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Formali

{ fiogur ar hefur Gretar Reynisson unnid ad verk-
efni sem hofst 1. jantar 1997 og sér ekki fyrir end-
ann & enn. Petta er vaxtarverkefni af peini tegund
sem 4 ensku vaeri kallad "work in progress” og hef-
ur ad meginpema tilvistariega skraningu timans.

Verkefnid er annars vegar motad af timatalinu
&ins 0g vid maslum pad | dogum, vikum, manudum
og arum. Hins vegar er pad motad af tivistarlegri
upplifun timans og sjénraenni framsetningu pessar-
ar upplifunar.

Fré 4rinu 1998 hefur Gretar 4rlega haldié syningu
4 afrakstri nylidins ars & olikum stodum: i Nylista-
safninu 1998, Gallerf i8 1999 og { gryfju Listasafns
ASi &rid 2000. Pegar kom ad pvi ad syna afrakstur
aldamétadrsins 2000 kom upp st hugmynd hjé Ei-
riki Poriakssyni forstsdumanni Listasafns Reykjavik-
Ur a8 setja allt verkefnid upp f eina syningu sem um
leid lokadi 20. ldinni & pessu ferli. Jafnframt var &-
kvedio ad efna til Utgafu pessa bokarkorns, sem
myndar eins konar anndl pessa ferlis fram ad 31.
desember &rid 2000.

Pegar Gretar Reynisson bad mig i upphafi ad
festa nokkur ord & blad er geetu fylgt syningu hans
yiir &rid 1997 gerdi ég mér ekki grein fyrir byi ad

Preface

For four years, Gretar Reynisson has been work-
ing on a project that began on January 1, 1997 and
stil has no end in sight. This is a “work in progress”
dealing with the existential documentation of time.

On one level the project is shaped by the calen-
dar as we record it in days, weeks, months and
years. On another level is shaped by the existential
experience of time and the visual presentation of
this experience.

Since 1998, Reynisson has held an annual exhi-
bition of his work during the past year, at various
venues: The Living Art Museum in 1998, Galleri i8
in 1999 and at ASI Art Museum in 2000. When it
came around to show his work for the millennium
year 2000, Eirkur Thorlaksson, Director of the
Reykjavik Art Museum, raised the idea of present-
Ing the whole project in a single exhibition which at
the same time would mark the end of the 20th cen-
tury in this process. It was also decided to publish
this booklet, which forms a kind of chronicle of the
process until December 31, 2000.

When Gretar Reynisson originally asked me to
write a few words to accompany the exhibition of
his work from 1997, | diid not realise that it would be




petta yrdi upphaf samvinnu, sem stadid hefur okk-
ar & mili sidan. Arlega hef ég sest nidur og fest
nokkur ord & blad sem fylgt hafa syningum hans,
©0g mynda eins konar samtal okkar & mili. Textarn-
ir eru heimild um timabundin vidbrégd min vid
bessu verkefni & firum &rum, vidbroga sem fela
sér endurtekningu um leid og pau endurspegla eins
og verkin sjalf tilorigdi via pema, sem ég held ad sé
baedi verdugt og dteemandi umhugsunarefni. Pad
var samkomulag okkar ad lita mastti & pessa texta
sem eins konar vidhengi vié pé sdgu sem hér er
690, 0g ad beir geetu fylgt henni & somu forsend-
um sem eins konar vaxtarverk, work in progress.

Um leid og Listasafni Reykjavikur er pakkadur &
hugi & pessu verkefni skal pad undirstrikad ad hér
er um vaxtarverk ad reeda sem midast ekki vid ar-
pisundamétin, heldur & sér fyrst og fremst tilvistar-
legar forsendur par sem rammi timatalsins verdur 4-
valt afsteedur.

Olafur Gislason

the start of a collaboration that we have been
engaged in ever since. Every year | have sat down
and written a few words to accompany his exhibi-
tions, which form a kind of dialogue between us.
These texts are records of my responses to this
project over the period of four years, responses
that represent a repetition at the same time as
reflecting, like the works themselves, variations on a
theme which | feel is both a worthy and an inex-
haustible occasion for thought. We agreed that
these texts could be regarded as a kind of attach-
ment to the tale told here, accompanying it on the
same premisses, like a work in progress.

Along with my thanks to Reykjavik Art Museum
for its interest in this project, | would like to under-
line that this is a work in progress which does not
have the millennium as its reference point, but is
above all based on existential premisses, where the
framework of time will always be relative.

