig overfladisk.
Jo dypere vi trenger inn i de to anliggen-
dene, jo ferre felles egenskaper vil vi finne.
Men de fleste tenkere gir ut i fra at tid og
rom er tvillinger.

Der kan viere at tidserfaringen |
kunst og vitenskap har noc 4 gjore med
forholdet mellom begrepene om tid og
rom. Den klassiske narurvitenskapens tid
er objcktifisert, det vil si, behandlet som
et eksempel pa rom. Kunsten tar utgangs-
punkt i den tiden som vi selv er i og lever
i, detvil si, en kvantitativ mengde som al-
dri kan bli objektifisert som en ting i rom
eller tingenes egenskap i rom. Pi de ene
siden er den logiske og argumenterende
behandlingen av tden i naturvitenskap-
ene uten mening fra et psykologisk syns-
punkt. P4 den andre siden er de psykolo-
gisk meningsfulle beskrivelsene av almin-
nelige erfaringer av td ikke tildelt den vi-
tenskapelige merkelappen "virkelighet”.

Tidshegrepet inneholder hemme-
ligheter som ikke lar seg avslore bare fra
ett perspektiv. Det alarmerende fakium er
at folelsen av menneskelivers endelighet —
en sterk og utvilsom erfaring — ikke desto
mindre kan stemples som en subjektiv il-
lusjon, Der ridende systemet innen viten-
skapelig fortolkning aksepterer ikke egren-
skaper som ikke kan telles, miles og veies,
som reelle. Ved 4 urelate alle kvalitative
betydninger av tidserfaringen, sitter fysi-
kerne igjen med en tid som er uten me-
ning op betydning for der menneskelige
liv. Det virker litt lettere 4 kommunisere
med biologer enn med fysikere, fordi tids-
erfaningen er et legidme tema i biologien.
Kolibriene og sneglene lever tilsynelatende
i et annet tidssystem enn mennesker og
elefanter. Hver enkelt livsform har ogsi
sin tdsform. Det er ogsd interessant 4
merke seg at hos menneskene er disse for-
skiellene hayst individuelle.

assume, because language often uses
descripuions and metaphors from one field
in the other, that the rwo fundamental
forms of experience also have something
in common. Some philosophers suppose
that the closeness of time and space is
rather superficial. The decper we go into
the two matters, the fewer common
qualitics we will find. But most thinkers
presume that time and space are rwins.

It may be that the experience of
time in art and science has something to
do with the relationship between the
concepts of time and space. For the time
of classical natural science is objectfied,
that is, treated like a specimen of space.
Art takes as its point of departure the time
which we ourselves are and live in, thar is,
a quantity that ean never be objectified as
a thing in space oras a property of things
in space. On one side, the logical and
argumentative treatment of time in the
natural sciences is withour sense from a
psychologieal point of view. On the other
side, the psychologically meaningful
descriptions of common experiences of
ume are not awarded the scienfic label
of “reality”,

The concept of time contains
secrets that cannot be revealed in one
perspective only. The alarming fact is that
the feeling of finality of human life, a
strong and undoubtable experience, may
nevertheless be branded as a subjecnve
illusion. The dominating system of scien-
tific interpretation does not accept as real
properties which cannot be counted,
measured and weighed. By missing all
qualitative marks of the experience of
time, physics is left with a dme that is
withour sense and sigmificance for human
life. Tt seems a lirtle easier to communicate
with biologists than with physicists, be-
cause the experience of ime is a legitimate
subject in biology. The colibries and the
snails apparently live in another economy

-

svifiinu 4 hitt — rid fyrir ad pessi
grundvallarsvid skynjunarinnar eigi sér
sameiginlegt.  Til
heimspekingar sem telja ad pessi ndnu

citthvad eru
tengsl tima og rims séu adeins
syndarlikindi. Eftir pvi sem menn kafi
dypraipessi fyrirban fickki sameiginlegum
ciginleikum peirra. Flestic hugsudi gera po
i) fyrir ad mi og ram séu nokkurskonar
rviburar.

bad getur verid ad skynjun timans
i listum og visindum sé i cinhvern hatt
sprottin af rengslum hugtakanna um tima
og rim. | hefdbundnum raunvisindum er
tminn hlutgerdur, pad er ad segja: Lirid
er 4 timann eins og bat af rami. 1 listum
er grunnurinn hinsvegar tminn sem vid
lifum 1 og erum sjlf, pad er ad segja:
Timinn er sterd sem ekki er haogt ad
hlutgera sem fyrichrigdi § rimi eda sem
eiginleika fyrirbrigda i rami. Annarsvegar
er hin réklega medhindlun timans |
raunvisindum Gt § hate frd sdlfraedilegum
sjonarhali. Hinn visindalegi merkimioi
yraunveruleikans® er hinsvegar ekki talinn
ciga vid paer lvsingar 4 daglegri timareynslu
sem skipta salfredilegu mali.

Timahugtakid bir yfir leyndarmilum
sem ekki verda upplyst fri einungis einum
sjonarhali. Pad er aleitin stadreynd ad hina
wvimazlalausu og Gflugu dlfinningu okkar
um encanleik mannlifsins skuli vera hegt
ad skilgreina sem huglega blekkingu,
Rikjandi rilkunarkerfi visindanna rekur
ckld gilda pa eiginleika sem ckki er hagt
ad telja, vega eda mata, Med pvi ad dtiloka
bannig alla eigindarlega petti sitja
edlisfrsdingarnic uppi med tima sem gagn-
vart mannlifinu hefur verid rainn
merkingzu. Pad att ad vera helduraudveldar
ad eiga um petta samradur vid liffredingana
en edlisfredingana af pvi ad skynjun
tmans er edlilegt vidfangseini § liffradi
Snigillinn og kalibrifuglinn lifa ad pvi er
virdist i 60ru timakerfi en madurinn og
fillinn. Sérhvert lifsform er um leid dkvedid)
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Den tydeligste distinksjonen mel-
lom den tiden som males mekanisk, og
den tiden som er del av vir daglige erfa-
ring, er at forstnevnte er homogen og
upersonlig, mens den andre er heterogen
op individuell. Begge formene for tid kan
vicre virkelige nok, men de er ikke like
enkle 4 leve i, Fysikkens tid er usammen-
hengende. Dens ulike punkter og perio-
der har ingenting med hverandre 4 gjore.
Tidsperiodene er kvantiteter uten innhold,
og tidspunktene er like ubeslekter som
punktene pi en matematisk linje.

Som en del av den daglige erfaring
er tiden imidlernd mer eller mindre sam-
menhengende og definert med hensyn dl
innhold. Den er som en strom hvor alle
parter deltar 1 den samme bevegelsen.
Tidspunktene i den menneskelige erfaring
er eyeblikk og stadier som ikke kan foran-
dres. Den moderne lesningen av dden som
en del av rommet gjor, som Henri Berg-
son ofte beklager, de forskjellige ddsdelenc
til distinkte atomer, homogene og uten
noen slekeskap,

Den mest utslapspivende forskjel-
len mellom den daglipe opplevelsen av tid
og fysikkens tid, er at sistnevnre ikke kjen-
ner til minner og forventninger. Erfaring-
ens subjekt lever 1 tiden, mens der meka-
niske instrument er pd utsiden av den ti-
den det miler. Et noyakng instrument har
verken minner eller forventninger. Under-
sokelsen av naturens prosesser fra utsiden
eristand ul 4 arrangere hendelsenc i rek-
ker av drsaker og virkninger, Pd den mi-
ten etablerer den orden og retingslinjer i
et forlop. For en person som lever i tiden,
vil forholder mellom det som har vert og
det som vil komme, viere mer komphisert.

Er individs biografi er en rekon-
struksjon av selv'ets opprinnelse, Derfor
er tidssekvensenes orden noe los. Det
samme er tilfelle med historieskrivningen.
Hverken i biografisk cller historisk skriv-
ning finnes det drsaksrekker av samme
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of tme than humans and elephants, Every
form of life is also a form of dme. It is
also intresting to note that in humans these
differences are highly individual.

The clearest distinction between
the time which is mechanically measured
and the time which is part of daily
experience is that the first one is
homogenous and impersonal, whereas the
second one is heterogenous and individual,
Both sorts of time may be real enough,
but they are not equally casy to live in.
Physical tme time is incoherent, It's dif-
ferent points and parts have nothing 1o
do with each other. Perods of time arc
quantities without content, and points of
time are as unrelated as points on a
mathematical line,

As @ part of daily expericnce,
however, nme 1s more or less eoherent and
defined as to its content. Itis like a stream
where all parts partake in the same
movement. The points of time in human
experience are moments and stages which
cannot change place. The modern reading
of time as an aspect of space makes, as
Henri Bergson often complained, the
parts. of time distinctive aroms,
homogenous and without any relation,

The most decisive difference
berween the time of daily experience and
the time of physies is that the latter does
not know memory and expectation. The
subject of experence lives inside time, but
the mechanical instrument is outside the
time it measures, The exact instrument has
neither memories nor expectations. An
outside examination of the processes of
nafure may arrange the occurrences in
series of causes and effeces. Thus it
establishes order and direction in what
happens. For the person who lives inside
time, the relation between whar has been,
what is and what will be is more
complicated.

The biography of an individual is

tmaform. Medal manntegundarinnar
er  pessi
cinstaklingsbundinn,

munur raunar mjig

Skirasti munurinn 4 tima sem
malist vélrent og tima sem er hlut af
daglegri tilveru okkar er si ad hinn
fyrrnefndi er einleitur og opersonulegur
en hinn sidari fj6lbreytilegur og
personulegur. Badar pessar tegundir af
tima kunna ad eiga sér stad § raun og veru
en per eru ckki jafnaudveldar ad lifa i,
Edlisfradilegur timi er sundurlaus,
Einingar hans og thlutir eiga ekkert saman
ad selda. Timabilin eru stxedir dn
innihalds og tmapunktarnir skipta hver
annan jafalitlu mali og punktarnir i
sterdfradilegr linu,

Sem hluti daglegrar tilveru er
timinn aftur @ moti meira og minna
samhangandi og redst af innihaldi sinu,
Hann er einsog straumur par sem allir
hlutar af heildinni taka pate § sému
hreyfingu. Timapunkearnir | mannlegri
tilveru eru vidburdir og svid sem ekki er
heegt ad vixla, Einsog Henr Bergson benti
d hefur su niomasyn ad lita @ tmann sem
fall af rami pann galla ad parmed verfa
hlutar tmans ad sérstikum frumeindum,
einleitum og samhengislausum.

Mikilvaegast skilsmunurinn a tima
hinnar daglegu reynslu og edlisfredilegum
tima er ad { hinum sidarnefnda er ekki 1l
minni og ekki ventng. Frumlag
reynslunnar lifie § tima en melitekid er
utan pess tima sem pad melis. Maeliteki
hefur hvarki minni né venungar. Med pvi
ad lita utan fra 4 nattaruleg ferli er hegr
ad rada vidburdunum i runu orsaka og
afleidinga. A pann hitr er hiegt ad skapa
atburdunum reglu og makmid, Deim sem
lifir innan timans pykir hinsvegar sntinara
ad) dtta sig 4 tengslunum milli pess sem
var, er op verour,

visaga einstaklings beinist ad
pvi ad endurskapa uppruna sjilfsins.
Pessvegma er samskipan cinstakra tdmabila



type som i fysikken. Det er fordi tiden som
et prinsipp for orden, samt begivenhet-
enes fundamentale forhold, spiller en helr
annen rolle innen disse aktivitetene enn i
fysikken.

1 biografien og historieskrvaingen
er det tidssammenhengen som gir subjek-
tet en gienkjennelig identitet pd tross av
alle forandringer. 1 fysikken spiller ikke
tingens uforanderligher noen tilsvarende
rolle. Den abstrakte rekkefolgen av drsa-
ker er ikke avhengig av tingens genkjen-
nelige identitet. Begrepet om sjelen eller
tanken kan tolkes som en protest mot 4
forstd tidspunkter som en abstrake og
usammenhengende arsaksrekke. Tids-
begrepet er derfor et sentralt tema i dis-
kusjonen mellom humanisuske og viten-
skapelige perspektiver pd de menneskelige
forhold.

Med den moderne sekulaniseringen
av verden har evigheten forsvunnet, Tden
formoderne verden var evigheten en so-
lid storrelse — uforanderig giennom alle
forandringer pd jorden, D troen pi evig-
heten ble svekket, ble det tvile ved alt som
var varig o gienkjennelig. De store so-
siale, politiske og teknologiske forandrin-
gene gjorde resten. Tiden blir i stadig
storre grad oppfater som en makt som
trekker alt og alle med i dragsuget. Det
som er gjort tilgjengelig, forkastes for det
er skikkelig presentert, og nye fenomener
dukker opp sd raskt at hvert eneste for-
sok pid en virkelig fornyelse mister sin
utopiske fascinasjon. Tilvarelsens tempo
er akselerert dl et avgjorende punkt, og
det en nd utenfor de feste menneskers
rekkevidde 4 rettferdiggiore sine krav pad
ha disposisjonen over sin egen tid.

Den allmektige Gud op evighetens
lover er forskjever av en allmektig td og
forandringenes uforutsigbare innfall,
Sannhetene er i ferd med 4 bli funksjoner
av tiden og derfor ofre for historiske for-
andringer og motens manier. Tiden har

a reconstruction of the origin of the self.
Therefore the arrangement of the
sequence of time is somewhat loose, The
same 15 the case with the writing of history.
Neither in biography nor in historical
writing are there seties of causes of the
same type as in physics, That 15 because
time, as a principle of ordér and a funda-
mental condition of what happens, plays
aquite different role in these activities than
in physics.

In biography and in the writing of
history it is the coherence of time which
gives the subject a recognizeable identity
in spite of all changes. In physics the
identity of the thing with itself plays no
such role. The abstract succession of
causes is independent of the identity of
the thing with itself. The concept of the
soul or of mind may be interpreted as a
protest against the abstract and incoherent
succession of causes as points in time, The
idea of time is therefore a central issue in
the discussion between humanistic and
scientific perspectives on the human con-
dirion.

Eternity has disappeared within the
madern secularization of reality. In the
premodern world eternity was a solid
magnitude — unaltered through all changes
on earth. When belief in eternity was
impaired, everything enduring and self-
identical was questioned. Great social,
political and rechnological changes did the
rest. Time is more and more conceived as
a power which carries everything and
everybody down the drain. That which is
available is thrown away before it is
properly presented, and the new things
which appear emerge so fast that every
account of a real renewal loses its utopian
fascinarion, The pace of being is
accelerated to a crucial point. Nowadays
it is bevond the reach of most people w0
vindicate any claim to having the disposal
of their own ume.

allajafna losaraleg. Pad sama 4 vid um
mannkynssiguna. Hvorki | @vistgum né
almennari sagnfriedi er notast vid
orsakarunur af sama tagl o § edlisfradi,
Astzdan er sii a0 pad hlurverk timans ad
skapa reglu og vera grundvallarforsenda
vidburda er allt annad i sBgu en | edlisfradn

[ sagnfradilegri frasogn er pad
samhengl timans sem gedir vidfangsefnid
ekkjanlegum persdnuleika eda samsemd
pritt fyrir allar breytingar. | edlisfraedi skip-
tir petta ckki nokkru mdli. Hin dhlutstada
orsakaruna er engan veginn hid samsemd
hlutar vid spilfan sig. Hugrdkin um silina
edn hugann ma ilka sem uppreisn gegn
pessum dhlutstiedu og sundutlausu runum
af orsikum sem timapunktum. Pegar
hlutskipti mannsins er til umraedu fri
sjonarhali raunvisinda annarsvegar og
hugvisinda hinsvegar skiptr hugmyndin
um tima pessvegna hifudmili.

Eilitdin hvarf pegar munveruleikinn
athelgadist. Adur en nitiminn hofst var
cilifdin pegnheil sterd, samsom sjalfe sér
hvad sem leid dllum brevungum § jardnki.
begar cilifdartriin dofnadi viknudu
efasemdir um alle pad annad sem dttd ad
vera varanlegt o sjalfsage. Hinar miklu
felagslegu, politisku og txkailegu
umbyltingar s svo um afganginn, Sifellt
kafar er iminn dlitinn afl sem dragi med
sér Gt i hafsauga mann og mus, Pad sem
er fyrir hendi, i er hent ddur en vid ndum
ad kynnast pvi, og hid nyja spretur svo
hrart fram ad hver rlrun bl saunverulegrar
endurnyjunar missir samstundis alle sict
atopiska Hljomfalli
tilverunnar hefur verid hradad fram 4 ystu

addrartarafl.

nif. No er @ Festra valdi ad rokstydja

keriifur um ad rida spalfir tma sinom.
Gud sannindi

eilifdarinnar hafa vikid seti fyrir hinum

almattugur og

alrada uma og duttlungum breyonganna.
Sjalf sannindin eru ordin fall af dmanum,
og pessvegna hid bedi sdgulegum
breytingum og edibunum tiskunnar. Og



overtaket pi sannheten. De som tor i
motserte sep forandringene, blir spart
overkjort av tiden. Allerede pa 1800-mller
innsa man vanskelighetene med & innskrve
de historiske forandringene i én stor for-
telling. Det forutsighare resulrater var ar
tiden ble demonisert.

Oswald Spengler introduserte
denne ideen om djevelsk tid med sine
boker om "Der Untergang des
Abendlandes” (1918-1922), og i vir egen
tic horer vi det samme smerteskriker fra
Jean Baudrillard. Hvorvidt odeleggelsenes
voldsomme scenarier hos Spengler 1 dag
er avlegs og for optimistiske, forblir et
apent sporsmal. Baudrillard er nermere
ass fordi hans idé om begivenherenes
fiktive og slu skjebnebestemther, regner et
demonisk bilde av tiden som en destruk-
tiv uskyldighet. Baudrillard beskriver den
menneskelige tilstand i den postmoderne
verden som det & vare fanget av en makt
uten ansikt. Hvorpd han vender tilbake ol
den antikke greske fortolkningen av rid slik
den er uttryke i fortellingen om Kronos
som sluker sine egne barn, cller i den an-
tikke romerske beretmingen om Lykkens
hjul som snurrer uten nade - med ond og
svikefull tilfeldighet — en utfordrng for
kunsten 4 1 tak i, resignere overfor eller
beseire,
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The almighty God and the truths
of eternity are expelled by omnipotent
time and the unpredictable whims of
change. The truths themselves are
becoming functions of time and theref-
ore vicums of historical change and the
crazes of fashion. Time has got the upper
hand on truth. Those who dare to resist
the changes are soon run over by tme,
Already in the 19th century the difficulties
of inscribing the historical changes into
one great narrabve were deeply felt. The
predictable outcome was a demonization
of time.

Oswald Spengler introduced this
idea of evil fime with his books about
*Dier Untergang des Abendlandes™ (1918-
1922), and the same cry of pain is heard
in our time from Jean Baudrillard (£ 1929),
Whether or not the rumultuous scenarios
of destruction in Spengler are now
outmoded and overly optimistic remains
an open question, Baudrillard is nearer o
us because his idea of the stealthy and
sly fatality of occurrences creates a
demonization of time as destructive
innocence. Baudrillard describes the hu-
man condition in the postmodern warld
as being a hostage to a power without a
face. Thus he reverts to the ancient Greek
interpretation of tme as expressed in the
tle about Chronos devouring his own
children, or the ancient Roman tale about
the Wheel of Fortune that turns without
mercy - evil and deceitful chance - a
challenge for art to record itself, resign
oneself to or conquer.

timinn tredur fAjGtlega fotum ba sem voga
sér ad standa gegn brevtingunum. Strax
4 19. 6ld foru menn ad finna fyrir
erfidleikunum vid ad lvsa hinum ségulepu
umskiptum i samfelldri friségn, Hin
fyrirsjinlega nidurstada var ad timinn yedi
gerdur ad dvini,

Oswald Spengler kvnnti tl ségunnar
pessa hugmynd um hinn illa tima i békum
sinum um hnignun vestrennar menningar
(Der Untergang des Aberlandes, 1918-22), og
a okkar timum heyrum vid sama
sirsaukaopid fri Jean Baudrillard (£, 1920),
Pad getur vel verid ad magnprungnar
ragnarakaspar Spenglers séu ordnar dreltar
og hafi reynst of bjartsynar. Baudrillard
ernzer okkur vegna pess ad hugmynd hans
um leynd og lymskuleg forliig a0 baki
vidburdunum stllir upp dmanum sem
ovini { liki eydandi sakleysis. Baudrillard
skilgreinir pannig hlutskipti mannsins i
postmodernum heimi ad hann sé gisl
andlirslauss valds. Med pvi kallast hann 4
vid hina forngrisku skynjun timans i
stgunni um Kronos ad éta born sin,
eda hid fornrdmverska minni um hjolio
grefunnar sem sifellt snyst af fullkomnu
miskunnarlevsi og malar ménnunum
illar og svikular hendingar — sem hljrur
a0 eggja listamenn til pess ad véla um,
sertast vid eda sigrast 4.



INA BLOM

TO KORTE PUNKTER OM KUNSTVERKETS TID
TWO SHORT NOTES ABOUT TIME IN THE WORK OF ARI.
TVAR STUTTAR ATHUGAGREINAR UM TIMA LISTAVERKSINS

»... less discrepancy between TIME in the piece (performance) and TIME during the piece than with anything recently
.. and you can’t hardly get that recently anymore yet ..."

1. Less discrepancy between
TIME in the piece and TIME during
the piece ...

Utsagnet overfor er et ursnitt av et
notatpreget essay den amerikanske kom-
ponisten Earle Brown skrev tidlig pa 60-
tallet, 1 et forsek pi giore rede for noe han
oppfatict som en skjellsettende begiven-
het. Han hadde opplevd en konsert med
den koreanske komponisten og (senere)
video-pioneren Nam June Paik — en fore-
stilling som lot til & bryte de barrierene
som skiller kunstverk fra andre fenome-
ner i vickelgheten. Slik Brown beskrev det
hadde disse skillene forst o fremst med
tid & gjore: Tiden 7 kunstverket — den -
den der verkets forskjellige elementer
strukturerer seg | forhold ol hverandre, slik
for eksempel tonene i et musikkstykke
OREANISErer seg i on egen rytme — regnes
vanligvis for 4 veere en helt annen tid enn
den uden som ganske enkelt og banalt gir
si lenge stykket surer. Denne vesentlige
distinksjonen, som skulle sikre kunstverk-
enes status som klart avgrensete og selv-
stendige fenomener, syntes med ett 4 ha
blite visket ut.

Det finnes nok dokumentasjon dl at
vi kan ha en idé om hvordan Paik gjorde
dette; Han wk i bruk faknske elementer
fra virkelizheten op hverdagen, elementer
som vanligvis ikke hadde noe i kanstverk

1. Less discrepancy between
TIME in the piece and TIME duning
the piece ...

The ntle extract is tmken from an es-
say written in note form by Earle Brown,
the American composer from the early
1960s in an attempt to describe the
occurrence of a new departure, as he
perceived it. He had been witness to a
concert by Nam June Paik, the Korean
composer and (shortly afterwards) video
pioneer- a performance that scemed to
break the bartier separating a work of art
from other real life phenomena. As Brown
describes it, these distincuons were
primarily concerned with time: time jn the
piece - the time sequence and structure
of the different elements in relatonship
to each other, such as the way in which
the tones of a musical composition are
organised into their own rhythm - is not
perceived as synonymous with the easy
and banal time during which the
performance of the composition Jlests.
This primary distinction, which confirmed
the status of a work of arr as a clearly
defined and independent phenomenon,
seems to have been instantancously wiped
out.

There is sufficient documentation to
form a clear idea abour the manner in
which Paik achieved this, He used elements

1. Less discrepancy between TIME
in the piece and TIME during the pi-
ece ... (... minna dsamremi milli
timans { verkinu og timans medan 4
verkinu stendur ...)

Ummelin ad ofan eru brot ar riggerd
sem bandariska tonskaldidd Earle Brown
serti saman med athugasemdum og
minnnisgreinum snemma i sjounda
aratugnum til ad gera grein fyrir pyi sem
hann raldi tmamoravidburd, Pera voru
tonleikar Kéreumannsins Nams June
Paiks,” tonskalds (og sidar frumkyviiouls i
myndbandalist) — athofo par sem virtust
rofin pau lindamean sem skilja listaverk fri
adrum fyrirharum i veruleikanum, Brown
leit pannig 4 ad pau mirck snertu einna
helst timann: Timinn £ listaverkinu —
timinn par sem margvislegar einingar
verksins formbindase hver annarr, ol
dazmis wnarnir § tonverki sem hnoiga saman
i akvednu hljodtalli, - er vfirdeitr talinn allt
annar timi en sa timi sem Oskop cinfaldlega
fdnr medan 4 verkinu stendur, Pessi
mikilvegl greinarmunur, sem hlaut ad
trygia listaverkunum sess sem skyrlega
adgreinanlegum  og  sjdlfstadum
fyrirbarum, virtist hafa purrkast ot einsog
hendi vier veifad,

Heimildir eru nagar dl ad vid gerum
gert okkur { hugarlund hvernig Paik for
ad pessu: Hann nytei sér raunveruleg
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4 gjore og som derfor ikke ganske enkelt
Iot seg integrere i et verk-internt sett av
relasjoner. Han brukte, mer presist, sin
egen kropp og sin cgen person i en form
for direkte-aksjon som virket drastisk og
truende pi mange nettopp fordi der var
dpenbart at i Paiks verden skjcdde ikke ting
pa liksom, som i et skuespill elleri et bilde,
men pa ramme alvor, Skillet mellom tiden
i og utenfor verket hadde med andre ard
brurt sammen. Man var henvist til den
almene eller faktiske tiden, tiden som gir.
Earle Brown's rekst — og Paik’s verk —
er ikke atypiske eller enesriende. De er
symptomer pd en problemstilling som ble
tatt opp av en rekke ulike kunstnere i lo-
pet av det 20. drhundre, og som ble opp-
fattet som sdpass presserende at den forte
til et slags estetisk paradigmeskifte i drene
rundt 1960. Dette skiftet kan selvsagt be-
skrives pi mange miter, men en
forklaringsmodell velger 4 se det som en
torsok pd i utforske eller bearbeide noen
av modernismens mer dpenbare blind-
punkter. Og disse blindpunkeene dreier seg
nettopp om  forholdet mellom verkets
egen tid og tiden "utenfor” verker.
Modernismen — i alle fall slik den ble
fremstilt av noen av dens mest innflytel-
sesrike kritikere - kunne oppfattes som en
selvkritisk prosess der kunsten rendyrket
sin radikale egenart, i aktiv motstand mot
et kapitalistisk samfunns-svstem der alle
kultr-uttrvkk gjores til konsumobjekter i
en stadig mer ekspansiv kulturinduser.?
Resultatet av  denne  selvkritiske
dynamikken var uansett en juke pi kunst-
ens kvalitative essens, giennom dens sta-
dig skiftende former. Og der var akkurat
dette momentet som ble snudd pi hodet
da en rekke kunsmere begynte 4 1 § bruk
virkeligheten™ pi en mite som (tilsyne-
latenide stikk i strid med all keitisk fornuft)
problematiserte de vesentlige skillene mel-
lom liv og kunst. Debatten om kunstens
essens og egenart ble, nermest over nat-
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of reality and mundane life, elements that
were normally far removed from a work
of art and were therefore not readily
integrated into an internal ser of
relationships within a work. More
precisely, he used his own body and his
own individuality in the form of direct
action, which was perceived as deastic and
threatening to many in his audience, since
it was obvious that Paik’s world was not
happening an an imaginary plane, like a
play or a picture but in all sincerity. In
other words, the boundary berween time
inside and outside the work of arr had
broken down. The audience was referred
to normal or factual time, the time thar
passcs

Earle Brown's text and Paik’s work are
neither arypical nor unique. They are
symptoms of a problem thar concerned
a series of artists during the course of the
20th century and was construed as so
pressing that it led to an aesthetic paradigm
shiftas 1960 dawned. Of course, this shift
can be described in many ways, however,
an interpretational model would choose
Lo perceive it as an attémpt at researching
of revising Modernism’s mare obvious
blind spats. And these blind spots are
precisely concerned with the relationship
between the time within the work and the
time aoutsides the work.

Moreover, Modernism as it was deined
by some of its most influential crirics,
could be seen as a self-critical process in
which art eultivates its own radical nature
in active resistance to a capitalistic society
where all cultural expression is made into
a consumer object in an increasingly
cxpansive cultural industryH Furthermore,
the result of this self-critical dynamism was
the pursuit of the essence of quality in
art through its connnually changing forms.
This aspect was inverted when a
succession of artists began to use areality
in 2 manner that (superficially the direct

fyrirbaeri tr veruleikanum og hversdags-
lifinu, fyrirbaeri sem venjulega tengdust
alls ekki listaverkum og var pessvegna
engan veginn hage ad fella inn |
venslaradir eiginlegar listaverki. Nanar
tiltekid notadi hann likama sinn og eigin
personu i dkvedinni tegund bein-athaefis
sem mirgum pott naergongult og dgrandi
cinmitt vegna pess ad pad var augljdst ad
i verdld Paiks uedu tidindi ekki i
pykjustunni, einsog i leikriti eda 4 mynd,
heldur i fullr alviiru. Ahorfandinn var setrur
nidur i hinn almenna eda raunverulepa tima,
tmann sem lidur,

Ritsmi Earles Browns — og verk Paiks
—eru ckki atbrigdileg eda einstad, Paueru
hluti af rokredu sem fjoldi fmiskonar
listamanna hof il vegs alla 20, dldina og
var dlitin svo bryn ad hin leiddi a Arunum
kringum 1960 til cinskonar fagurfredilegra
vidmidaskipta. Peim breytingum ma
audvitad I¥sa i margan ha en ein leidin
til skilnings felst i ad lita 4 paer sem tilraun
til ad rannsaka eda endurskoda nokkra
af hinum augljésari blindblettum
madernismans. Og bad eru cinmirt
tengslin milli eigintima verksins og timans
autan® verksins sem pessir blindblettir
hylja sjonum.

Mddernismann er — ef marka ma
nokkra dhrifamestu gagnrinendur hans —
hiegt ad nilka sem sjilfgagnrinid ferli par
sem listamennirnir hreinrektudu hina
rotteky sérstddu listarinnar § virkri
andst6du vid pa kapitalisku samfélagsperd
sem breyeti allei menningartjaningu |
sifellt
menningaridnad.’ Afleidingin af pessu
sjalfgagnryna starfi folst par med i leit ad
gedakjarna listarinnar sem stedi af sér
stodugar formbreytingar. Og pad var
cinmitt pessi hugsunarhartur sem fékk
utanundir pegar ymsir listamenn foru ad
nyta sér raunveruleikann® med peim hatt
{sem virtist ganga i berhogg vid heilbrigda
rikhugsun) ad skilin milli lifs og listar

neysluvoru  fyrir vaxandi



ten, byttet ut med en kartlegging av dens
diverse uivendige effekierd et radikalt ut-
widet tele. For mange av hovmodernismens
politisk/estetiske teoretikere virker dette
farst og fremst naive: Slik de si det kunne
kunstverk bare rettferdiggore sin chsistens
wed 4 lansere sitt eget rom og sin egen tid,
atenfor det "fakriske”, som selvsagt ikke
varen reell storrelse, men en serdeles kle-
brig ideologisk konstruksjon.

Her i mulighetene for misforstielser
lett opp 1 dagen. Kanskje var bruken av
faktisk tid 1 seg selv sipass grensespreng-
ende at den overskygpet det mest vesent-
lige aspekret ved dette tids-skifter. Moder-
nismens kunsoverk lot ol 4 eksistere av og
for scg selv: De forutsarte en noveral mot-
taker som ikke var situert 1 verken tid eller
rom - et niermest abstrake og kroppslost
wye som opplevde verket i ett eneste nd-
lost oveblikk. Dette var idealisme pa sitt
mest heyitravende, og dermed et blind-
punkt i den strengt historisk-materiahistske
analysen hos mange av modernismens
ideologer. Dreiningen mot en kartlegging
ay kunstens utvendige effekrer handler ikke
om en naiv feiring av der faknske. Dervar,
forst og fremst, et radikalt forsok pd i dreie
oppmerksomheten over pd der glemte
mottakeraspektet ved den estetiske erfa-
ringen, det vil si de situasjonene og sam-
menhengene som verk alltid inngdr i. Det
var en fenomenologsk dreining der kuns-
objekret ikke lenger kunne sees isolert fra
subjckect som opplever det — et dreining
som naturlig nok forwe al ar fokuser pa
verkets "egen” tid virket irrelevant, An-
dre former for emporalitet ble satr i fo-
kus — for cksempel den pulserende kraf-
ten som gierne assosicres med et spesifikt
kroppslig erfaringsdomene eller forskjel-
lige former for henvisninger tl en felles,
symbaolsk tid - for ikke 4 snakke om der
kompliserte forholdet mellom disse to
ulike tidserfaringene. Ben Vautier og On
Kawara er eksempler pi kunstnere som

opposite of all critcal reasoning) visualised
the issue of the essential difference
between life and art. Almost overnighr, the
debare about the essence of art and irs
character was replaced with a charring of
its diverse external effects in a radically
expanded arena. This seemed primarily
naive to many of late Modernism’s political
and aesthencal theorists; in their opinion,
awork of arteould only jusufy its existence
by creating its own space and time,
removed from erealitys, which was
certainly not an absolure, bur an exrremely
retentive ideological construction.

The possibilities for misconceptions
were brought o light in this manner, 1t is
possible that the use of real dme was so
boundaries that it
overshadowed the most impormnt aspect
of this time-shift* Modernism’s work of
art was perceived to exist by and for itself:

defiant of

it needed a neutral receptor who was
situated in neither time nor space - an alm-
ost abstract and bodiless eye that
experienced art in a single timeless mo-
ment. This was idealism at its most
extreme, and therefore a blind spot in the
strictly historical materialist analysis of
many Modernist ideologists. The
movement towards a survey of the work
of art’s external effects was not a nave
celebration of reality. Primarily, it was a
radical atrempt to focus attention on
the forgotten receptive aspect of the
aesthetical experience, that is, the situation
and the context in which a work of art
abways arises, It was a phenomenological
movement in which the object of artwas
no longer perceived as isolated from the
subject experiencing it - a movement
which unsurprisingly led to the focus on
the work of art's owns tme seeming to
be irrelevant. Other temporal issues
became the centre of attention- for
example, the pulsating energy readily as-
sociated with the specific realm of a bodily

hettu ad vera sjalfsogd. Rokredan um
kjarna listarinnar og sérstodu hvarf einsog
doge toku
konnunartileaunic um ymisleg oo ahrif

fyrir solu  og  vid
listarinnar 4 miklu breidan grunni, | augum
margra himodernra kenningasmida |
palitik o fagurfredi var petta einungis
barnaskapur. Ad peirra domi var
tilverugrunnur listaverks folginn i pvi ad
bad) skapadi sér eigid rim og eigin tima,
utan vid veruleikann’, sem natirlega var
ekki raunsannur heldur einkar Gpedfells
hugmyndafredilegt hedfatldur.

