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Formali

Um leid og malari ber pensilinn ad léreftinu upphefur hann 6hjakvamilega
rokreedu vid alla hina mikiu hefd og vid allar paer venjur sem nu a timum gilda
sem leikreglur malarans. Pad er nanast 6gerlegt ad setja upp sakleysissvip, ad
mala eins og ekkert hafi gerst og ekkert purfi til. Ab minnsta kosti ef malarinn setur
sér eitthvert hasrra mark en ad na tékum & helstu adferdum til pess ab bregda upp
sjonhverfingu.

| fyrsta sinn sem ég sa malverk eftir Arvid Pettersen var hann fulltrii Noregs a
Biennalinum i Feneyjum 1976 og syndi undarlega dimmar, gljaandi myndir par
sem mjog falleg malaratilprif 4 kéflum togudust a vid lagkaruna i utjoskudum,
"réttaakum” reglum sem 6liu rédu & peim timum. Ekki hvarfladi pa ad mér ad hér
vaeri malari sem aetti eftir ad koma med eitt af pvi dvaentasta og athyglisverdasta
af halfu hinna yngri norreenu mélara. :

Fimm arum sidar lagdi Arvid Pettersen allt undir i barattu sinni vid fladrep
hefdarinnar og i verki sinu, sokndjérfu og skapandi i senn, fann hann malverki
sinu bzedi nullpunkt og upphafspunkt. | hinni miklu yfirlitssyningu sinni i
brandheimi skar hann med hnitmidudu hnifsbragdi gegnum blekkingarhefd
malverkanna og lagdi aherslu & motsagnakennt hiutgildi peirra. Hér fann hann
adferd til pess ad geeta hofs i taekni sinni, sem oft er frabzer, og syna jafnframt
getu malverksins til pess ad midla 6had tilvist hiutarins og vidkveemni gagnvart og
endurreisn & einmitt pessu samrunalifi vid hvada hlut sem er ...

Hafi Arvid Pettersen fordum sagst vilja risa upp gegn pvi ad vera hadur "norsku
afbrigdi af frinskum sidimpressjénisma” sem gat bodid listamanni vissa fraegd og
peegilegt Iif, hefur i peirri reynd, sem & eftir kom, matt heyra bergmal dr jafn
dvaentum attum af voldugu svidi hefdarinnar sem hinu punga tilvistarleikhusi Max
Beckmans og blidlynaum byltingarakata Kurts Schwitters jafnt sem hinni stridu
uppreisnarkennd i svartri ténlist og rokktonlist samtimans. Tilefni pessarar
syningar er hid 6veenta og sjélfstaada i kénnun Arvids Pettersens & pvi hvernig nu
& timum ma mala i senn hiutleegt og af uppreisnarhug.

Maimey 1. februar 1989

Bjérn Springfeldt



Arvid Pettersen
— lifsspekingur i postmoderniskri mynd

| mérgum umsdgnum upp 4 sidkastid hefur Arvid Pettersen verid skilgreindur sem
postmodernisti. Pad er ekki erfitt ad sja hvad veldur. | malverkum hans hafa menn
bést finna fj6imérg einkenni sem yfirleitt hafa verid eignud postmodernismanum.
Petta gildir baedi um einstdk verk, sem menn hafa talid einkennast af sundradri
aherslu fremur en samraemdri heild, en einkum hafa menn i préun hans saknad
persénulegs stils sem gaefi vissan heildarblae 4 verkin. | stadinn hefur komid
samsull, segja menn, par sem tilvisanir og athugasemdir hafa verid séttar til
ymissa skeida listarinnar & timum modernismans. Pétt pad kosti nokkra fyrirhtfn
eettu menn ad geta attad sig a pvi ad Arvid Pettersen var ad fara i gegnum stéra
kafla nGtima listasdgu. Pad er ekki tiltakanlega erfitt ad lesa pannig Gr verkum
hans.

Malverk Arvids Pettersens ma rekja til sbgulegra adstadna i norskri list. Pad er
ad segja til norska afbrigdisins af sidimpressjénsima. Fleiri ungir myndlistarmenn
héfu einnig feril sinn & norska afbrigdinu af sidimpressjoniskri myndlist, sem sett
hefur svip sinn a norska malaralist fra lokum 19. aldar til 1960. Afstada Arvids
Pettersens til pessarar hefdar einkennist hins vegar ekki & trausti & gildi hennar.
Hann er tortryggnari & hana, eda hefur 6llu heldur fyrirvara, en hann nytir sér
samt sem adur myndefni hennar og stilbrogd.