Olafur Gislason



Dagsplatti, sunnudagur 7/9 1997 Dayplate, Sunday 7/9 1997
graftbly & 12mm krossvidsplotu, 12x12sm, raunsteerd graphite on 12mm plywood, 12x12cm, ful-scale



Nylistasafnio, SUM-salur, jandar/ febriar 1998, yfiditsmynd

The Living Art Museum, Reykjavi, January/February 1998,
installation view

1997

The thought that sheds light by its absence

Hugsun sem lysir med fjarveru sinni

A einum stad segir Martin Heidegger a3 pad
sem nzeri hugsunina sé fyrst og fremst pad sem
lysir med fiarveru sinni'. Og pad sem hann telur
hvad bitastaedast f6dur fyrir hugsunina og um leid
mest adkallandi vidfangsefni hennar, sé einmitt s
stadreynd ad vid hugsum alls ekki. Hugsunin kallar
4 sjélfa sig med fiarveru sinni, madurinn er kndinn til
hugsunar pegar hann skynjar ad hugsunin er hon-
um horfin. Pad sem kallar & umhugsun er sté3ugt
ad hverfa fra okkur og med fréhvarfi sinu gerir pad
vart vié sig. Ef pessar bversagnir varpa gagnlegu
libsi & kjarna hugsunarinnar, pé varpa paer ekki si-
ur dhugaverdu liési & kiara myndiistarinnar: ad pad
s vidfangsefni myndiistarinnar a8 birta okkur pad

In his lecture “What is called thinking?" Martin
Heidegger said that thought is primarily nourished
by its own absence. And what he considers the
‘most nourishing food for thought and at the same
time most thought-provoking is precisely the fact
that we do not think at all. Thought invokes itself by
its absence, man is compelled to think when he
senses that thought has left him. That which calls
for contemplation is continually leaving us, and by
leaving it makes its presence felt. If these paradox-
es shed useful light on the essence of thought, then
they shed no less interesting light on the essence of
visual art: that it is the task of visual art to present
to us what has vanished from our sight. Awareness
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sem er horfi® sjonum okkar. Vitundin um ad eitt-
hvad sé horfio er jafnframt vitund um ad pad sé til
stadar - handan hins synilega. Vidleitnin til ad skapa
myndlist er pa kntin fram af peiri dleitnu tifinningu
ad vid hofum misst sjonar af einhverju sem er og
skiptir okkur mali. Med pvi ad hondla pad horfna i
synilegri mynd héfum vié hondlad einhvern sann-
leika sem kann ad breyta okkur sjlfum.

Pessi hugsun verdur hvergi ljésari en i triarlegu
samhengi: aldrei hefur truarleg hugsun or3id dypri
og sannari en i vitund peirra manna sem skynja pad
sterklega ad Gud sé horfinn. Pad hefur verid meg-
invidfangsefni triarlegrar myndiistar ad birta okkur
Gsynilega &sionu Guds. Ad kalla fram mynd pess
sem er okkur horfid og dregur okkur til sin einmitt
pess vegna.

Pessi tulkun Heideggers & pvi sem neerir hugsun
okkar verdur mér & einhvern hétt enn ljésari pegar
&g virdi fyrir mér myndir Gretars Reynissonar. Ekid
bara pau verk sem hér eru til stadar og kalla fram
idinn tima med apreifaniegum haetti, heldur einnig
fyri verk hans, sem eru oft eins og seidur sem
magnar upp og gerir apreifanlega pa handanveru
sem er handan hins synilega. Hvort sem pad er
spirallinn, sem leitar sterkt og akaft ad midjunni eda
svartholid sem dregur allt efni, lifandi og dautt, 6-
motstaedilega ad omaslanlegum Kjarna sinum,
bessu efnismikla tomi sem virdist af annarri vidd en
skilningur okkar feer numid. Til pess ad magna fram
iduhreyfingu svartholsins hefur Gretar einkum not-
ast vid grafitbly og einfaldan efnivid eins og krossvid
eda pappir. Handverkid birtist okkur ekki i fagurlega
dregnum linum eda nékvaemri skyggingu, heldur i
astridufullu nuddi sem magnar fram efniskennd hins
s60a par til pad opnar okkur nélgun pessa svart-
hals, sem allt eins gaeti verid sa Gud sem er horfinn
sjonum okkar og dregur okkur pess vegna til sin.

A einu 4ri hefur Gretar fundid naeringu fyrir hugs-
un sina i daglegri i3kun blantsteikningar & kross-
vidarplotur, sem hann kallar “platta”, en gestu allt
eins heitid “dagar”. Plattar pessir mynda eins konar
dagbok og eru til ordnir af pér fyrir ihugun & peirri
stundu pegar vid véknum til vitundar um ad hugs-
unin er okkur horfin. An fyrirfram gefinnar gastiunar
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that something has vanished is at the same time
awareness that it exists — beyond the visible. The
effort to create art is then driven on by the haunting
sense of having lost sight of something that exists
and is important to us. By handling the vanished in
a visible form, we have handled a certain truth which
might have a changing effect on our life.

This thought is nowhere more obvious than in a
religious context: never has religious thought been
more profound and true than in the consciousness
of people who strongly sense that God has disap-
peared. It has been the main task of religious art to
present to us the invisible countenance of God:
invoking the image of what has vanished from us
and attracts us precisely for this reason.

Heidegger's interpretation of what nourishes our
thought becomes somehow even clearer to me
when | contemplate Gretar Reynisson’s work. Not
merely the works shown here that call forth time
past in a tangible fashion, but also his earlier works,
which are often like a spell conjuring up and con-
cretizing what had turned away, beyond the visible.
Whether it is his spiral, powerfully and intensely
seeking out its centre, or the black hole that attracts
all animate and inanimate matter irresistibly
towards its immeasurable core, the massive void
apparently belonging to a dimension beyond what
our understanding is able to grasp. In order to con-
Jjure up the eddying motion of the black hole,
Reynisson uses in particular graphite and simple
materials such as plywood or paper. The crafts-
manship does not appear to us in beautifully drawn
lines or precise shading, but rather in a passionate
rubbing which elicits the material quality of the visi-
ble, untilit opens up to us the approach of the black
hole that might just as easily be the God who has
vanished from our sight and therefore attracts us to
him.