Hér var audwvelt ad musskilja. EF 6l vall
fidlst pvilik kollvirpun § sjalfri notkun run-
timans ad hin skygedi 4 pad sem po skipt
mestu vid pessi tima-mor. Listaverk
madernismans virtuse lifa § sjalfu sér
og fyrir sjilf sig. Pau gerdu rdd fyrie
hlutlausum vidtakanda sem ver hvorka
fastur i tima né nimi — naestum afstrake og
likamsvana auga sem nemi bstaverkid a
einu einasta Gtimabundnu augabragdi.
Petta var hughygga a hasta stgi og pvi
undarlegur blindblettur i hinni
gallhiirdu ségulegu cfnishyggju sem
flestir hugmyndafredingar modernismans
astundudu.,

Pad var ekki af bernskri addiun 3
raunveruleikanum sem farid var ad
rannsaka ihrf listarinnar Ot 4 vid, bera
varumfram allt tileaun tl ad draga athyglina
af) hinu gleymida sjonarhorni vidtakandans
i istterlinu, — ad hinu dhjikvemilega sam-
hengi og umhverfi listaverksins, Petia var
Frirberafredileg afstada par sem ekki var
lengrur hasgt ad greina listaverkid fea peim
sem nytur pess — afstada sem audvitad
leiddi nl pess a0 6l hugleiding um eigin
tima* verksins var ur i hore Na var l6gd
ahersla 4 adra tidarhae — ol daemis 4 pann
magnada krafr sem oft er tengdur
likamlegu reynslusvidi eda d ymsar tegundir
af rilvisunum 1l sameiginlegs tiknrens
tima — svo ekki sé talad um hin flokou
tengs] pessara Sliku gerda af timaskynjun.
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utforsker dette forhaldet gjennom en kon-
sekvent og mangesidig utprevning av selve
den kunstmeriske signaturen og dateringen
~ fenomener som nettopp opererer i gri-
sonen mellom personlig affeke og sym-
bolsk effekr. Robert Smithsons steds-spe-
sifikke arbeider ute | naturen eller i urbane
ingenmannsland problematiserer pa sin
sicde det konvensjonelle skiller mellom na-
turlige prosesser og symbolske systemer
pa en mite som dpner for en annen erfa-
ring av bade kunstens og virkelighetens tid.
Mer generelt forte skiftet til en flom av
dpenbart ridsbaserte verk: nye  kunst-
former som video, performance, rom-
installasjoner og ulike former for aksjons-
og prosessbaserte arbeider benytter seg
alle av faktisk tid som en avgjerende struk-
turell komponent,

2. You can’t hardly get that
recently anymore vet ...

Den "fakuske” tiden disse verkenc
forholde seg tl var med andre ord ikke
noen tid som retr og slett 1 tilgengelig
som en "naturlig” varighet. Det var heller
ikke sammenfallende med det vi vanligvis
forstir som "historisk td". Den andre
semningen § Earle Browns ursagn gir, pd
kryptisk vis, utrykk for dette. Paiks grense-
sprengende tidsbruk kunne selvsagt inn-
skrives 1 en modernistisk genealogi som
det nyeste nye, den siste utfordringen il
den almene gode smak, men av forskjel-
lige grunner naler Brown med 4 uttrykke
sin begeistring i slike termer. Ent eller an-
net ved Paiks bruk av nd syntes 4 forstyrre
selv den historske tidens logikk — rettere
sapt den historistiske tendensen som syaert
ofte gjor historien om den moderne
kunsten til en utviklingshistoric, der hvert
nye verk overgir eller videreurvikler det
foregdende, og der verk som ikke folger
en slik overskridelseslogikk ikke har noen
plass.
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experience, or the various forms of
referencing for a common symbolic time
- not to mention the complicated
relationship berween these two different
experiences of time, Ben Vautier and On
Kawara are examples of artists researching
this relationship through consistent and
varied experimentation of artistic signa-
ture and daring - phenomena which often
operate in the grey area between personal
affect and symbolic effect. Robert
Smithson's site- specific works in the open
countryside or in urban no-man's-land,
taise the problems associated with the
conventional boundary between narural
process and symbolic system in such a way
as to reveal a different experience of both
the time of art and real time. More gene-
rally, this shift led to a flood of mere
obvious time-based works; new forms of
art such as video, performance, insmllaton
art and various forms of action and
pracess-based work thae all took advant-
age of the deciding structural component
of real time,

2. You can’t hardly get that
recently anymore yet...

Expressed differently, the sreal timen
to which these works relare was not a time
simply accessible as a «narurale progress-
1on, Neither was it obviously synonymous
with what we would generally understand
as «historical dmes, 1s the second sentence
in Earle Brown’s quote mather ervprically
suggests. Paik’s radical use of time could,
of course, be written into the Modernist
genealogy as the latest innovaton, the
larest challenge to accepred good taste, but
Brown had several grounds o hesitate in
using such terms to express his
enthusiasm. Something in Paik’s use of
time, seemed to disturb the logic of
historical time - more correctly stated, the
historical rendency which often turns the

history of Modern art into a

Beir Ben Vautier og On Kawara eru
diemi um listamenn sem kanna pessi tengsl
med pvi ad lita med markvissum og
filbreyrilegum hetti revna 4 sjilfa
undirskrift og dagsetningu fistaverksins —
fyrirbieri sem fara sinu fram einmice 4
grisvaedinu milli personulegra gedhrifa og
listrenna dhrifa. Hin stadbundnu verk
Roberts Smithsons «ti { nattiirunni eda i
cinskismannslandi borgarinnar draga ad
sinu leyti i efa hin hefdbundnu skil milli
nartirulegs fenls og mannlegs tiknkerfis
o opna pannig leid al ad skynja 4 annan
hitt badi tima listarinnar og veruleikans,

Umskiptin kéilludu fram gnéte verka
sem sto0u fostum forum i timanum, |
dllum hinum ayju listformum sem spruttu
fram - myndbandalist, gidrningar,
innsetningar og ymsar tegundir athafna-
o ferilsverka— var raunverulegur timi einn
mikilviegast formpdtturinn,

2. You can’t hardly get that recently
anymore yet ... (madur faer petta varla
uppi sidkastid lengur ennpi ...)

Hinn raunveruleg' timi sem pessi verk
tengdust var med Gdrum ordum engan
veginn timi sem einfaldlega var nl stadar
sem natturuleg’ dmalengd. Hann féll hel-
dur ekki saman vid pad sem vid killum
venjulega ségulegan tima®. Sidari
tilvitnunin i riggerd Earles Browns gefur
petta til kynna ninast 4 dulmali. Hina
rotteky tmanotkun Paiks hefdi audvicad
verid haept ad skrd { anndla médernismans
sem ngjasta nytt, seinustu dgruning vid
almennan medalsmekk, en af ymsum
astedum hikar Brown vid ad snida
addiun sinni slikan bining. Eitthvad
vidd timanotkun Paiks virtist biaga
sjalfa rokundirstodu hins ségulega tima
—eda réttara sagt hinnar sigulegu hneigdar
sem alltof oft breytic s6gunni um
nutimalistina i prounarségu par sem hvert
nyte listaverk gengur lengra eda er
framproadra en pad sem i undan kom,



Forstyrrelsen kommer 6l uterykk som
en forstyrrelse 1 Browns serningsbygning.
"You can’t hardly get that recently
anymore ver" antyder pd ert nivi at Paik
slert ikke representerer noe nytt, men tvert
imot noe gammelt og sjeldent, noe man
"ikke lenger finner”. Men Brown noyer
seg ikke med 4 koble Paik av fra det nye
og till noe gammelt — han konstruerer iste-
denfor en umulig og paradoksal sening
som fakuisk inkluderer mange tider pi en
gang, inklusive en ennd ikke cksisterende
nd. Det var som om sclve den historiske
tidens logikk hadde brure sammen nett-
opp i de spriklige uttrykkene vi bruker for
i gjore rede for den.

Dette var ikke en kritisk innsikt som
oppstod med det estetiske paradigme-
skifter runde 1960 - det kom ul wrerykk
fra det oveblikker moderne kunsmere be-
gynte 4 stille sporsmil ved kunstverkets
tic. 1 1919 skrev Berlin-Dadaisten Raoul
Hausmann en manifest-akdg tekst med
tittelen Der Schnitr durch die Zeit (Kuntret gien-
wany fiden). Denne teksten provde & gi ut-
trykk for noen av de viktigste implikasjo-
nene av hans epet arbeid 1 prenselandet
mellom kunst og ny reknologl — alesd 1
grenselandet mellom et moderne kunst-
verk o en virkelighet som, takket vare
den nve teknologiens narmest magiske
evner, lot til 4 ha mistet noe av sin selvial-
gelige stabiliter. Slik Hausmann sh det, re-
presenterte disse arbeidene "en differen-
siering innenfor selve den moderne tids-
felelsen™: De laget s4 og si et kutt i den
historiske tidens kontinuiter. Med visse
paralleller til de synspunktene Walter Ben-
jamin lanserre 15 dr senere | Koanstrerkes ¢
repwadiksiansaldersn, antydet han hvordan
for eksempel tele-teknologiens distribu-
sjon av effekter pi tvers av de vanlige gren-
sene i tid og rom foree il ar sporsmilet
om kunstverkets historiske #d eller aksia-
fitet miatte reformuleres. Der var, med an-
dre ord, et perspektiv som cksplisitt tok

developmental history, in which each new
work has a cumting edge or continues to
develop the previous, and where work
refusing to follow this logic of breaking
boundaries is excluded.

This disturbance is articulated as a
disruption in Brown's grammar. «You can't
hardly get that recently anymore vet»
points to a level where Paik does not
represent anything new, but on the
contrary something old and rare,
something «no longer founds. But Brown
is not satisfied with disconnecting Paik
from the New and associating his work
with something old - instead he constructs
an impossible and paradoxical sentence,
which, in fact, includes may temporal
possibilities simultaneously, including a
tme not yet in existence. Iv is as if the
logic of historical dme had broken down
in the inguistic articulation used to explain
it.

The aesthetical paradigm shift of the
1960"% was not the sole factor in the
development of this eritical insight - it was
expressed from the moment modern
artists began to question the nature of time
in the work of art. In 1919, Racul Haus-
mann, the Berlin-Dadaist, wrote a
manifesto entitled Der Schuitt durch die Zeit
(The Cut Through Time) in which he
attempted to impart some of the more
impormant implications of his own work
on the boundanes of art and new tech-
nalogy - that is, on the boundaries between
the modern work of art and a reality,
which, thanks to modérn technology’s
almost magical properties, seemed to have
lost some of its undoubted stability. As
Hausmann perceived it, these works
represented wa differentiating within the
aspect of modern time itselfs. That s, they
made a cut in the continuity of historical
time. With certain parallels to the
perspective that Walter Benjamin was to
produce some 15 years later in The Fark

og pau verk sem ckki falla ad pessari
yfircrompunarhvggiu eiga hvergi heima.
Pessi bjigun birtist hji Brown sem
bjtigun i byggingu setningarinnar. ., You
can’t hardly get that recently anymore yet"
bisir pvid einhverju stigi ad i raun og veru
sé Paik ekki ad segia okkur nyjar fréeir hel-
dur pvert 4 mat ad faera fram citthvad
gamalt og sjaldgeft, citthvad bad sem
madur ,fer ekki lengar, Brown betur sér
bé ckki nzgja ad afrtengja Paik vid
nyjungina og samsama hann einhverju
fornu — hann smidar lika otxcka
pversagnarsemingu sem i rauninni felur i
sér margar tdir 4 sama dma, par 4 medal
okomna td, Pad er cinsog sjalf rok hins
stgulega tima hafi hrunid til grunna
einmitt { peim méllegu formum sem eru
notud ol ad gera grein fyar peim.
Fapurfroedileg vidmidaskipt um 1960
voru ekki eini paturinn § pessari gagnrinu
afstidu — hin byrjadi ad momst strax og
nitimalistamenn  foru  ad . serja
spurningarmerki vid tima listaverksins.
Arid 1919 skrifadi Berinar-dadaistinn
Raoul Hausmann einskonar list-stefnuskra
med heitinu Per Schuitt durch die Zeit
(Skurdurinn gegnum timann). | pessari
ritsmid reyndi hann ad fera § ord nokkar
helstu nidurstidur af vinnu sinni &
landamerum listar og nvrrar tekni -
bad er ad segja 4 landameErum
natimalistaverksins og veruleika sem
virtist — pokk sé galdurprungnum matti
nytekninnar — hafa glarad nokkru af
adur sjalfsogdum stidugleika sinum.
Hausmann taldi verk sin tikn um
wadgreininguy  innan  nutimalegrar
timaskynjunar®. bau vieru eiginlepa cinsog
skurdur mitt § framflemi hins sdgulega
tima. Med vissum likindum vid vidhorf
Walters Benjamins 15 drum sidar i
wListaverkinu 4 tmum eftirmyndarinnar®
gaf hann tl kynna hvernig til demis
upplysingadreifing
upptikutzkninnar pvert @ hefdbundin

Farskipra- og
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spatsmilet om mottageren og mottager-
ens td med 1 selve definisjonen av kunst-
verkets essens; For Hausmann handler
imidlertid "kutret glennom tiden™ ikke rett
o sletr om mar et kunstverk gir mening for
en eller annen fremtidig mottager, men
forst og fremst om den uforutsighare mink-
ningen cer kunne ha Og denne vickningen
kunne i like stor grad forstis som en evne
til & kutte eller skjzre giennom den
meningsdimensjonen som implisitt garan-
teres av den historiske tiden, der hele den
lange rekken av utvalgte, modemne verk
automatisk er innskrevet som meningsfulle
(eller "betvdningsfulle”), selv nir de er pi
sitt mest hermetiske eller abstrakte. Fore-
stillingen om et verk som bryvter opp den
historiske tiden var imidlertd knytter dl
en parallell forestilling et om verk som ogsd
bryter opp "virkelighetens 0d” siden disse
to fenomenene er kobler sammen pi en
miite som pir "historiens gang” et preg av
narurlig selvfolgeligher. Hausmann s4 for
seg at den nye typen verk han og hans
kolleger arbeider med kunne “skjzre gien-
nom” de ideclogiske dimensjonene som
produserer det faktiske for oss som noe
stabilt og selvsagr. Fordi deres effeke var
uforutsighar og uavgrenset | tid og rom,
op altsd ikke bundet av historens gang,
kunne de ha en potensielt destabiliserende
effekt akkurar der virkeligheten synes 4
vere P sitt mest opplagee o menings-
fulle, De hadde altsi en evne 1l & lansere
en "annen virkelighet” mide i der faktiske,
For hva annet er det som skjer nir dden
selv later il 4 bryre sammen?

Senere skulle forestillingen om slike
“kutt giennom tiden” bli mtt opp igjen,
men under et annet navn. Bt giennomygi-
ende trekk ved der estetiske paradigme-
skiftet pd 60-tallet er at mange kunstnere
begynre i kalle arbeidene sine for "begi-
venheter” heller enn "verk”, Ordet “begi-
venhet" var gryende tlstede i kritikeren
Harold Rosenbergs beskrivelse av de ame-
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of Art in the Age of Reproduction, he sugge-
sted how, for example, telephonic
technology's distribution of effects
bevond the normal boundaries of tme
and space led to the need for a
reformulation of the issue of the work
of art’s historical fiwe or relevanee. 1t was,
in other words, a perspective that explicitly
included the issue of the receiver and the
receiver’s time as part of the definition of
the essence of awork of art. Furthermore,
Hiausmann believed that the definition of
athe cur through tmes was primarily
concerned with the work of art having an
unforeseen effect rather than giving meaning
to an anoaymous future viewer.
Furthermore, this effect could as casily be
understood as the ahility to eut or slice
through the dimension of meaning
implicitly guaranteed by historical time, in
which the entire collection of selected
modern works are automatically registe-
red as meaningful (or “significant”), even
when they are ar their most encapsulated
ar abstract. However, the perception of a
work of art breaking down historical ime
was associated with the parallel belief that
a work of arr also breaks down atime of
realitys, since these two phenomena are
bonded in @ manner that makes athe pass-
age of history» seem a natural process.
Hausmann realised that innovarive works
by himself and his colleagues were
concerned with the «cut throughs the
ideological dimension that produces what
is real to us as something stable and
unguestionable. Because their effect was
unpredictable, and unlimited to time and
space, and which was also unbound by the
passage of history, they could have a
potentially destabilising effect exactly
where reality is perceived as being at its
most undoubted and meaningful. Thus
they had the power to create «another
realitys right in the middle of the actual
reality,. Whar else happens when time

landamaeri § tima og rami hlve ad leida ol
pess ad menn yrou ad legejast @ nf yfir
skilgreiningar sinar & #wa eOa sannreynd
listaverksins. Med 60rum ordum félst pad
i pessum vidhorfum ad vidtakandinn og
timi hans vero drjifanlegur hluti af kjarna
listaverksins. Med likingu sinni um
wikurdinn gegnum tdmann® var Haus-
mann pé ekki bara ad velta pvi fyrir sér
brenar listaverk hefdi menkingn i augum
okunnra vidtakenda 1 framuidinni heldur
einkum hinum ofyrirsjaanlegu dbrifum sem
pad gerur hafe. Og pessi dhrif felast pa
ckki sist { petu verksins til ad skera sig i
gegnum merkingarviddina sem fylgir
hinum ségulega tima, par sem menn horfa
a allan hinn mikla fjslda vidurkenndra
nutimaverka og telja pau innihaldsrik' coa
Jpydingarmikil’, jafnvel pau verk sem
ndlgast algera dul, eda hin cinoroust
afstrakrverk. Hugmyndin um ad listaverk
geetu sundrad hinum ségulega tima var
bundin hlidstxdr hugmynd um verk sem
einnig sundrudu tima raunveruleikans’,
par sem pessi fyrirherl eru samiengd 4
pann hirt ad pad verdur okkur auglios
vitaskuld ad ,sogunni vindur fram’,

Hausmann si fyrir sér ad hin nyja
tegund listaverka sem hann og félagar hans
voru ad bia til mu ad gem | skorist
gegnum'* hinar hugmyndafredilepu viddir
sem framleida hid raunverulega sem
stodugr og augliost § huga okkar. Par sem
dhrif verkanna veru Gfyrirsjianleg og
dbundin tima og romi, og barmed ckki
hluti af hinni sogulegu framvindu, kvanu
pau ad hafa upplausnarihrif cinmitt
par sem raunveruleikinn virdist vera
hvad augljosastur og pydingarfvllstur.
I verkunum dtti sumsé ad haa geta
til ad skapa ,annan veruleika® i
raunveruleikanum midjum. Og hvad
geeti annad perse pegar sjalfur tminn
virdist vera ad gufa upp?

Sidar voru hugmyndir um alika , skurdi
gegnum timann® vidradar i oy, en pd undir



rikanske acton-malerne, men kom mer
systematisk 1 bruk hos mange av kunst-
nerne som var tilknyter den internasjo-
nale Fluxus-bevegelsen tidlig pa 60-taller,
som for cksempel George Brecht og La
Monte Young, Og i de pifelgende drene
ble forestillingen om "begivenheter” en
viktig forklaringsmodell i forhold ol store
deler av den nyere kunsten. Termen "hbe-
givenhet” antydet pi en selvinnlysende
mite hvordan disse arbeidene posisjonerte
seg innenfor den faktiske tiden, som de
ni dpenbart var en uloselig del av. Men
som begivenheter eller "kutt” satte de altsd
ogsd 1 gang en slags dobbelaksjon der den
almene tiden (eller meningens tid) samti-
dig mistet noe av sitt grep - om enn bare
for et kort ayeblikk og i én bestemt sam-
menheng,

Slike eveblikk ble imidiertid verdsatt
for den erfaringsdimensjonen de represen-
terte for mottageren, som sd 4 si kunne £
et dobbeltperspektiv pi sin egen situasjon.
Forestillingen om verk som bepivenheter
giorde det dermed mulig i se kontrene
av to helt ulike idéer om den moderne
kunstens kritiske dimensjon: P4 den ene
siden verk som fungerer knosk ved 4 nekre
ila seg integrere i en diskreditert vickelig-
het, og pd den andre siden verk som fun-
gerte som en slags en inngrep 1 virkelig-
heten selv. 1 sin beskrivelse av Paiks kon-
sert hadde Earle Brown i alle fall truffet
spikeren pi hodet. Spersmilet om tiden i
wverket, tiden utenfor verket og verkers tids-
punkt erdet kritiske sporsmalet i det 20.4r-
hundrers kunst.

seems to break down?

The notion of a weut through nmes
was later revived under another name. Du-
ring the 1960"s, numerous artists began
to reject the ttle of work in favour of
whappeningss and this can be seen as the
mutual fabric of the aesthetic paradigm
shift of that era. Harald Rosenberg, the
art critic, first used the word «happeningy
when describing the American action
painters, but it became more systematically
used in the early 1960™s by many of the
artists associated with the international
Fluxus movement, such as George Brechr
and La Monte Young, In subsequent years
the concept of shappenings became an
important model for the explanation of a
significant amount of innovative works of
art. The term shappenings self evidently
implied the manner in which these works
of art were located within the real ime
that they were clearly inextricably part of.
Furthermore, happenings or scutss also
involved a type of double feat in which
common ome (or the time of meaning)
simultancously lost some of its hold - if
only for a fleeting moment in one defined
situation. Morcover, these moments were
acknowledged for the dimension of
experience imparted upon the viewer, who
could be said o have received a double
perspective on their own situaton. The-
refore, the interpretation of works of art
as happenings made it possible to see the
parameters of two differing ideas about
the critical dimension of Modern are: on
the one hand a work of art which refuses
to be integrated in a discredited reality, and
on the other hand a work of art as a sort
of intervention in reality irself. Ar least,
Earle Brown hit the nail on the head in
his deseription of Paik's concert. The
question of time in the piece, ime out-
side the picce and the historical time of
the picce i the critical issue raised by 20th
century art.

odru nafni. Pad var dberandi einkenni 4
timum hinna fagurfredilegu vidmidaskipta
sjbunda aratugarins ad margir listamenn
foru ad kalla listrenar afurdir sinar
wuppakomur' og ekkilengur , verk™, betta
ord (e bappening) sést fyrst Gr penna
listfredingsins Harolds Rosenbergs i
umfjillun hans um bandarisku action®-
malarana, en fékk vengi hja flestum
listaméinnum hinnar alpjodlegu Flixus-
hreyfingarinnar snemma & sjbunda
dratugnum, dl demis George Brecht og
La Monte Young A nmstu drum vard
upprkomu-hugsunn mikilvieg skynngarleid
ad storum hlum nylistrnnar. Sjilfe ordid
gefur lioslega tl kynna hvernig verkunum
var hugadur
raunverulega tima, sem pau voru od

stadur  innan  hins
augsinilega hlud af, en sem uppakomur
eda , skurdir hrundu pau einnig af stad
cinskonar tviferli parsem hinn almenni timi
{eda timi merkingarinnar) lét undan siga —
pott pad veeri adeins stuta stund og i
dkvednu samhengi,

bau andarték voru hinsvegar mikils
metin vegna peirrar reynslu sem pau
veittu vidtakandanum — hann greti nidnast
virt Fyrir sér eigid dstand fri tvennu
sjonarhorni. Hugmyndin um listaverk sem
atburd gerdi par med kleift ad greina
atlinur tveggja gjorolikra hugsina um
gapnryn dhrf nuumalistar: Annarsvegar
listaverk sem verda pagnryn med bvi
ad samsamast ekki osemilegum
raunveruleika, og hinsvegar listaverk
sem eru einskonar afskipti af
raunveruleikanum, 1 lysingu sinni i
tonleikum Paiks hafoi Earle Brown ad
minnsta kasti hitt naglann 4 hifudid,
Spurningin um timann i verkinu, timann
utan verksins og tima verksins, pad er
meginspurningin § list 20, aldar,



MNoter:

1 Earle Brown, "Planned Panichood™, i
Young og MacLow (red.) An Antholgy,
New York 1963

2 Jeg referer her spesielr dl de innflytel-
sesrike teksrene dl den amerkanske kn-
tkeren Clement Greenberg,

Motes:

'l Earle Brown, "Planned Panichood”,n
Young and MacLow (Ed.) An
Anthology, New York 1963

H In this instance 1 am referring
specifically to the influental rexts by
Clement Greenberg, the American
critic.

Tilvisanir;

1 Eare Brown: , Planned Panichood®, i
Young og MacLow (ritsr.). ~»
Anthalogy. New York 1963

2 Nam June Paik kom til Islands arid 1966
og héle froga tonleika | Reykjavik
vegum Musica nova (aths. pyd.).

3 Hér er cinkum det vid hin dhrifariku
skrif bandariska listfredingsins
Clements Greenbergs.



GUY TORTOSA

FRATID TIL ANNEN refleksjoner om tiden
FROM TIME TO TIME reflections on time

| TIMA OG OTIMA hugleidingar um timann

Bebald ditt debrifpe meinene,
Lxet fwr sikekert xine grisoer,
Henn Michaus

Adams {Dennis): 1 en film av den ameri-
kanske kunstneren med ortelen Outtake,
lager 1 1998, hvor han liner et 1 7-sckunders
urdrag (oumake) fra en film lager av Ulnke
Meinhof i 1969 om hjem for foreldrelose
enaringer | Vest-Tyskland, sprer en per-
son alle bildene fea urdrager av Meinhof-
filmen, dvs, 416 fotos som viser en jente
som jages dv o nonner, ved 4 dele dem ur
il ukjente forhipasserende pd gaten/ / den
tiden som behevdes for 4 spre alle bildene

definerer lengden pd Adams film, som er

136 minutter {jfr. minne, rom, skeive),

Dennis Adams: Oyttaks, [998
oottt Berdin

akselerasjon: en pod mare 4 tkke se pa//
"Der er et hemmelig hind mellom
langsomber og minne, mellom hastighet
og glemsel. La oss beskrve den mest van-

lige siruasjonen vi kan tenke oss: Enmann

aFeep your bed seswnry,
It prendisly fur §5 reatomoe,

Henn Michaox

acceleration: a pod way of not sceing //
o« There 1s a seécret bond berwen slowness
and memaory, between '!i]‘l'l.:t'd. and ablivien.
Let us deseribe the most commonplace
situarion imagnable: a man wallang in the
street. Suddenly, he wants 1o remember
something, but the memory eludes ham,
At this precise momet, as i like clockwork,
he starts 1o walk more slowly. Conversely,
somebody trying to forget a panful
incident they have just lived through will
unwittingly quicken his step, as if keen o
quickly create a distance between himself
and what, in tme, 15 s68l too elose o hime
(Milan Kundera) // sDeconstruenvism is
the ourtcome nor of the Communist
revolution but of the computer evolutions
(Massimiliano Fuksas)

(ef. new rechnologies, past, thoughr),

Adams (Dennis): in a film by the
American artst tted Owifake, made in
1998, where he borrows a 1 7-second
extract (outtake) from a film made by
Ulrike Meinhaf in 1969 abow orphanages
for teenagers in West Germany, a charmeter
seatters all the images from the extract of
the Meinhof film, Le 416 shots fearuring
a girl being chased by two nuns, by hand-
ing them out to anonymous passers-by
encountered in the steeet/ [ defined by the

time required for the dispersal of all the

Vertu nendl imved fift divascea moiwes,
bad i ser drugules siar dchadnr,
Henn Michaux

Adams, Dennis: § kvikmyvadinnl Owttieke
fri 1988 eftir pennan bandanska listamann
er fenpinn ad lni 17 seluindna barr dr
kvikmynd sem Ulrke Meinhof gerdi arid
1969 um munadardeysinpjahael | Vestar-
Piskalandi; persanan § myndinni er G 4
gotu ad dreifa myndum or Meinhof-
bitnum, 416 myndrémmunom af stilku
& flona undan tveimur nunnum, og
afhendir prer Gkonnum vegfarendum //
lengd kvikmyndar Adams redst af bam
tima sem pad tekur ad dreifa myndunum
o er 1 36 mindGrur (she. minni, mim, skafa)

afmaeti: tl ad halda uppi 4 hverjum degi

arkiteknbe: hvolfak hins frga romverska
Panteons endar | punk e himni oy loft;
i daginn fellur ljosgeish nidur um opid og
fer um hvelfinpuna einsog nal // fra fve-
stu hibylum mannkyns og allt dl okkar daga
hefur pad skipr mili | bygeingarlist hvernig
Mmenn nota timann

asatimi i umferdinni: (shr bida)

Asdam, Knut: listamadurinn sem var
Jullerat® Noregs | Norrena skilanum i 48.
wlpjdlega samtimalistar-tvizringnum |
Feneyjum 1999 // verk Asdams hét
Pryelbusthenia: the care of the self o var gardur
fluttur timabundid Gr stady; ronnar o ymis



gar pid garen. Plutselig onsker han 4 komme
pd noe, men minnet unnviker ham. Idet
dette inntreffer, begynner han, akkurat
som et urverk, 4 gi langsommere. Der
maotsatte inntreffer ndr noen som forse-
ker 4 glemme en vond episode de akkuarat
har veert igjennom, uforvarende gir med
raskere skritr, som om de er iveige ctter 4
skape en distanse mellom seg selv og der,
som i tid, fremdeles er for nert” (Milan
Kundera)// "Dekonstruktivisme er re-
sultarer, ikke av den kommunistiske
revolusjon, men av data-evolusjonen™
(Massimiliano Fuksas) (jfr. fortd, ny wek-
nologi, manke).

aktualitet: uaktualiter

arbeidsgiver: i viere din egen tds arbeids-
giver (jir. Bach).

arkeologi: en teknikk som hjelper dl 4
bringe fortiden opp til nitidens overflate
(jfr.fornd).

arkitektur: Pantheons beromte kuppel
stiger opp mot et kulminerende punkt av
himmel og luft; i lopet av dagen striler ¢n
lyssonle giennom denne dpningen, og be-
veger sep under kuppelen som en nil//
fra menneskehetens ridligste bosetninger
og opp til i dag, har arkirekrur allod veert
apptatt av mater & bruke tiden pd.

armbandsur: flosofen Michel Serres
fremholder at bevegelsen tl armbindsurets
hind ikke representerer tiden, men rom-
met; tiden, sier han, er ripene | klokke-
glasset (jfr. rom).

avgangshaller: (jfr. vente).

avgi (motta): formenes historie kan ikke
adskilles fra historien om hvordan de har
blitt mottar; nir der gjelder kunst, repre-
senterer tiden et vilkir for all god motra-
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pictures, the length of Adams’ film is 136
minutes (cf. memory, space, write),

aesthetics: we must rediscover the arigin
of the term aesthetic, to wit, the Greek
word atrtbesis, which means «sensations/ [/
many of todays most interesting works
offer the experience of experience, rather
than its representation// in works such
as these, time is no longer simply
represented or symbolized, it is
experienced, lived (cf. representation).

archaeology: a technique helping to bring
the past to the surface of the present (cf.
past).

architecture: the cupola of the famous
Roman Pantheon rises to a culminating
point of sky and air; by day, a shaft of
light beams through this aperture and
moves along beneath the vault like a
needle// from humankind’s earliest
dwellings up unril the present day,
architecture has always been concerned
with ways of using time.

art: in its élist form, art is representation;
in its noble form, art is presence///the
supreme and difficult art: managing to use
vour time//wart is what makes life more
interesting than arm Filliou (cf. employer,
marketing).

Asdam (Knut): the artist who
urepresenteds Norway in the Pavilion of
the Nordic Countries at the 48th Interna-
tional Biennale of Contemporary Art in
Venice in 1999/ /diled Prycharthenia: the care
af the self, Kour Asdam’s work consisted
of a temporarily displaced garden; shrubs
and various other plant species were
plunged into darkness by means of a fil-
ter affixed ro the pavilion windows; the
rhythm of the vegetation was thus in
harmony with the rhythm of other plants;

annar grodur var settur § skugga med fil-
tri § gluggum skalans; ryumi grodursins var
parmed einsog rymmi annarra jurea; like
og menn sem eru nidursokknir § eigin
hugsanir eru sagdir ,annars hugar” var
gardurinn ,annars stadar™ // ef pad er
satt ad) hvad sem vid gerum séum vid)
alleaf ad fialla um okkur sjilf i skapadi
Knut Asdam petea sumar { Feneyjum
cinskonar sjalfsmynd lisamanns okkar
tima sem ferdamanns (shr. ferdir, teknd)

Austurriki: fddurland Sigmunds Freuds
(sbr. hugsyki, minni)

r (arid 2000): Hin krstou Vesturlond
eru med kanskubrégdum ad gera pad
sem peim framast er unnt til ad leida allar
piadir heims 1 sniru tima sem sagdir eru
eiga upphaf i hinni meintu holdrekju
gudssonarins. Pad er semsé einskonar
almanaks-sjonhverfing sem Vesturlénd
reyna ad dileida med allan heiminn® —
Jean Genet, L étrange mot d'..

(sbr. stafrenn)

arin: , Peir segja mig pritugan, en hafi ég
lifad priar minutur { einni ... er ég pi ekki
niredur? — Baudelaire, Fureer

Bach (og timi hans): miklit listamenn
hafa oft afburda-
skipulagsha:filetkum; spurningin um pad
hvore Bach hefdi sem fidlskyldufadic og
kennari haft allan pann tima sem purfu
til viverks sins ¢f hann hefdi vend uppi
a 20, dld leidhir til annarcar alveg jafn-
ovideigandi spurningar: héfum vid
enn tima til ad hlusta 4 Bach? //
svarid er tvennskonar: ji eg nei //
hljomflutningsteknin hefur kallad
fribaxrasta adgengi allra tima —

verid  bunir

upptikurnar — til pjdnustu vid einn hinn
mesta af meisturum sins eigin tima //
pad er eins med teknina og alle annad;



gelse; kuratorer plasserer noen ganger le-
nestoler | muscumssalene slik at besokende
vil ta seg god tid; hvordan du ser verket
avhenger av om du har god tid eller om
du har det travelt; det er ikke hverken bra
eller dirlig om du tar dep god td, eller
sloser med den; alt handler om médten du
wir til verks; en av Marcel Broodthaers fil-
mer, laget av en 24-bilders ett-sckunds
film, skulle etrer planen oppra den kortest
mulige ddsperiode som er nodvendig for
at oyet skulle kunne registrere og forestille
seir et bevegelig bilde; noen av Allan
Kaprows Happeangs og John Cages kon-
serter pikaller en type oppmerksomhet
som grenser tl fravierenhet; til sammien-
ligning malte Holbein Ambassadorene for
dem som, etter 4 ha gitt for raske forbi
bildet, ville s¢ seg tilbake én siste gang for
de gikk ur doren; noen verk er lik de stjer-
nene som er s langt borte ar de kun kan
sees med skjevt blikk, som om du ikke rik-
tig konsentrerer deg; hvis du prover vir-
kelig hardt, blir eyet sloret og det begjrerte
objektet forsvinner; de som vil se (og vite)
alt, er for lengst sikret & ikke lenger se noen
ting; pd samme mite som lyset virker inn
pi noen typer papir, kan oyet noen gan-
fer trette ur tankene.

Bach (og hans tid): store kunstnere har
ganske ofte vaert utstyrt med enestiende
organisatoriske evner; sporsmilet om
Bach, familiemann og lerer, hadde hatt all
den nden som trengtes for 4 komponere
sine samlede verker dersom han hadde
levet i det 20.arhundre, forer med seg et
annet minst like absurd sporsmil: har vi
fremdeles tid ol & lyeee 6l Bach | vie tid?/
[ svaret er todelt: ja oz nei// reknologien
vedrerende disken har satt den optimale
mottakeligheten—nemlig det 4 gjore opp-
tak—il tjeneste for den optimale tilgjen-
geligheten—av en av tidenes beste besty-
rere av sin egen td// det samme gjelder
for teknologien som for alt annet; det van-

as people engrossed in their own thoughts
are described, the parden was ssomewhere
elsen [/ iF it's true that whatever we do
we're always malking about ourselves, that
particular summer in Venice Asdam
produced a kind of self-portraic of the
contemporary artist as traveller (cf,
journey, techno),

Austria; where Sigmund Freud was born

{cf. memory, neurosis).

Bach (and his times): grear arnists have
quite often been endowed with outstand-
ing organtzational skills; the question of
knowing whether, as familyman and
teacher, Bach would have had all the ame
required to compose his ocuvre had he
lived in the 20th cenrury, begs another
apparently no less incongruous one: do
we still have time to listen o Bach in this
day and age? // the answer is twofold: yes
and no /[ the technology of the disk has
put the greatest accessibility—that of the
recording—at the service of the greatest
availability—that of one of the best
muanagers of his time //the same applies
tor technology as it does to everything else;
the difficult thing is knowing how to make
use of it (cf. dietenics).

birthday: 1 be celebrated every day

body: my body is a water clock of
circulating blood; it's a personal clock that
helps me and keeps me company, provided
that 1 keep an eye on its timetable//
aUnaware of the meaning of nme // blind
to the hues of space [/ here is the frog /
come into the world ar this very instant /
and, with one bound into space-time / old
pond..» (Makoto Ooka)

(ef. new technologies, dust),

book: 2 means of transport and a system
of air conditioning used by holiday-makers

vandinn ¢r ad vita hvernig 4 ad nota hana
(sbr. nerngarfroedi)

ad bida: cfiir pvi sem samgongutackin
verda hradskreidar parf ad bida lengur
(sbr. asatimi, brotrfararsalic, stjérnur,
umferdarhmitar o.s.frv.)

ad tefja timann: adferd vid ad pém //
tilraun il adt halda timanum § skefjum //
vera § andstéon vid hagdina (sbr. hugsvki,
hzgd)

bid: pad er tifrastund ad koma ar Gre hio
o vita ekki lengur hvar madur er staddur
eda hvad klukkan er; { bid i bjormu og
ol er ordid dimmt; pad var heidur
himinn en nu er farid ad snjoa; madur
faer 4 wlfinninguna ad vera gleymdur
(shr. arkitektir, hugsyki, kvikmynd,
margfoldun)

blom: klukka // ,,Vasi par sem sérhvert
blom / deyr anazgt / pakid krénublédum®
— Guillaume Apollinaire

blabrigdamunur: plomud augnablik eru
ckki pad sama og glatadur timi (sbr,
nikviemni)

borg: folk sem daglega gengur hvert
framhija o6dru | borginni lifir i olikum
heimum og timum; { heimum sem i senn
eru efnislegir og skynraenir, § timum sem |
senn eru fmyndadi og munverulegir (sbr.
fiildmi, margfaldun, morgunn)

bk farartacki og lofthreinsikerfi fyrir folk
i sumarleyfisferdum; sé henni haldid vid
hifudid einsog deri nyrst bokin sem
solhlif bedi fynr sal og likama; gore id;
lesa norrenan hifund vid sundlaug |
Marrakesh eda 4 Ibisu i dgast // hentar

vel el ferda (sbr. ferdir, nim)
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skelige er 4 vite hvordan man skal bruke
den (jfr. dietetikk),

bevegelse: tid | oppmiilt rom// ikke-va-
righet er verdens essens (buddhisusk prin-
sipp) (jfr. hage, ubevegelighet).

bli gammel: ungdamstiden har blite len-
ger op lenger 1 Vesten i lopet av de siste
tidrene, mens, | samme tospann ser vi at
frykten for 4 ikke lenger vere en del
av ungdommen gnager tidligere og tid-
ligere | menneskenes bevissther; de
mest forskrudde menneskene er de
som, cttet 4 ha gjort det maksimale
ut av "ungdommelighetens” fordeler,
har den lysende ideen om i lansere
"alderdommeligheten™ som mote (jfr.
ungdom).

blomst: klokke// "Vase hvor en enhver
blomst/ Dor lykkelig/ Bestrodd med
kronblader”, Guillaume Apollinaire

bok: et transpormmiddel og et luftkjolings-
system brukt av fericrende mennesker i
sommermanedene; holde for 4 skygee
hodet, fungerer boken som en parasoll for
kroppen sd vel som sjelen; et tips: les noe
av en skandinavisk forfatter ved siden av
et svommebasseng | Marrakech eller pi
Ibiza i midten av august// egnet for turer
{jfr. reise, rom),

bruke (tid): i en tid hvor det fantes
hverken TV eller film, malte kunsmerne
verker som tok tid; & male betvdde forst
og fremst & programmere et langsomt
atelicrarbeid, deretter & vente seg en
tilsvarende langsom oppdagelse av
representasjonens alle krinkelkroker fra
betrakterens blikk // fra et synspunkr, vire-
ket maleriet pa et veldig tidlig stadium pa
samme mate som organisk, konseptuell
kinofilm// maleri er kino for dens tek-
niske oppfinnelse// bildet former det for-
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in the summer months; held visor-like
above the head, the book acts as a parasol
for the body as well as for the mind; a tip:
read a Svandinavian author beside a
swimming pool in Marrakech or Ibiza in
mid-August // suitable for trips

fef. journey, space).

bug: (cf. syncope)

cinema: there’s 4 magic moment when
you come out of a cinema and vou don't
know any more either where you are or
what time it is; vou went into the cinema
in daylight and now it’s dark; the sky was
clear amd now it’s snowing; vou ger the
impression of having been forgotten (cf.
architecture, film, multple, neurosis).
city: people who walk past one another
every day in the city live in different worlds
and times; worlds at once physical and
phenomenal, imes at once imaginary and
real (cf. heterochronies, morning,
multiple).

clock: «Three thousand six hundred tmes
an hour, the Second/ Whispers:
Remember! - Quick, with it's insect’s/
Voice, Now says: «l am Bygone,/ And I
have pumped out your life with my foul
trunk![...]Js, Charles Baudelaire, . Horlage/
The Clock (cf. body, flower, slowess).

Coplans (John): a high point in the
representation of time,

credit: a matter of time (cf. mastery,
prostitution).

death: for some, a setback, for others, a
re-assessment (ef. clock, digital, sleep),

departure lounges: (cf. wait),

dieterics: from Greek digits, the art of
life (cf. oblivion, slowness, vouth).

brottfararsalir; (sbr. bida)
byggingar (sogulepar): tileaunir tl a0 ljika
timanum (sbr. Hiroshima, ryk)

Coplans, John: hipunktur vid tiknun
timans

T

John Caplans: Self Portrait, 19835
{Sanding, Side, Arm Argund)

daudi: sumum dfall, 60rum endurmar
(sbr. klukka, stafrenn; svefn)

ad eldast: wskuskeiid hefur sifellt lengst
i Vesturlondum nokkra sidustu dratugi og
um leid grefur drtinn vid ad ciga ekki
lengur hlurdeild { &skunni um sig stodugt
Fyrr; allea kldkast er folkid) sem verdur biid
ad njdea flestra dvaxtanna af | unga-folks'-
bylgjunni pegar pad fer pa snjollu
hugmynd ad koma af stad eldra-folks"-
bylgjunni (sbr. wska)

ad elska: taka sér tima (shr. gardur)

fagurfraedi: bad verdur ad endurvekja
upprunalega merkingu alpjodahuptaksins
westetik™, nefnilega dr griska ordinu
aisthésis sem merkic Jtilfinning' // §
morgum dhugaverdustu verkum samnimans
er dhorfandanum bodin reynsla af reynslu
enckki lysing i revnslu // 1 slikum verkum
er timinn ckki lengur liking eda tikn hel-
dur reynsla, upplifun (sbr. tiknun)



ste lerret (tanken er det andre), pa hvilker
tilskueren overforer bevegelser og bilder
"produsert” av hans egen fantasi; de beste
samtidskunstverkene virker pd samme
mite: der & se pd et verk av Jan Dibbets
eller Joseph Kosuth fordrer en innsats fra
oyet for 4 danne et hele av hvordan ver-
den serut// som i Edenne-Jules Mareys
fotografier, men med et landskap som
milestokk, bryter Dibbets ned bevegelsen
shik at betrakreren 1 sin tur kan glenskape
det wisuelt/ / nir James Turrell skaper sine
verker, venter han ofte at den som ser pa
skal gjore litt av jobben selv; enda bedre:
han setter den besokende i stand il 4 be-
vege seg til den andre siden av lerretet og
"realisere” en av de cldste drommene i
representasjonens historie—a se det som
bildet ser (jir. bevegelse, kino, maleri).

bug: (jfr.synkope)
bursdag: vl 4 feires hver dag

by: mennesker som gir forbi hverandre i
byen hver dag lever i forskjellige verdener
g tider; verdener ph én gang fysiske og
fenomenale, tider pa én gang innbilte og
reelle (jfr. heterokronier, mangfoldig, mor-
gen),

Coplans (John): et hovdepunkt | repre-
sentasjon av tden.

dietetikk: av gresk diaite. livets kunst (jfr,
glemsel, langsomhet, ungdom),

digital: beskriver alle typer innspillinger
/et tall mellom null og vendelig korre-
ssponderer med hvert enkelt tegn, opple-
velse og konsept (jfr. klokke, lese, skrive,
ir).

drivhus: fabrikk for tid og rom (jfr. bok,
hage, kino).

digital: describes all sorts of recordings
!/ a number from zero to infinity
corresponds to each sign, experience and
concept (cf. clock, read, write, vear),

dust: what is missing in most museums
// today's museums are foes of tme//
Brancusi's studio, in Paris, offers an
illustration of this: at the sculpror’s request,
everything has been preserved in the stare
in which he left it before he died; but
with one exception: all dust has been
gradually removed swiths time; yer what
could be rruer than dust, contemporary
dust of the artist or alternatively dust
produced by the slow and, without it,
imperceptible decomposition of beings
and things?// manifesto by Marcel
Duchamp, Brancusi’s friend and dealer:
Elevage de powssiére [Dust Breeding/// dust is
to museums what sand is to deserrs:
absurdity of a sand-free desert (ef. body,
object, photograph).

emit (receive): the history of forms can-
not be separated from the history of how
they are received; where art is concerned,
time represents a condition for all good
reception; curators sometimes put
armchairs in museum rooms so that
visitors will take their time; you don't see
the same work depending on whether
you've got ume or whether you're in a
hurey; there’s nothing either good or bad
about taking your time, or wasting it; ir's
all about the way you go about it; one of
Marcel Broodthaers® films, made up of a
24-image, one-second film, was planned
to take up the minimum period of time
necessary for the eye to register and
imagine an image in motion; some of
Allan Kaprow's Happenings and some of
John Cage’s concerts call for a degree of
attentiveness that verges on absent-
mindedness; similarly, Holbein painted The
Ambassadors for those who, having walked

ferdic sampjoppun eda framlenging tima
// madur sér aldrei alle // .1 batlaust
sidmenningu ganga deumarnir til purrdar,
njasnir koma i stad mvinrima og logreglan
leysir sioranshetjurnaraf holmi* — Michel
Foucault (sbr. nyteknin, Sone, svefn)

fjadurpenni: nytakni forddannnar (sbr.
fornleifafraedi, skrifa)

fioltimi: sumir lesa, adrir sofa, sumir
hlaupa, sumir pjase // fjolbreyini i
tegrundum af tima (shr. borg)

fornleifafraedi: rekni gagnleg vid ad koma
fortdinni upp 4 viirbordid i@ nudmanum
(sbr. forud)

fortid: na pegar // yfirgefinn notimi (shr.
fornleifafredi)

frestur: ad frest aeskyringum til ad fresta
daudanum; sa sem { verkom sinum hefur
sagt allt sem hann haf®i ad segja 4 pad 4
heettu ad purfa ad kit sjdlfan sig deyia (sbr.
hafa, rytmi)

gardur: sjilfur timinn (sbr. Asdam, elska)

gleymska: ad gleyma ekki ad gleyma (sbr.
neringartraeoi)

Goldberg, J. Gottlieb: cinn nemenda
Bachs sem samdi handa honum dlbogdi
fyrir sembal ad leika 4 néttunni fyeir
rissneska sendiherrann | Saxlandi sem
piadist af svefnleysi

Gordon, Douglas: listamadur af skoskum
errum, fieddur 1966, og hefur ad mestu
varid tima sinum til pess ad hega a sér //
i einni af innserningum hans er
kvikmyndin Pyede eftic Alfred Hitcheock
sind hacgt // verkid  varir® heilan dag (sbr,
kvikmynd, minni, mala, haegd)
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dad: for noen, et tilbakeslag, for andre,
en revurdering (jfr. digital, klokke, sove)

estetikle vi mi gienoppdage opprinnel-
sen til termen esteikk, nemlig det greske
ordet aisthesis, som betyr "sansning”//
mange av de mest interessante arbeidene
i dag tilbyr opplevelsens opplevelse, hel-
ler enn dens representasjon// 1 slike ar-
beider er ikke tiden lenger ganske enkelt
representert eller symbolisert, den er opp-
lever, levet (jfr. representasjon).

film: den storste kunsimeriske forandrin-
gen i der 20, drhundret var kinoen; det er
ikke lenger i dag noen utstillinger som ikke
skriver under pd dette mediets pavirkning
pé var tids méter 4 tenke og se pa; der bil-
ledkunsten i dag tiljubler ved kinofilmen,
er den miten den leker med rids-
oppfatninger pd, som en mite 4 motar-
beide den behagelige, linexrt og
progressivi konstruerte linjen; pi samme
mite som fotografiet, har kinofilmen hjul-
per mennesket til 4 besette udspenoder
som det tidligere pleide & passere igjen-
nom uten i se dem; filmspolen som snur-
rer pi fremviseren har gjort oss i stand dl
i forstd en bevegelse, jordens bevegelse,
som ogsd fremkaller bilder; i forteksten il
Iwdia Yong, konfronterer Marguerite Duras
betrakteren med denne filmens hoye has-
tighet, mens den spiller inn den tlsynela-
tende meget langsomme bevegelsen av
solen som forsvinner bak horisoneen (jir.
minne, sove, tidsintervall, ubevegelighet).

filosofere: "Filosofering er i lere hvor-
dan 4 de”, Montaigne, Ler Essars

forseke 4 vinne tid: en mite 4 viere for-
mell og hoflig pi// forsek pi 4 holde 1-
den i sjakk// kontrasterer med langsom-
het (jfr. langsombhet, neurose),
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past the picture too fast, would turn back
one last time as they went through the
door; some works are like those stars that
are so far away that they can only be seen
if they are looked ar askance, as if not
really concentrating; if you try hard
enough, the eve mists over and the object
of desire vanishes; those who want to see
(and know) everything are certain, before
long, of no longer secing anything; like
light on certain kinds of paper, the eye
sometimes tires out thoughts,

employer: being the emplover of your
own time (ef. Bach).

film: the major artistic change in the 20th
century was the cinema; there are no
longer any exhibitions which do nor,
nowadays, attest to the impact of this
medium on ways of thinking and sceing
in our day and ape; what the visual arts
acclaim today in the cinema is a way of
playing with perceptions of time, a way
of thwarting the comforting line of a li-
near and progressive tempaoral construct;
like photography, the cinema has helped
peaple to inhabit periods of tme which
they formerly used to pass through
without seeing them; the film reel spin-
ning on the projector spindle has enabled
us to understand a movement, the carth’s
movement, which also makes images
appear;in the opening credits of Tndia Song,
Marguerite Duras eonfronts the viewer
with the high speed of this particular film,
by recording the apparently very slow
movement of the sun dropping towards
the horizon (cf. memory, motonlessness,

sleep, time-lag).
flower: clock// «Vase where any flower/
Dies happily/Strewn with petalss,

Guillaume Apollinaire,

garden: time itself (cf. Asdam, love).

grodurhiis: nims- og timaverksmidja (shr,
bic, bk, pardur)

ad hafa (tima) eda ekkd hafa: sumir lista-
menn hafa tima og adrir virdast hafa
fundid mjog fjoee 4 sérad peir hefdu ekki
tima: Yves Klein, Robert Smithson,
Gordon Mawa-Clark og Felix Gonzalez-
Torres unnu einsog pa grunadi ad peir
mundu ekki endast lengi; adrir haga
storfum sinum einsog peir séu ad) spara
tima til ad geta sem best tevgt dr verkum
sinum yfir vidsjala braut hinna lidandi dra;
besta jafnvaegd felst i réttum hlutfillum
tima og ... skapgerdar // &g veit ekki hvort
pad er rangt ad halda ad madur hafi tima
en pad er stundum heegt ad swekja sér keaft
iad vita ad madur hefur ekki tima (sbr.
frestur, rytmi)

hamingja: spurning um tima
(sbr. wimstundir)

heimspeki: |, Heimspeki, pad er ad lera
ad) devia™ — Montaigne, Ler Essais

Hiroshima: 6. dgist 1945 klukkan 8.15
varpadi bandarisk sprengjuflugvél fyrstu
kjarnorkusprengjunni § ségu mannkyns 4
pessa borg // stundin var valin sérstaklega
af pvi b vieru sem allra flestir, biirn og
fullordnir, 4 ferli utandyra, og han var
skrd ad eilifu & fjolmargar arskifur sem
gangverk peirra eydilogdust | eldhafinu /
{1 verki eftir Marie- Ange Guilleminot fri
1998 er minnst eydilagdrar Hiroshima-
borgar; tvier svartar linur 4 hvit arskifu
syna stund hamfaranna og hvidr
klukkustundar- og mindruvisar stédva
timann 4 sama andartaki & hverjum degi
pegar peir falla saman vid svirtu linurnar
tvaer (sbr. minni, 1r)

hlutir: { verslunarborgum 4 hver drstio sér
dkvednar viirur, ilmvitnin 4 veturna og
isinn & sumrin flytja svolitinn tima Gr



fortid: allerede// en forlat naud
{jfrarkeologi).

forynge: "Menneske er et vesen uten noen
bestemt alder, en cksistens som evner
bli mange 4r yngre i lopet av en hindfull
sckunder, og som, omgitt av tdens veg-
gerinnenfor hvilke det har lever, flveer lik-
som i et basseng hvor nivdet er i konstant
konstant bevegelse og forer det i beroring
med snart den ene alderen, snart den an-
dre.”, Marcel Proust, La Fajgitive (jfr. gam-
mel, ungdom, vokse).

fotografi: 4 fotografere et verk betyr sam-
tidig 4 lofte det ut i andre rom (ferst og
fremst sekerens rom, senere katalopens,
bokens eller magasinets), men det betyr
ogsi 4 forlenge objektets eksponeringstid
utover den objektive tiden det henger
oppe; noen kunstnere er veldig oppmerk-
somme pi hvordan deres arbeider foto-
graferes; de vet at reproduksjonsmetoder
beryr en ekstra sjanse for deres kunstverks
liv; ved & enpasjere seg i hvordan deres
skulpturer og malerier blir reprodusert
fog fra cid til annen nekte denne
reproduseringen), anser enkelte kunstnere
hildets mellomledd som et fullstendig nytt
utstillingsrom; glennom sin interesse for
boker, magasiner og Internett, demonstre-
rer disse kunstnerne sin trang 6l 4 kon-
trollere lengden pi den tiden deres verker
wil vere utstle, fortolket op endret; Ma-
rie-Ange Guilleminot bestiller fotografier
ofr tekster fra forfattere hun velger, ofte,
fordi de er hverken novtrale eller profe-
sjonelle; hun er godt klar over at hennes
arbeider trenger dette for ikke 4 bli fanger
av nettopp det hun forsoker 4 unngi:
tingliggjoring; Thomas Hirschhorn stre-
ver pd samme mite etter & finne i verke-
nes forografiske mellomledd (over-
eksponerte fotos, ikke-museale situasjoner
osv.) den ussmmelige holdningen som
hele hans arbeide forseker 4 formidle pi

Goldberg (. Gottlieb): name of one of
Bach’s pupils, for whom the musician
composed a set of variations for
harpsichord, intended to be played at night
for a Russian ambassador at the court of
Saxony, who suffered from insomnia,

Gordon (Douglas): an artist of Scottish
orgin barn in 1966 who has devoted most
of his dme to slowing down// one of his
installations consists of a slow-maoton
projection of Alfred Hitchcok's film
Pryeha/ [ the work slastss for a day. (cf film,
measure, memory, slowness),

greenhouse: factory of ume and space
(cf. book, cinema, garden),

grow old: the span of youth has become
longer and longer in the West aver the [ast
few decades, while, in andem, the fear of
no longer being part of youth would nag
at people’s consciousness eatlier and
carlicr; the shrewdest people are those
who, having made the most of the
advantages of «youthhoods, have the
bright idea of launching the vogue of
aagehoods (cf. youth),

happiness: a matter of time (cf. spare
time)

having (time) or not: some artists have
tme and others seem to have realized very
carly on that they wouldn't have time: Yves
Klein, Robert Smithson, Gordon Matta-
Clark and Felix Gonzalez-Torres all
worked suspecting that they weren't going
to last long; others, on the contrary,
proceed as if they're saving up time to
instal their work over the tricky path of
passing vears; the ideal equation lics in the
relationship between time and .. tempe-
rament// [ don't know if its wrong to
think you've got ome but sometimes it's a
source of strength knowing that you don’t
(cE. delay, rhythm).

ecinum stad 4 annan [,/ pad er ekki hapt §
raun og veru ad skilja 4 milli tmans og
hlutanna; vid ad kaupa sér daghdk,
bvottavél eda hliomdisk er madur ad
eignast akvedna notkun 4 tma // mill
veru og hlutar: rykid (shr, markadssetning,
ryk)

hradi: adferd vid ad mla // ,56lin ner
okkur” — Dominique Truco
(sbr. hiegd, kvikmynd)

hreyfing: timi | maldu rami //
dstodugleikinn er kjarni veraldarinnar —
biddisk kennisetning

{sbr. gardur, hreyfingarleysi)

hreyfingarleysi: citt af birtingarformum
hogvaerdarinnar // vidhorf einsog hvad
annad (sbr. hreyfing, kvikmynd)

hrukkur; ad skrifa med dmanum (sbr.
Coplans, hagd)

hrodun: g6 adferd l ad sja ekki // , Pad
er dulid samband milli hegdar og minnis,
milli hrada og gleymsku, Hugsum okkur
ofur hversdagslegar kringumstedur: Mann
sem cr i gangi Gt 4 git, Skvodilega langar
hann ad rifia eitthvad upp, en tekst pad
ckki. i hegir hann osjilfrict 4 sér. Hins
vegar greikkar sd sem will gleyma
dpagilegu atviki dsjalfrict sporid, eins og
til ad) forda sér fri pvi sem stendur honum
Gpaegilega neeerd § fma® — Milan Kundera
/] Dekonstrikiifisminn er afleiding
byltingar — ekki byltingar kommuinismans
heldur tolvabyltingarinnar®

— Massimiliano Fuksas (sbe. fortid, hugsun,
nytckning

hugsun: Stealth-orustuflugvel
(sbr. fljadurpenni)

hugsfki: lykkja // vont vedur [/
skelfinparvidbragd (sbr, bid, minni,
n{jasta nytt)
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tross av alminnelige knterier for hva som er
akseptabelt.

fritid: avskyelighet (jfr. prostitusjon).

glemsel: i ikke glemme 4 glemme (jfr. diet-
etikk).

Goldberg (J. Goutlieb): navnet pa en av
Bachs elever, for hvem musikeren kom-
ponerte et sett av vanasjoner for cembalo,
som var ment 4 shulle bli spilt om kvelden
for en russisk ambassador ved det saxiske
hoft, som led av sovnlosher,

Gordon (Douglas): en kunstner av skorsk
opprinnelse fodt | 1966, som har viet det
meste av sin tid il 4 senke tempoet// en
av hans installasjoner bestir av en prosjek-
tering av Alfred Hitcheoks film Pryobo i
sakte bevegelser// verket varer en hel dag
(jfr. film, langsomhet, minne, mile).

gasefjerpenn: fortidens nve teknologi
(jfr. arkeologi, skrive)

ha (tid) eller ikke: noen kunsenere har
tid mens andre ser ut 1l 4 ha blin veldig
tidlig klar over at de ikke ville ha td: Yves
Klein, Robert Smithson, Gordon Matta-
Clark og Felis Gonzalez-Torres arbeidet
alle ut fra en antagelse om at de ikke kom
til & vare lenge, andre, til motsetning, fort-
setter pi samme mite som om de sparer
opp tid tl 4 installere sine arbeider over
de vanskelige velene som ligger i drene bak
dem; den ideelle sammenstilling ligger i
forholdet mellom tid og ... temperament
/1 jeg verikke om det er galt 4 tenke at du
har tid, men noen ganger er det en kilde
til styrke & vite at du ikke har det (jfr. ryome,
utsette).,

hage: tiden selv (jfr. kjwerlighet, Asdam)
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heterochronies: some read, others sleep,
some run, others suffer// diversity of
types of time (cf. dty).

Hiroshima: on 6 August 1945, ar 8,15
am., a US Air Force bomber

dropped the first atomic bomb in the
history of inhumanity on this city// the
time af the explosion was specially chosen
so thar the greatest number of people,
adults and children, would be out in the
streets, and was recorded for ever on
watch dials suddenly shartered by the po-
wer of the firestorm// a work by Marie-
Ange Guilleminot, produced in 1998,
commemorates the destruction of the city
of Hiroshima; two black lines on a white
watch dial indicate the moment of the
catastrophe while the white hour and min-
ute hands stop time at the same moment
each day, at the precise split second when
they overlap with the two black lines (cf.
memaory, watch).

inaccuracy: it has not been possible o
check the accuracy of the quotations from
Georges Banille and Francis Picabia//
lack of ome (cf. ime-table, tiredness).

internet: a planetary storm basin in which
net surfers come in hordes to leave their
urges and their ambitions // origin of a
new way of feeling time (ck digital, space).
intuition: «memory of the futures, (Abel
Ganee).

journey: contra(dijction or prolongation
af time// you can't see everything// «ln
civilizations with no boats, dreams dry up,
espionage replaces adventure, and the
police replace piratess, Michel Foucauls (cf.
new technologies, sleep, Sone),

lamp: «The darkest place is the place
beneath the lampw, (Chinese proverh).

haegd: innn porf // hradi litheildarinnar
// rim milli mynda (sbr. Asdam, Gordon,
hriidun, minning, neingarfredi, skriftr)

inns@ei:  minni framtidarinnar
— Abel Gance

klukka: , Prit puisund og sex hundrud sin-
mum d klukkustund hvislar / sekindan:
Mundu! - Snoggt med skordyrsrodd sinni,
/ segir nina: , Eg er fortidin, / og med
sodulegum rananum syg ég ur per lifiol -
Baudelaire, L'Horfage (shr. blam, hiegd,
likami)

kvikmynd: kvikmyndin er helsta listrena
umbreyting 20, aldar; par listsyningar eru
nu ckki lengur til sem ekki bera vitni
um dhrif pessa midils & hugsunarhare
og sjonskynjun okkar daga; pad sem
kvikmyndirnar fern myndlistinni er adferd
ul ad gera sér leik ad skynjun timans, leid
til ad hafna hinni pagilegu hefd par sem
timinn er linulegur op frambaldandi; asamt
liosmyndunum hafa kvikmyndirnar
hjilpad manninum ad byggja dmabil sem
hann fGr ddur um dn pess ad tka coftr
kvikmyndafilman sem snarsnvst |
syningarvélinni hefur gerr okkor kleifr ad
) skilja hrevfingu, jardhreyfinguna sem
lika letur birtast myndir; vid upphafstitana
i India Song synir Marguerite Duras
dhorfandanum fram & hradann § mynd
sinni med pvi a0 kvikmynda afar haega
hrevfingu sélarinnar ad setjast vid
sjondeildarhringinn (sbr. hrevfingarleysi,
minni, svefn, imamunur)

lampi:  Myrkast stadurinn er stadurinn
undir lampanum* — kinverskur mélsharur

Lampinn drlegi: hein verks eftir fralska
listamanninn Alighiero ¢ Boertti sem
einsog dkvedin stiormufredileg fyricbrgoi
gerst (kviknar 4) einu sinni d 4



hastighet: en mite i snakke pd// "Solen
innhenter 055", Dominique Truco (jfr
film, langsomhet)

heterokronier; noen leser, andre sover,
noen loper, andre lider// mangfolder av
typer av tid (jir by)

Hiroshima: den Gaaugpuse 1945, klokken
8.15 om morgenen, slapp et bombefly fra
detamerikanske forsvarer den forste atom-
bomben | menneskehetens historie over
denne byen// tidspunktet for eksplosjo-
nen var nove valgr slik at flest mulig men-
nesker, voksne og barn, ville vere ute i
gatene, o ble for alldd bevart pa klokke-
nes urskiver som ble odelage av ild-
stormens krefter// et arbeide av Mare-
Ange Guilleminot, lager i 1998, minnes
odelegpelsene av Hiroshima; to svarte stre-
ker pd en hvir urskive indikerer der ov-
ehlikket katastrofen inntraff, mens de hvite
nme- og minuttviserne stopper 1 det

samme oyveblikker hver dag, akkurat der

hvor de overlapper de to svarte strekene
{jfr. klokke, minne).

Marie-Ange Guilleminot:
wth, 1 3, ko mrontre o Hirmoslins, 1999

Internett: et planctarisk storm-omride
hwvor nettsurfere deltar | horder for & melde
sine behov og ambisjoner// opprinnel-
sen ol en ny mare 4 fole nden pa (jir. dig-

tal, rom).

intuisjon: "fremtidens hukommelse”,
(Abel Gance).

Annual Lamp. the vitle of a work by the
Ialian artise Alighicro e Boetn, which, hke
certain astronomical phenomena, occurs
(lights up) once a year.

landscapes: they move with dme // in
France, the exemplary archival work and
photographic commissions of the Natio-
nal Landscape Observatory chart the
movements and changes of given
mountain and lowland landscapes, over
periods of time sometimes covering an
entre century; where a river once flowed
there is now a road, where there was once
a heath there is now forest (ef. movement,

spend (nme)).
love: ke rime (cf. garden)

marketing: vou think vou're buying things
and vou're buying time; you think you've
got a bargain and you've wasted your time/
{ everyone has a limited supply of tume
and a limitless number of sna’se o keep
their time {cf. Bach).

master: one of the main features of the
West is an incredible claim to master time
and, so to speak, reduce it 1o nothing by
the ruthless dissection of work, the
regularity of clocks, the far-sighted derail
of tme-mbles, calendars and dindes, and
that strange credit operation which
consists in regarding still non-existent
goods as real, and introducing the future

into the circuit of the present

measure; writing, playing, acting, drawing,
knitting, all is measuring nme/ [/ for vears
Roman Cipalka has been devoting his ume
to this operation// inart, the 20th century
was a century of reverting to simple
decisions (abstraction, minimalism, ete); in
many wotks produced in the West, a
colossal effort has been made to slow the
rhythm down// reading, listening and
seeing also represent ways of measuring

landslag: pad hreyfist med tmanum // |
skriningargognum og ljosmyndum
Landfrzdistofnunar Frakklands mé sji
hreyfingu og breyvtingar 4 landslagi i
hitjallum og 4 ligslémum yhir imabil sem
stundum spanna heila 6ld; par sem eite sinn
tann i er nuna vegur, par sem eitt sinn var
heidi er niana skogur (shr. hrevfing, verja)

linstraust: spurning um tima (shr. stjdrna,

vaendi)

ad leika: timi sufi-songvara opg
tonlistarmanna er ad meste leyn samur
tima forfedra peirra // Nusra Fateh Ali
Khan sagdn fvrir nokkro § bladavidtali ad
par sem dheyrendur hefdu ekki lengur tima
til ad bifta, og vegna pess ad pad tekur
halftima ad stilla sardnguna milli tvepgja
raga-laga, hefdi hann dkvedid ad legpia hid
forna hljdofer 4 hilluna og fara ad leika §
stofuorgel ... (shr. nfjasta nytr)

ad lesa: veruhittur (hérnamepin og han-
dan vid nitidina) // hogleg frambkvemd
sem jafngildir pvi ad fi cinsog hverjum list
reynslu af ad haxgia 4 umanum eda hrada
honum (shr. klukka, oyteknin, dmamunur)

list: i himenningarbuningi sinum er listin
lysing einhvers; { pofgustu mynd sinni er
listin narvera // hin erfida list og edsa:
a0 kunna ad nota dmann // , Listin er pad
sem gerir 00 merkilegra en listina®™ —

Filliow (she. markadsseming, verkstjorn)

likami; likami minn er vatnsklukka med
blidi i hringris; hann er personuleg klukka
sem er mér il adstodar og veitir mér
felagsskap ef ég paeti bess ad hafa vakandi
auga i stundaskranm hans // ,,.-"il;:rl gruns
um ad ol sé timi / blindur 4 lithrigdi
nimsins | er pessi froskur / kominn i heim-
inn i pessu augnabliki / o, med cinu stokki
inn i mim og tdma, / pessi gamla tjérn ..
. Makoro Ooka (sbr. nytecknin, ryvk)
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kino: det er et magisk eyeblikk nir du
kommer ut fra en kino og du vet itkke hvor
du er eller hvar mye klokken er; du gikk
inn pi kinoen i dagslys op nd er det morkr;
himmelen var skyfri og nd snor det; du filr
et inntrykk av 4 vaere glemt (jir arkickeur,
film, mangfoldig, nevrose).

kjserlighet: ta deg tid (jfr. hage).

kreditt: et sporsmidl om tid (jfr. herre-
demme, prosttusjon).

klokke: "Tre rusen seks hundre ganger en
ume, Sckunder/ Hvisker: Husk! - Raskt,
med sin insekes’/ Stemme, Sier ni: jep er
Forgangen,/ Og jeg har pumpet liver ut
av deg med min dirlige brodd! |....|, Char-
les Baudelaire, L 'Horloge/ The Clock (jfr.
blomst, kropp, langsomhet),

kropp: min kropp er en vannklokke av
sitckulerende blod; den er en personlig
klokke som hjelper meg og holder meg
med selskap, under forutsetning av at jeg
holder et oye med dens timeplan//
"Uoppmerksom pd tidens betvdning/
blind for rommets lod/ dette er frosken,/
kom til denne verden i dette oveblikk/ og,
med et byks inn i rom-tid/ gamle dam. .."
(Makoto Oocka) (jfr. nv teknologi, stov),

kunst: i sin elitere form, er kunst repre-
sentasjon;: 1 sin noble form, er kunst nier-
vier// den hayeste og vanskelige kunsten:
d klare & utnytee din tid// "kunst er det
som gjor livet mer interessant enn kunst™

(Filliou) (jfr. arbeidsgiver, markedsforing).

lampe: "Det morkeste stedet er stedet
under lampen™ (kinesisk ordeak)

landskaper: de beveger seg med tiden//
i Frankrike kartlegper Der Nasjonale
Landskapsobscrvatoriers eksemplariske
arkiverte arbeider og fotografiske oppdrag
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time// the piles of canvases that Claude
Rutault keeps in reserve against the walls
of his exhibitions give the visitor the
illusion of having seen such and such a
picture, because he has happily passed it
by// Claude Rutault suggests that pictures
are like books and museums: ereservess
of time (ef. rhythm, sleep, write),

memory: adigestion of datas (Fabrice
Hybert)// the need for memory cannot
be separated from the need for a form of
fasting which is oblivion // a horizon docs
exist which is ar once unbearable and de-
sirable, and contains the possibility of
running the film of your life in slow
motion// psychoanalysis has revealed the
circular and repetitive motion of certain
memory scenarios// by forgetting their
past, people and peoples are condemned
to live them all over again/ / what a strange
and at the same time natural sensation to
have heard something stop before you've
stopped listening// the reflections of a
historian and an arest (Pierre Nora and
Jochen Gerz) artract the attention to a
stumbling block of places of memory: if
vou don't watch out, having been implicitly
delegated by people to remember their
place, certain monuments will work more
in the directdon of oblivion than
recollection,// it can be lost (cf. Austria,
delay, intuition, neurosis, object, ablivion,
tme-lag, vouth).