In the course of a year Gretar Reynisson has
found food for thought in the daily practice of pen-
cil drawing on plywood, which he calls ‘plates” but
could just as easily be called ‘days.” These plates
form a kind of diary and are produced by the need
for contemplation at the moment when we become



365 dagsplattar

365 dayplates
graphite on 12mm plywood, 12x12cm
1/

grafitbly &12mm krossvidspltur,12x12sm
7 one for each day, 1/1 2 1997

einn & dag, 1/1 - 31/12 199;




e3a markadrar hugmyndar leggur Gretar biyantinn
4 midju plattans og byrjar a3 teikna. Pad sem birt-
st verdur ad pvi er virdist 6sjélfrad skilabod er koma
f gegnum handverkid &n pess ad gera bod & und-
an sér. Stundum teiknar hann kunnuglega hiuti eda
takn med tiltdlulega hefdbundnum heetti, stundum
verda til mynstur eda taknraen form sem avallt leita
2 midjunni, kjaranum eda tominu. Pad sem dag-
amir eiga b6 fyrst og fremst sameiginlegt er akof
eda astridufull efnismedferdin, sem nélgast pad ad
vera eins og nudd eda ndningur er leitar a8 kjarnan-
um. Eftir hverja teikningu af deginum hefur Gretar
tekid blyduftid tr yddaranum og notad sem efnivio
 sjalfsmyndir, sem einnig eru jafnmargar dégunum,
365. Sjalfsmyndimar eru flestar gerdar med pvi ad
prykkia pappimum & anditid og nudda sidan bijinu
yiir. Petta eru pvi eins konar afprykk, er gefa mynd
af pvi sem einu sinni var, en er nd horfid. Ytra byrd-
6 um hugsanir daganna eins og peer birtast 4 platt-
anum. | heild sinni myndar petta verk, “Arid 1997”,
mynd af tima sem er okkur horfinn. Pad er engin
fortidarpra i pessu verki, enginn sknudur eftir horf-
inni 1i6. En med pvi ad fletta pléttunum og blada
gegnum portrettmyndimar faum vid dleitna mynd af
bvi sem er horfid og kemur aldrei aftur. Jafnframt
vekur verkid i heild sinni aevarandi spurningar um
tengsl hins huglaega og hlutiega, tengs! hugmynd-
arinnar eins og hun birtist & plattanum og pess ytra
forms mannshugans sem andlitsprykki® birtir okk-
ur. Vi@ erum aldrei pad sem vid vorum en komum
b6 altaf a3 bvi sama: peiri stadreynd ad hugur
okkar er témur og hungrar | naeringu. AS héndla pa
hugsun sem er okkur horfin og Iysir med fiarveru
sinni.

(JanGar 1998)

1 Sja haskdlafyrirlestra Heideggers: Was Heisst Denken?
fra drunum 1951-52, einkum Il fyrirestur.

365 sjalismyndir
grafitbly, blek, lissmyndir o.f. & A2 pappir
ein 4 dag, 1/1 - 31/12 1997

aware that thought is lost to us. Without any pre-
determined plan or defined concept, Reynisson
puts his pencil to the centre of the plate and starts
drawing. What emerges then becomes a seeming-
ly automatic message transmitted unannounced
through the act of craftsmanship. Sometimes he
draws familiar objects or symbols in a relatively
conventional way, sometimes patterns or symbolic
forms appear, always centripetal and seeking the
essence or the void. But what the days have in
common is above all an eager or passionate han-
dling of material, which approaches a state of rub-
bing or friction seeking the core. After each day’s
drawing Reynisson has taken the graphite dust
from his pencil sharpener and used it as material for
portraits, also 365 in number just like the days.
Most of his self-portraits are made by pressing the
paper to his face and then rubbing the graphite
over it. These are therefore some kind of prints, an
image of what once was but has now vanished.
The encasement for the thoughts of the days as
they appear on the plates.

In its entirety this work, “The Year 1997," forms a
picture of time which is lost to us. There is no nos-
talgia in this work, no regret about time past. But by
going through the plates and browsing through the
portraits we are given a haunting picture of what
has gone never to return. At the same time the total
work prompts perennial questions about the rela-
tion between subjective and objective, between the
image as it appears on the plate and the external
form of the human mind that the face-prints show
us.

We are never what we once were, but always
return to the same thing: the fact that our minds are
empty and crave nourishment. To handle  the
thought that has vanished from us and sheds light
by its absence.