metro (subway, tube): a July day is a
winter’s night,

morning: experiencing the night ending
in morning light, calm and hallucinatory
(cf. aesthetics, space, tredness).

motionlessness: a form of modesty// a
point of view like any other (cf, film,
movement).

ligsmyndir: ad taka lidsmynd af listaverki
jafogildic pvi ad koma verkinu fyrir ad niju
i rami (fyrst i rami myndavélargluggans
og sidar i listbaklingi, bék eda timant),
en einnig pvi ad lengja dhorfstima verksins
fram yfir eiginlegan syningartima pess;
ymsir listamenn lata sig miklu varda
hvernig verk beirra eru ligsmyndud; peir
vita ad endurgerdin getur aukid lifslikur
verkanna; umhyggia pessara listamanna
fytir pvi hvernig higgmyndir peirra og
milverk eru endurgerd {og pad ad peir
hafna stundum allfi endurgerd) stadfestir
ad) peir lita 4 myndmidlunina sem sérstake
syningarsviedi; med pvi ad gaumgefa
fierslu verka sinna § backur, § timarit og 4
Netid sina listamennirnir adh peir vilja rida
sjalfir
breyrngartima verkanna; Marie-Ange
Guilleminot pantar lidsmyndir og texta fri
folki sem hin velur oft vegna pess ad pad
erckki hlutdaust og ekki atvinnumenn; hin
veit vel ad verk hennar parfnast pessa til
ad pau lendi ekki i gildrunni sem hin er
sifelle ad fordast: hlutgervingunni; 4 sama
hatt leitast Thomas Hirschhorn vid ad
finna i ligsmyndun verka sinna (vfirlystar
myndir, dsafnlegt umhverfi os.frv.) pann
anda ovidurkvaemileika sem fylgic 6llu
verki hans hvad sem lidur venjulegum
vidtakuramma

syningar-, tulkunar- og

lis/bbggur: (sbr. synkopa)

margfeldi: verk eftir bandariska lista-
manninn Dan Graham (Present Comtinsoss
Pasf) kallar fram pekktar tilfinningar 4
starkostlegan hdtt; timaupplifun okkar
veldur pvi ad vitundin um lidandi
augnablik vixlast dn aflits vid minningar
um Gnnur augnablik sem nd eru liding vid
pennan samsetta tima sem segja matt
ad lyti reglum origami-listarinnar (hvert
blad timans klippt ofan i 6nnur) betie
listamadurinn reynslunni af sjGnarmidi
einhvers annars; gesturinn bregst vid



bevegelser og forandringer av gitte fell-
og lavlandsomrider, over tidsperioder som
noen ganger dekker et heltdrhundre; hvor
en elv engang flot er det nd en vei, hvor
det en gang var lyng er det nd skog (jfr.
bevegelse, bruke (td)).

langsombhet: indre behov// orpanismens
hastighet// rom mellom bilder (jir. akse-
lerasjon, dictetikk, Gordon, minne, skri-

ving, Asdam)

lese: en form for veren (pd begpe sider
av natiden)// en mental operasjon
enstvdende med 4 oppleve, til ens forney-
else, inntrykker av 4 dvele ved eller skynde
se videre i tiden (jfr. klokke, ny tekno-
logi, tidsintervall).

lykke: et sporsmil om tid (jfr. fritid)

maleri: der finnes hilder du stir foran,
hvor du ganske tydelig far folelsen av ar
maleren har hatr et inderlige anske om 4
arbeide mot et eksklusive mil: 4 lede sin
modells vaeren videre i nd// maleri er et
speilbilde av midlerddig varighet// i
Alberto Giacomettis Portrett av Jean Gened,
fir jeg folelsen av at modellen gjorde sitt
ypperste for A hjelpe maleren i hans be-
strebelse pd 4 krysse tiden/ [/ enkelre
bilders suksess kan vurderes ur fra den
besokendes forvirring ved tanken pd at
maleren og modellen kanskje er der og
berrakter bilder sammen med ham/henne,
over skulderen hans/hennes, men pd alle
miter ogsd nlstede i penselens bevegelse,
som er pd én gang frosser og for allud i
aktivitet pa lerreret (jir. bevegelsc)

mangfoldig: ct arbeide av den amerikan-
ske kunstneren Dan Graham (Ndverende
dvarende fortrd) utloser kjente folelser pd
en fantastisk mive; vir opplevelse av ud
gior at brokdelen av et sekunds umiddel-
bare bevissther overlapper minner fra an-

monuments (historic): undertakings ro
kill ime (cf. dust, Hiroshima).

movement: time in measured space//
impermanence is the essence of the world
{Buddhist principle)

{cf. garden, motonlessness),

multiple: a work by the American artist
Dan Graham (Prerent Continwons Pasi)
triggers familiar sensations in a wonderful
way; our experience of tume makes the
instant awareness of the present split sec-
ond overlap endlessly with memories of
other split seconds, now past; the artist
adds the experience of somecone clses
viewpoint to this complex nme structure
which might be said ro be obeving the law
of origami (one patch of time is folded
over another, ete); with the retransmission
in the room of a recording made a few
moments earlier, the visitor's different
simultaneous reflections introduce the
disconcerting impression for the person
who is there of no longer being sjust ones
but a «plural singulam, not simply present
per selike an absolute present, but also pre-
sent in the mind of others, as well as 1n
his own memory, as activation and re-
activation of countless states, present and/

or past.

neurosis: loop// bad weather //panic-
stricken movement (cf. cinema, memory,
topicality}.

new technologies: these technolgies
speed up the rate of flow // they may
{alsn) bring in a whole lot of money // if
we reckon that the visual arts have taken
centuries to shed a definition of art
traditionally associated with rechnique and
technology (painting, sculprure, etc), the
new technologics are also capable of
giving rise to delays // forms of
representation (activiation) of old thought

margfaldur 4 sama tima, par sem i salnum
et leikin hljddritun sem tekin var upp nok-
krum augnablikum ddur, og verdur pess
vegna fyrir peirr dleitnu skynjun ad hann
er ekki lengur einn® heldur i fleir-eintolu’,
ekki adeins vidstaddur i sjalfu sér sem
algerlega vidstaddur heldur einnig
vidstaddur § hugum annarea og 1 eigin
minni sem virkjun og endurvirkjun
nuverandi  eda

ateljandi  astands,

fyrrverandi

markadssetning: vid) hildum ad vid séum
ad kaupa hlut og erum ad kaupa tima; v
héldum ad vid hofum gert gad kaup en
hofum verid ad eyda timanum // hver
madur hefur takmarkadan skammt af tima
og dtakmarkadan forda af nci-um tl ad
vinna tima (sbr. Bach)

mibverk: til eru paa milverk ad andspenis
peim skynjar dhorfandinn einsog
sjlfsagdan hlut ad allur vilji malarans
hetur bemnst ad dkvednu marki: ad koma
veru fyrirsetunnar gegnum timann //
malverkid er spegill med tmabundinn
stidugleika [/ { Mynd af Jean Genet eftic
Alberto Giacomerti finnst mér ad
fyrirsetan hafi lagt sig alla fram um ad
hjilpa milaranum vid ad fara um tdmann
{f pad er hasgr ad sji a0 vel hefur rekist il
um dkvedin malverk ef dhorfandinn far
dirlitid dnomlepa d tlfinninpuna ad kannski
séu malarinn og fyrirseta hans ad horfa 4
myndina med honum, yfir dxlina 4 honum,
a0 minnsta kosti nerstaddir i dratum
pensilsins sem eru 4 striganum i senn
stirdnadir og sifelldir (sbr. hreyfing)

minni: ,melting upplysinga® (Fabrice
Hybert) // porfin fyrir minni verdur ekki
skilin fra porfinni fyrir pa fost sem felst
i gleymskunni // dl er sidndeildarhringur
sem { senn er oberilegur og
eftirsknarverdur og gerir kleift ad sfna

kvikmyndina af lifi hvers og eins 4 haegum
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dre fortidige brokdels sekunder i det uen-
delige; kunstneren legger tl opplevelsen
av en annens synspunkt 1 denne kom-
plekse tdsstrukruren som kan sies 4 ad-
lyde origamiens lover (en tdslapp er bret-
tet over en annen, 0sv); via en avspilling i
rommet, av et apprak gort noen sekunder
tidli.gcrc‘ vil den besokendes ulike
simultane refleksjoner presentere et for-
virrende inntrykk av ikke lenger 4 viere
"hare en”, men “pluralistisk i enrall”, ikke
bare tl stede per & som en absolutt tilste-
deverelse, men ogsa til stede i andres tan-
ker, 54 vel som i sitt eget minne, som akn-
visering og reaktivisering av tallose tilstan-
der, forhenvierende og/eller naverende.

markedsfaring: du tror du kjeper nng op
du kjeper tid; du tror du har gjort et godt
kjop og du har slest bort din tud// alle
har en begrenset tilgang pd od, og et
ubegrenserantall av "nei’er” ford ta vare
pa tiden sin (jfr. Bachj),

metro: (subway, T-bane): en dag i juli er
en vinternatt.

minne: “fordoyelse av data™ (Fabrice
Hybert)// behovet for minne kan ikke
adskilles fra behovet for glemsel, som er
en form for faste// det finnes en hori-
sont som er uutholdelig og onskelig pia en
gang, og som besirrer muligheten tl 4 kjore
filmen am ditt liv i sakte bevegelser// psy-
koanalysen har avslorr de sitkulere og
repeterende bevegelsene av visse scenarier
vi minnes// ved 4 glemme sin fortid, cr
mennesker og nasjoner fordome ul 4 leve
alt om igjen// for en underlig og pd
samme tid naturlig felelse 4 ha hort noe
stoppe for du har stoppet d lyme/ / reflek-
sjonene til en histonker og en kunster
(Pierre Nora og Jochen Gerz) tiltrekker
oppmerksomheten mot ¢n smbbestein av
minnerike steder: dersom du ikke ser deg
for, etter implisitt & ha late folk delegere
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structures [/ comfort when travelling //
inseparable from the snew warss // at the
root of a new worldwide neuro-cultural
revoluton // they restrict and encourage
contacts [/ sthe body is the highest of all
technologiess (Fabrice Hybert) (cf.
archacology, credit, quill, spend (time),
thought, wait).

nuance: wasted moments arc not time

wasted (cf. precision).

object: in cities full of shops, objects tally
with each season; perfume in winter and
ice cream in summer convey a little time
from one place to another// there is no
separation truly possible between objects
and time; when you buy a diary, a washing-
machine or a disk, you are invariahly
acquiring a time-table// berween being
and object: dust (cf dust, marketing).

oblivion: not forgetting to forget (cf.
dietetics).

Omegna (Roberto): the first speeded-up
film devoted to plants prowing is the work
of the lmlian Roberto Omegna; before
him, nobody had seen—it is called
seeing—the growth of plants; we knew
that it happened, and people generally
acknowledged as much, bur we always
arrived after the event// before being
structured like a language, art is first and
foremost an observaton waol

(cf. slowness).

painting: there are pictures in front of
which, like something obvious, vou feel
the fact thar the painter’s whaole will has
been working towards an exclusive end:
leading the being of his model through
time// painting is a mirror with a temporal
permanance// in Alberto Giacomem’s
Portrait de Jean Genes, 1 get the impression
that the model did his utmast to help the

hrada // silgreiningarstefnan hefur leire i
ligs siendurtekna hringhreyfingu dkvedinna
minnisarrida // med pvi ad gleyma
fortidinni diema menn og pjodir sig til ad
endurlifa hana // hvilik upplifun, { senn
framandi op edlileg, ad hafa heyrt eitthvad
stidvast idur en madur haeti ad hlusea //
hugleidingar sagnfredings og listamanns
{Pierres Nora og Jochens Gerz) draga
athyglina ad dkvednum Asteytingarsteini |
landi minnisins: hafi manni dbeint verid
talid ad minnast minnismerkja { stad
manna getur pad gerst ef madur guetie sin
ekki ad dkvedin minnismerki kalla heldur
fram glevmsku en minningar // menn geta
misst pad (sbr. Austurriki, frestur,
gleymska, hlutur, hugsvki, innsmi,
timamunur, eska)

morgunn: ad finna nottina enda 1 ljosi
maorgunsing, kyrru og skinandi bjdrtu (sbr.
fagurfredi, mim, preyia)

ad mala: ad skrifa, leika sér, teikna,
priona, allt er perra ad mada tdmann //
Roman Cipalka hefur i morg dr vard tima
sinum til pessa verks // { listum hafa menn
a 20, 6ld verid ad snua aftur il hinna
(afstrakelise,
minimalismi o.s.frv): { morgum vestroenum
verkum hefur fard feikileg orka i ad hiegja
i ryomanum // ad lesa, hlusta og horfa
eru lika adferdir viod ad meela tdmann //

einfilldu  dkvardana

strigahladarmnir sem Claude Rutault hledur
upp vid vegp 4 syningum sinum og hefur
til vara veita gestunum pi blekkingu ad
hljota ad hafa sé0 myndina adur af pvi
hann er buinn ad ganga framhiji henni sell
og gladur // Clavde Rutaule gefur i skyn
ad milverk séu einsog bakur og sofn:
varasjooir timans (sbr. eytmi, sknfa, svefn)

ndakvaemni: ad vinna imann
(sbr, onikvaemni)

nedanjardarlestin: julidagur er vetrarnon



deg dl 4 minnes deres sted, vil enkelte mao-
numenter bevege seg mer i retning av
glemsel enn erindring// det kan gi apt
(ifr. glemsel, intuisjon, neurose, objekt,
tidsintervall, ungdom, utsette, Gsterrike).

monumenter (historiske): foretagender
for 4 sli 1 hjel ud (jfr. stov; Hiroshima),

morgen: & oppleve at narten opphorer i
maorgenlys, stille og hallusinatorisk (jfr,
esterikk, rom, tretthet).

mile: 4 skrive, leke, oppire, regne, strkke,
alt handler om 4 méle dd// i drevis har
Roman Orpalka viet sin tid 1l denne hand-
lingen// der 20, arhundre var i kunsten et
drhundre preget av tilbakevending ol en-
kle avgjorelser (abstraksjon, minimalisme
etc,); | mange av arbeidene lager i Vesten,
har man anstrengt seg kolossalt for § roe
ned rytmen// i lese, lymre og se represen-
terer opsa miater 4 mile nd// stablene med
lerreter som Claude Rutault har i reserve
inntil veggene pa sine wstillinger, gir den
besokende illusjonen av 4 ha serr det og
det bildet, fordi han glad og fornovd har
it forbi dem// Claude Rutaulr antyder
at bilder er som boker og museer: "tids-
reservater” (jfr. ryome, sove, skrive).

neurose: loop// didig ver// panikk-
slagen bevegelse (jfr. aktualitet, kino,
minne).

nyanse: bortkastede oyeblikk er ikke bort-
kastet tid (jfr. presisjon).

ny teknologi: den nye teknologien oker
giennomstromshastigheten// den kan
ogsi innbringe en hel del penger// selv
om vi antar at billedkunsten har bruke dr-
hundrer pa i sette en definisjon pd kunst
“som tradisjonelt assosieres med reknikk og
teknologi (maleri, skulptur, osv.), si er den
nye teknologien ogsa i stand tl 4 fordr-

painter in his effort to cross tme// the
success of certain pictures can be gauged
by the confusion felt by the visitor at the
thought that the painter and his model are
perhaps there looking at the picture with
him, over his shoulder, but in any event
alsor present in the motion of the brush
which is at once frozen and forever at work
an the canvas (ef. movement).

past ; already // an abandoned present
{cf. archacology),

philosophize: «Philosophizing is learning
how to dies, Monmigne, Ler Errair,

photograph: w photograph a work is at
once o set it up in other spaces (the space
af the viewfinder, first of all, then, later
on, of the caralogue, book or magazine),
but it is also to lengthen the exposire ime
of the object beyond the objecrive
hanging time; some artists are very
attentive to the way in which their
works are photographed; they know that
reproduction methods add another chance
to the life of their work; by being
eoncerned with the way their sculptures
and paintings are reproduced {and by at
times objecting to this reproduction),
some artists allocate the mediation of the
image as a fully-fedged exhibition space;
by their attention o books, magazines, and
the Internet, these artists demonstrate
their desire to control the length of tme
for which the work will be on view,
interpreted and altered; Marie-Ange
Guilleminot commissions photographs
and writings from authors whom she
chooses, often, because they are neither
neutral nor professional; she is well aware
that her work needs this so as not to be
trapped by precisely what she is trying to
avoid: reification; Thomas Hirschhorn
likewise strives to find in the photographic
mediation of his works (over-exposed

Netid: hnattrent stormsyvaedi sem
netvafrarar sxkia hopum saman i tl ad
skilja vid sig parfir sinar og metnad //
upphaf n¥rrar adferdar vid ad upplifa
timann (sbr. rim, stafrenn)

ad nota (timann): ,Gidrvallt lifid snyst
um ad nota dmann® — Bataille

nyjasta nytt: ony

nyteknin: hin nfja tekni eykur
medalhradann /) med  nfju
mcknigreinunum er {lika) hapt 2d nd inn
toluverdu af peningum // okkur synist
ad pad hafi tekid myndlistina margar aldir
ad) losna vid gamla list-skilgreiningu sem
fyrst og fremst dtt sér teknilegar forsen-
dur (milverk, héggmyndir o.s.frv) og
megum biast vid ad nyja teknin ged valdio
seinkunum // form fyrir vikngervingu
(virkjun) gamalla hugsunaradferda //
pagindi & ferdaligum /[ verdur ekki skilin
frd ,,afju stridunum®™ // upphaf ayrerar
tauga-menningar-byltingar um allan heim
// hamlar samskiptum og eykur pau //
likaminn er wdsta form allrar tekni —
Fabrice Hybere (shr. bida, fadurpenni,
fornleifafredi, hugsun, lanstraust, verja)

naringarfraedi: alpjodacr®id dietetdk er
dregid af griska ordinu diarte sem merkir
Jistin ad lifa* (sbr. gleymska, haegd, wska)

Omegna, Roberto: fyrsta hradmyndin af
jurtum ad) vaxa var eftir [talann Roberto
Omegna; 4 undan honum hafdi enginn séd
— pad sem heitir ad 5jd — voxt jurta; menn
vissu al) betta gerdist og bad var almennt
vidurkennd stadreynd en vid saum aldrei
nema ad pad hafdi ordid // adur en hiin
skipuleggst sem tungumil er ol list
upphafi sinu skynjunarteki (sbr. hegd)
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sake forsinkelser// former for represen-
tasjon (aktivisering) av gamle tanke-
strukturer,/ komforr under reisen/ [/ ule-
selig knyttet til de "nye kngene”// begyn-
nelsen til en ny verdensomspennende
neuro-kulturell revolusjon/ [ den forbvr og
oppmuntrer til kontake// "kroppen cr den
hoyeste ay all form for reknologt™, (Fabrce
Hybert) (jfr. arkeologi, bruke {nd), kredirr,
ghsefjzrpenn, tanke, venie)

objekt: i byer fulle av butikker, holder ob-
jekrene regnskap med hver enkelt sesong;
parfyme om vinteren og iskrem om som-
meren girinntrykk av liee tid fra det ene 6
det andre// det finnes ingen fullstendig
adskillelse av objekrer og ud; ndr du kjo-
per en dagbok, en vaskemaskin eller en
diskett, erverver du deg uten unnmak en
tumeplan// mellom vaeren og objekt: stov
(jfr. markedsforing, stov).

Omegna (Roberto): den forste fore-
filmen viet til voksende planter er italien-
ske Roberto Omegnas verk; for ham
hadde ingen sett — der kalles 4 se — planter
vokse; vi visste at det skjedde, og folk god-
tok som regel sipass, men vi kom alleid tl
etter begivenheten// innen kunsten er
strukturert som et sprik, er den forst og
fremst et observasjonsredskap

(jfr. langsomhet),

oversetielse: den endrer ordenes rekke-
folge og, som en konsekvens, vir oppfat-
telse av tidens forlop (jfr. Adams, minne,
Sone).

overvinne: et av de viktigste fenomenenc
i Vesten er det utrolige keavet dl 4 over-
vinne tiden, og for 4 si det slik, redusere
den tl ingenting ved arbeiders brurale dis-
seksjon, klokkenes regelmessigher,
tidstabellenes langsiktige detaljer, kalen-
dere og dagheker, samt den underlige
kreditterende operasjonen som bestdr i 4

30

photos, non-museurmn  serting, etc.) that
spirit of unseemliness that his whole work
tries to put across regardless of the usual
criteria of acceptability,

play: the time of Sufi singers and
musicians is largely the time of their
ancestors’ generation,/ Nusra Fateh Ali
Khan told a journalist one day thar, be-
cause the public could no longer wait, and
because the sarmg ook half an hour o
tune between two rager, he had o make
the decision to replace the traditional in-
strument with the harmonium...

(cf topicality).

precision: a conquest of tme
{cf. inaccuracy).

prostitution: a way of using somebody
clse’s body and dme (cf credit),

quill: new technology of the past
(k. archacology, write)

quotation: the past lending the present a
helping hand.

rain: time (cf. digital, rhythm).

read: a way of being (on either side of
present time) // a mental operation
tantamount o experiencing ar one’s lei-
sure the impression of lingering or fast-
forwarding in time (cf. clock, new
technologies, time-lag),

rejuvenate: «Man is this being of no fixed
age, this being with the faculty of
rebecoming many years vounger in a hand-
ful of seconds, and who, surrounded by
the walls of time in which he has lived,
floats there, but as if in a basin whose level
is constantly changing and putting him

Gndkvaemni: pad revndist ekki unne ad
gata tilvitnanirnar | Georges Bataille and
Francis Picabia // tumaskortur (sbr. nota,
preyta)

regn: timi (sbr. rytmi, stafrenn)

old  hefur
dbyrgdarnlfinning gagnvart plinetnni
medal vestrenna pjoda haft pau dheif ad
audyga sopulepa skynjun; okkur finnst sifelle

mikilvaegara ad kanna miklu eldr tima

ram: a 20 vaxandi

en vid gatum einusinni gert okkuor i
hugarlund; pegar vid hugleidum sogu-
hugtakid getum vid d svipadan hat ekki
atilokad ad pad sé fiolnent og afswer,
og ad pad kunni ad eiga rot sina a
landsvaedum par sem dar okkar (Gallar og
vikingar!) gitu ekki biid; skynjunin breidist
um vfirbord veraldannnar samtimis pvi ad
vitund mannsing uppgdrvar sannan
malikvarda i heiminn og sjalfan sig um
leidd // WNVid verdum ad vera undir pad
biin ad finna nordurpalinn vid midbaug™
— Werner Eisenberg (sbr. ferdir, eknd)

ryk: pad sem vantar mest 4 stfnum /)
seifn okkar tima eru dvinir tdmans // peta
sést vel | vinnustofu Brancusis | Paris: ad
dsk myndhdgevarans hafa allir hlurir
stadid chreyfdir sidan hann dé; o med
einnt undantekningu: alle ryk hefur
verid flarlegr  med” dmanum; en hvad
¢r pa sannara en rvkid, ryk fri dmoum
listamannsing og sidan rykid sem verdur
til vid haga og annars dgreinanlega
hriienun alls hlutar og lifindi veru® //
stefnulysing eftir Marce] Duchamp, vin og
listaverkasala Brancusis: Elevage de ponssiire
(AD reken ryki®) // rvk er safninu pad
sama og sandur eydimorkinni: faranletki
sandlausrar eydimerkur (shr. hlutur, likami,
ligsmynd)

rytmi: , Rytmi, pad er ad hagja 4
- Pablo Casals




vurdere enni ikke eksisterende goder som
reelle, o & blande inn fremtiden inn i nd-
tidens kretslop,

presisjon: en erobring av tid (jfr. unoyak-

tighet).

prostitusjon: en mite 4 bruke noens an-
dres kropp og tid pi (i kredir),

regn: tid (jfr. digital, rytme).

reise: sammentrekning eller forlengelse av
tid// du kan ikke se alt// "'l sivilisasjoner
uten biter, torker drommene ut, spiona-
sje erstarter spennende opplevelser, og
politiet erstatter piratene”, Michel Foucault
(ifr. ny reknolog, Sone, sove).

representasjon: en losning, tidens kon-
densar eller presipitar
(jfr. estetikk, langsomher, wrafikkork).

rom: i lopet av det 20.arhundre har folks
ansvar overfor vir klode hatt den virknin-
gen at det har forbedrer deres persepsjon
av tid; vi feler na er stadig storre behov
for 4 undersoke tder sd lange tilbake som
vi ticligere ikke engang var i stand tl 4
tenke oss muligheten av; likedan, nir vi
tenker pd vir historieoppfating, si ute-
lukker ¥ ikke lenger der faktum at den er
pluralisask og relativ, og at den kan ha sitt
utspring i omriader hvor vire forfedre (gal-
lerne og vikingene) objektivt sett ikke var
tstand til 4 leve; oppfatningenes utfoldelse
forgreiner seg pd verdens overflate etter-
som menneskets bevissthet griper den
sanne milestokken pd verden og seg selv
samtidig/ /" vi mi viere forberedt pd 4
treffe pd nordpolen ved ekvator”, Werner
Eisenberg (jfr. reise, tekno).

rushtid: (jir. vente).

rynker: & skrive med oden ( jfr. Coplans,
langsombet).

within reach now of one age, now of
anothers, Marcel Proust, La Fugitive, (cf.
grow old, youth).

representation: a solution, condensate or
precipitate of tme (cf. acsthetics, slowness,
traffic jam).

read: a way of being (on either side of
present time),// a mental operation
mantamount to experiencing, at your lei-
sure, the impression of going backwards
or forwards in time (cf. clock, time-lag).

Rhythm: srhythm is being laten,
Pablo Casals.

rush hours: (cf. wair)

see: an in situ work titled Fifteen secomds fo
see dimee, made in 1998 by the Native
American artist Jimmie Durham at Serre
di Rapolano in Italy, was presented in the
form of a marble lid resting on a caviry, at
the bottom of which lay some old papers;
the afifteen secondss represent the ave-
rage length of nme after which a person
has to sct the lid back down again// from
time immemorial, artists have been
tirelessly repeating the same gestures//
awhen the wise man points at the moon,
the fool looks at his fingers (Chinese pro-
verh).

sleep: as some people believe, sleeping is
a good way of exploring the world// on
the night of 18-19 June 1998, a group of
Roman architects called Stalker put on a
performance during which some group
members spent a night asleep in a ham-
mock set up in a not altogether safe alley
in the Italian capital, the «passetto del
bisciones; Skep o Canvas comes across as
a wiay of eapprehendings the city (sune
notte nel passetto del biscione nel tentative
de addormentarsi in stato di apprensione

ad senda (taka 4 mdti): sigu formanna
er ekki hxgr ad skilja fra vidrékusogu
peirra; hvad vardar listina er dmi skilyrdi
fyrie godum vidwtkum; safnverdir setja
stundum hagindastdla { safnsalina ol ad
gestirnir ged tekid sér tima; pad er ekki
sama verkid sem madur sér pegar hann
hefur tima og pegar hann er ad flyta sér;
pad er ekkert gott eda vont vid ad taka sér
tima eda eyda dmanum; pad sem skipur
mili er hvernig gengid er il verks; cin af
kvikmyndum Marcels Broodthaers er 24
myndrammar og einnar sekandu long,
tekur adeins pann lgmarkstima sem augad
parf til 2ad nema og kannast vid mynd 4
hreyfingu; sumar af Uppakommem Allans
Kaprows og sumir af tdnleikum Johns
Cage parfnast athygli sem jadrar vid pad
ad vera utan vid sig; 4 svipadan hart méiladi
Holbein Sendiberrama fyrie pi sem fara of
hratt yfir en sneru sér vid tl ad lita sndgvast
i malverkid aftur i pann mund ad peir fara
ut ir herberginu; sum verk likjast stjdrnum
sem eru svo langt § burtu ad bad er ekki
hagt ad greina per nema med pvi ad
skondra til peirma augum einsog madur sé
alls ekki ad reyna ad sji; ef pad er horft af
ollum kroftum leggst mada @ augun og
hin ljufa sjon er 4 bak og burt; sa sem alle
vill sji (og vita) getur verid viss um ad
innan stundar sér hann ekki neirt; cinsog
lidhs d dkvednar pappirsgerdir preytir augad
hugsanirnar

ad sjd: | Serre di Rapolano i lmaliu serti
bandariski indjaninn Jimmie Durham and
1998 upp stadbundid verk sem hann
kalladi Fimamtdn sedesinedur 1l ad barfes o timar,
petta var marmarahella ofan 4 6skju sem
i voru nokkur gémul pappirsblid;
HAmmtin sekandur” voru medaltiminn
sem leid fri pvi folk tok upp helluna og
pangad til pad vard ad setja hana aftur d //
fra 6rofi alda hafa listamenn § sifellu verdd
ad gera pad sama // ,pegar vitringurinn
bendir 4 tunglid horfir hinn heimski i
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rytme: "rytme er 4 viere sent ute”,
Pablo Casals,

se: et stedsrelatert verk med duelen Bew-
den seksnder 1 & se tiden, laget 1 1998 av den
amerikansk fodte kunstneren Jimmie Dur-
ham ved Serre di Rapolano i Ialia, ble
presentert i form av et marmorlokk hvi-
lende over et hulrom, hvor det § bunnen
li noen gamle papirer; de "femten se-
kundene” representerer den giennomsnitt-
lige lengden tid som en person bruker fior
han legger lokket ned igen// 1 uminne-
lige tider har kunsmere utrenelig repetert
de samme faktenc// "nir den vise man-
nen peker ph manen, ser tosken i finge-
ren hans" (kinesisk ordsprak).

sitat: fortiden gir minden en hjelpende
hind.

spill: Sufisangernes og —muostkernes od er
i hovedsak den samme som sine forgjenge-
res tid// Nusra Fateh Ali Khan fortalte
en dag en journalistat, fordi publikum ikke
lenger kunne vente, og fordi der wk en
halvtime a stemme saranger mellom to
rigas, hadde han mattet ta den avgjorelsen
& erstarte det tradisjonelle instrumentet

med et harmonium...

(jfr. akrualrer).

skrive: 4 skrive vil allod vare 4 komme
seg videre pd tidens vei// skribenten er
en som, ved 4 searte ut fra en ekstremt
hoy mnkehasugher, skifter tl skrivegir og
holder seg foran lesningens si vide lang-
sommere hastighet// detd skrive erd gjen-
skape en film hvor bildene har blite sprede
[/ anbefaling 1l T-banens brokere: det er
bedre & skrive en bok enn 4 lese den (jir.
Adams, digital, lese).

Sone (Yutaka): for 4 lage et av sine au-

diovisuelle verker, spurte Yutaka Sone flere
venner om 4 dra til forskjellige land | Sor-
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urbanas|ua night in the Passetro del
biscione trying to sleep in a state of ur-
ban apprehensiony])// a popular saying
goes: wwhen you're asleep you don't feel
hungrys// sleeping is above all a marter
of time; tmking fime i$ antamount to
adjusting your activity to your inner clock
{/ better than the most sophisticated of
objects, better than a stereo or portable
phone, which take back with one hand
what they give with the other, time salones
is one of the best presents vou can give
to somebody else// an artist who was
asked what action the Ministry of Culture
might take in his respeet replied that this
government could, if possible, pay his
taxes for a few years to the Treasury (Gilles
Mahe)// the person slecping or the per-
son who decides to stay in bed (like Yoko
Ono and John Leanon in 1968) is putting
up resistance,// like love, sleep is a radically
subversive act; it is not evervbody who can
manage not o give a damn abourt being
or no longer being in the (rat) race (cf.
bady, Goldberg).

slowness: inner need// speed of the
organism// space berween images (cf.
acceleration, Asdam, dictetues, Gordon,

memory, writing).

Sone (Yutaka): to make one of his
audiovisual works, Yumka Sonc asked
several friends to go off o various south-
east Asian countries and there, in his place,
film landscapes glimpsed from bus win-
dows; Yutaka Sone was not acquainted
with the countries they visited and did not
want to know any more abour them since
he decided w sty in Tokyvo// the work
fills the mental space which makes the
journey already happen in the tme of its
preparation and, as it were, carey on in
the head, come whar may, and this ar the
same time as the traveller’s mip in space/ /
Niglt Bus transforms the frustration asso-

fingurinn* — kinverskr spakmali
skemmtitdnlist minni vera, minni timi

ad skrifa: a0 skrifa er ad vera sifelle ad
skipra um gir 4 pjddvegi timans //
rithéfunclurinn — hann byrjar d dgnarhrada
hugsunarinnar, skiptir svo nidur i
skrifgirinn og heldur sér vel 4 undan mun
haegari leshradanum [/ ad skrifa er ad
endurskapa kvikmyndafilmu eftir ad
myndrimmum hennar hefur verid dreift
at o sudur // abending il notenda ned-
anjardarlestanna: pad er berra ad skeifa
bok en ad lesa hana (sbr. Adams, lesa,

stafraenn)

ad sofa: svefninn er pridileg adferd vid
ad) kanna heiminn enda er pad bjangfast
tri hjid ymsum pjodfokkum // adfarandt
19, jlni for fram gidrningur 4 vegum
romverska arkitektahopsins Sulker og
folse § pvi ad nokkrr ar hopnum: svafu
um nomina § henginimi sem komid var
fyeir i frekar slacksamrei smigoto i
hifudborg [tala, Passetio del hiscione;
verkinu Seefnd o strige var wtlnd ad vern
adferd dl ad skilja® borpina (una notte
nel passetto del biscione nel tentatvo di
addormentarsi in stato di apprensione
urbana® — notr | Passctto del biscione
vid tilraun ril svefns i borgarlegu
skilningsdstandi) // s er ek svangur sem
sefur,’ sepir hid fornkvedna // svefninn
snyst fyrst og fremst um tima; ad tka sér
tima jafngildic pvi ad fella athafnir
sinar ad inar-klukkunni // hann er
betri en hin fullkomnusto teki, betrd
en hljomflutningstekid eda farsiminn,
sem stela frd manni jafnddum pyi sem
pau gefa — bara® dminn er besta gjiof sem
hegr er ad fera 6Orum manni [/
listamadur  war spurdur hvort
menningarmalaridunevtid geti ekki
adhafst eitthvad honum dl heidurs og
svaradi ad riduneytd kynni ef al vill ad
geta haft samband vid fiirmalaraduneytid)




ast-Asia, oz som hans stedformeder filme
landskaper de fikk glimr av gjennom buss-
vinduene; Yutaka Sone var ikke kjent med
de landene de besokte, op ville ikke vite
noe mer om dem siden han hadde bestemt
segr for 4 bl Tokyo/ /) verket Feller det
mentale rom som Fir reisen ol allerede 4
ha funnet sted under forberedelsene, og,
som det viste seg, fortsetter den i hoder,
komme det som komme ma, og detre sam-
tidigg med de reisendes reise i rom/ [/ Nan-
fitss transformerer frustrasjonen forbun-
det med umuligheten av 4 se alt, til gleden
ved 4 veere klar over denne umuligheten

// "Det finnes ingen reise”, Rimbaud (jfr.

lese, minne, reise, tdsintervall),

sove: som enkelre kulturer og folkestam-
mer tror, er der i sove en god mate 4 un-
dersoke verden pid// natten il 19, Juni
1998, satte en gruppe romerske arkitekrer
som kaller seg Stalker, opp en
performance hvor noen av gruppens med-
lemmer tilbragte en natt sovende 1 en
hengekove plassert i en ikke alt for trygg
allé i den italienske hovedstaden, nemlig
"passetto del biscione™; Sove pa fored gir
innervkk av & viere en mire "4 gripe” byen
pa ("une notre nel passerto del biscione

nel tentative de addormentarsi in state di

apprensione urbana”["en natt i Passerto
del biscione, et forsek pd 4 sove i en dl-
stand av urban forsticlse”])// et popu-
Lert ordemk lyder som folgende: "nir du
sover kjenner du deg ikke sulten™/ [/ 4 sove
handler fremfor alt om tid; todmking er
enstydende med & olpasse aktiviteren il
din indre klokke// bedre enn de mest
sofistikerte objekter, bedre enn en stereo
eller en barbar telefon, som gir med den
ene hinden og tar med den andre, er o-
den Malene” en av de beste gaver du kan g
andre// en kunstner som ble spurt om
hvilken handling kulturdepartementet
kunne utrette i hans henseende, svarte at

denne regjeringen kunne, hvis mulig, be-

ciated with the impossibility of secing
everything inro delight ar being deeply
aware of this impossibility/ / «There is no
journeys, Rimbaud (cf. journey, memory,

read, time-lag),

space: during the 20th century, the
increasing responsibility of western people
for the planecr had the effect of
senhancings their perception of history;
we are now feeling an ever preater need
to explore times dating back far further
than we éver used to be able to imagine
simply being possible; and when we think
about the concept of history, we now no
longer rule our the fact that it may be plu-
ral and relatve, and that it may have drawn
its source from regions where our
ancestors (the Gauls and the Vikings!)
were not objectvely able o live; the
perceprion of unfurls its ramifications on
the surface of the world as the
consciousness of the human being graps
the true measure of the world and the
emasure of himself at the ssme tme//
wwe must be prepared to come upon the
north pole at the equarors, Werner

Eisenberg (ef. journey, techno).

sparc tme: monswuousness

{cf. prostution).

speed: a way of wlking// «The sun over-
takes usws, Dominique Truco (cf. film,

slowness),

spend (time): at a ime when there was
neither television nor film, artises painted
works which took dme; painting meant
first programming slow studio work, then
anticipating the equally as slow exploration
by the onlooker’s eve of the nooks and
crannies of the representatiion// from a
certain viewpoint, painting worked at a
very carly stage like organic, conceptual

cinema// painting is cinema before its

og preitt fyrir hann skatta 1 nokkur ar
(Gilles Mahé) [/ s sem sefur og s sem
akvedur ad vera § raminu (cinsog Yoko
Ono op John Lennon 1968) er ad veita

in er svefninn

andspyrnu // cinsog dst
rottek undirrodursstarfsemi; pad er ekkd
ollum pefid ad geta verid sama hvort peir
taka part i kapphlaupinu (sbr. likami, Gold-

berg)

Stalker - Frncesco Carrerr:

aSemne Su Telan (Happening)
Pasretto del biscione, Romea, [alia

Sone (Yutaka): wvid

|'|11I.'n<l'|mn|:l5'l.'::rkq sinn:a bad Yuraka Sone

gerd  gins

nokkra vini sina ad fara tl ymissa landa
Sudavstur-Asiv og kvikmynda fyrir sig
landslag 0t um rituglupgas; Yukam Sone
pekkri ekki londin sem peir foru um og
vildi ekkert um pau vita frekar par sem
hann dkvad ad vera um kyrret { Tokic //
verkid 4 sér stad i hugarrami sem letur
pegar 4
undirbuningstima pess og halda dfram i

ferdalagid fara  fram

huganum med nokkrum heto, hvad sem

verda kann, 4

ma tima og ferdamadurinn
ferdast 1 riminu // Natarritan breytir
dpoli okkar gagnvart pvi ad gera ekki séd

alle 1 dnegju vfir ad gera okkor svo

L ]
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tale skatt for ham | noen dr til
statskassen(Gilles Mahé)// den som so-
ver eller den som bestemmer seg for § bli
i sengen (som Yoko Ono og John Len-
non 1 1968) reiser mowstand// som 4 el-
ske, er det 4 sove en radikalt samfunns-
fiendtlig handling; der er ikke hvem som
helst som kan klare & ikke gi blaffen i til-
vierelsen eller ikke lenger viere med i (rote)

racet (jfr. kropp, Goldberg).

stjerner: "lo mer avanserte teleskopenc
blir, desta flere stjerner vil det vaere”, Flau-
bert,

stav: det som museene mangler mest//
dagens museer er fiender av tiden//
Brancusis atelier i Paris illustrerer detre;
etter skulptorens anmodning, har alt blitt
bevart i den tilstanden han forlor der for
sin dod: men med ett unntak: ale stov har
blitt gradvis flernet "med” tiden; det kan
allikevel varre sannere enn stew, kunstne-
rens samtidige stov eller alternative stov
produsert over lang tid, uten 4 fernes,
umerkelig nedbryming av vaeren og ting?/ /
manifest av Marcel Duchamp, Brancusis
venn og forhandler: Elerage de ponssiére
[Piistende Stor'/ [ stov er for museer hva
sand er for erkener: absurdireten ved en
sandfri erken (jfr. kropp, objekt, forografi),

synkope: "Tydelig stanset cller nedsare
hjerterytme, fulgt av pusteproblemer og
tap av bevisstheren. Se (hjerte) stang, svim-
melher, svakhet, blackout”, Perit Robert
1, 1992, 5. 1906 (jfr. bug, digial, Hi-
roshima).

tanke: Stealth flymaskin
(ifr. gisefjerpenn)

tekno: en mite i fole en opplevelse av T-

banen (metro, subway, tube) uten T-ba-
nen, Bach uten Bach, osv.// synkopal es-
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technical invention// the picture forms a
first screen (the second one being the
mind) on which the beholder projects the
movement and imagery «produceds by his
imagination; the best contemporiry
artworks work in the same way: looking
atawork by Jan Dibbets or Joseph Kosuth
requires a labour of the eye in order to
link up the states of the world// as in
Muybridge's photographs, but on a scale
of landseape, Dibbets breaks down
movement 5o that the viewer recreares it
visually in his turn// when James Turrell
produces his works, he often expeets the
onlooker to do things for himself a bir
better still: he enables the visitor o move
to the other side of the sereen and
arealizes one of the oldest dreams in the
history of represenmations—seeing what
the image sees (cf cinema, movement,

painting].

stars: « The more sophisticated telescopes
become, the more stars there will bes,
Flaubert.

syncope: «Marked cessation or slowing-
down of the heart beat, accompanied
by suspended breathing and loss of
consciousness. See (heart) stoppage,
dizziness, faintness, blackouts Petit Robert
I, 1992, page 1906 (cf. bug, digital, Hi-
roshima),

techno: a way of feeling the experience
of the metro (subway, tube) without the
metro, Bach without Bach, etc.// syncopal
aesthetics (cf. body, metro, morning,
movement, syncope, tiredness),

temporize: a way of being formal and
polite// attempt to keep ume at bay//
contrasting with slowness (cf. neurosis,
slowness).

thought: Stealth aircraft (cf. quill),

cinstaklega géda grein fyrir pessum
ogerning //  Madur ferdast ekki® — Rim-
baud (she. ferdir, lesa, minni, imamunur)
stafrenn: 4 vid alls kyns upptokur // wala
fri nalli i dendanlegt 4 vid hvert tikn,
reynslu og hugtak (sbr. dr, klukka, lesa,
skrifa)

ad stjdérna: eirr helsta  einkenni
Vesturlanda er drrilepr dlkall vl 2 stjorna
timanum og gera hann, ef svo md segja,
ad engu med vaegdarlausr sundurdimun
starfa, kérréttum klukkum, framsynni
nikvemninni { stundatbflum, dagskrim,
almanckum, og peirn sérkennilegu
linaskipan ad eignfara hlut sem ekki eru
til ennpi, og kalla pannig framtidina inn i
hringris samtimans

stjbrnur: | bvi fullkomnari sjonaukar,
peim mun flein syérnur® — Flaubert

synkopa: ,pad ad verulega haxgist i
hjartslztt ¢da hann stédvast med peim
afleidingum ad sjiklingurinn haettr ad
anda og missir medviund®” — Pesir Rodert
1, 1992, bls. 1906 (sbr. Hiroshima, lis/
béggur, stafrann)

tiknun: upplavsn, ardeittur eda boenfall
timans (sbr.
umferdarhnurar)

fagurfredi, hegd,

teknd: adferd tl ad upplifa nedanjardar-
lest an nedanjardarlestar, Bach in
Bach o.s.frv. [/ synkdpsk fagurfradi
{sbr, hreyfing, likami, morgunn,
nedanjardarlesun, synkdpa, previa)

tilvitnun: forddin a0 koma nadmanum
til hjalpar

timamunur; hinum audugu hefdarfnim
parriseanna { Palestrinu-héradi voru
ungum ferdir ad gjif brons- og
silfurspeglar sem { voru grafnar myndir af



tetikk (jfr. bevegelse, kropp, metro, mor-
gen, synkope, tretthet),

tidsintervall: de velstiende patriarkalske
unge damene 1 Palestrina mottok som ga-
ver bronse- og salvspeil med inngraverte
galanteri-scener; ettersom tiden gikk, viste
en sammenligning med motiver en gru-
som forskjell, som de klokeste sto friee ol
i omforme tl flosofi; nie de dede, ble
speilene med dem 1 graven sammen med
andre toalettarukler/ / nden nsses inn, var
forberedt!// tittelen pi et verk av den
greskfodte kunstneren Jason Karaindros
{ifr. rynker, Asdam).

timeplan: "Alt i livet dreier seg om tfime-
planer”, Bataille,

trafikkork: (jfr. vente).

tretthet: "Trene mennesker er ikke tret-
tende”, Picabia (jfr. morgen).

ubevegelighet: en form for beskjeden-
het// et synspunkt pd linje med et hvilker
som helst annet (jfr. bevegelse, film)

ungdom: den skynder sep etter
utvelpningsevne/ [ ungdum Tregistrerer en
masse og erindrer lite (jfr. minne, monu-

ment).

unpyaktighet: det har ikke vaert mulig 4

kontrollere neyaktigheten 1 sitatene fra
Georges Bataille og Francis Picabia//
mangel pd tid (jfr. timeplan, tretthet),

utsette: d utserte forklaringer for & urserte
doden; en person som, i sitt arbeide, har
sagt alt han/hun hadde 4 si, loper en
tisiko for i la seg sclv mitte do (jfr. ha

eller ikke, rytme).

varité (musikk): mindre vaeren, mindre
tid,

time-lag: the wealthy patrician ladies of
the Palestrina region received as gifts
bronze and silver mirrors upon which were
engraved scenes of gallantry; as time
passed, the comparison with the motif
showed a cruel difference, which the wisest
were entitled to transform  into
philosophy; on their death, the mirror
went with them into the tomb along with
other wilet requisites// time engraves, be
prepared!// utle of a work by the Greek-
born artst Jason Karaindros (cf. Asdam,

wrinkles).

time-table: «Evervthing in life i1s a maner
of time-tabless. Bartaille,

tiredness: «Tired people are nor orings,
Picabia (cf. morning).

topicality: untopicality
traffic jam: (cf. wait)

translation: it alters the order of words
and, consequently, our perception of the
course of time (cf. Adams, memory,
Sone).delay: delaving explanations so as to
delay death; the person whao, in his work,
has said evervthing he had ro say, runs the
risk of having to ler himself die (cf. hav-
ing or not, thythm).

variety (music): less being, less nme,

wait: the faster the means of transport,
the longer vou have 1o wait (cf. mraffic jams,
roundabouts, rush hours, departure
lounges ere.).

watch: The philosopher Michel Serres
notes that the movement of the hand of
a watch represents not time but space;
time, he says, is the scratches on the glass
(cf. space),

clskendum; eftir pvi sem timinn leid vard
samanburdurinn vid myndefnid peim
grimmilega ohagstaedur en hinum vitrustu
kvennanna jafnframt uppspretta heimspe-
kilegra hugleidinga; pegar par dou var
spegillinn settur § grafina hja peim dsamt
odrum snyrtiahéldum // timinn er hinn
mikli leturgrafari, vereu vidbdinn! // heit
listaverks eftir Grkkjann Jason Karindros
{sbr. Asdam, hrukkur)

tomstundir: andstyged (she. vends)
umferdarhnitar: (shr. bida)

tir: heimspekingurinn Michel Serres telur
ad hreyfing visanna 4 4 s€ ekki tikn fyrie
vuma heldur ram; timinn, segir hann, pad

eru rispurnar & glerinu (shr. rim)

ad verja (timanum): pegar hvorki var til
sjonvarp né kvikmyndie maludu listamenn
milverk sem toku tma; ad mila var ad
skipuleggia seinlegr starf | vinnustofunni
og sji sidan fyrir jafnrolega rannsdkn
dhorfandans um hvern krok og kima i
milverkinu // 4 vissan han mi sega ad
milverkid hafi snemma rekid sér hlutverk
lifreennar og hugtakslegrar kvikmyndalistar
// ad mala er kvikmynd ddur en pzer voru
fundnar upp // myndin er fyrsta tjaldid
{annad tjaldid er hugurinn) sem dspiandinn
sendir 4 hreyfingar og myndefni sem
hugmyndaflug hans  framleidir'; bestu
samtimalistaverk verka 4 sama hart: ad
virda fyrir sér verk eftir Jan Dibbets eda
Joseph Kosuth krefst pess ad augad vinni
til ad hogt s¢ ad tengja eitt dstand
tilverunnar vid annad; like og i ljdsmyndum
Etienne-Jules Mareys, en pa d svidi lands-
lags, leysir Dibbets hreyfinguna upp pannig
ad asjaandinn geti endurskapad hana
sjonrzent // pegar James Turrell by ul verk
sin mtlast hann idulega ril pess ad
dhorfandinn i sér sjalfur tl svolind bio;
og batir um betur: hann gerir syningar-
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vente: jo raskere rransportmidler, desto
lengre mid vi vente (jfr. rundkjoringer,
rushtid, trafikkork, avgangshaller osv).

Osterrike: hvor Sigmund Freud ble fodt
(jfr. minne, nevrose).

ar (2000): "Ved hjclp av listigher, gior det
kristne Vesten sitt ypperste for 4 fange hele
verdens befolkning inn i en periode, hvis
opprinnelse angivelig ligger i en hypore-
tisk inkarnasjon. S4 det er ingenting annet
enn et “kalendertriks” som Vesten forso-
ker & lure hele verden med”. Jean Genet,
L'etrange mot ... (jfr. digital).

arene: "De sier jeg er tretti, men dersom
jeg har levd tre minutter i ett. ..er jeg ikke
da nitti?”, Baudelaire, Fusder

Arlig lampe: titrelen pa et verk av den
italienske kunsmeren Alighiero ¢ Boetti,
som, i likhet med visse astronomiske fe-
nomener, kommer til syne (lyser Opp) en
EANE 0m dret.

Asdam (Knut): kunstneren som “repre-
senterte” Norge 1 den nordiske paviljon-
gen pd den 48, Internasjonale Biennalen
for Samtidskunst i Venezia i 1999// med
uttelen Poychasthenia: the care of the self, be-
stod Knut Asdams verk av en temporart
anlagt hage; busker og et antall andre plan-
tearter var senket | morke ved hijelp av et
filter fester til paviliongens vinduer;
vegetasjonens rytme var pi den mairen i
harmont med rytmen hos andre vekster;
som opsd mennesker oppslukt av egne tan-
ker kan bli beskrevet, hagen var “et annet
sted”// dersom det er sant at samme hva
vi holder pd med, si snakker vi allid omoss
sely, sa skapte Knut Asdam den somme-
ren 1 Venezia et slags selvportrert av
samtidskunstneren som en reisende (jfr.
reise, tekno),

Paris, 12. februar 2000 (jfr. digital)
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wrinkles: writing with time (cf, Coplans,
slowness)

write: writing is forever getting going on
the road of time// the writer is someone
who, starting out from the extremely high
speed of thought, changes into writing
gear and stays ahead of the slighty slower
speed of reading// writing is recreating a
film whose images have been dispersed/
/ recommendation to subway users: it’s
better to write a book than to read it (cf.
Adams, digital, read).

year (2000): «By dint of cunning, the
Christian West is doing its utmost to
ensnare all the world's peoples, in a period
whose origins allegedly lie in hypothetical
Inearnation. So it is nothing other than
the «calendar trickn that the West is trying
to pull on the whole worlds. Jean Gener,
L trange ot ..,

(ct. digital)

years: «They say I'm thirty, but if I've lived
three minutes in one... aren’t | ninety?n
Baudelaire, Fasder.

youth: it fasts selectively// youth records
a lot and recollects little (cf. memory, mo-

nument),

Paris, 12 February 2000 (cf. digital)

gestinum kleifr ad faera sig hinumegin vid
taldid og upplifa’ cinn af elstu draumum
i s6gu myndlistarinnar — ad sjd pad sem
myndin sér (sbr. hreyfing, kvikmynd,
malverk)

verkstjorn: ad vera verkstjori sins eigin
tima (sbr. Bach)

vaendi: adferd il ad nota likama og tma
cinhvers annars (sbr. linstraust)

ad yngjast: Madurinn er vera din
akveding aldurs, vera peitrar nittiru ad
geta gerst morgum drum yngri 4 nokkrum
sckindum, og flytur innan mura peirra
tima sem hann hefur lifad, en einsog i laug
par sem yfirbordid er sifellt a0 hakka eda
lekka pannig a0 madurinn nemur ymist
vid petta timabil eda hirt* — Marcel Proust,
La Fugitrve (sbr. eldast, xska)

preyta:  Preyir folk er ekki preytandi® —
Picabia (shr. morgunn)

pyding: 160 ordanna breytist og bar med
pad hvernig vidd skynjum gang timans (sbr.
Adams, minni, Sone)

aska: hun fastr valkveet // eskan rekur
vid miklu og man litid (sbr. byggingar,

minni)

Paris, 12. febriar 2000 (sbr. stafrenn)



PETUR H. ARMANNSSON

BEVISSTHET, ERFARING, VARIGHET
Tidsbegrepet i tre grunnleggende arkitekturelementer

CONSCIOUSNESS, EXPERIENCE, PERMANENCE
The concept of time in three basic elements of architecture

VITUND, UPPLIFUN, VARANLEIK]I
Timahugtakid 1 premur grunnpdttum byggingarlistar

Larhundrer har kunsten 4 lage bygninger
blitt forklart som en kombinasjon av tre
hovedelementer: funksjonalitet, kunst og
teknikk. Denne definisjonen kan spores
tilbake til den romerske arkitekten og in-
genioren Marcus Vitruvivs Pollio (1.arhun-
dre £ Kr)) og hans T7 boker oo arkitekour
(De architectura libri decem), som er det
cneste bevarte akademiske arbeider om
dette emnet fra klassisk td. Dette arbei-
det hadde stor innflytelse pd renessanse-
arkitekturen i Italia og den klassiske tradi-
sjonen i senere arkitekeur. 1 sin innledning
til Dews isbandske byggearven [, En oversiks over
arkitekinrbistorien 1715-1940, tilegner ma-
leren og teoretikeren Hérdur Aglistsson
seg Vitravius' teori for 4 forklare arkirek-
furens natur:
Den [arkivekruren] bestir av tre hoved-
clementer: teknikk, funksjonaliter og
kunst. Bygninger trenger & vicre sikkert
konstruert for 4 kunne std imor ele-
mentene, For at dette skal kunne gjen-
nomfores, kreves det kunnskap om
bygningenes materialer og
konstruksjonsmerader, Der er dette
som er elementer teknikk. Bygninger
tilhyr beskyttelse, og de har varicrende
funksjoner i henhold ul de dl enhver

For centuries, the art of making buildings
has been explained as a combination of
three main elements: functionality, art and
technique. This defininon may be traced
back to the Roman architect and engineer
Marcus Virruvius Pollio (17 C B.C) and
his. Tew Bookr on Architectare (De
architectura libri decem), which 1s the only
extant academic work on the this subject
from classical times, This work had a great
impact on renaissance architecture in Ttaly
and the classical tradition in later
architecture. In his preface to The lelandic
Buarlding Heritage 1, A Survey of Architectural
History 1715-1940, painter and schalar
Hordur .-'iLgli:s:ssnn applies Vitruvius's
theory to explain the nature of
architecture:
“It [architecture] is comprised of three
main elements: technique, functionality
and art. Buildings need to be securely
constructed in order to withstand the
elements. For this to be done requires
knowledge of their materials and
construction methods, This is the ele-
ment of technique. Buildings provide
shelter and they have various functions
acconding to the circumstances ar any
given time. They need to be organized

Lisun ad reisa his hefur éldum saman
verid skyrd pannig ad) hin s¢ samofin ir
bremur meginpattum, notagildi, list og
tckni. Skilgreininguna ma rekja aftur il
romiverska arkitekesing og verkfradingsins
Markusar Vitraviusar Pollic (1. old fRr)
og ritsmidar hans Tiu bckur um bygg-
ingarlist (De architectura libr decem), en
hiun er eina frediritid 4 svidi
hisagerdarlistar sem vardveist hefur fra
torndld. Ritd hafdi mikil dheif 4 arkitekia
endurreisnartimabilsins 4 ltaliu og hina
klassisku hefd [ sidari tima hisagerd.
[ adfaraordum békarinnar [elensh
Pyggdugararfledfd I dgrip af biiragerdarsign
[750-1940 beitir listmilarinn og
fredimadurinn Hordur .-"'.gul*.tl:ssnn
kenningu Vitriviusar tl skiringar & cdli
byvggingarlistar:
Hin er ofin premur meginpittum,
tickni, nomum og list. His purfa ad vera
traustlega reist svo ad pau standi af sér
vedur og vind, Til pess ad svo megi
wverda parf nl pekkingu 4 chnividi peirra
og smidalagi. 5 er teknipdatturinn, His
er skjol og af peim eru hifd not eftie
adstedum hverju sinni. Skipulegg)a
part pau med tillin ol pess hlurverks

sem bau eciga ad gegna. Sa er
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td gitre omstendigheter. De trenger 4
bli organisert med hensyn ol den rol-
len de skal spille. Dette utgjor elemen-
tet funksjonaliter. Men hverken teknisk
kunnskap eller anvendelseserfaring kan
determinere en bygnings endelige
formgivning, Til det kreves der ar det
tas et bevisst standpunkt anglende dets
bredde, hoyde, dybde, proporsjoner og
rytme. A bestemme plasseringen av
dorer og vinduer, bestemme tekstur,
farger og dekorasjon. Det er her vi sto-
ter pi det kreative, fortolkende element,
som formelt var disiplinert av defini-
tive proporsjoner i visuell kunst, av
metriske regler.

Ved 4 diskutere ddsbegreper i arkitek-
turen, gir den dpenbare tlnermingen il
emnet giennom Vieruvius® definisjon av
arkirckturens tre hovedelementer, Ved
nermere ertersyn viser det sep at hvert
enkelt element har en sammenheng med
en forestilling relatert til tiden: teknikk som
menphet, nytte som berionthed og kunst som
erfarine. Pi tross av at forbindelsen mel-
lom disse termene er av subjektiv natur,
er de nyttige for 4 fremheve de forskjel-
lige forkledningene som tidsbegrepetopp-
trer med i menneskeskapte omgivelser,
som byer og bygninger.

VARIGHET

Wi har som en regel ar bygninger er ment
d vare lenger enn andre menneskeskapte
arbeider. For § kunne motsti tidens tann,
trenger de 4 bli bygget pi et stabilt funda-
ment, vere korrekt konstruert, og av
kvalitetsmateriale. Som materielle obijek-
ter mi de kjempe mot vann, vind, ild, so-
len, temperatur, forandring, bruk, jord-
skjelv og angrep, for 4 nevne noen fi fak-
torer.

I verdensarkitckturen finnes det o
morstridende holdninger i forhold il
bygningers varigher. Den ene kan kalles

S8

with respect to the role they are to
perform, This is the element of
functionality, But neither technical
knowhow nor experience of
applications can determine the ultimare
desipn of a building. This requires a
conscious standpoint to be mken reg-
arding its width, height and depth,
proportions, thythm. To determine the
location of the doors and windows,
decide the texture, colours, decoration,
Here we encounter the crearive,
interpretative element, which formally
was disciplined by definite proportions
in visual art, by metrical rules

In discussing the concept of time in
architecture the obvious approach o the
subject is through Vitruvius's definition of
the three main elements of architecture,
On closer examination it emerges that
each element has a correspondence in a
concept related ro time: technique as
permanence, unility as consdoeness and art as
exgperience, Despite the subjective nature of
the association between these terms, it is
useful in order to evince the different
guises in which the concepr of time
appears ina manmade environment, cities
and buildings.

PERMANENCE

As a rule, buildings are supposed to last
longer than other works of man. In or-
der to withstand the onslaught of time,
they need to be built on a firm founda-
tion, correctly constructed and from
quality matenal. As material objects they
must withstand the action upon them of
water, wind, fire, the sun, temperare,
change, use, earthquakes and artacks, to
name a few factors

Two opposing attitudes towards the
permanence of buildings can be found in
world architecture, One can be called the
Western architectural tradition, whereby

nytjaparurinn, Hvorki meknipekking née
revnsla af nyvtingu getur endanlegn
skorid Gr um gerd hiss, Til pess parf
adh taka medvitada afseoou ol breiddar,
hadar og dyptar, tl hlutfalla, tl
hrynjandi. Marka dyrum og gluggum
endanlegan stad), akveda dferd, lit,
prida. Hér maetum vid hinum
skapandi, malkandi peetn, sem adur fyen
var agadur af ikvednum sjonhistalegum
sterdarhittum, bragreglum.!

Begar fjalla & um timahuogtakid i
hisagerd er nerteke ad ndlgast
vidfangsefnid 4t fra skilgreiningu
Vitrivinsar um prid meginpeett byggingar-
histar. Vit nanan skodun kemur 1 fjos ad
hver péttur 4 sér samsviirun | dmatengdu
hugtaki: twkni sem noramisis, not sem it
og list sem wppdfun. Pore pessi tenging
orda sé hugleg er hin gagnleg il ad
draga fram dlikar birtingarmyndir
timahugtaksins i manngerdu umhverfi,

borgum og byggingum,
VARANLEIKI

Huis eiga ad 6dru jifnu ad endase lengur
en Onnur mannanna verk. Til pess ad
standast timans tonn purfa pau ad hvila 4
traustr undirsttidu, vera rétt smidud og
ir vindudu efni, Sem efnislegir hlutir
verda pau ad pola dlag vams, vinda, elds,
solar, hitabreytinga, notkunar, jardskjalfta
og ardsa, svo nokkur atridl séu nefnd.
ih}'ggingarlis: heimsins mai finna ovi
andsted vidhorf til varanleika bygginga,
Onnur hugmyndin er 50 sem kenna meett
vid byppingarhef® Vesturlanda, par sem
varanleiki hiss byggist 4 6forgengileika
pess efnis sem pad er reist af. | reynd pydic
petta ad bygpt er tr olifrenu jardefni sem
er hopgvid, métad og bundid saman med
ymsum adferdum, Edli steinhledsln og
steinsteypu gerir pad ad verkum ad
einstikum hlurum hiss verdur ekki ar
skipt med audveldu mot; er sa efnislegi




den vestlipe arkitekturtradisjon, hvor en
bygnings
bvgningsmaterialenes uforanderlige nawr.

varighet er basert pd
Effekten av derte blir ar en bygning er la-
get av dode narurmarterialer som er hug-
get, formet og satt sammen med forskjel-
lige teknikker. Et resultat av blokk-
byegingens og murbypgingens epenskaper,
er at bypningens enkeltdeler ikke lett kan
erstattes. 1 de fleste ulfeller er de maten-
elle delene av det bevarte byggverket ori-
ginale. Steinblokkene i de egyptiske pyra-
midene er de samme som faraoens slaver
transporterte ved hjelp av sin tids teknikk
og teknolopl. Det samme giclder for ro-
merske buer og hvelvene i gotiske kirker; i
disse ulfellene er det kvaliteren og hold-
barheten i det originale materialer som
bestemmer bygningens levend.

Den andre oppfamingen om varighet
kunne vi beskrive som den organiske
arkirekturtradisjon. Der er jevnlig forny-
ing av forgjengelig materiale den frem-
gangsmirten som brukes for a sikre byg-
ningens cksistens, Japansk og kinesisk ar-
kitektur inkluderer cksempler pi hellige
bygninger som har svite 1 drhundrer pi
samme stedet og med de samme synlige
kjennetegnene, selv om materialer som
opprnnelig former dem har blite odelagt
giennom tidens lop, Mer enn én gang har
de brent ned dl grunnen, og enkeldeler
har vaert edelagr av forvitring og slitasje.
Die har imidlernid oyeblikkelig blire gien-
oppbygget pd akkurat samme mite, men
av nye materialer. Fornyelsen av bygnin-
gen er pi den miten en organisk prosess,
pil sammie mite som den jevalige fornyel-
sen av celler i kroppen hos dyr og men-
nesker. Denne prosessen sikrer den
samme formens vedvarende eksistens, selv
om de materielle partiklene den er konst-
tuert av, vil forsvinne,

the permanence of a building s based on
the immutable nature of the materials
from which it is built, In effect this means
that a building is made from dead earth
materials which are carved, shaped and
joined together using varous techniques.
One result of the nature of block-building
and concreting is that individual sections
of a building cannot easily be substituted.
In most cases the material part of it which
remains standing is original. The stone
blocks of the Epyptian pyramids are the
same ones that the Pharaohs’ slaves
transported there using the techniques and
technology of their day. The same applies
to Roman arches and the vaults of Gothic
churches; in these cases it is the quality
and durability of the original material
which derermines the lifenime of the
building,

The other concept of permanence
could be described as the organic
architectural tradidon. There, regular
renewal of transitory material is the
approach taken in order to énsure a
building’s existence. Japanese and Chinese
architecture includes examples of sacred
buildings which have stood for centuries
in the same place and with the same
characteristics of appearance, even
thought the material which originally for-
med them has been destroyed in the
course of tme, More than once they have
burnt down to their foundations and in-
dividual parts have been destroved by
weathering and wear. However, they have
immediately been rebuilt in exactly the
same form, but from new materials. The
renewal of the building is thus an orpanic
process, like the regular renewal of cells
in the bodies of humans and animals. This
process ensures the continuing existence
of the same form, even though the mate-
rial partcles constituting it may vanish,

In some cases this process of renewal

hlutur sem enn stendur pvi { flestum
tilvikum sd sami og reistur var { upphafi.
Steinarnir § steillum egypsku piramitanna
eru beir sému og pralar faracanna furtu
til med adferdum og tekni pess tima, Likt
mdh segga um romverska boga o hvelfingar
gotneskra kirkna; 1 pessum tlvikum eru
pad grdi og ending hins upphaflega efnis
sem dkvardar liftima mannvirkisins,

Prramiti § Egyptalandi) Egyptvan Prramid)
Egypiick pryraride

Lgdsmeyned] phasto) fate:

Jobanna 1 ilbelnerdateir

Hina hugmyndina um varanleika matd

kenna  vid  lifrena (organiska)
byggingarhefd. bar er reglubundin
endurnyjun forgengilegs efnis leidin sem
tarin er tl ad rygpja tilvist mannvirkis. i
japanskri og kinverskn hasagerd mi finna
daemi um helgar bvggingar sem hafa stadid
oldum saman 4 sama smd og med somu
atlitseinkennum, po svo ad efnid sem
myndadi par i upphafi hafi eydse i imans
ris. Ofar en einu sinni hafa per brunnid
til grunna og einstakir hlutar eydst sokum
vedrunar ag slits. Par hafa po jafnhardan
verid endurbyggdar i nakvaemlega sému
mynd en ir nyju efnl. Endurnyjun hissins
er hannig lifrent ferli, like og reglubundin
endurnyjun fruma i likama manna og dyra.
Ferlid tryggrie aframhaldandi tilvist sama
formsins, enda pont efnisagnirnar sem
mynda pad hverfi.
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Flefdhandid jipansks didarivis] traditional
Japanese bowse/ tradisionelt fapans iy
Lyésmynd) photo/ fote: Olafier Tr. Mathiesen

I noen nlfeller har denne fornyelse-
sprosessen en symbolsk verdi, som i Tse-
templene 1 Japan hvor identiske bygnin-
ger oppfores ved siden av de eksisterende
hvert 20, ir. Etter at de hellige bildene har
blirt flyttet | lopet av en hoviideliz sere-
moni, blir de eldre bygningene demontert
og bygningsstedet ryddet. Fundamentene
venter pi at nye bygninger skal reises
pany etter 20 dr. Ved hver eneste
rekonstruerende handling, oppnir bide
solens og risens gudinne en fornyet cnerg
som er nodvendig for 4 sikre livskraften
og opprettholde kontnuiteren 1 den kei-
serlige Familie og risavlingene,.”

lslandsk arkirekturhistorie inneholder
interessante eksempler pi begpe disse ide-
ene om varighet, Landets arkitektur-
tracisjon skiller seg fra nabolandenes, i
henhold til problemene med 4 finne per-
manente byggematerialer. Islandsk granin
var ubrukelig for hopging, sandstein og
kalkstein var skjore, og det var ikke for-
hold for i lage teglstein, PA grunn av disse
ufordelaktige forholdene for bygging av

(el

has a symbalic value, as in the lse temples
in Japan where identical buildings are
raised next o the existing ones every 20
years. After the holy effigies have been
transferred from them during a solemn
ceremony, the older buildings are
dismantled and the site is cleared. The
foundations wait for new buildings to rise
there anew after 20 years. With each act
of reconstruction, both the goddess of
the sun and the goddess of rice acquire
renewed energy which is necessary in or-
der to ensure the force of life and maintain
the continuity of the emperors family and
the rice harvest.”

leelandic architectural history includes
interesting examples of both these
ideas abour permanence. Its
architectural rradition differs from those
of neighbouring countries, due to the
difficulty of finding permanent building
materials. [celandic granite was unsuitable
for carving, sandstone and limestone were
scarce and there were no conditions for
making bricks. Because of these
unfavourable conditions for building stone
houses, leelanders chose to build using
impermanent materials, omber and turf.
It became a widely established custom 1o
build houses with a supporting frame of
wood and an extenior covering of turf. The
toof rested on thick walls piled up from
turf and unecarved rock. The leelandic
turf-building tradivion 1s one of the
clearest examples of an organic process
found in European architectural history.
The transitory nature of the materials
meant that each building had to be rebuilt
every quarter of a century. Rocks and
intact timber supports could be reused,
but more often than not new material
needed to be added. Each farm comprised
many separate buildings (units) which
could be renewed in phases, given the
short time in summer which was available
tor doing s0. The farm as a whole

I sumum tilvikum hefur endurnyjunin
tiknrent gildi, ikt og i Ise-helgidémnum
i Japan par sem nikviemlega cins
byggingar eru reistar vid hlid peirra sem
fyrir eru 4 metupu e fresi. Eftie a0 hin
helgu likneski hafa verid Autt vfir § nyju
bygpinguna vid hagdlega athéfn eru eldn
hasin tekin nidur og bygpingarstaedio
hreinsad. Undirstidurnar bida pess ad
aftur risi nyjar byggingar ad lidnum
tuttugu drum, Med hverrd endurbyggingu
fi baedi salgydjan og hrsgrionagydjan
endurnyjadan kreaft sem naudsvolegur er
til ad trvgpja lifskraft og viohald
keisarwettarinnar og goda uppskeru.’

islensk byggingarlistarsaga gevmir
ahugaverd demi um bidar pessar
hugmyndir um varanleika. Byggingarhefd
landsins er 6lik pvi sem genist § niliegum
léndum vegna pess hversu erfite er ad
finna varanlegt efni 6l hisagerdar. [slenske
grigryt var Ghenrugt dl steinhiggs, sand-
steinn og kalk af skarnum skammti og
engin skilyrdi tl morsteinsgerdar. Vegna
ohagstedra skilveda il steinhGsagerdar
kusu landsmenn ad bygeia his sin ar
forpengilegu efni, timbri og torfi, $4 hefd
vard wvidtckin ad reisa has med
burdargrind ur wé sem kledd voru uran
med torfhekju. Pakid hvildi a pykkum,
hlédnum veggjum or torfi og tilhéggnu
griot. Islenska torfbyppingarhefdin er et
skyrasta dzmi um lifrene ferli sem finna
mi 1 evropskr hasagerdarsigu. Stkum
forgengileika efnisins vard ad endurreisa
hvert hus 4 aldarfijordungs frestd, Steina
o heillega burdarvidi mdrd endurnyta en
oftast vard ad bata vid nyju efni, Hver
bar var samsettur e morgum sjal fseedum
bejarhisum (einingum) sem unnt var a0
endurnyja i aféngum, enda gafst skammur
timi til framkviemda & hverju sumei.
Bajarheildin ték hagfara breytingum |
timans rids 1 ke vid efni op adstcdur.
Vegna hins .lifrena™ bygeingarfeclis er
erfitt ad dkvarda med ovegjandi horei



steinhus, valgte islendingene 4 bygge med
ikke-permanente materaler, rommer og
tory, Det ble en godt etablert skikk 4 bygge
hus med et reisverk av tre op et eksterior
dekker av torv, Taket hvilte pi tykke veg-
ger bypget opp av tory og uhugper stein,
Den islandske tradisjonen med & bygee
med torv er et av de klareste eksempler
ph en organisk prosess som finnes i earo-
peisk arkitekturhisrorie. Marerialenes
foranderlige natur betvdde at hver eneste
bygning mitte bygges pany hvert kvarte
arhundre. Stein og intakte tommerbjelker
kunne bli brukt om igjen, men oftest var
det behow for 4 tilfore nye materialer, Hyver
enkelt gird besto av mange separate byg-
ninger (enheter) som kunne fornyes i fa-
ser, i loper av den korte tiden pa somme-
ten hvor det var mulig & gjore derre. Gir-
den som helhet giennomgikk gradvise for-
andringer | tidens lop, som reflekterer bru-
ken av materialer og lokale forhold. Den
Morganiske” bygecprosessen gior det van-
skelig & bestemme med noen form for sik-
kerhet det cksakte oppforingsar for noen
;iffl_:f;‘l&mr\rhu&em: som fortsatt seir, slik
som den gamle girden ved Keldur i
avellir og kapeller ved Napsstadur i
fiellssysla, Burde alderen til en slik
g bascres pd dens marenaldeler el-
‘den tiden den har statt ph samme
en lignende form?
| midten av 17(00-taller ble det, pa
iy fra den kongelige kasserer Skili
son, gjort et forsek pa 4 bygge en
ent residens i eva Videy av "lan-
n stein”.” Videyjarstofa kan med
es den forste varige bygningen pa
pi den maten det forstis i vestlig
on. Eksperimentering med stein-
y formsatte pa 1800-tallet, men det
lig ikke for introduksjonen av
at islendingene oppnidde en oko-
etocde for 4 konstruere varige
e av landets egne marerialer. Det

et kommet for en dag at disse "per-

underwent gradual changes in the course
of time, reflecting the materials used and
local conditions. The “organic™ building
process makes it difficult to determine
with any certainty the vear of construction
of some of the rf-built houses which
are still standing, such as the old farm at
Keldur in Rangirvellic and the chapel at
Nupsstadur in Skaftafellssysla. Should the
age of such a building be based on its
material parts or on the time it has stood
in the same place in a similar form?