(January 1998)

365 sel-portraits
graphite, rnk pha!ographs etc. on A2 paper
for each day, 1/1 - 31/12 1997
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Galleri 8, mars/april 1999, yfiritsmynd

Galler 8, Reykjavik, March/April 1999, installation view

1998

A8 myndgera timann og veruna

Fyrir rimu ri sidan héit Gretar Reynisson syningu
i Nylistasafninu par sem gat a3 Iita eins konar skra-
setningu hans & drinu 1997 | 365 myndplottum, ein-
um fyrir hvern dag drsins, asamt jafnmérgum “sjalfs-
myndum”,

N hefur Gretar haldi® &fram pessari skrasetningu
sinni & timanum, en  breyttu formi. | stad pess ad
skrésetja hugsanir daganna med einum platta &
degi hverjum hefur hann skrasett vikurnar. Um leio
hafa plattamir steskiad og pykknad og vié faum nd

Pictorializing time and being

Just over a year ago Gretar Reynisson held an
exhibition at the Living Art Museum which presented
a kind of documentation of the year 1997 in 365
plates with drawings, one for each day of the year,
together with the same number of “self-portraits.”

Reynisson has continued his documentation of
last year, but now in a different form. Instead of
recording his daily thoughts on a single plate, he has
now documented the weeks. His plates have grown
larger and thicker and we now see a survey of the
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yiirsyn yir vikur drsins 1998 { einni sionhendingu. |
stad pess ad vinna eina telkningu & dag hefur Gret-
arunnid eina & viku hverri. Utkoman er i beinu fram-
haldi af pvi sem fré var horfid, en nd er meiri timi og
meii vinna 1698 | hverja mynd.

Sem fyrr er meginramminn um verkid timinn - tim-
inn eins og vid maslum hann eftir gangi himintungl-
anna annars vegar og timinn eins og vid lifum sjalf
okkur i honum hins vegar. Annars vegar hofum vid
timann sem hiutllegan ramma eda umgjord um [if
okkar eins og hann birtist i fislda og upprédun
vikuplattanna eftir manudum &rsins. Hins vegar héf-
um vid sjalft myndmali sem birtir okkur reynsluna af
pvi ad vera til i timanum. Annar ramminn er hiutieeg-
ur i peim skilningi ad vid getum horft & hann sem
hvem annan hiut eda tiblinn maelikvarda, sem
stendur utan vid timalega reynslu okkar og maslir I
okkar eins og pad vaeri hiutgert vidfang eda linulegt
ferii

Sjélfar myndimar & piéttunum birta okkur hins veg-
ar alit annan veruleika, sem ekki verdur settur undir
neina hiutieega maelistiku. Paer birta okkur hina
stundlegu veru par sem fortidin og framtidin ysa ein-
ungis med flarveru sinni sem moguleiki & lidandi
stund. Hin timalega vera birtist okkur lifandi i pessu
myndméii sem er eins og silfsprottia (it fra midjunni
eda téminu, sem pad gerist i. Pessar myndir eru eins
og atburdir par sem myndmalid gerir sig saft | teikn-
ingu listamannsins um leid og hann sialfur verdur ti |
myndmélinu. Plattamir syna okkur myndmaiid, tim-
amn og veruna sem Gadskilanlega peetti, sem ekki
verda lagdir & maslikvarda timatalsins, vegna pess ad
hann er tan vid hina timanlegu reynsiu. Med pvi ad
sefja verkid fram innan tveggia svo likra ramma vek-
ur Gretar upp dleitnar spumingar um skiining okkar &
timanum og verunni, sem enn eru undirstrikadar
med braudunum sem hann hefur bakad, eitt fyrir
hvern dag arsins. Braudin eiga sér hefdbundna tri-
arlega skirskotun og undirstrika ad hvort sem vie
leggium maelikvarda tomsins eda eilfdarinnar &
reynslu okkar af pvi ad vera il i timanum, pa erum vid
ad fialla um meelikvarda sem standa utan allrar hefd-
bundinnar rékhyggju sem midar ad pvi ad hiutgera i
okkar og tilveru sem medhdndlanlega “stadreynd”.

14

weeks of the year 1998 at a glance. The outcome is
a direct continuation of where he left off, but more
time and work is now devoted to each work.

As before, the main framework around the work
is time — time as we measure it according to the
motion of the planets and time as we experience it
by our being. On the one hand we have time as an
objective framework around our lives, as it appears
in the number of the weekly plates and their
arrangement by the months of the year. On the
other hand we have the visual language, which
shows us the experience of being in time. One
framework is objective in the sense that we can
look at it like any other object or artificial criterion,
which stands outside our temporal being and
measures our life as if it were an object or a linear
progression.

The actual images on the plates, on the other
hand, show us a completely different reality to
which no objective yardstick can be applied. They
show us the transitory existence where past and
future only shed light by their absence as a possi-
bilty during the passing moment. Temporal being
discloses itself in this imagery which seems to be
spawned automatically from the centre or the void
where it occurs. These images are like events
whereby the language creates itself through the
artist's act of drawing, at the same time as he him-
self comes into being in the language. The plates
show us the imagery, time and being as insepara-
ble elements which admit no measurement against
the yardstick of the calendar because it is alien to
temporal experience. By presenting the work within
two so highly uniike frameworks, Reynisson raises
probing questions about our understanding of time
and being, which are underiined stil further by the
bread he has baked, one for each day of the year.
The small loaves of bread carry a religious allusion
and underline that whether we measure our expe-
rience of being in time by the criterion of the void
or of eternity, we are dealing with criteria that stand
outside all traditional rationalism which aims to
objectify our lives and existence as a manageable
“fact.”