In the mid-eighteenth century, on the
initiative of Royal Treasurer Skali
Magnusson, an attempt was made to build
a permanent residence on Videy island
from *“the land’s own stone™.’
Videyjarstota can rightly be called the first
permanent building in Iceland in the sense
understood within the Western tradition.
Expenments in stone-building continued
in the 19" century but it was really not
until the introduction of concrete that
Icelanders acquired an economical method
for constructing permanent buildings
from domestic materials. It has since
transpired that these “permanent” stone
materials have turned out to be shorter-
lived in the inclement leelandic climate
than had been hoped, and have proved
more difficult to renew in practice than
turf-built and timber-built houses,
Problems which have ansen in conereted
houses in Iceland in recent years, and
attributed  to poor
workmanship and substandard mate-

may  be

rials, show that Vitruvius’s hasic rule
about the permanence of buildings is just
as valid today as in the time of the
Romans,

byggingarir sumra peirea torfhiisa sem enn
standa, svo sem skilans a Keldum a
Rangarvillum og benhissins 4 Nipssmad
i Skaftafellssyslu, Ber ad mida aldur sliks
hiiss vid efnislega hluta pess e0a pann tima
sem pad hefur stmdid 4 sama stad med
ipeckku snidi?

Colawmbrer, Nkagafirde. Dami s iilersieern
tarfbar. | An oelandsc turf farm, Lanfis,
Eyaffordur, N. Teeland./ B isfamdok
torugind, Eyafftirar, Nord-Lsland
Lfasnyied] plata) fofa:

Petwor H. Armmnsion

Um midja 18. dld var ad forgongu
Skiila Magnissonar landfigeta gerd tilrun
til ad reisa varanlegt ibudarhus 1 Videy dr
Jandsins eigin steini™) Videvjarstofa mi
med réttu kallase frrsea varanlega byggingin
A Islandi 1 skilningi hinnar vestrenu hefdar,
Tilraunic med smidi steinhisa héldu
afram 4 19. 6ld en pad var i raun ekki
fyrr en med nlkomu steinsteypunnar ad
Islendingar eignudust hagkvema adferd
til ad reisa varanleg has dar innlendu efni.
Sithar hiefur komid i ljos ad hin  varanlegu
steinefni hafa reynst forgengilegri en
ventingar stodu til § blidri vedrittu
Islands og endurnyjun peirra erfidari i
framkvamd en i torf- og tmburhidsum,
Vandamail sem upp hafa komid |
steinsteyptum hisum 4 lslandi & sidustu
arum og rekja ma 1l slelepra vinnubragda
og gallads efnis sfna ad prunnregla
Vitriviusar um varanleika bygginga er jafn
gild i dag og hin var d timum Réomverja,
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manente” steinmaterialene har vist seg 4
vieee mer kortlivet § det barske islandske
klimaet enn man hadde hapet, og deeri
praksis pivist vanskeligere 4 fornve enn
torv- og tommerhusene. Problemer som
har dukket opp i betonghus pa Island de
siste drene, og som kan skyldes dirlig
hindverk og lav standard p3 materialene,
viser at Vitruvius' prunnleggende regel om
bygningers vanighet er like gyldig i dag som
i romertiden,

BEVISSTHET

Ved forste inntrykk virker det vanskelig 4
knytte tidshegrepet til Vitruvius® definisjon
av bypningers funksjonalitet, Tkke desto
mindre er den menneskelige oppfatrelse
av tiden, det vaere sep minnet fra en en-
kelt tidsperiode, eller de arlige, ukentlige
eller daglige rutinemessige handlinger,
nert kaytter til det stedet hvor hver en-
kel handling wispiller seg. Det meste av
hva vi foretar oss er pd en eller annen mite
knyttet til bygninger eller menneskeskapre
steder; bygninger utgjor en ramme for vire
daglige liv. Inne i bygningene kan vi se ti-
den passere gjennom vire egne liv: mor-
gen, ettermiddag og kveld, og ogsd drstid-
enes forandringer. Steder og bygninger
assosieres med bestemte perioder i vire
liv, og er med pid 4 bevare minnene knyt-
tet til dem. Deres atmosfiere og utseende,
resonans og lukt, gienoppliver folelser fra
fortiden med en sterkere virkning enn de
tleste andre media,

Bygninger vekker inntrykk og pavirker vire
sanser: syn, horsel, lukt og folelse, oftest
uten ar dette er en bevisst persepsjon,
Bygninger ER der — enten vi liker det el-
ler ikke. De pavirker vir cksistens dl alle
dognets tider. De kan ikke unngis eller
skrues av. Derfor trenger de ikke bare 4
motstd tidens voldsomme angrep 1 teknisk
forstand — finne seg | pavirkningen fra var,
vind og slitasje — men ogsi som tanke-
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CONSCIOUSNESS

On first impression it seems difficult t link
the concepr of time to Vitruvius’s
definition of the functionality of buildings,
Nonetheless, human perception of tme,
whether this be the memory of an indivi-
dual period of life or the routine actions
of each year, week or day, is closely asso-
ciated with the place which is the scene
of any event. Most of what we do is linked
to buildings or man-made places in one
way or another; buildings form a serting
for our daily lives, In them, we can see
time passing in our own lives: morning,
afternoon and evening, and alsa the
changing of the seasons. Places and
buildings are associated with specific
periods of our lives and retain the
memories connected with them. Their
atmosphere and appearance, resonance
and smell, reawaken the emotions of past
times with a more powerful effect than
most other media.

Buildings arouse impressions and act
upon our senses: sight, hearing, smell and
feeling, more often than not withour this
being a conscious perception. Buildings
ARE there — whether we like it or nor.
They affecr our existence at all dmes of
the day. They cannot be avoided or
switched off. Thus they not only need to
withstand the onslaught of time in the
technical sense — put up with the impact
of weather, wind and use — but also as
products of the mind and visual designs.
The characteristic of a good building is
that it stands up to repeated inspection
and use: day after day, year after year,
without losing its value. A building which
18 attractive on first impression can lose
is value when repeatedly seen and even
become completely intolerable in the
course of time. Good architecrure,
however, is a way to make our lives more
bearable,

VITUND

Erfitt virdist vid fyrstu sfn ad tengja
timahugtakid skilgreiningu Vitriviusar um
notagildi bygginga. Engu ad sidur er pad
svo ad timaskyn hvers manns, hvort heldur
er minningin um cinstok cviskeid eda
venjubundnar athafnir hvers drs, viku eda
dags, er natengt peim stad sem er
vettvangur atburdarins. Flest af pvi sem
vid gerum tengist byggingum eda
manngerdum stédum 4 einn eda annan
hart; hisin mynda umgjérd um daglegr lif
okkar. I peim skynjum vi gang timans i
eigin lifi: morgun, siddegi og kvild, sem
og breytileika drstidanna. Stadir og his
tengjast dkvednum skeidum wvinnar og
geyma minningar peim tengdar. Andblxr
peirra og dsynd, hliomur og lyke,
endurvekja tilfinningu lidinna tma med
dhrifarikan heetti en flestir adnr midlar

Byggingar vekja hughrif og orka i
skynfueri okkar: sjdn, heyrn, Iykt og
tilfinningu, oftar en ckki in pess ad st
skynjun sé medviud. Hasin ERU parna
— hvore sem okkur likar pad betur eda verr.
Pau hafa ihrif 4 rilvist okkar 4 6llum
timum sélarhrings. Undan peim verdur
ekki vikist eda 4 peim slikkt. bau purfa
i ekki adeins a0 standast timans ténn |
teknilegum skilningi, pola dlag vedurs,
vinda og notkunar, heldur cinnig sem hug-
verk og sjnren hinnun. Einkenni gddrar
byggingar er ad hin stenst siendurtekna
skodun og notkun: dag eftir dag, ar cfiir
ar, in pess ad missa gildi sitt. His sem er
heillandi vid) fyrstu syn getur misst gildi
sitt vid endurtekna skodun og jafnvel
ordid med dllu dholandi med dmanum.
G6d byggingarlist er hins vegar leid til ad
gera if okkar baerilegra,

Borgum hefur verid like vid bokfell
sem hver kynslad setur mark site 4 med
nybyggingum og breytingum i pvi
umhverfi sem fyrir er. Framvinda peirrar
skriningar er oftar en ckki hegari en svo



produkter og visuelle former. En god byg-
ning karakteriseres ved at den uiler gien-
tart ettersyn og bruk: dag etter dag, dr et-
tier dr, uten 4§ tape sin verdi, En bygning
som e¢r tilmlende ved forste ayekast kan
miste sin verdi nir den sees om og om
igjen, o kan til og med bli fullstendig
utiilelig giennom tidens lop. God arkitek-
tur derimor, er en mite 4 gjore vire liv
enklere,

Byen har blitt sammenlignet med et ma-
nuskript, hvor hver generasjon setter igjen
sine spor med nye bygninger og de for-
andringene de utgor 1 forhold il de eksis-
terende omgivelsene, Uviklingen i denne
dokumentasjonsprosessen er som regel
for langsom ul at vi legper merke til den.
Bygninger forandres litt etter lie pd grunn
av vier og vind, slitasje og forurensning,
Spillet mellom vaer, lys og skygge pid
overflater og former gir hvert oyeblikk
ay deres nlverelse enestiende.

Byer er | uopphorlig bevegelse. Bygnin-
ger kommer og gir, deres urseende for-
vandles. Vi mi holde eynene vid dpne for
i kunne skjelne historiens drringer i vire
daglige omgivelsers treverk. Denne aldring-
sprosessens rytme sees best ved 4 sammen-
ligne forografier fra ett og samme stid, tan
med jevne mellomrom over flere dr eller
tidr. Daghglivers forgjengelige objekter —
motekler, biler, reklameskilr, gardiner, ur-
styr o husholdningsappararer — forandres
oftere enn bygningene som danner en
tolig bakgrunn for den mangfoldige tids-
inden. Pi samme td er hver enkelt byg-
ning et frosser oyeblikk av den tdsanden
som avlet dem; de bevitner kulturen il de
menneskene som bygeet dem, den tidens
stilurvikling, verdier og smak.

ERFARING

Til nik har vi kommet frem til at vi oppfat-
et bygninger ikke bare med vire ovne,
men ogsd som lyder, overflate, rekstur,

Ciries have been compared to a
manuscript on which each generation
leaves its mark with new buildings and the
changes it makes 1o the existing environ-
ment, The progress of this process of
documentation isas a rule too slow for us
tw notce, Buildings change gradually on
account of weathering, wear and pollut-
ion, The play of weather, light and shadow
upon surfaces and forms makes each mo-
ment in their existence unique,

Cities are in continuous flux, Buildings
come and go, their appearance is
metamorphosed. We need to keep our
eyes wide open in order to discern the
annual rings of history in the fibre of our
everyday environment. The rhythm of this
process can best be seen by comparing
photographs of the same place, taken at
intervals of several years or decades. The
ephemeral objects of daily life — dress
fashions, cars, hillboards, curtains,
equipment and household appliances —
change more rapidly than the buildings
which form a silent background to the
multifarious spirit of the age. At the same
time, each one is a frozen moment from
the spirit of the age that begar them; they
testify to the culture of the people who
built them, the evolution of tharage’s snle,
values and taste.

EXPERIENCE

To reiterate, we perceive buildings not only
with our eves, but also as sounds, surface
texture, temperature, humidity and smell,
This fact shapes our artistic experience of
architecture, which has often been defined
as a journcy in time and space. A building
cannot be fully appreciated from just one
angle or in a single moment. Architecture
demands time and motion on the part of
the abserver, its magic is enshrined in the
serial experiences in time and space which
may be compared to 2 motion picture.

ad vi veitum henni eftirtekt, His breytast
smAtt og smatt vegna vedrunar, slits og
mengunar. Leikur vedurs, lioss og shugea
vidd fleti og form gerr hvert augnablik §
tilvist peirra einstake.

Borgir eru sifellt ad breyvtast. His koma
og fara, utit peirra tekur stakkaskiptum,
Opin augu parf ol ad greina arhringi
stigunnar § hinu daglega umhverfi, Takrur
peirrar framvindu verdur best greindur
begar bornar eru saman myndir af sama
stad), teknar med nokkurea dra eda dramga
millibili. Hinir hverfulli hlutir daglegs lifs:
faraviska, bilar, skilu, gluggatjold, wki og
bisihdld breyvtast drar en hisin, sem
mynda  hljodan  bakgrunn  fyrie
margbreytileika tdarandans. Jafnframt eru
bau hvert um sig frosid augnablik pess
tdaranda sem gar pau af sér; pau vitma
um menningu folksins sem pau reisu,
stilproun, gildismat og smekk pess tima.

UPPLIFUN

Eins og fram hefur komid skynjum vid
byggingar ekki adeins 4 sjonrenan hart
heldur cinnig sem hljod, yiichordsiferd,
hita, raka og Iykt. Pessi stadreynd mitar
listraena skynjun okkar 4 bypgingarlist sem
oft hefur vend skilgreind sem ferdalag i
tima og rami. Byggingar verdur ekki notid
til fulls frd adeins einu sjonarhorni eda i
cinu andartaki. Arkiteknir krefst ima og
hreyfingar ahorfandans, galdur hans felst
i 168 upplifana i tma og nimi sem likja
ma vidh kvikmynd.

1 bok sinni, Space, Tine and Architecture
leitast svissneski listfredingurinn Sigfried
Giedion vid ad varpa ljosi 4 pd breytingu
sem vard 4 hugmyndum manna um
samspil tima og rams 4 fyrei hlum 19,
aldar, pegar nvjar kenningar § sterdfradi
syndu Fram 4 dlvist rymis i fleiri en
premur viddum. Hugmynd griska
sterdfredingsins Evklids (um 300, £RKr)
um prjar viddir rimsins ki il grundvallar
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temperatur, fuktghet og luke. Denne stad-
festelsen former vir kunsinenske opple-
velse av arkitekiur, som ofte har blitt defi-
nert som en reise i od og rom. En byg-
ning kan ikke bli fullt ur verdsart fra bare
en synsvinkel eller et enkelr oyeblikk.
Arkitekrur krever td og bevepelse fra
betrakterens side, dens magi lipger skjult
bak en serie opplevelser i tid og rom som
kan sammenlignes med en spillefilm,

I sin bok Rom, e op arkitektur forsoker
den sveitsiske kunsthistorikeren Sigfried
Giedion 4 serte sokelyser pa forandringen
sam fant sted i forstillingene om samspil-
ler mellom tid og rom i den forste halvdel
av der 19, arhundre, da nye matemariske
teorier demonstrerte chsistensen av rom |
mer enn tre dimensjoner. Begrepet om
rredimensjonalt rom, slik den greske ma-
rematikeren Euklid (ea. 300 £, Kr.) fremla
det, utgjorde fundamentet for ideer om
rom i vestlig arkitekur og kunst hele frem
til det 19, arhundre. Det var ogsd prunn-
Ingret for perspektivbeprepet som kom dl
syne under renessansen, Med kubismens
formale revolusjon tdlig i der 20, drhun-
dre, gra den stive perspekuvkonstruksjonen
erter for en annen type visuell og romlip
forestlling, hvor det samme subjektet ble
vist fra mange synsvinkler i ett og samme
bilde. Giedion sporer en korresponde-
rende forandring i arkitekturens rombe-
grep, som en folge av den byppe-
ieknologiske revolusjionen pa 1800-wller,
da innforingen av stettebjelker 1 stil og
betong gjorde tvkke, stottende viterveg-
ger unodvendige. Da ble det mulig 4 la
bygningenes yre og indre rom smelte
sammen i et integrert hele!

Forestillingen om flvtende apne rom
er fundamental for den formale revalu-
sjonen som ant sted | arkitekturen 1 for-
ste halvdel av dee 200 arhundre, med frem-
veksten av modernismen i bygeekunsten,
Videre ble nden, 1 folge Giedions analyse,
den fierde dimensjon | bygningers rom.

G4

In his book Space, Tiae and Architectare
Swiss art historian Sigfried Giedion
artempts to shed light on the change which
ok place in notons of the interaction
of time and space in the first half of the
19% cenrury when new mathemarical
theories demonstrated the existence of
space in more than three dimensions. The
concept of three-dimensional space put
forward by the Greek mathematician
Euclid (ea. 300 B.C) formed the founda-
tinn of spatial concepts in architeeture and
Western arts right up until the 19" century.
It was also the basis for the concept of
perspective which emerged during the
renaissance. With the formal revolutnon
of Cubism eary in the 20™ century, the
fixed construction of perspective vielded
to-a different kind of visual and spatal
concept, in which the same subject was
shown in a single image from many
simultaneous viewpoints. Giedion traces
a corresponding change in spatial concept
in architecture, following the revolution
in building technology in the 19 century,
when the introduction of structural sup-
ports made from steel and concrete made
thick,

unnecessary. Then it became possible to

supportive exterior walls
allow the exterior and interior space of
buildings to merge into a single, integrated
whole.'

The notion of the low of open space
is fundamental to the formal revolunon
which ook place in architecrure in the first
half of the 20" century with the
appearance of modernism in building
Furthermore, time became the fourth
dimension in the space of buildings,
according 1o Giedion’s analysis. In his
discussions of Villa Savoye (one of the
best-known works of the architeer Le
Corbusier, built in 1928-30) he states that
it would be impossible to understand rhis
building from a single, delimited angle,
since It 15 4 construction in tme no less
than in space.’

rimishugsun i arkiteknir og myndlist
Vesturlandz alle fram 4 19, 8ld, A henni
bygpdist
fiarviddarteiknun (perspektiv) sem nl kom
Med
formbyltingu kibismans snemma a 20, 6ld

einnig  hugmyndin  um

i timum endurreisnarinnar,
vek hin fasta bygging farviddarteiknunar
fyrir annars konar mynd- o rimishugsun,
par sem sama vidfangsefnid var synt i
einni mynd fra morgum sjonarhornum
samtimis. A hlidstedan hirr dregur
Giedion upp mynd af
rymishugsun i arkirektar § kjoélfar

breyrtri

teknibyltinga [ hisagerd & 19. 6ld, pegar
tilkoma burdargrindar dr stili og
steinsteypu gerdi pykka op efnismikla
arveged oparfa. P vard unnt ad lita ytra
og innra rymi brgpinga renna saman { eina
sampaetta heild.*

Hugmyndin um fladi hins opna rymis
er meginatridi peirmr formbyltingar sem
vard [ arkitektir d fyeel hluea 200 aldar med

tilkomu maodernismans i hasagerd.

Jafnframt vard timinn ad fjdrdu viddinni

i rimi bygginga samkvaemt greiningu
Giedions. f umfjéllun um Villa Savoye (eirt
kunnasta verk arkirektsins Le Corbusier,
sem var reistd drunum 1928-1930) komst
hann svo ad ordi ad dtilokad vaer ad skilja
hasid at fra cinu afmorkudu sjonarhorni,
parsem pad vierd bygping i tima ekki sidur

en i mimi.”

-

Villa Savoye, Poissy, Frakddandif France/
Frankrike, 1925-1930)
Le Corfuisier

Lgdcmymd/ photo/ fore: Olafier Tr. Mathiesen




I sin gjennomgang av Villa Savoye (et av
de mest kjente arbeidene il arkitekren Le
Corbusier, bygger i 1928-30) hevder han
at det ville viere umulig & forsed denne byg-
ningen fra en enkelt, begrenset synsvin-
kel, siden det er like mye en konstruksjon
i td som 1 rom.*

Villa Savove er en rektanguler form
som er biret oppe av av pillarer. En vei-
bane gir under huset, inn pld den ene si-
den og ut pa den andre. Forste etasje er
gitt en buet form, bestemt ut fra kurvens
radiug i veibanen. Hovedinngangen leder
opp til en rampe og inn i bygningens bo-
ligdel, som svever over bakken, Deler av
ctasjen er en hageveranda som er direkee
knytrer til smen. Langs den ene siden av
hageverandaen fortsetter rampen opp pi
taket, hvor en buet vege former et skjer-
met hagerom. Der hele uigjor en ramme
for et storslagent utsyn mot nord, som
apner seg ut mot dalen hvor elven
Seinen moter Poissy, vest for Pans, Byg-

ningen er plassert i en rydning akkurar 1
skogkanten.

Denne bygningen oppleves som ¢n
fantastisk reise i ud og rom, hvor nye og
uventede synsvinkler ustanselig avleser
hvérandre inntl et klimaks er nidd ved
utsiktsvinduet pd mket. [ sine tekster bru-
ker Le Corbusier begreper “promenade
architecturale” for & beskrive den
besokendes vandring mennom bygningen
som en serie visuelle begivenheter, hvor
hver enkelr tdsenher har en bestemt se-
kvens, lengde og intervall, akkurat som

The Villa Savoyve is a rectangular form
supported by pillars. A roadway runs
beneath the house on one side and out
on the other. The ground floor is indented
with a curved form determined by the ra-
dius of the bend in the roadway beneath
the building Its main entrance leads on
up a ramp and into the residendal part of
the building, which hovers above the
ground. Part of the floar is a garden ve-
randa directly connected to the sitting
toom, Along one side of it the ramp
continues up on to the roof, where a
curved wall forms a sheltered garden
space. There is 2 small hole in the wall
which comes into view when one walks
up the top part of the ramp. The hole
creates a frame for the magnificent view
to the north, opening onto the valley
where the nver Seine flows in Poissy, west
of Paris; the building is situared in a clea-

ring in the forest on its edpe,

This building is experienced as a
fantastic journey in time and space, in
which ever changing and unexpected
viewpoints take over from each other, unuil
a climax is reached at the viewing window
on the roof. In his writings, Le Corbusier
uses the concept “promenade
architecturale” to describe the obscrver's
journey through the building s a series
of visual events, each having a specific
sequence, length and interval in units of

Savaye-hisid er teningslaga form sem
borid er uppiaf sulum. Aksturshraut liggur
inn undir hisid 6drumegin og Gt fri i
hinumegin. Jardhxdin er inndregin og
sveigmyndad form hennar redst af
beygjuradius akstursleidarinnar undir
husinu. Fri adalinngangi liggur leidin upp
skibraut og inn { ibidarhluta hissing, sem
svifur yfir jordu. Hluti hedarinnar er
gardverdnd { beinu framhaldi af stofunn,
Med einni hlid hennar liggur hallabrautin
afram upp i pak hissins, par sem sveigdur
skjolveggur myndar skjolselt pardrimi.
Lind op er i veggnum sem blasir vid pegar
gengid er upp efsta hluta hallabrautarinnar,
Opid myndar ramma um tlkomumikid
irsini til nordurs, par sem vid blasir drdalur
Signu i Poissy, vestan Pardsar, en hisid) situr

i skogarrjodr vid brin dalsins.

ilia Savoye, Potrry, Frakkbends) France/
Frankrke, T928-1930)

Le Corbusier

Lgdemyndie/ photos/ fote;

Olisfier Tro Mathiesen

Ahorfandinn upplifir hasid sem
wyntyralegt ferdalag i dma og rami, par
sem sibreytileg op Gvaent sidnarhorn taka
vidd hvert 4 eftir 6dru, uns himarki er nad
vid utsynisgluggann 4 pakinw. | skrifum
sinum notar Le Corbusier hugtakid  pro-
menade architecturale” til a0 Iysa ferdalagi
dhorfandans um hisid sem réd sponrenna
vidburda, sem eiga sér dkvedna rid, lengd
ag millibil | dmaeciningum alid, ikt og
kaflar i vinverki, Pannig dregur hann upp
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passasjer i musikkstykker. P4 den miten
trekker han en klar parallell mellom fore-
stillingene om tid | musikken og i ackirek-
turen.”

ldeen om en markert gangvei giennom
bygningen er tilstede 1 de fleste av Le
Corbusiers arbeider. Ideens opprinnelse
tror man ligger i hans forste opplevelse
av & g opp til Parthenon 1 Athen, under
hans velkjente reise il @sten tdlig i karn-
eren. Denne passasien opp til helligdom-
men pa fiellet forirsaket mye senere etav
hans aller mest kjente arbeider, pilgrim-
skapellet i Ronchamp (1950-54); En av de
forste gangene denne ideen dukker opp i
en interiorplan er i La Roche-huset i
Paris fra 1923. Den som girinn i denne
bygningen, ser det samme inngangs-
rommet fra forskjellige synspunkter pé sin
vei giennom huset, som blant annet gir
over ¢n buet mmpe langs den ene siden
av stucn. Ramper spilte en vikdg rolle i
mange av hans senere arbeider, inkludert
Carpenter Visual Arts Cenrer ved Har-
vard-universtitetet (1963), hvor studente-
nes gangvel fra universitetsomridet gir
over en svevende bro giennom bygningens
Sentrum.

Tradisjonell japansk arkitektur avdek-
ker en forestlling om forholdet mellom
rom og tid som er totalt annerledes enn
den vestlige oppfamingen av de samme
begrepene. Der blir det samme begrepet,
"MAY, brukt liktestlt for 4 fortolke den
normale distansen mellom to parallelle
abjekrer | rom og tdslengden mellom to
korresponderende hendelser. Mens folk i
vestlige land er vant til 4 bruke universelle
og absolutte maleenheter, har japanerne i
drhundrer definert tid og rom som inter-
vallet mellom to hendelser eller objekter
Innrettet deretter, var intervallet mellom
soloppgang og solnedgang delr opp i seks
like deler, som ble lengre eller kortere |
henhaold dl drstidenes forandringer. Da
vestlige klokker for forste gang nidde Ja-

il

ume, like passages in a work of music,
Thus he draws a clear parallel between the
concepts of time in music and in
architecrure”

The idea of & marked path for walk-
ing through the building is prominent in
maost of Le Corbusier works. Its origin is
thought to lie in his first experience of
walking up the Parthenon in Athens on
his well-known journey to the Orient early
in his career. The passage up to the sacred
site on the mountain gave rise much later
o one of his hest-known works, the
Pilgrims' Chapel in Renchamp (1950-54),
One of the first times this idea appears in
an interior layout is in the La Roche
house in Paris from 1923, The person
entering it sees the same entrance space
from numerous viewpoints on his way
through the house, which among other
things lies up a curved ramp along one
side of the living room. Ramps plaved an
important role in many of his later works,
including the Carpenter Visual Arts Cen-
ter at Harvard University (1963), where
the students’ walkway from the campus
passes along a hovering bridge through the
centre of the building,

Tradivonal Japanese architecture reve-
als a notion of the relationship between
space and time which is completely diffe-
rent from the Western sense of the same
concepts. There, the same concepr, “MA”,
is used equally for interpreting the nor-
mal distance berween two parallel objects
in space and the length of time bérween
two connected events. While people in
western countries are accustomed to using
universal and absolure units of
measurement, for centuries the Japanese
have defined time and space as the inter-
val between two events or objects.
Accordingly, the interval between sunrise
and sunset was divided into six equal parts,
which became longer or shorter with the
changing of the seasons. When Western

skyra samlikingu med dmahugtaki tonlistar
og byggingarlistar.”

Hugmyndin um markada gonguleid
ihorfandans um bygginguna er dberandi {
flestum verkum Le Corbusier. Han er mlin
eiga retur sinar § fyrstu reynslu hans af
gongu upp 4 Parthenonhed § Apenu i
kunnu ferdalagi ol Austurlanda snemma 4
fetli hans, Gangan upp ad helgidomnum
d fallinu vard longo sidar 1ot ad einu
kunnasta verki hans, pilagrimakapellunni
i Ronchamp (1950-1954). { innra skipulagi
bygginga birtist hugmyndin einna fyrst i
hisi LaRoche | Paris fri drinu 1923,
Ahorfandinn litur sama inngéngurimid
fri fiolmorgum sjonarhornum 4 leid sinni
um hasid, sem medal annars ligrur upp
sveigda skibraut med annarri hlid
stofunnar. Skibrautir gegndu mikilvegu
hlutverki { mérgum seinni verkum hans,
m.a, i Carpenter-sjonlistamidstidinni vid
Harvardhiskola (1963), par sem giinguleid
studenta 4 hiskélasvadinu liggur am
svifandi bri § gepnum midju hissins.

I hefdbundinni byggingarlist Japana
birtist hugmynd um samband rymis og
tima sem er gerdlik
Vesturandabiia 4 somu hugtékum, Par er
sama hugtakid, (MA", notad jofnum
hindum til ad nilka edlilega flaregd milli

skilningi

tveggin samstadra hluta { rymi og
timalengd milli tveggia samtengdra
vidburda. A medan Vesturlandabium er
tamt ad nota algildar og dbreyanlegar
malieiningar hafa Japanir oldum saman
skilgreint tima og rimi sem il milli tvegga
atburda eda hlutn, Samkviemt pvi var
timabilinu milli sélnss o solardags skipt i
sex jafna hlum, sem lenpdust og styrruse
takt vid sveiflur drstidanna. Pepar
vestrenar klukkur baruse fyese ol Japans 4
I6. 6ld var gangverki peirea breyte til
samremis vid pessa aldagomlu hefd, A
sama hdre er hefdbundinn skilningur
Japana & rymi i grundvallaratridum alikur
hugmynd Descartes um rimid sem




pan pa 1500-tallet, ble mekanismen endret
for 4 passe inn i denne mange 4rhundrer
gamle tradisjonen. Den japanske folelsen
for rom er pd samme midte fundamentalt
forskjellig fra den cartesianske ideen om
rom som en uendelig og abstrakr tomber,
som er oppdelt i et rektangulert system
av koordinater av en helr presis méleen-
het.”

Sist men ikke minst, sd dukker ideen
om tiden opp i vire opplevelser av byg-
ninger
opphavsmannens kreative arbeide. Form-
grvning berer vitne om den stilistiske ut-
viklingen, opplevelser og modenhet hos
den som skapte verket, Byggverkenes tids-
sekvens, og de interne sammenligningene
mellom dem virker inn pd vir forstielse
av hver enkelt, i tillegg il at det gir etinn-
trykk av opphavsmannens totale prosess

som et vitnesbyrd om

pi veien 1l modenhet. Pi samme mire
bxrer hver enkelt bygning vitne om
opphavsmannens persepsjon av tid, samt
hans holdning til historiens utvikling, slik
den er biret frem av velkjente stilistiske
begreper som for eksempel renessanse,
revival, historisme, eklektisisme og
futurisme. Bak de silistiske begrepene for
hver periode ligger en definert verdi-
system, ofte med en underliggende opp-
fatning om at arkitekturen fra én tidspe-
niode er viktigere og mer verdt enn andre,
som en modell for samuden. Beslekret
med dette er kravet om ar hver enkelt byg-
ning burde vare et rroverdig vitnesbyrd
fra den tden den varbygget i, som si sterkt
formet de modernistiske arkitektenes
holdning til egne og andres arbeider. Der-
for har stilistiske konflikter i arkivekturen
oftest vert basert pi talsmennenes for-
skiellige holdninger til fortd, nitd og
fremrid.

clocks first reached Japan in the 16"
century, their mechanism was changed to
fit in with this centuries-old tradition. In
the same way, the traditional Japanese
sense of space is fundamentally different
from the Cartesian idea of space as an
infinite and abstract emptiness which is
divided up with a rectangular system of
coordinates state in precisely defined units
of measurement.”