53 vikuplattar 53 weekplates
graftbly 4 21mm krossvidspiotur, 21x21sm graphite on 21mm plywood, 21x21cm
einn & viku, 28/12 1997 - 2/1 1999 one for each week, 28/12 1997 - 2/1 1999




Trilega hafa fair orad pessa pversdgn betur en
argentinska skéldid Jorge Luis Borges:

El tiempo es la sustancia de que estoy hecho. El
tiempo es un rio que me arrebata, pero soy el rio;
es un tigre que me destroza, pero soy el tigre; es un
fuego que me consume, pero soy el fuego."

A islensku geeti petta hijédad pannig:

Timinn er pad efni sem ég er gerdur r. Timinn er
fijét sem ber mig med sér, en ég er fijotid; hann er
tigurinn sem rifur mig & hol, en ég er tigurinn; hann
er eldurinn sem eydir mér, en ég er eldurinn.

(Mars 1999)

' JLBorges: Nueva refutation del tiempo, ur Otras
inquisiciones, 1960

365 braud
eitt & dag, 1/1 - 31/12 1998

Few people have probably expressed this para-
dox better than the Argentinean writer Jorge Luis
Borges:

El tiempo es la sustancia de que estoy hecho. EI
tiempo es un rio que me arrebata, pero yo soy el
rio; es un tigre que me destroza, pero yo soy el
tigre; es un fuego que me consume, pero yo soy el
fuego.

(Time is the substance of which | am made. Time
is a river that snatches me away, but | am that river;
it is the tiger that lacerates me, but | am that tiger;
it is the fire that consumes me, but | am that fire.)

(March 1999)

365 loaves of bread
one for each day, 1/1- 31/12 1998
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Ménadarplatti, jantiar 1999
grafitbly & 26mm kross




Listasafn ASI, gryfia, apri/mai 2000, yfiritsmynd

AS] Art Museum, Reykjavik, Apri/May 2000, instalation view

1999

Hélmgangan vié timann

Eg er ad horfa 4 matta biyantsteikningu 4 slétt-
um krossvidarplatta par sem svartur hringur ris i
avolu formi med dimman blett i midju myndar-
innar eins og geirvarta. Ut fra pessari hringmynd
risa garur sem leysast upp vid jadar myndarinn-
ar. Myndin er mjdklega dregin pannig ad hvergi
sjast strik eda linuskil, heldur er allt eins i dimmri
modu.

Ahvad er ég ad horfa, hvad er pad sem ég sé?

The duel with time

| am looking at a matt pencil drawing on a
smooth plywood plate where a black circle rises in
a cylindrical form with a dark spot in its centre like
a nipple. From this circular image, waves rise and
dissolve at its periphery. The image is softly drawn,
so that neither lines nor the space separating them
can be discerned; everything seems in a dark
haze.

What am | looking at, what is it that | see?