Last but not least, the concept of time
appears in our experience of buildings as
a testimony to the creative work of an
author. Design bears witness to the stylisoc
evolution, experience and mamrity of the
author who created the work: The time
sequence of works and internal
comparisons among them has an effect
on our understanding of each one, as well
as giving an impression of the author’s
entire process of reaching maturity. In the
same way, each building bears witness to
its authot’s perception of tme and his
attitude to the progress of history, as
borne out by familiar stylistic concepts
such as renmssance, revival, historicism,
eclecticism and futurism. Behind the
stylistic concepts of each period lies a
definite system of values, often with the
underlyving opinion that the architecture
of one period of the time is more
and worthier as a
contemporary model than others. Related
to this is the demand that each building
should be a credible testmony to the ume
it was built, which so strongly shaped the
attitude of modernist architeets towards
their own work and that of others. Thus
stylistic conflicts in architecture have more
often than not been grounded in their
advocates differing attitudes towards the
past, present and future.

remarkable

dendanlegt og dhlutbundid tom sem reitad
er nidur med rérthyrndu hnitakerfi
nikvaemit skilgreindra meelicininga.”

Sidast en ekki sist kermur dmahugrakid
vid sogu i upplifun bygginga sem
héfundarverks. Hoénnunin vitnar um
stilpréun, reynslu og proska pess hofundar
sem verkid skop, Timarddun og innbyrdis
samanburdur verka hefur dhrif 4 skilning
okkar a hverju peirra um sig, auk pess ad
gefa mynd af proskaferli hofundarins. A
sama hditt vitnar hver bypeing um dmaskyn
hifundarins og afstédu hans til framvindu
sogunnar. Til marks um petta eru alkunn
stilhugték 4 bord vid renaissance
{endurreisn), revival (endurvakningu),
historicism (sdgustil), ecclecticism
(arvalsstefnu) og futurism (Ritdrsma). Ad
baki stilhugsun hvers timabils liggur
dkvedid gildismat, sem oftast felur i sér pd
skodun ad husagerd eins umabils ar
fortidinni sé¢ merkar og verdugn sem
fyrirmynd { samtimanum en einhver
dnour. Af sama meidi er krafan um ad
hver bygging sé sannverdugur vitnisburdur
um samtima sinn, sem svo. mjog mom
afstodu arkitekta modernismans tl eigin
verka og annarra. Pannig hafa drdk um st
i byggingardist oftar en ekki it retur § 6lika
afstédu deilenda ol forodar, natdar og
framtidar.
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SEMINAR ON HAPPENING

Allan Kaprow | ). Lebel in Mainland, 1988
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COLLECTOR'S ITEMS

Let me explain. Some people collect artworks, others collect
stamps or shoes or asherays or whatever strikes their fancy. I,
forinstance, colleet jokes about performance art. Why? Because,
over the years, | noticed that most people connected with art —
eventhough bored with academic and dogmatic treaties on Art
History —are often quite open-minded about philosophical para-
bles on the subject providing they are humoristic. Whether
sophisticated or vulgar, jokes on art can be enlightening if they
are funny, excruciatngly funny.

S0 1 am inviting you to collect one (or more) joke(s) on
performance art, to write it (or them) down — preferably in
English — and to mail or fax it {or them) to me /o the Bergen
Kunstmuseum (Rasmus Meyers Allé 3, 5016 Bergen, Nor-
way — fax: +47 55 56 80 11) before April 4. If you also wish to
come personnally to the Museum on April 8 and tell your joke(s)
to the group, during my wlk, you are quite welcome. [ hope a
debate will follow,

Jokes can be dirty, saucy, sweet, cute, allegorieal, eivilized,
whatever. They need not refer directy to performance art, they
can allude to it implicitly, or in 4 roundabout indirect way, they
can also relate to performers or to the audience. All angles are
relevant,

Hope you participate! See you in Bergen on Saturday April
8 at 2 PM. at the Kunstmuseum.

JEAN-JACQUES LEBEL

7

TRACER

"Tracer” is for any number of pairs of participants (the "pair”
is a basic unit that can be multiciplied ad infinitum or reduced o
only 2 people). As everyone must know, my work has no
audiences and occurs in the everyday environment, in real time,
not in galleries, museums or theater.

The pair will volunteer in advance of my arrival in Bergen, (based
on some modest publicity or word-of-mouth; perhaps, also, by
signing a list), A day to carry our the plan is needed.

Each pair will receive a copy of this plan plus a box of children’s
school chalk and one or two blackboard eraser(s) (of felt). The
pair will select a day and a part of the city to do "Tracer™.

One person in each pair ("A”) will use the chalk; the other ("B"™)
will use the eraser(s). "A" begins by tracing a chalk line around
his (or her) shoe. "A” takes another step in any dirccdon while
"B" erases the tracing of the first step, This action is repeated
through the town, and is ended when either the chalk is used up
or the eraser is disintegrated.

ALLAN KAPROW



ALLAN KAPROW

THE MEANING OF LIFE (1990)

Two men are drinking in a bar, Between them is a half bottle of whiskey. One
of them, a pessimist, says it's half-~empty. The other, an optimist, says it’s
half-full,

The experimental artist today is the un-artist. Not the antiartist but the artist emptied
of art. The un-artist, as the name implics, started out conventionally, as a modernist, but
at a certain point around the fifties began divesting her or his work of neardy every

feature that eould remind anyone of art at all. The un-artist makes no real are bur does
what I've called lifelike art, art that reminds us mainly of the rest of our lives,

A woman decides to og and find a smudge somewhere. The idea is to remove
the smudge and take it away with her. A few days later she sees a cigarette ash
crushed on a sidewalk and sweeps it up into her jacket pocket. After a week
goes by she shows someone the inside of her pocket. Maybe she tells how she
took away a smudge. There's not much to see.

If un-arting is a divesting of "nearly” all the features of recognizable art, what still
remains is the concept “art™; the word is there in "un-artist”, That word and all the
countless paintings, sculptures, concerts, poems, and plays it briefly calls up were part
of the un-artst’s carlier commitment. So art, for a while, will linger as a memaory trace,
but not as something that martrers.

This may make sense if we recall that the profession of art itself has played a major
role in its own unloading, The innovative side of its history in the West is marked by
repeated inclusions of nonart: junk, noises, pop themes, mass products, new technologies,
perishables, fleeting events, politics, streets, deserts, bathrooms, telephone booths...
The un-artist, therefore, 18 the offspring of high art who has left home.

As un-art takes a lifelike form and setting, as it begins to function in the world as if
it were life, we can speculate that art and all its resonances may one day become
unnecessary for today'’s experimenter, even as the point of departure it has been. And
that might not be so bad, since the attraction of artists to nonart over the last century
suggests that the idea of art as a thing apart has not always been satisfactory; that at
certain times the rest of life is more compelling. Thats why art cannet be entirely
forgotten and why, at the same tme, it can be left behind,

Harry deals in California real estate and has a good life. One day at lunch he
looks around him at the quict patio and the flowering bougainvillea, then at
his partner, Mike. "Mike,” he says, "do you know what the meaning of life
is?" Mike says no and changes the subject. For the next few months Harry
waorries about the meaning of life. Finally he tells Mike he's going to quit real
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estate to search until he finds the answer. Mike tries to talk him out of it, but
Harry has made up his mind. He puts his affairs in order and disappears
from the face of the earth.

Years later, Mike is eating lunch at the same restaurant and a bum puts a
hand on his shoulder and says in a wheezy voice, "Mike, it's me, Harry!”
Harry is a scarecrow, one eye missing, teeth gone, a filthy mess. Mike wants
to shake him off, but Harry sticks to him like glue. Harry says, "I¢'s been a
long trip, 1 did time in jail, I got all kinds of diseases, I almost died in Tibet,
I was robbed and beaten up...but I found the meaning of life!”

Mike looks him over and figures he has to play along to get rid of him. So he
says, "Okay, what's the meaning of life?” Harry stares deep into Mike's eyes
and says, "It's the hole in a bagel.”

Mike doesn’t appreciate the answer, so he tells Harry that the meaning of life
can’t be the hole in a bagel. Harry slowly takes his hand off Mike's shoulder
ang gets an amazed look on his face. He says to Mike, "Ahal So life’s not the
hole in a bagel!”... And he walks out of the patio,

What's the meaning of this story? Is Harry really right; that is, is he on the track of lifes
meaning, even if it isn't exactly the hole in a bagel? The story does cast him as the seer
who, after his brief reunion with sceptical Mike, probably goes on and on searching. In
the grear quester tradition, Harry has made a binding pledge to that search. Since he has
gone through hell, now he must be essensially right. But Mike could be more right: he
knows that Harry is crazy.

Suppase, instead, that both are equally right. Mike is a responsible man. He shares
with Harry the management of a corporate giant known for its prizewinning shopping
centers. Mike genuinely believes in productive work as a supreme virtue. He knows that
the meaning of life cannot be simply the hole in a bagel. Harry, however, is a visionary
at heart. Though he is remarkable at business and a respected member of his commue-
nity, he always sensed that there is something more, som deeper truth. Harry has read
books, but books are not enough. He must find the truth himself, away from the life
he’s led. Looked at this way, he and Mike are doing what each believes is necessary. They
both know the meaning of life,

Now suppose both are wrong, Mike only understands virtue that is socially approved.
He is unconsciously smug about being a model (i.e., wealthy) citizen, and he secretly
despises those who do not have the same ambition while envying anyone who is more
outstanding than he is. Harry, wo, who had presumably put his affairs in order before
going on his pilgrimage, actually leaves Mike in the lurch. He had a family who loved
him. There are colleagues and Friends who suffer from his absence, not to mention that
as the architectural brains behind the sucess of his firm, he has severely jeopardized irs
future. Searching for the "meaning of life” is for Harry just an excuse to abandon his
real-life responsibilities. Neither man is admirable, so neither can possibly know the
meaning of life.

If the two men can be right, wrong, and partly right or wrong, is the meaning of the
story that nothing in life is clearly this or that® Perhaps, but that's obvious. What is
central to this story is thar while Harry may be driven by an impossible dream, he is
flexible about its details: if the hole in 4 bagel won't do, then something else will. Mike



miy be the practical man, but that’s why he can accept reality as it appears to him: atter
Harry leaves, be manages anyway. We really don't know from the bare story the small
particulars of their separation. Harry may not have had a family ar all; and his leaving
the business may have been quite decently arranged, Mike, for his part, may have decided
to merge with another real estate conglomerate to expand the business. The greatest
part of the story is whar we choose to add o it

And that's the story of lifclike art. Lifelike artists are either Harry or Mike, or both
ar once, playing ar life's daily routines. They find life's meaning in picking a seeay thread
from someone’s collar. And if that isn’t i, they find it in just making sure the dishes are
washed, counting the knives, the forks, the cups and saucers as they pass from the left
hand ro the fght.

How different this is from "artlike artists,” whose art resembles other art more than
anything else. Artlike artists don't look for the meaning of life; they look for the meaning
of art. And when they think they've found it, they become very discouraged 1if told
they're wrong. They don't go willingly on to some other answer, as Harry did; and
they're hardly free of doubts, like Mike. Most of the time they stick to their guns and
even fight.

A man commits a crime and is sentenced to life in prison. When he arrives at
the prison gate, he is met by an older inmare who has been assigned 1o super-
vise his adjustment to prison routine. After he has checked in and been given
a uniform, they proceed to the mess hall for lunch, where the new inmarte is
introduced to the other prisoners, They begin cating, and after a few minutes
he hears someone say "Fourteen!” Evervbody laughs. Then he hears "Eleven!”
followed by good-natured groans, Then "Ninety-twol” and giggles. Then
"Twenty-seven!” Howls and tears. This goes on through the whole meal.
The new man gets more and more confosed. So he leans over to his mentor
and whispers, "What's going on?” The older man replies, "We're telling jokes.
But we've told them so many times that we know them by heart. 3o to save
time, the jokes have numbers. That way we can tell a lot more jokes.”

The new inmate nods and realizes he's going to be eating with these men for
a long time and might as well learn the ropes. So he says, "Sixteen!” and looks
around at everyone. Dead silence. He leans over again and says, "What's
wrong?” The older prisoner says, "Simple. You didn't tell it right.”

It is serious business telling jokes by numbers. A person needs a lot of knowledge and
training in joke history to tell a joke by announcing one plain number, Do it properly
and it becomes a whole world. Just hear a "five” or a "rwo hundred and seventy-cight™
from a real jokester and yvou'd know it was a seream.

After years in the prison there are no new jokes inttoduced. There couldn't be, for
example, a "crocodile tears” joke with the number "minus thirteen™ if it didn't aleeady
exist. It would have no history; therefore no one would know it was a joke. But a classic
that has been told to death can provide countless opportunities for witty takeoffs,

Given a repertory of, say, three hundred jokes among rwenty prisoners at a mble
who have lived together for an average of fifteen vears and share abour eleven hundred
breakfasts, lunches, and dinners a year; and supposing thar each prisoner has the skill o
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make at least ten variations and quotations from the other’s joke styles — they have
about sixty thousand jokes to enjoy.

Formidable. Only a professional can appreciate the finely tuned sequences of numbers
required at each meal. To the men at the table, pauses speak volumes. Voices rise and
fall. Facial expressions, gestures, and eve contacts inflect the weight of all PWenty responses
to each number. The attentive prisoner can perceive in their giggles and groans massive
ironies and learned critiques. On one occasion a covertly planned strike against prison
work conditions and growing resentment over the declining quality of the food are
simultancously encoded in cerrain multiples of “three”; thus to the expert listener every
joke containing these numbers resonates politically. No wonder, then, that the new
man fails to get a laugh out of his mates. "You didn't tell it right,” his mentor SAVs.
Telling it right really counts in that prison.

Ot in the ordinary world, however, it isn't so important to tell it rght. There are no
experts who know the meaning of life. Who could say with certainty that life is a
serewdriver, or a bottle cap? The punchline may never be delivered. But on the rush-
hour freeways listening to the news deseribing the rush-hour freeways; there vou can
hear the wisdom of the shaggy dog,

Two friends spend the day visiting. Whenever it seems right, one says to the
other, "You're up” or "you’re down,” and they continue whatever they’ve been
doing or talking about. "Up” and "down” depend on whether one friend is on
a higher or lower level (such as a step on a stairway) or is feeling good or bad.
These two kinds of ups and downs might coincide or not. But the friends pay
attention to such judgements. They learn from each other how they are.
Otherwise, thei day is perfectly ordinary.

The friends spend another day together. At some point one says to the other,
"Give me some money.” The other friend complies with an amount. Some-
time later, the one who has complied says, *Give me the money back,” and
the money is returned. Later in the day, one of the friends says, "Give me a
kiss," and the other complies. Still later, the one who has complied says, "Give
me my kiss back,” and the kiss is returned. Otherwise, their day is perfectly
ordinary.

Let’s take a look at these ordinary days. One of them the friends are digging a cesspool.
The household plumbing has become clogged and repairs can't be put off. It's hot that
day and they must chop throug layers of clay with a crowbar and pickax. Down eight
fect it’s difficult to shovel, and the dirt and rocks have to be pulled out from above by a
pail with a rope tied to the handle. Now and then one of the friends says 1o the other,
"You're up,” or "You're down,”

Some weeks go by, and a colleague of their passes away. They attend the funeral.
The church is packed. Candles glow on the altar. The choir is singing;, and the sweet
sadness fills every pew. As the minister intones the virtues of their departed comrade,
one of the friends says quictly, "Give me some money”, Later, at the reception, she
says, "Give me a kiss.” OFf course the money and the kiss are returned upon demand.

As I said, such interactions have almost nothing to do with art as we know it, ExCpI



that those who engage in them are aware of their not-too-distant art parent, So if they
play with what artists do when they are wor being artists, they know thar this could be
constructed as a fading discourse of sorts with high art. But that is hardly interesting,
because what most artlike artists do when they're not making art is about the same as
what other people do when they're not doing something special: bending to tie a shoelace,
scratching an itch politely, waving to someone across the street, making the weekly
telephone call to a parent — that is to say, the small routines of everyday life. Hence
intentional involvement in these routines is not ment to appropriate yet maore nonart
into art than did arnsts of the fifdes and sixties, nor is it to affirm some deeper connection
uniting artists and all of humanity (though that is a nice thought). It is, rather, to imply
that these ordinary events are inherently compelling once you pay attention to them.

What happens when you pay close attention to anything, especially routine behavior,
is that it changer. Artention alters what 15 attended. When you wash your hands in the
bathroom, for instance, do you wet your hands for three seconds, four, or longer? Do
you pick up the soap with your left hand or your right? Do you work up a lather with
three revolutions of your hands or more? How fast do your hands turn? How long do
you rinse? Do you look into the sink or at the mirror as you wash? Do you lean backward
to avoid the splashing water? Do you shake your hands to rid them of excess water
before reaching for a towel? Do you look at yourself in the mirror to see if you're
presentable?

If you began accounting for all these operations in sequence while you were still
washing your hands, vou'd notice thar they seem to ke longer than they should and
that everything happens awkwardly, or at least disjunctively. You may never have given
any thought to how many movements you make automatically, or to their physical
sensations. You might become fascinated with the soap bubbles, with the drying motons
of your hands, with looking at these in the mirror rather than directly, Soon you realize
it is all very strange; you are in a territoty of the familiar unfamiliar,

How, you may wonder, does someone else do ir? How do you find our? Could you
ask an acquaintance, "Please, may I warch you washing your hands?” Would you pro-
pose this in a private bathroom or in a public one? If the proposition were accepted,
cuold you depend on the "normaley” of the demonstration? Where would you stand,
close by or behind? Would you copy the washer’s movements in order to remember
them, with your hands in the air, looking in the mirror at him looking at you? Or would
you put vour hands in the same sink with his? How would you feel about being handed
a wet towel?

By now your curiosity may be turning into play. You wash and soap longer than
necessary. The soap bar slips out of your hands. You reach for it but your partmer grabs
it. Laughing, you begin to wash ech other’s hands as well as your own. You talk about
hand washing and wonder about people who wash their hands when they're not dirty
{(when they want to clean up spiritual dirt). What would happen, one of you says, if
every time you shook hands with someone vou made 4 point of washing immediately
before and afterwards?

The two of you agree to expenment. During the following days, whenever you
shake hand with anyone, you iterrupt the spontaneous movement of hands by suddenly
pulling away and explaining quickly that before and after handshakes everyone washes.
This will leave hands dangling in the space between you. But you swiftly unpack your
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portable water basin, pour warm water from a thermos, produce a bar of soap, and
proceed efficently to wash your hands and the other person’s, followed by drying with
asmall towel, The hand shaking then follows ceremoniously and the washup is repeated.

Depending on how curious the person is, it could provoke the question, "What was
that all about=™ You could suggest a cup of coffee together and talk abour the meaning
of life. And that’s one way to do lifelike art.

A man decides to walk one hundred steps in one dirction, then one hundred
steps in another direction, and so on, one hundred times. If his steps take
him to a blank wall or into the path of an oncoming car, he has to make
another decision,

Some friends get together. Each chooses to be a climber or a stooper. Once
they've chosen, they og about their normal business. But they carry a roll of
Scotch tape in their pockets, and here and there they strech it across a doorway,
an alley, or a couple ot trees or over some truck wheels.

Climbers strech their first tape at waist level and find some way to climb ovet
it. Next time it is fixed an inch or so higher, and the time after, another inch,
and so forth. This gradual raising of the tape continues through the day or
even the week until climbing is impossible.

Stoopers strech their first tape at about eye level, and then they stoop under it
The next one and the following ones through the day or week are gradually
lowered around an inch at a time. As the tape approaches the floor or ground,
they might have to crawl under it, until stooping is impossible,

Two commercial housecleaners want to do something nice. They arrange to
clean each other’s kitchen floors. The plan is to do this using only Q-tips and
spit. It takes a very long time, thousands of Q-Tips, and lots of spit. They
have to work on their knees, with their eyes close to the floor. Crumbs, hairs,
dead bugs, and other interesting things appear.

Finally, both kitchen floors are spotless. Later, when they tell a friend about
it, she says, "What, you cleaned your floors with dirty spit?”

These events, of course, are themselves the meaning of life. Inasmuch as lifelike arc
partcipates in its evervday source, purposely intending to be Gk life, it becomes inter-
pretation, hence "meaning” But it is not life in general that is meaningful; an abstraction
can't be experienced. Only life in particular can be — some tangible aspect of it serving
as a representatve, for example, a Ape summer tomato, Harry, vou'll recall, was very
concrete when he said life's meaning was the hole in the bagel. He could poke his finger
through it!

Muontheless, a bagel hole is only one instance of life's meaning Its experience vansihes
in the second when Harry's finger is withdrawn. All that is left is a thought. Besides that
hole, there are leaking faucers, credit cards, stomachaches, and flyswatters, in endless
profusion. That's why Harey had to let himself be forced, by the resistance of all the
Mikes in the universe, to rediscover the meaning of life again and again in something
else.




But while words are used to'refer to that meaning, they are only tokens of experence,
"The hole in a bagel”" to Harry, stood for vears of trekking, foolishness, and discarded
revelations encountered across the world. He could just as easily have said "potshot.”

So if you asked about the meaning of the preceding events, you eould consider a
number of reasonable answers. Cleaning a friend's kitchen floor with Q-Tips and spit,
tor example, instead of doing it more efficently, could mean (a) secing life from another
perspective; or (b) testing yvour friendship, or (c) making the simple complicated; or (d)
putting yourself (your spit) wholly into the job, or (¢) being free 1o cheat since no ane
will see you, or () being on the track of something big; or (g) getting some exercise...
The same range could be applied to the other two events, and to all human cvents in
general.

"Meaning" here is not only varable and unfixed but also inventive. T is whar we add,
by imagination and interpretation, to what we do. Harry was not merely, or incidentally,
robbed and jailed on his arduous pilgrimage. He was robbed of the meaning of life and
jailec by it, equally, He saw everything that happend o him as directly related to his
search. He was creating a life story. Mike, in his own fashion, did the same; he related
evervthing to mamntaining his idea of the status quo. That was his story.

Lifelike artsts, similarly, are conscious inventors of the life that also invents them (ar
least they try to be conscious as often as they can). They experiment with meanings,
sometimes as casually as trying on different shirts, sometimes as seriously as deciding
whether or not to go to a former lover’s wedding, The questions abways ane, What is the
sense of this trip, this meeting, this job, this argument? How is it experienced?

You and a friend cook for each other once a week. Everything goes well for a
while. One day, however, you say to your friend, "There's got to be more to it
than this,” and you stop your weekly arrangements. Later on you telephone
your friend and say, "I know what’s missing.” "What?" your friend asks. "It’s
collecting the lint under our beds.” But she says, "That's not what's missing.”
"Oh,” you say. "I'll get back with something else.”

The next day you call and say, "1 know what's missing now!” "Whar?” "It's
taking a walk with you all day and stepping on your shadow.” Your friend
says, "That'll fix things up, if I can step on yours.”

Fine. You do this once a week for some time, and everything goes well as vou
step on your friend’s shadow and she steps on yours, But eventually your
friend says, "There’s got to be more to it than this,” and you both stop trea-
ding on cach other’s shadow. Sometime afierward she calls and says, *I know
just what's missing.” You ask her what it is and hear that it's wearing each
ather's underwear for a few weeks. You tell her that's not what's missing. "Well,
okay, I'll get back to you soon,” she says. A week later she telephones and
says, "I know what's missing now.” And you ask, "Whart?” She says, "Collecting
the lint under our beds.” You agree and spend a lot of time under the beds,
But this too lasts only so long, and one day you say, "There’s got to be more to
it than this.” 5o lint collecting is called off.

Your next suggestion, to spend an evening a week smiling at one another, is
rejected. Later you call and say, "Now I really know what's missing.” "Yeah?"
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she says. "Let’s cook for each other once a week!"” you say. This new idea is
accepted quickly, and it goes on for a while until your friends says, "There’s
got to be more to it than this.” And, well...

Is plaving at life, life? Is playing at life, "life"? Is "life” just another way of life? Is life
playing, or is my life playing? Am I playing with words and asking real-life questions?

Life in birds, bees, and volcanoes just is. Bur (to paraphase an earlier point) when 1
think about life; it becomes “life”" Life is an idea. Whatever that idea might be — playing
or suffering or whatnot — it floats, outside of time, in my thoughts. But actually playing
at life in any form happens in real time, moment by moment, and is distinetly physical,
1 serub my friend’s kitchen floor with Q-Tips, my knees hurt, [ run out of spit, I look
for beer... If T think about life under those conditions, it begins to resemble a hair, a
crumb, a dead fly. And that’s another idea.

So lifelike art plays somewhere in and berween attention to physical process and
attention to interpretation. It is experience, yet it is ungraspable. Tt requires quotation
marks ("lifelike’) but sheds them as the un-artist sheds art. if once again [ recall Harry
the quester, [ wonder if he was looking for the meaning of life or the meaning of "life.”
He eould have been confused abour the word.

A man owns a used-car dealership. Every morning when he arrives at work,
he goes around the lot kicking the car tires. Exercise, he says,

A college student collects ballpoint pens. She has several thousand. Whenever
she sees one lying on the ground or forgotten on a school desk, she picks it
up for her collection. Each day, around five o'clock, she telephones her
answaring machine and leaves a detailed message describing the ballpoint
pens she’s found. Then when she returns home, she sits down and listens to
her message as she examines the pens one by one.

A man leaves a mirror outdoors all night. The temperature is well below zero.
The next morning, he goes out and holds the mirror close to his face to look
at himself. It fogs over instantly,

Another man wants to possess his shadow. He sees it lying on the ground,
extending out from his feet. But every time he bends down to catch hold of it,
it shortens and changes shape. Furthermore, as the sun is setting at that time
of day, his shadow grows longer and longer. No matter how hard he tries to
fix his shadow so that he can grasp it, it eludes him. Then the sun sets and
the man's shadow disappears entirely.



To make bagels you start with 1 package of dried yeast mixed with a pinch of
sugar in ¥ cup of warm water. Let this stand for 5 to 10 minuotes. Then, in a
warm bowl, add to the yeast solution 2 teaspoons of salt and 2/3 cup of peanut
oil and mix thoroughly. To this gradually add 3 cups of unbleached white
flour to make a stiff, but not dry, dough. Knead for 10 to 15 minutes (here is
where strong fingers and shoulders make a difference!). Put the dough in a
greased bowl, cover with a plastic bag, and let rise for 50 minutes or untl it
has doubled in size. Now cut the risen dough into 16 or 18 pieces and roll each
one into a "rope™ half an inch in diameter. Join the two ends of each rope into
a circle around a couple of fingers, and smooth the joints. Then throw a handful
of salt into 2 quarts of water in a wide pot and bring it to a gentle boil.
Meanwhile, preheat your oven to 450 degrees, and oil a large cookie sheet.
MNow baoil the bagels 2 to 3 minutes on each side, drain them, and brush them
with a mixture of 1 egg beaten with a tablespoon of cold water. Sprinkle with
coarse salt. Arrange the bagels on the cookie sheet and bake them 15 to 20
minutes or until golden brown. You'll like them!
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JEAN-JACQUES LEBEL

THE TIMELESS VOYAGE

For V. «Pa .

The dominant religion today is Speed worship, the basic Dogma being «the Faster the
Betters, Cyber highways are forever shortening time lapses from a virtual «heres to a
wirtual stheres. We arc told that Progress consists in conquering Space and catching
up with Real Time and thar this Race is an absolute Must. But are Light Years and
Real Time compartible entities?

Today, some cross the Atlantic in'a three hour Concorde flight whereas, in the sixties,
the same crossing lasted six or seven days by steam boat. It took Leif Ericson much,
much, much longer 1o sail the same route, not so comfortably either. Jean-Jacques
Rousseau needed rwo months to walk from Grenoble to Venice, across the Alps and
the Po valley. It only takes fourty minutes by plane and a few hours by train to cover
that distance today. But, for Ericson and Rousseau, the coneept and practice of
TRAVEL, were physical and qualitative. Whereas cyber-travel is about NOT moving
from one’s seat in front of the screen and going nowhere, FAST.

Constant cell phone ringing, endless e.mail gossip, absurd accumulation of monstrous
quantities of useless unselected informarion are supposed to inter-connect the cyber
junkies around the world with one another. But scommunications is as absolute an
illusion as «Real Times, To paraphrase John Cage : Hello! Hello! 1'ne cafling from the
airport, which looks just like all otber airports, fo tell you that 1 bave nothing to say and that I'n
KIYIHE 31,

Very rarely does compulsive phoning and time-wasting cyber junk actually convey
anything more than absolute redundancy : more of the same until the End of Time.
The wasting of Time for no other purpose than the «pleasures of wasting it. Ad
m idiocy. As gods go, Real Time is as illusive as they can get and it cult as

hopeless as all the other religions put together.

rlmm cases of severe intoxication, such as the fabricated sneeds for so-called Lire
Telesision or Breaking News, the goldliness of Real Time is marketed as Ulimate
:ﬁ.‘mh. Immediacy is, in itself, the message. In other words : the Medium is im-
mediate. The divine illusion of «being theres is the only thing thar matters, not the
event in itself. This is not just Media Hype or systematic disinformation by digital
doctoring of tapes or visual documents, it is all out OBLITERATION of individual
thinking and individual experience.
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Happenings are — or rather were, since they only took place from 1958 to 1968 in
their original form — a non-linear multidimentional Art Form. Thus, how absurd it
would be to try and reduce a Happening into a lincar, one-dimensional, fattened-out
dissertation! 1 would rather try the opposite : to formulate my remarks in non-linear,
multidirectional, unorthodox and polyrythmic notations. Here goes:

Time and Speed are central issues. They have been forever present in the art process,

in the writing process, in the very imaginaton of human beings, in all cultures ar all ....

times including on the cybernetic highways where (we are told) speed is power. The
dominant fantasy is to overcome not only the operating speed of present day
computers, but to accelerate and widen the scope of the human thought process
itself, The ambivalence of this fantasy stems from the fact it has been formulated
simultaneously, but 1o utterly contradictory ends, by poets, artists, computer scientists
as well as the military-industrial complex.

Ak

Observing Albert Marquet on a street corner sketching a passing horse carriage, at
full speed, an onlooker remarked : «Hoiw can you draw that fastés — wlt took e forty years
1o Jearn bow to do thats, Marguet answered.

Wk

Spur of the moment, non-programmed creative activity is what Allen Ginsberg called
gpontaneats verse: Fiest drafty best draft poetry,

Total immediacy and first draft spontaneity are nothing new to taoist pocts or zen
buddhist calligraphers: that’s what they've been up to for ages.

Henri Michaux used that method too: he drew so switfly — never correcting nor
overworking the result of his first draft — that he had to use two hair dryers on the
fresh ink so as 1o stack his drawings on top of each other, as soon as they were done.
ook

On the other hand, Leonardo and Giorgione were known not to hurry at all and w
work on the same painting for several years, setting themselves no limit in time nor
scope, adopting no other cadence than that of their inspirational wanderings, their
fabrication of home-made colours and their elassical composition and paint brush
technigues.

Ea

Hyper acceleration or hyper deceleration, extreme speed or extreme slowness, are
what define the substance and the style, the very flavor of 4 rext, a painting, a movie,

a performance.
FkFE

Sex (we are told) is supposed to be a slow, long, complex business but some persons
— including some women, some philosophers, some Tantric monks — prefer what is
known as Curckies. Remember Charlie Mingus® ironic chant: Wham Bamw, thank yow
m'am. Intensity is perhaps more important than quantty or duration. Is there no such
thing, in the realm of libido, as the Hai Ku? Who knows if grand operas in five acts
are the only leginmate Total Art Form?

ek

The basic scare and fine chart (divdded wp
inte 120 minutes), manwseript document by
Jean-Jacques Lebel and others.
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an arythneic barage of strobe Sghts wiich
preocisce ballucinatory effects,
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structural duality of negative and positive in pre-digital photography and cinema,

Aing meditated no end on the development and revelatory process, on the

Alain Fleischer — one of the great living artists — invented a hyper decelerated
image production method composed of many different phases, occuring

simultaneously or separately, but at a very slow, almost impereeptible, tempo,

A polytechnic, multimedia, multilingual, multiple personality if there ever was one —
photographer, filmmaker, novelist, essayist, instllationmist, teacher, performer,
experimentor extraordinaire, all at once — Fleischer has had his driver’s licence
confiscated by higway patrols for speeding at night from one acavity to another,
from one city or onc country to another. Yet, the extreme complexity of his gradual,
experimental, slow-maotion work contrasts strongly with his high speed driving
Always on the run, from one culture or language to another, he has succeeded in
blending together several of his favorite idioms and activities : he shoots sequential
achapterss or serial variations of an obsessively recuring multiple-lavered story,
shaped in Time/Space like a Moebius band, forever resorting to flash-backs —
therefore causing linear unified Time to explode or dissolve into a myriad of
fragments suspended and stored away in ahistorical memory places — the resulting
composite images, not unlike certain stransparencys and sover-impressions paintings
by Picabia, being projected, but in black and white negative (not positive) film form,
using an old stle 16 mm mute projector, in quasi tomal darkness, as in ancient movie
houses, The projections, layer after layer, stage after stage, arc mimed at gianr sheers
of photographic paper pined to all four walls of a larpe room in which about ane
hundred spectators are seated (I repear: in the dark). The photographic paper is then
painted over, and drenched in wide brush and broom strokes, with liquid
development and revelatory chemicals, by several assistants dressed in white, almost
invisible were it not for the red light bulbs, the only light source in the vast dark
room in which the performance takes place. The traces of the brush strokes and the
polychromatic drip;‘.ning are, of course, reminiscent of Action Painting, but are made
in our presence. The stink of the chemicals is strong. The film negatives projected
onto the giant sheets of photographic paper continue their slow impring and the

smelly chemicals operate as in the ancient engraving technique in which acid is used

to bite into metal plates. In the meanwhile, at their own hyperslow eadence, the
nascent images — in the process of being revealed in front of our eves — bepin
imperceptibly {at first) to appear. Such is the rital wbirths of hallucinatory
apparitions. The viewers are introduced to the inner workings of their own biological
(perception/ projection] thought process. Fleischer’s actual performances of pasmting-
with-filse — or Action Filming, which he calls Ecrans Sensibies or Sensitive Sereens — are,
in themselves, hallucinogenic in that they incite us, the viewers, not only to follow all
the stages of his production method, but also incite us to ke part in it, physically
and mentally, The impact on the viewer's senses — at least on those who are truly
present and awake — is that of a4 mescalin trip, 4 timeless vovage into the labyrinthic
laboratory of our own hallucinatory perceptions. Allow me to insist: a timeless
voyage, ic. without beginning nor end. When we were invited 1o six performances of
Ecrans Sensibles — for the production of six very large works of a same series

dedicated to Artaud — at the CREDAC, in Ivry (a Pans suburb), we immediately



realized that Fleischer had succeeded not only in slowing down Real Time but
in acting out Michauxs dream of wme Jeintorre cinenalique, a pl:fr.:u.ti project
included in the art of painting from the very beginning — long before cinema
or video were invented — and that it’s basis consists in what Deleuze calls f
perception hatliecinataire e, a non rational subconscious thought process which
toeally denies such simplistic notions as Real Tiwe or Rewlintic 1 isdon,

FEEE

Art? Reduced to a mere marker commodity or a propaganda tool, it is nothing,

Some artsts, very very few to be honest, still work outside the market's
reach, in the free realm of philosophical and sensonal expenmenmnon, the
only place where Art — as a non-industrial and non controlable activity — can

still exist.
Alain Fleischer is one of those very rare persons,

During his performance /exhibition entitled Eens Seneiier, Fleischer produced
oversized unclassifiable photograms, too gigantc to hang in a normal-sized
collecror’s apartment. To be rruly understood and appreciared, those works
demanided that the public of art-lovers be present (way across town [) not once
but six umes for more than an houwr, in a dark room, to witness and ]1.|.1'1'.L|-L:' in
the actual production process, which was so extremely slow, delicare,
complicated and difficulut to comprehend as to be renamed Time Ot or Thye
Time of Dreanes or | Recent Reversal of Duchanp's Le Rof ef o Reine entonrés de w,

wre or, best of all, The Demolition of the Read Timee Myth.