Petta er mér nokkur radgata bvi ég skynja strax
ad pad sem ég horfi 4 er ekki sama og pad sem ég
s6. Hofundur verksins er til dasmis hvorki til stadar i
blyinu eda krossvidnum eda pessu avala formi og
pessum gérum, en um leid og ég veit a8 myndin er
hiuti tr dagbok Gretars Reynissonar og geymir heil-
an manud Ur islenskum skammdegisvetri { lffi hans,
|ba sé ég annad en pad sem er fyrir augum minum.
Eg sé mann og ég sé lif og umhverfi, sem er falid &
bak vid myndina. Og umiram allt sé ég verknad sem
bundinn er  formum og &ferd myndarinnar. Pessi
mynd er pvi ekki 6ll par sem hin er séd og fyrr en
varir skjéta hugsanir upp kollinum sem leiéa mig
Gravegu fra upphafi sinu. Pad fullnaegir mér ekki ad
bera myndina saman vid eitthvad sem ég bekki fyr-
ir, til deemis konubrjést eda garur a vatni, og lata par
Vid sitia. Pessi teikning megnar ekki ad segja mér
neitt nytt um pad sem ég bekki fyrir 4 forsendum
eftirikingarinnar, hins vegar varpar hin [iési sinu og
myrkri 4 eitthvad sem ég skynja pott pad sé vios
fiai pvi sem ég sé. Petta samhengi verdur kannski
jésara begar bid er a8 koma myndinni fyrir innan
ramma syningar par sem vid sjaum 12 krossvidar-
platta, sem unnir hafa verid & 12 manudum arsins
1999 asamt tolf kaffidagbokum sem fylla samtals
365 bladsiour med hringlaga férum eftir jafn marga.
kaffibolla, sem héfundurinn hefur drukkid & hverjum
degi arsins 1999. Leffar af amstri daganna, skré-
setning timans? - Vissulega, en ekki bara pad.
Telkningamar & pessari syningu hafa tvirseda visun
1il flarveru og neerveru pess sem er og pess sem
gerist { verkunum og i timanum. Pannig vekja fagud
og nostursamleg vinnubrégadin i teikningunum upp
tvibentar spurningar um leitina ad innsta Kjarna og
edli hiutanna, en um leid er eins og form peirra séu
ndnast handahéfskennd, par rikir ekkert stigveldi,
heldur sameinast peer um midjuhugsunina eina rétt
eins og telknarinn hafi hafid verk sitt Gt fra midjunni
&n bess ad hafa lagt upp med akvedna frummynd
eda hugmynd, adra en ba ad teikna ut fra midjunni,
midjunnar vegna. Pad er sjdlfur verknadurinn, hand-
verkid, sem hér skiptir meginmali eins og pad birtist
i efnislequ yfirbordi og 4ferd telkningarinnar & med-
an Karninn Iysir med flarveru sinni i tomr midju
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This perplexes me somewhat, because | immedi-
ately sense that what | am looking at is not the
same as what | see. The author of this work, for
example, does not exist in the graphite or plywood
or this circular form and these waves, but while |
Kknow the image is part of Gretar Reynisson’s diary
and contains a whole month in his life from the dark
Icelandic winter, | see something different from
what is before my eyes. | see a man and | see a life
and an environment which is hidden behind the
image. And above all | see an act which is encom-
passed in the forms and texture of that image. So
there is more to this image than meets the eye and
before I know it thoughts spring to mind which lead
me far away from their origins. It does not satisfy
me to compare the image with something familiar,
for example the female breast or waves on water,
and leave the matter to rest there. This drawing is
incapable of teling me anything new about what |
already know through the principle of imitation, but
it does shed its light and darkness on something
that | perceive although it is far from being what |
see. This context perhaps becomes clearer when
the image is arranged in the framework of the exhi-
bition where we see 12 plywood plates, produced
during the 12 months of 1999, together with 12
coffee diaries filing a total of 365 pages with round
stains left by the same number of cups of coffee
which the artist has drunk, one for every day of the
year 1999. Dregs of the hustle and bustle of the
days, documentation of time? — Certainly, but not
only that. The drawings at this exhibition carry an
equivocal reference to the absence and presence
of that which is and that which happens in the
works and in time. Thus the meticulous craftsman-
ship of the drawings provokes ambiguous ques-
tions about the quest for the innermost essence
and the nature of things, but at the same time their
forms give the effect of being almost random, no
hierarchy prevails there, and instead they unite
around the centre just as if the artist had started his
work out of there without any specific prototype or
concept, apart from drawing from the centre out-
wards, for the centre’s sake. It is the act itself, the
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myndarinnar. Misjan sem eftir stendur er midpunkt-
ur pess toms, sem kannski var kllun myndiistar
tuttugustu aldarinnar, pegar 6llu var & botninn
hvolft. Tém sem jafnframt markar nytt upphaf, nyj-
ar forsendur pess ad takast & vié timann og rymid
tiveru okkar. Tém par sem frumforsendan Iysir i
gegnum midju myndarinnar med flarveru sinni. Tém
Ppar sem myndin verdur eins og leifar eda spor pess
sem einu sinni var, rétt eins og hringurinn i kaffidag-
bokinni.

Syningin “1999" er pridja synig Gretars um sama
pema. Adur syndi hann dagana og sjlfsmyndimar
- *1997"- | Nylistasafninu og vikumar og braudin -
"1998"- | Gallerf i8. SU syning sem hér birtist er nyr
péttur i verkefni sem Gretar hefur sett sér til margra
dra og hefur margreedar ftivisanir, ekki bara fil
einkalifs hans og persénulegrar héimgangu vio tim-
ann og rymid, heldur lika til pess samtima arbu-
sundamétanna sem einkennist umfram annad af
pvi ad frumforsendan er horfin og tilgangurinn helg-
ast af virkninni. Petta 4 vid hvort sem vid litum il
markadarins eda hins alltumlykjandi taeknineims,
par sem medalid helgast af sjlfu sér an nokkurrar
frumforsendu. Grundvallargildi sem vid pekijum ur
hugtdkum eins og Gud, Nattdra, Saga, Pj6d, Fram-
farir, Frelsi, Sjalfsvitund, Fagurfreedi o.s.frv. eru ord-
in hiuti af taknmaiskerfi skiptagildanna, par sem
virknin er eini maelikvardinn og skynjunin & veruleik-
anum takmarkast Vi3 svipmyndir taknanna sem
birtast okkur eins og skjamynd eda spor i sandi,
sem leifar pess manns og pess tima sem einu sinni
var en kemur aldrei aftur.

(April 2000)

12 kaffibaskur, med 365 kaffiforum
eitt & dag,1/1 - 31/12 1999
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craftsmanship, which is the crucial factor here as it
appears in the material surface and texture of the
drawing, while the essence, by virtue of its
absence, sheds light in the void centre of the pic-
ture. The centre that remains is the centre of the
void which, when all is said and done, was perhaps
the vocation of twentieth-century visual art. A void
which at the same time marks a new beginning,
new premisses for tackling time and space in our
existence. A void where the fundamental principle
shines through the centre of the image with its
absence. A void where the image becomes like
dregs or tracks of what once was, just like the cir-
cle in the coffee diary.