What do Fleischer's Emans Sensibles have in common with our 1966 Happening?
The centrality of a radically modified sense of duration, the simultaneous use
of many technologies, of many art forms (cinema, p|!1liln_s;r;1p]t';. ]LLiI‘.llin}_[. live
performance, smells; sound, ete ...}, the collective and ritualistc approach
erotic or societal themes, the mixing of past/present/ future (as in all arostic
methods based on hallucinatory perception modes). Most of all: the feeling
that, not withstanding epochal divides, we were and are all part of the same
rhizom (having onginated long before us and contnuing far beyond).

L

In 1966, maost if not all the partcipants — and quite probably a large pordon
of the audience — of our Happenings had directly and inumately experienced
hallucinatory pereeption. They had either tried marjuana, L.S1, mescalin or
psylocibin or, at the very least, had been exposed — through music or painting
ot poetry or tribal gatherings — to social and cultural changes introduoced by
the widespread use of those mild o powerful hallucinogenic substances (not o
be confused with habit-forming and suicidal narcotics such as heroin or crack).
In a nurshell: diverse forms of so-called sexperimental schizophrenias —
induced by those substances — were not uncommon and the myth of Real
Time — produced by and for the Industrial Society — found few worshippers

amongst us, iF any at all. We were fervent and careful readers of Baudelaire,

1

Dewire de Caralwanva (wDiderots Niuns,

mearing yellow shar af  David) exters,




Body Mucsic, compored and awplified by
Miched Arso with Sopfve Calwette.

L1

Artaud and Michaux. We read (and translated) Ginsberg’s poem L.V D, We were
familiar with Huxley's Doors of Percepiton, the scientific work of botanists Roger Heim
and Gordon Wasson on Mushroom Madnesr of the Kuma (Indians) and Hallweinogenic
Muskrooms. We knew Rouhier’s pioneer studies on peyote (La plante qof faif les yen
coerveillis), de Pelice’s Potrans sacrés, fovesser divines, even Lewin Phamtartica and the more
recent Dragr and the Mind by RS, De Ropp. Bur, as | said, most of us had personally
been through — under different circumstances, all voluntary — the hyper accelerated
maddening tempo of the hallocinatory experience which Michaux — in /Tnfini

Turbulent — so precisely described:

o [l plbes sonffert cetfe fors, parce quie fe fie powlais ps suivve le moivemens, parce qive fe songeais
sans cesse (ef cela d uwe vitesse exceepiionselle, d wme vitesre wescalintenne) @ me'arracher aux
moutenents mescalinens, La oitesse insupportaile dont fe ne vomlats pas dans fes mosvenents

o Tmveges vesait {fromie) se placer dans mes refies d'y assiser; dans wes oppositions, daws mes

remsfaces, vanemens reitirees g Finfinr, folles, mescalinfennes en jn mof,

In Connatrrance par fer Gonffres, another of his books devoted o the massive
destructuring impact of the mescalin experience on the voyager’s sense of «Normal

Timen, Michaux writes :

. La coexistence de ce temps o moments multipliés avec le temps normal, pas
entrérenvent dispars of gai revvent par infervalles obliterés senlement en pariie par Lattention poriee
sur Lantre, et exctraovdinairement dérdaiisante [ ... Multitnde contimee. 1 Ghratoire, ziggapanie, en
dransformation contingelle. Des lpnes pullnlent. Les villes avec mille palais, [ BV snltitude

i étend (avec viterse qui i est ide) danr les penséer qui foninent a fonfe allure, en fosler directions,
dans e mémoire, dans Pavenir, dans les dosnées du présent, posr saisie des rapports inattendss,
deeintesioc, stupeéfiants, ef qu'on vondrait reteniv, mafs que la foule des seavanis enporie ave

[precitation ef feil onliier,

Events of such intensity are not readily transposed into «classicals or cavant-gardes
art forms (painting, collage, cinema, poetry). Polyremporality is not rranslamble into
monotemporality nor is a polysemic content transterable to a monosemic story-line
Thus, in effect, we were obliged to turn to Happenings rather than to the printed

word or o painted and sculpred images.

Not only did the Cultural Industry and it's overwhelming penitentiary-like
supermarkets submit us to life-long quarantine bur even if — instead of rebelling
and deserting — we had wished o be included in the rat-race, we would never have

been able to conform to the rules nor adapt to the producton schedule.

In Europe, the relationship enjoyed — so 1o speak — by Happening artists and
cultural institutions (museums, universines, art galleries, publishing companies, etc ...}
was that of mutual repulsion. To a certain extent, the situation has evolved. Stances
are less belliperent due to the arrival of new gencrations of curators, historans and
dealers, less uptight and dogmatic than their elders were. But, nevertheless, a funda-

mental incompatibility remains: why want to fixate an action the essence of which



erate movement and change? Why try to perpetate an ephemeral eventr

Wias 1o H‘L‘

wSrtir dne temprse — in Michaux's words — was our only possibility, We became
outsiders not only because we decided o cesede or were kepr out by the
mstmutonalized Culture; but because its Normal Time (or Real Time) was not scurm
Time, and in the long run, the differences turned out to be totally unbridgeable.

P

Such was the immediare socio-cultural micro-climate and rhizomatic network in
which our Happenings in general — and this one in parocular — werce produced. The
macro-climate or plobal context — just as overbearing and intimate, even if held at a
distance — was the Cold War, the military and geo-political confrontation berween
Muclear Superpovwers which made us feel totally helpless and desperate, as we

belonged on neither side.

The disastrous world-wide regression into collective alienation called for a powerful

and radical antidote.

What could that antidote be? Social and culral insurrection on a global scale? We
were to try that, two years later, in 1968, but to paraphrase Bob Dylan, #he amtra/
freaies toadk the bandies : bureancrats own and operate the World as if it were their desk

top.

To us it was and is unescapably obvious : the hyper acceleration and compression of
Sade’s 120 dayeinto 120 mrmctes was first and foremost a political and artistic
insurrccrion against the Cold War and it% so-called Real Time, an act of
appropriation — dictated by the necessities of hallucinatory perception and our own
ritualistic art production mode — of the radically different sense of timing, tempo
and duration which Tantric buddhists, camel caravan-drvers crossing the desert,
mountain climbers conquering high peaks, speleologues exploring underground
caverns and passages, had always practised,

P

Ours was the precise opposite of Fleischer's hyper-deceleration in his Ecrans Sensibles
work, if you will and, yet, it was exactly on the same wave length: the freeing of our
minds from the tyranny of «Real Timen, the falsest of all the false Gods,

How is it, then, that not one of the press reporters or art critics — a great many of
them having devoted articles to this event in 1966 — nor the later-day histordans or
art historians — the most brilliant and open-minded being, recently, Laurence
Bertrand-Dorléac’ and Alyee Mahon® — has ever noticed or commented upon what
we, the co-authors and initiators of this Happening, consider to be it's structural

core?

Simply put : what was to us — and to a large part of the 1966 audiences — absolutely
ohvious, ic the hallucinogenic objective of this now famous collective work, seems to
have gone completely un-noticed in the eyes of all the wspecialistss | A hard absurd
unpleasant fact but, nevertheless, an undeniable one.

Body Pastry by Jean-lacques Lebel and
Sopbie Calmette, creans ficked by the
anidience volunteers.



Lineen Cynihia, seated on electric frenbiling
throne, is showered by LS D -tainted supar
cueles by Jean-focques Lebel
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Although the multidirectionnal, polysynchronic and polysemic Time Chart has been
published a few tdmes’, it has gone unheeded and has been replaced, by most
commentators, with a flat linear monosynchranic and monosemic story-line which
destroys it as a Happening and turns it into a sort of modernistic theatre piece
which, of course, it was not. The scandalous or, rather, the pseudo-scandalous images
and micro-events — mostly of an erotic nature — which comprise the memory
traces of this event seem to have completely superseded it's more subversive

wingredientsy: its muldtemporality and is simulraneistic structure.

How can 1 convey to you, reader, fourty four years later, the basic hallucinatory flavor
of this Happening in homage to Sade given the probability that vou have not had any
prersonal experience with sexperimental schizophreniae — chemieally induced or not
— and that the static black and white photos, the only existing visual documentation,
cannot give you a precise idea of what occured? Gunnar Kvaran has assigned me w
an impossible task! However unsatisfactory, partial and imprecise, 1 shall have to try
and describe a few aspects of this event | deem particularly important, even as T warn

you, from the start, of this impossibiliry.

Suffice it to say — no, it certainly won't! — that the entire atmosphere and general
frame of reference of this Happening was that of mescalin produced visions,
percepts and concepts and that the relationships from one participant to another or
from the partcipants to the objects or tools they handled, were all lirerally
sswimming arounds in a mescalinic magma?

dok

[t'was not so much thar we were trying to tell a different story in a different way —
we were much too aware of the changes Jovee's work had brought o litterature and
Schwitters’s assemblages to painting, to believe in anything like a linear narrative —
we put together our Happenings not so much to express a given and preconeeived
smessager as to try and explore what it was we were living and why we experienced it
with such intensity. Our lives, our bodies, our actions were all part of a daboratorys
in which we were the rescarchers and the objects of the research, all at once, We
knew that we were not part of wour Times — meaning that we were heretics, lirerally,
and wanted no part of the Consumer Society, its miniskirts, it's Beatlemania, ics Cold
War, it’s productivist compulsivity, the beginning of it's Nuclear Horror, it’s
hollywoodian nightmare — and that we were more concerned with Milarepa, with
Rimbaud, with Dada and with building another culture from the smoking ruins of
what was supposed o be sours civilization. We were just trying to survive and
certainly had no career ambitions. We did not think that what we were doing qualified
as art and, frankly, we didn't care. We just did what we felt we had to do and we did it
with passion, driven that we were by an unamed force that pushed us ahead, out of
the so-called stimess and into unchartered terntories where the punch-clock, the stop
watch, time zones and industrial calendars were nothing bur quaint archeological
artifacts. And, now, that art history books mention our work, that art historians
artempt — so far in vain — to study i, that museums want 1o show traces or re-
enactments or counterfeit imitations of it, we are asked day in day out to explain it or
describe it — which is hopeless and useless — so as to bring it back into the



mainstream culture, back to the dominant ideologies which we deserted in the first
place and from which we feel even more estranged today than we did then, in the
nineteen Sixtes.

P

If Happenings were an art form — which seems to be the general opinion 1o art
circles and art schools today — then it's students and analyses will have to come up
with a philosophical framework and a collective outlook as close as possible to the
real thing and not just recycle art criticism clichés which have long been obsolete. |
don't see anv better framework or outlook than thar which my friends Deleuze and
Guattari formulated shortly after and in consequence of 1968, a formulation in which
— according to them — Happenings played an actve part. To be sure, the
transcultural and epoch-jumping rhizom — with it's nondetected prohiferation modes
— is exactly the intellectual tool needed to deal with Happenings. Linear chronology,
be it deliberately incomplete or falsified as in George Maciunas® Lagrasws of Historical
Develypments, or in any other ngid academic form, cannot account for such
overflowing, nomadic and non-categorial activities. Kristine Stiles was, to my
knowledge, the first to apply rhizomatc thinking to Happenings (cf. her recent essay
in the catalogue of my 1999/2000 exhibition published by Mazzotta). Without the
help of that conceptual tool, commentators have, generally, been at loss to get

anyway near what Happenings were about,

That, in 2 way, allowed Happenings to remain relatively fresh, almost invisible and out
of reach, inmact, if not immune from the murderous embmce of academic
uspecialistsy and vampinstic «historiansy. Another positive element are the wrinngs
which the different Happening artists themselves produced, becoming the
chroniclers, essayists and on-the-spot historians of their own work, and certainly
more well-informed than «Speedy Gonzaless reporters or later-day
reconstructionnists. The writings of Kaprow, Vostell, Schneemann, Fahlstrom,
Higgins, Minujin, et al. will be a good place to start from if and when someone
decides to study how that particular thizom developed to such proportions, world-
wide. As far as my international and transeultural bunch of associates is concerned,
hallucinogenic substances, or psychovitamins as we called them, were the main
common denominator and factor of cohesion which enabled us, in Europe, during
that period, to work together.

e

It is no hazard that this particular Happening in homage to Sade took place in a
theatre — emptied of all it’s seats — which was located in the very building where
André Breton was living (and had lived for half a centary), Breton took this for what

it wass a very friendly offering addressed 1o him oo,

The audience was let in not by the front entrance — on the rue Fontaine — bur by
the back entrance, in the court-vard and up a few stairs directly onto the stage. We
took pride in being aback door artistss. (Laughs !1l) The participants were to edge
their way between two giant bloody slabs of red mear — acrually halves of beef — as
in a sort of birth rirual or return o the Cosmic Gremb, leaving them stained with

blood and muck, like 2 new born baby, Those who dida't want to dirty their clothes

Chicen Cynthia, baving disafipeared, re-enfers
as Diderots Ohtber Nem, beging fo slawh
wndrerr (to the sossd of Nivrdey Croddfaris
snpine of Sade tect) and squals fivet on
praying sfool then over ool mredid Daasin in
wliich sie washer ber private paris

CErERGNIRSY,

Cynthear anto-sodeniges berselfl with several

phaliec vegetalies fencamibiers, feaks, carrots,
ite L) e then thronpls them tnfo the
andience, Tha vepetaliles are grabbed iy

anlience and carmed bowe,

b
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framtsexcniality, Mt Plilosatiber [ agen
Confelmpamn, fooking o from yearin,
receties thock, passes ont, bas beart witack
and ix carried off dn combelane fo weariy
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or faces or hands, were asked to turn back and leave. After that, a sort of parody of
bureaucratic Ellis-Island immigrant identification ritual ook place at a set of tables at
which the finger prints of each entering person were stamped on large sheets of
architectural paper. Next, each person was fitted with a vellow cloth star of David —
similar to those the Nazis had forced the Jews to wear during the Occupation of
qurn]‘n:: — but inscribed with three letters: L. Y . Then, Tht'_‘.' .-ih'rrpl..'d further out
onto the stage, which was ladden with much machinery, *l;'u]]'rrl.lr:r:i.f'mrr[:\, and many
other objects hanging from the rafters : the motonzed bed, the throne, the mountain
of shoes (strongly resembling the accumulation of thousands of old shoes having
belonged to the victims cremated by the Nazis at Auschwinz), and many other
constructions. As the audience slowly found ir’s way through this nocturnal jungle of
different cultures and fragmented tme sequences, the horrors of the Recent Past
being called forth in a global Here and Now, they were literally bombarded with a
strong arythmic array of white flashes darting at random (as participants crossed
tadar beams) from strobe lights aimed in their direction. The physical effect of those
repeated flashes on the eyes and minds of the slowly advancing audience was
hallucinarory, their oprical nerves caming alive in the dark. This oo was a very
concrete and tangible fragment of the sensorial experience of mescalin or psylocibin
which was shared with the parucipants, enabling them, at long last; to see thingss, as
seers and artists do. They began loosing their stressful workday pscudo-logical time/
space structure, shifting, knowingly or not, to an extended, elastc, non-linear dme
frame, By welastic nme framens, [ mean : a quite un-framed, non quantified amount
of collective micro-events composing a magmatic, rthizomatic and unformed (if not
unformable and ungovernable) collective work of live art, «MNormal Times and
«Mormal Spacen vanished and, in their place, we floated around like free radicals ina

lab called the Universe.

Elastic Time has no beginning nor end. [t just is.

-

| would like to mention a few other instances and simultaneous micro-events
oecuring in one, two or all three versions of this Happening which were directly

connected to psychovitamins :

- the sequence in which the arnst Billy Copley, perched on a ladder and using a
complexe assemblage of rubes and meral conminers, filled several bottles with his
wlPipi d ariisten, 1o be freely distributed among the audience. This was not only an
ironic allusion to Manzoni's aMends d “Artistas, it was also a quote from a specific
Huichol Mexican Indian ritval which enabled the tribal shaman o distribute 1o the
rest of the participants — in his urine containing the intct alealoid of the peyote
buds he had eaten — the active hallucinatory chemical. Rhizoms freely include all
cultures and rituals. This sequence also echoed 2 Happening — entitled Gadd Water —
which my old and dear friend Errd had performed at a previous Festival of Free
Expression in Pans. Rembrande’s Piosewse also appeared in the balcony, above the
audience, doing her thing. Or was it Picasso's Plcease? Flashes from another — less

academic — Art History were, to be sure, mixed into the gant kinetic collage.



- the sequence in which Oween Cynthiz — the hormonized transexual, an extremel

rare individual in those davs — is showered with LS. laced sugar cubes before
being the object of public erotic devotion {in areal lifes she was a nightclub smpper
who was not allowed o unveil her anatomical specificity and forced to pass as a
awomans. He/she also worked as a prostitute without her elients having - according
tor him/ her — ever ni wiced he/she was not just a swomans), He/she manstormed
into Diderot’s nun — in tune with Jacques Rivertes movie which the French Govern
ment had juse censored — then reveals his/her complete body, which caused the
onlooking philosopher Lucien Goldmann to suffer from shock and a heart attack, on
the premisses (he was carted off to a nearby hospital). Queen Cynthia then performs
improvised auto-erotic sodomy acts with several vegetables (cucumbers, carrots, leaks)
which he/she afterwards throws out to the shricking audience who fight to catch
therm. It is well known that all perception and belief systems are overdetermined by
their socio-cultural context, ver we need to be contimiously reminded of that. Back
then, Pierre Cabanne — in his Conirsations nyik ,'I,f,..r,-,—,."f},w.'_{:.-.'wl.ﬂ — alluded 1o Cueen
Cymthia’s action as pederast’s strip-teascs, thus snfusing a trasvestite with a

transexual, Typical art critic’s blindness.

These are only a handful of the hundreds of occurtences — all simultancous but
not synchronized — which composed our 120 Minute Happening, a compression of
as many sadean days and nights. What you can catch fragmentary and incomplete
glances of, by ohserving the photographic documents, are but split second flashes of
what happened in front of the photographer’s lens. What went on the other side of
the room, all over the place, during the same lapse of time, is OUT of the picture.
“That is why, unless you have dozens of video and sound cameras shooting in all
directions at the same time — but in 1966, cheap handy video equipment did not

exist — only a tiny portion of what was expericnced can be relayed.

Please note that the very concepr and practice of compressed time — such as in
this particular Happening — stems directly from psychovitamins in that the average
voyager — during an eight hour mescalin trip, for instance — experiences, in quality
and intensity, not only in quantity, a multitude of hallucinatory events that can

anormallys be experienced only in several lifetimes.

1 wish to state clearly that not only do 1 refrain from advocating the use of such
substances but that I highly recommend their NOT being ever used for recreation
purposes. The Sacred Mushroom, because it is sacred, should never be absorbed

except in sacred rirualistc circumstances.

In conclusion, dear re

er. T invite vou to put this Happening in vour pipe and smoke
! ) P ; I

it.

Bolr Benamon and [ean-lfacques Lebe!

alternatively spank the bare bottows of
Bartira and Liliase - and are shanked by
thenr an their owsr bare Defiindr - playing the
tune of the French national anthem. The
aiielience bues aned wihistler the Marreilfaise.
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Hans Richier, Bty 27, 1921-24. Video sdll, &
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Andy Warhol * Sleep, 1963, Video sill, @ 2000 The Andy Warhol Museum, Pitsburg,
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Vito Acconei, Appdcetrons, 1970, Photws, paper, cardboard, Collecuon Bernar Venet
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Dzniel Buren, 2 Paintings 1973 — 1978 1_.5., Paint on canvas, 176,53 x 144 em The Gilbert and Lila Silverman Collection, Detroir

102



CHANGE OF SCENERY

DANIEL BUREN

Daniel Buren, 2 Painfings 1973 — 1978 1.5., Mounted phots ygraphs and drawing, 55,88 x 71,1 cm, The Gilbert and Lila Silverman

Collection, Detront
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Georges Braque, The Playing Cands, 1917, Oil on canvas, 81 x 59 em, Bergen Art Museum - Bergen Billedgalleri
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Jan Dibbets, Tl Shortest Day, 197
{ The Fer Collection)

v 180 ¢m, Fredrich LErwin Renrschi
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r and Maria Schlumberger



;ﬂwhmmmmdx 7 jafutimatinar; 1974, Ink on paper, pasted on tree, each panel 40 x 40 cm, The Reykjavik Municipal




Jenny Holzer, Electronical sign from the seres e Installaton, heiehe: 155 em, diam : 66 cm, Bereen Art Museum -

Stenersen Ce




Christo and Jeanne-Claude, Wrapped Coast, Oue Miflion Square Feet, Little Bay, Anstralia 1969, A documenrtation exhibinen, © Christo
Collection: Jeanne-Claude Christo, New Yark
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0040, Collecton of the artist
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000, Performance, Berpen Kunstmuseum,

5

Kurt Johannessen, Moo
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Jason Karaindros, Deculage, 1998, Two clocks, Collecoon of the arnst

111



SEPT14.1975

o ol BT Flpia FEadps r 1075 PP T 4.4 | }= 13 TI
On Kawara, [ g, 4, 1873, Painong and documentnon, 25,4 x 33 cm, The Gilbert and Lila Silverman

Collection, Detroir



POV B TWELYE el

T i g o ——— i s

113




pon e I-,.,.Ilﬁﬁﬁﬁﬁ%ﬁﬁ&g :
...... .EEEEKEM ﬂﬁﬁﬁuﬁaﬁuﬂﬁw; -




A AR

Georges Mathiew, Dearh of Phifippe de Nevers,

Berpen Arnt Museum—Stenersen Collectuon

|I]|
11{1 |,1|

1959 )l on canvas, 130 x 81 cm



Jean Messagier, King of Hearts, Ol on canvas, 112 x 80 em, Bergen Art Museum = Stenersen Collection
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Jacques Monory, .4 Rofert Aldrich, 1990, Acryl on canvas, 180 x 230 cm, Collection of the artst



Edvard Munch, [Foman in Three Stages, 1895, Oil on canvas, 164 x 250 cm, Bergen Art Museum — Rasmus Meyer Collectuon



Roman Opalka, 1965/ Détarf 1-35327, Acryl on canvas, 196 x 135 cm, Collection of the artst



Pablo Picasso, Sitting Waman, 1953, Oil on canvas, 92 x 73 cm, Bergen Art Museum — Stenersen Collection
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Alexander Calder, Moluk, 1936 (7), The Solomon R, Guggenheim Museum, New York,
Collecnon Mary Reynolds, gift of her brother, 1954




Daniel Spoerri, S0 Eastly Mude 50,22 (Meal Eaten by Robert Rogenbium), 1964, Glass, food remains, plastc, porcelain, paper and pmntcd
wood, 62,6 x 69,2 x 24 53 cm, The Gilbert and Lila Silverman Fluxus Collection, Detroat



Jean Tinguely, Saujpture, Scrap metal, motor, 76,2 x 35,6 x 30,5 em, The Gilbert and Lila Silverman Collection, Detroit



Ben Vautier, Tiwe, 1901, Mixed media, The Gilbert and Lila Silverman Fluxus Collectnon, Detroit



Bernar Venet, Dersin Montrant La Méthode de Roucomrement de Le ssriace 2'n faldean, 1963, 04l on canvas, 150 x 120 ¢m,

Collectnon Bernar Venet
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Artist unknown, Scemer From the Life of Chrint, Tempera on panel, 46,5 x 36,5 cm,— Berpen Art Museum - Bergen Billedgalleri
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Victor Vasarely, Zoeld, 1964, Tempera, 80 x 80 cm, Bergen Art Museum — Stenersen Collection
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Claude Rutanlt, U fodilean chaire ton antre, 19992000, Installations at D:I1]11'i.1r|ihp|.1!‘~!i and Bergen Art Museum,
Collection of the artist
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Vito Acconci
Applications, 1970
Photos, paper, cardboard
Collection Bernar Venet

Vito Acconci
Llntitled, 1969
Envelope, magnetic tape

The Gilbert and Lila Silverman Collection, Detroit

Roger Ackling

Wepboerne (ne7), 1991

Sunlight on wood, 30 x 7,4 x 4 ¢em
Listasafn Reykjavikur

Revkjavik Munieipal Art Muscum

Yaacov Agam
Never Believe, 1972

Oil on aluminium, 65x 65 cm
Courtesy the artist

Hendrick van Averkamp

Winter Seemery, 1608

Oil on canvas, 33 x 55,5 em

Bergen Kunstmuseum — Bergen Billedgalleri
Bergen Art Museum

Artist unknown

Seenes From the Life of Christ

Tempera on panel, 46,5 x 36,5 cm

Bergen Kunstmuseum — Bergen Billedgalleri
Bergen Art Muscum

Artist unknown

Madonna and Child, 15% Century

Tempera on panel, 40 x 32 cm

Bergen Kunstmuseum — Bergen Billedgalleri
Bergen Art Museum
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Christian Boltanski

La Réserve (b fete de Powring), 1988

Installation, 100 x 604 % 12 cm

Museet for Samridskunst

The Mational Museum of Contemporary Art, Oslo

Georges Braque

The Playing Cards, 1917

Ol on canvas, B1 x 59 em

Bergen Kunstmuseum — Bergen Billedgaller
Bergen Art Museum

George Brecht
Water Yam, 1963
Offset cards in a box with printed label, 4.9 x 15,1 % 17 cm
The Gilbert and Lila Silverman Fluxus Collection, Detroit

Daniel Buren

2 Paintings 1973 = 1978 LS,

Paint on canvas, 176,53 x 144 ¢m

Mounred photographs and drawing, 5588 x 71,1 em
The Gilbert and Lila Silverman Collection, Detroit

Alexander Calder

Mobil, 1936 ()

Waood, metal rods, and cords, 99 x 91,5 ¢em

The Solomon R. Guggenheim Museum, New York
Collection Mary Reynolds, gift of her brother, 1954

Antonio Canaletto

From St. Mark, Venice; 18* Century

Qil on canvas, 57 x 922 em

Bergen Kunstmuseum — Berpen Billedgalleri
Bergen Art Museum

Christo and Jeanne-Claude

Wrapiped Coast, Little Bay, Anstralia 1969
A documentation exhibition

D Christo

Chrsto and Jeanne-Claude




Jan Dibbets

The Shorfest Day, 1970

Photos, 175 x 180 em

Friedrich Erwin Rentschler and Maria Schlumberger
{ The Fer Collection)

Thomas Eakins

Jesse Giodley, 1884
Phatographs, 20 x 30 ¢m
Jon and Joanne Hendricks

Viking Eggeling

Symplionie diqgonale, 1923-24
Video

©Viking Eggeling/ Cinédoe 2000

Robert Fillion & Scott Hyde

The Key io Are, 1961

Hand show, 1967

Montage, offset, wood, plastic, size variable

The Gilbert and Lila Silverman FluxusColleetion, Detroit

Felix Gonzalez-Torres
Ulntitled (Lover Boys), 1991
Sweets, 159 kg

Filiep & Mimi Libeert

Dan Graham

Radf, 1970

Photo and writing on paper, 45 x 33 cm
Private collection, France

Kristjin Gudmundsson

6.5 7 fafntimaling 1974

Ink on paper, pasted on tree, each panel 40 x 40 em
Listasafn Reykjavikur

The Reykjavik Municipal Art Museum

Jenny Holzer

Electronical sign from the series Lustmord, 1993-94
Installation, height: 155 em, diam.: 66 cm

Bergen Kunstmuseum — Stenersen Samling
Bergen Art Muséum

Tehcing Hsieh

Chie Year Outdoar Piece, 1981-82

Mixed media, each box 25 x 42 x 36,7 em

The Gilbert and Lila Silverman Collecrion, Detroit

Fabrice Hybert

Kiss, 1998

Paint on wood, 21 x 298 cm

Bergen Kunstmuseum — Bergen Billedgalleri
Bergen Art Museum

Kurt Johannessen

Mo, 20000

Performance, Bergen Kunstmuseum, 20, March 2000
Collection of the arust

Kurt Johannessen

AL 20000

Installation in Bergen Museum, The Natural History Collections
and Bergen Art Museum

Collection of the artist

Asger Jorn
Compposition, 1967

Oil on canvas, 65,5 x 51 em
Bergen Kunstmuseum — Stenersens Samling

Bergen Art Muscum

Allan Kaprow

Tracer, 2000
Happening

Seminar, 8 April 2000
Bergen Kunstmuseum
Bergen Art Muscum
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Jason Karaindros

Decalage, 1998

Two clocks, diameter of about 40 em
Collection of the arnst

On Kawara

I Got up at, 1969
Postcards

Collection Bernar Venet

On Kawara

Date Painting. Sepr. 14, 1975

Painting and documentation, 254 x 33 cm

The Gilbert and Lila Silverman Collection, Detroit

Per Kirkeby

Digree Face Clock, 1969

Clock, printed face, 6,9 x 7 x 45 cm

The Gilbert and Lila Silverman Fluxus Collection, Detroit

Per Kirkeby

Compass Face Clock, 1969

Clock, printed face, Bx 7,8 x 8,6 cm

The Gilbert and Lila Silverman Fluxus Collection, Detroit

Alison Knowles

Tdemttcal Lameh, 1973

Silkscreen and pigment on canvas, 43,4 x 43,5 cm

The Gilberr and Lila Silverman Fluxus Collecton, Detroit

Joseph Kosuth

Owe and Five Clocks, 1965

Installation

Museet for Samudskunst

The MNational Museum of Contemporary Art, Oslo

Jean-Jacques Lebel

An Ineitation to Perfarm, 2000

Seminar and Happening, 8 April 2000
Bergen Kunstmuseum

Bergen Art Museum

132

Richard Long

Twedve Howrs Twedve Sommits, 1983

Instruction drawing, 83,82 x 1143 em

The Gilbert and Lila Silverman Caollecton, Detroit

George Maciunas

One Year, 1972

Assemblage, orange juice conminers, 2096 x 1314 = 10 cm
The Gilbert and Lila Silverman Fluxus Collection, Detroit

Georges Mathieu

Dreatly of Philippe de Nevers, 1959

Oil on canvas; 130 x 81 cm

Bergen Kunstmuseum — Stenersen Samling

Bergen Art Museum

Jean Messagier

King of Hearts

Oil on canvas, 112 x 80 cm

Bergen Kunstmuseum — Stenersen Samling
Bergen Art Museum

Jacques Monory

A Robert Aldrich, 1990

Acryl on canvas, 180 x 230 ¢cm
Collection of the artist

Edvard Munch

Woomsan in Three Stages, 18935

Oil on canvas, 164 x 250 cm

Bergen Kunstmuseumn — Rasmus Meyers Samlinger
Bergen Art Museum

Edvard Munch

Spring on Kar! Johan, 1891

(il on canvas, 80 x 10 cm

Bergen Kunstmuseum — Bergen Billedgaller
Bergen Art Museum



Yoko Ono

Kiss, 1971

Sculpture, 122 x 10 em
Collection of the artist

Roman Opalka

Diftail 2450737 — 2473067, 1965
Diétarl 3613344 — 36319499, 1965
Diétail 4357404 — 4380687, 1965
Ditail 4380688 — 4602213, 1965
Diéraif 4602214 — 4625127, 1965
Acryl on canvas, 196 x 135 em
Collection of the artist

Dennis Oppenheim

Chete Howr Baew (Detarl) and Mile Continons Track, 1968
Collage, 102,87 x 76,2 cm

The Gilbert and Lila Silverman Collection, Detroit

Pablo Picasso

Sitting Wonman, 1953

Oil on canvas, 92 x 73 ¢m

Bergen Kunstmuseumn — Stenersen Samling
Bergen Art Museum

Pablo Picasso

MNaivre Morte, 1918-19

Qil on canvas, 35,5 x 28 cm

Bergen Kunstmuseurn — Bergen Billedgalleri
Bergen Art Museum

Hans Richter

Ribytmur 21, 1921-24

Video

£ Hans Richter/ Cinédoc 2000

James Riddle

25 Clock Faces, One Clock Cabingt, 1966

Mixed media, 37,8 x 37,3 x 33,7 em

The Gilbert and Lila Silverman Fluxus Collection, Detroit

Giovanni Francesco Romanelli

The Rape of the Sabines

Oil on canvas, 71 x 984 x 24 cm

Bergen Kunstmuseum — Bergen Billedgalleri
Bergen Art Museum

Diieter Roth

Oddaser Chrgen

Mixed media, 210 x 40 x 5 cm

The Living Art Museum, Revkjavik

Charles Ross

Sumiight Convergemce/ Sodar Burn, 1972

Photographs and peneil on paper, 58,42 x 76,2 cm
The Gilbert and Lila Silverman Caollection, Detroit

Claude Rutaule

Ul falleatar ehiasse vt cunitre, 1999

Installations ar Danmarksplass and Bergen Art Muscum
Collection of the artist

Andres Serrano

Ulutithed 1771, 1989

Ulntithed X, 1989

Ulntitledd XT17, 1989

Photographs, 53,5 % 74 em

Callection of Jon and Joanne Hendricks

Chicko Shiomi

Spatial Poews wo. 1, 1966

Offset on paper, 36,5 x 82,3 em

The Gilbert and Lila Silverman Fluxus Collection, Detroit

Daniel Spoerri
So Easily Made no.22 (Meal Eaten by Rober? Rosenbilum), 1964

Glass, food remains, plastic, porcelain, paper and painted wood,

626 x 0692 x 243 em
The Gilbert and Lila Silverman Fluxus Collection, Detroit



Jiro Takamatsu

Madan Clock, 1969/ 1970

Pained wood, metal, clock works, light, 30 x 23 x 45 cm
The Gilbert and Lila Silverman Collection, Detroit

Jean Tinguely

Sculprrere

Scrap metal, moror, 76,2 x 35,6 x 30,5 cm

The Gilbert and Lila Silverman Collection, Detroir

Victor Vasarely

Zoeld, 1964

Tempera, 80 x 80 cm

Bergen Kunstmuseum — Stenersens Samling
Bergen Art Muscum

Ben Vautier

Tine, 1961

Mixed media

The Gilbert and Lila Silverman Fluxus Collection, Detroir
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Bernar Venet

Decein Montvant 1a Méthode de Roscosvrenvent de la surfiace d in falbiean,

1963
Ol on canvas, 150 x 120 cm
Collection Bernar Venet

Andy Warhol

Sleep

Video

© 2000 The Andy Warhol Museum, Pirtsburg, PA,
a museum of Carnegie Institute,

Film still eourtesy of The Andy Warhol Muoseum

Robert Watts

10 Howr Fliee Clack, 1969

Clock, printed face, 8,2 x B2 x 5,7 cm

The Gilbert and Lila Silverman Fluxus Collecton, Detroit

Robert Watts

Flaoe Time Kit, 1966/ ¢a 1970

Assemblage

The Gilbert and Lila Silverman Fluxus Collection, Detroit
Gift of Yoko Ono

Lawrence Weiner

1Fater .':;.W'a’.ﬁ'a’ From Sewrve to Use
Free hald

Collection of the artist
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