The exhibition “1999" is Gretar Reynisson’s third
on the same theme. Previously, he showed the
days and self-portraits — “1997" - at the Living Art
Museum, and the weeks and loaves of bread —
“1998” - at Galleri i8. The exhibition presented here
is a new chapter in the project that Reynisson has
set himself for many years and carries a wealth of
allusions, not just to his private lie and personal
duel with time and space, but also to the contem-
porary time of the millennium whose main
characteristics are the disappearance of primary
principles and the purpose being sanctioned by the
effect. This applies whether we look to the market
or to the all-embracing world of technology, where
the means are self-ustified without any fundamen-
tal principle. The basic values we know from con-
cepts such as God, Nature, History, Nation,
Progress, Freedom, Identity, Aesthetics, etc. have
become part of the semiology of exchangeable val-
ues, where effect is the only criterion and percep-
tion of reality is confined to glimpses of symbols
that appear to us like an image on a screen or a
footprint in sand, as relics of the man and the time
that once were but will never return.

(April 2000)

72 coffeebooks, with 365 coffee stains
one for each day, 1/1 - 31/12 1999
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Pegar fjarvera tilgangsins hverfur

Avid 2000: 52 uppvafin badhandklzedi og biyants-
telkning & krossvidarfieka sem myndar endalausa
hringi utanum tomid; pannig Iykur Gretar Reynis-
s0n 20. éldinni i fiérdu syningu sinni um sama pem-
a0, sem vid getum Kallad tivistarlega skraningu
timans vi® pusaldamét. Badhandkieedin geyma
hvert fyrir sig svitastorku, grom og likamsvessa héf-
undarins fré vikudégunum s og eru merkt 52 vik-
um aldamétadrsins. Pau vitna um daglegar hreins-

When the absence of purpose vanishes

The year 2000: 52 rolled-up bath towels and a
pencil drawing on a plywood board forming end-
less circles around the void; this is how Gretar
Reynisson ends the twentieth century at his fourth
exhibition on the same theme, which we can call
the existential documentation of time at the turn of
the millennium. Each bath towel preserves  the
artist's oried sweat, dirt and bodily fluids from the
respective seven days of the week and is marked
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unarathafnir 4id 2000. Teikningin er hins vegar 4-
Voxtur daglegrar idju Gretars med blyantinn 4 sama
tima, dagleg hringferd handar og biys i kringum
sama tomid alla 366 daga hlauparsins 2000, eins
og vitnisburdur um eilifa endurkomu hins sama i
tima sem ekki & sér lengur annad markmid en end-
urtekninguna sjdlfa. Ef vid getum sagt um pessi
verk og pridr fyrri synigar Gretars, ad peer feli { sér
tilvistarlega skréningu timans, ba merkir pad lika ad
pau séu med einhverjum heetti merkt tidarandan-
um. St mynd sem hér er dregin upp af timanum
bodar hvorki “frelsun” i anda kristindomsins né
frampréun { anda sdgulegrar framfarahyggju, han
bodar ekki einusinni gildi hins nyja i anda framdr-
stefiu modernismans. Timinn 4 81d teeknihyggjunn-
ar hefur glatad markmidi sinu og hinn einstakiings-
bundni verknadur hefur ekki lengur ségulega merk-
ingu vegna pess ad madurinn hefur ekki lengur yf-
irsyn yfir hvert taeknipréunin og samfélagid eru ad
leida hann. Hann getur ekki lengur spurt sig peirrar
spurningar, hvad hann eigi ad gera med taekni-
heiminn sem umlykur hann, hann getur  besta falli
spurt sjalfan sig hvert taeknin muni & endanum leida
hann. Samtimi okkar einkennist af yfirbyrmandi
vanmattarkennd gagnvart alltumlykjandi  valdi
teekninnar, sem stundum bryst Gt i Sfgakenndri
greedgi i upphafnar afurdir hennar, sem eiga ad fyla
Upp i t6mid og tilgangsleysid. Blaetisdyrkun sam-
timans 4 reetur sinar i dleeknandi Sfulinzegju, pré eft-
ir glétudum tima og glétudum tigangi.

SU var tidin ad listin var vettvangur fyrir andof
gegn til i og firingu élagsi
Petta andof tti raetur sinar i rémantikinni, en gekk i
gegnum médemismann i mérgum myndum. A bak
Vi pad 4 6skin um hina ségulegu Gtopiu, trin &
matt mannsins til bess ad na valdi 4 adsteedum sin-
um og skapa samfélag & grundvell einstaklings-
frelsis, sannrar pekkingar og heilsteyptrar sialfsveru.

A timum pusaldamétanna er eins og forsendur
pessa andéfs séu brostnar. Tilkall visindanna til hins
6tvireeda sannleika er ekki lengur jafn Gumdeilt og
&dur, og sannleiksleit peirra birtist okkur i yfirpyrm-
andi 63 upplysinga og stefnulausrar dsoknar eftir
meiri upplysingum, &n annarra synilegra_heildar-
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with the 52 weeks of the millennium year. They tes-
tify to daily acts of purification in the year 2000. The
drawing, on the other hand, is the fruit of
Reynisson's daily occupation with the penci, a daily
round trip of hand and graphite around the same
void for every one of the 366 days of the leap-year
2000, like a testimony to the eternal recurrence in a
time which no longer has any goal except repetition
itself. If we can describe these works and
Reynisson’s three previous exhibitions as repre-
senting the existential documentation of time, this
also means that they are in some way marked with
the spirit of our time. The image of time conveyed
here heralds neither “salvation” in the spirit of
Chistianity nor progress in the spirit of historical
progressivism, it does not even bode the values of
the new in the spirit of modernist avant-garde. In
the technological age, time has lost its purpose and
an individual’s act no longer has any historical
meaning, because man no longer has an overview
of where technological developments and society
are leading him. He cannot ask any more what he
should do with the world of technology that
envelops him; at best he can ask himself where
technology willlead him in the end. Our age is char-
acterized by an overwhelming feeling of man’s help-
lessness in front of the all-embracing might of tech-
nology, sometimes erupting in extremist greed for
its sublime products, which are supposed to fill the
void and futility. Modern fetishism has its roots in
incurable dissatisfaction, a yeaming for lost time
and lost purpose.

There was a time when art was a forum for dlis-
sent against the futiity and alienation of the tech-
nological society. This dissent was rooted in

, but went through inmany
forms. Underlying it was the wish for the historical
utopia, faith in man’s power to gain command over
his circumstances and create a society founded on
the freedom of the indlividual, true knowledge and
homogenous identity.

At the time of the millennium the premisses for
this dissent seem to have collapsed. Science’s
claim on unambiguous truth is no longer as undis-
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markmida en aukinnar framleidslu, par sem hinn
upprunalegi tigangur virdist oftar en ekki sntast
upp i andhverfu sina: i stad pess ad veita mannin-
um vald yfir umhverfi sinu og adsteedum virdist
teeknibréunin ni égna lifriki jardarinnar med 4dur 6-
fyrirsidaniegum afleiingum.

Med sama heetti birtist okkur andof listarinnar
gegn firingu iBnadarsamfélagsins ni sem hidréma
eftirsja eftir glétudum tima. Eftir stendur hin
sundrada sjalfsvitund par sem hin romantiska god-
s6gn um snillinginn er eins og ljésar  burtu og gidi
listaverksins sem vitnisburdur um upprunalega og
sanna tjaningu sjalfsvitundarinnar vikur fyrir enda-
lausri eftirgerd sem ekki & sér lengur Gtvirasda frum-
mynd. Spurningar listarinnar verda ekki lengur ad-
greindar fré virkni hennar i sinu menningarlega og
samfélagsiega samhengi f heild sinni.

Vid pessum adsteedum hefur Gretar Reynisson
brugdist med athyglisverdum hastti. Pegar ekki er
lengur heegt ad festa hendur & fiarveru tilgangsins
Ur virkisborg hinnar heilsteyptu og snnu tianingar
sjalfsverunnar birtir hann okkur petta brotthvarf fiar-
verunnar i endurtekningunni, og tekur par med
undir med Seren Kierkegaard: ,Pad parf eesku til
a3 vona, zesku til ad minnast, en pad parf Kjark ti
a0 villa endurtekninguna.*!

Fyrir Kierkegaard jafngiti valid & endurtekningunni
skrefid fré hinu fagurfreedilega til hins sidferdilega og
trarlega lifsvidhorfs. Med timaverkum sinum hefur
Gretar Reynisson stigid sambaerilegt skref: verk
hans hafa sidferdilegar og triarlegar skirskotanir
frekar en fagurfraediiegar.

(Mai 2001)

"“Der horer Ungdom i at haabe, Ungdom ti at erindre, men
der horer Mod i at vile Gientagelsen”. Soren Kierkegaard:
Gjentagelsen - Et Forsog i den experimenterende Psychologi,
Hans Reitzel, Kobenhavn 1961, bis. 12

puted as before, and its quest for truth appears to
us in an overwhelming flood of information and aim-
less appetite for more information, without any
other visible purpose than increased production,
where the original purpose more often than not
appears to turn into its opposite: instead of grant-
ing man command over his environment and cir-
cumstances, technological developments now
seem to threaten the Earth’s biosphere with unfore-
seeable consequences.

In the same way, art's dissent against the alien-
ation of the industrial society now seems like nos-
talgic croaking for lost times. What remains is the
fragmented identity where the romantic myth of the
genius seems light-years away and the value of the
artwork as testimony to original and true expression
Yields to endlless imitation which no longer has any
unequivocal prototype. The questions posed by art
can no longer be distinguished from its functionality
in its total cultural and social context.

Gretar Reynisson has made an interesting
response to these circumstances. When it ceases
to be possible to grasp the absence of purpose
from the citadel of the complete and true expres-
sion of identity, he shows us this disappearance of
absence through repetition, echoing the sentiments
of Soren Kierkegaard: ‘It belongs to youith to hope
and to youth to remember, but it belongs to brav-
ery to want repetition.”

For Kierkegaard, the choice of repetition was
equivalent to the step from the aesthetical to the
ethical and religious way of living. With his works on
time, Gretar Reynisson has taken a comparable
step: his works carry ethical and religious allusions,
rather than aesthetic ones.

(May 2001)
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