i myndefni leggur hann til grundvallar marga klassiska myndefnisflokka;
uppstillingar-, landslags- og innanstokksmyndir. Pessar myndir virdast p6 med
bllu 6tengdar norsku pjédfélagi & pessum tima. Hér er ekkert sem ber vitni um
baendabj6d med rikar, alpydlegar handverkshefdir. Peir hlutir sem sjast &
myndunum eru mjdg svo algengir, peir hafa hvorki taknrazna dypt né nokkra
sérstaka skaldlega fegurd. Peir virdast frekar bera vitni um ahuga & hlutum,
vbldum af handahdfi, en afstédu til raunveruleikans sem feli i sér fagurfraedilegar
vangaveltur. Til pess ad arétta afneitun sina a stad sinum i ségunni malar Arvid
Pettersen a nokkrum malverkanna hluti fra 6drum timum sem rjufa sgulegan
triverdugleika listaverkanna. Petta gefur malverkum hans timalega métségn sem
flytur pau til samtidarinnar. Hinn lifandi madur sést ekki & malverkunum. Pau form
fra manninum, sem sjast, eru mannaverk, =ftirmyndir i métun eda malverki. Samt
er madurinn mjég apreifanlegur i malverkunum. Pad er fyrir hugarnalagd
listamannsins sem malverkin lifa. Petta kemur medal annars fram i afmérkudu
sjonsvidi og tilviljunarkenndri sneid Gr staerri heild. Einstaklingsbundin sneid
listamannsins er litt samraemd. Einnig eru hofd endaskipti & 6llum hugtékum i
ryminu. | stadinn fyrir kyrrstaeda midjufijarvidd er kominn aukinn sjonraenn kraftur
par sem fjdlmérgum rymislausnum er radad saman. Til pess ad enn skyrar sjdist
ad myndefnid er skynjad fra sjonarhorni listamannsins er minnt med drattrikri
pensilskrift a verklegan patt pess ad mala og gefur petta verkunum skyrt
personulegt yfirbragd. Markmidid er, med 68rum ordum, ad minna & gildi hins
einstaklingsbundna sannleika, ekki adeins fyrir malaralistina heldur einnig fyrir
sérhvert annad form pess ad leita sér pekkingar a veruleikanum. Pad er reynslan
af pessari uppgdtvun sem er framlag sidimpressjonismans til malaralistar
nutimans.



Reyndar &t Arvid Pettersen ekki nagja ad leggja sidimpressjonismann til
grundvallar i verkum sinum. Hann hradadi sér afram a naestu stéd. Pad er ekki
erfitt ab geta sér pess til ad hann staldradi vid par sem modernisminn 6dladist
vidurkenningu i upphafi aldarinnar. | malverkum fra pvi upp Gr 1980 ma sja ymsar
visanir til upphafstima modernismans. Malverkin eru malud & gréfa planka eda
spytur i stad pess ad vera & léreft. Pessi flétur ryfur myndefnid og hlutar pad
sundur a fagaban hatt. Edlilega verbur ahorfanda hugsabd til pess hvernig
kubisminn sundrabdi myndefninu jafnvel poétt sundurlimun kubistanna a
myndefninu vaeri bundid greiningu en pessi sundurhlutun tilviljunarkenndari. Pad
eru einnig énnur atridi i pessum méalverkum sem benda til kibismans. Einnig pad
ad nota spytur sem flét undir malverkid tengist kibismanum og limingarmyndir
(collage) sem mida ad pvi ad flytja mannlega smidisgripi raunveruleikans beint &
lereftid. | malverkum Arvids Pettersens er framkvamdin ekki jafn hataeknileg en
arangur verdur ad miklu leyti sambaerilegur. Jafnframt naar Arvid Pettersen med
pessu ad gefa malverkum sinum landfraebdilega og menningarlega
stadarakvordun. Pad fer varla milli mala ad petta er kubismi af norskri gerd par
sem natturan er med eins og nokkurs konar sjalfsagdur hlutur.

Arvid Pettersen leetur hins vegar ekki sitja vid kibiskar tilvisanir. Hann hefur
einnig i myndefnisvali og malun nokkud af veikleika kubistanna fyrir
primitivismanum. Petta kemur verulega mikid fram [ peim hlutum sem méta
malverkin en abrir hlutir eru settir til pess ad skapa timaruglun. En einnig |
litaskala og handbragdi métast pessi malverk af tengslunum vid dhuga kubista a
hinu frumstaeda. Petta gildir ekki sist um litaskalann sem hefur verid skorinn nidur
ur uppmognudum litaskala sidimpressjénista nidur i takmarkad litaval sem er
adallega 16lgid i graum og brinum litbrigdum. Pegar vid petta bastist fabreytileiki i
malverkinu, sem stundum stappar naerri pvi ad vera predikun, skilur madur ad
pad er krafturinn i tjaningunni sem hefur leitt Arvid Pettersen til kibismans.

Eftir norskan kiubisma Arvids Pettersens med raetur baedi | kibiskum primitivisma
og norsku bzendasamfélagi verdur idnadarsamfélagid og smidisgripir pess
edlilegt framhald. Pennan ahuga a daglegu lifi okkar i idnadarpjodfélagi sem
menningargrunni hefur hann notfaert sér i mérgum malverkum eftir 1980.
Merkilegust er tvimeelalaust réd andlitsmynda sem eru maladar a onyta
vatnskassa Ur bilum. Tilgangur myndanna er ekki ad mala lifandi menn. Pad fer
engan veginn milli mala ad petta eru brjéstmyndir, sem hafa vakid ahuga Arvids
Pettersens, p.e.a.s. myndir sem pegar hafa verid gerdar af monnum. Pessar
brjostmyndir standa fyrir listina sem menningarleg minnismerki. En einnig fyrir
listina sem verk einstaklingsins sem med persénulegri tilvist sinni og tilfinningum
skapar métvaagi vid nafnleysi idnframleidslunnar. Petta er enn frekar dregid fram
med pvi ad malarinn kaus ad mala pessar brjostmyndir.

| s6mu expressjénisku hefd er einnig 6nnur hlid &4 sama mali. Pad er
saknadartilfinning eftir baendasamfélaginu og smidisgripum pess. Arvid Pettersen
hefur kippt peim hlutum Ur eiginlegu samhengi peirra med pvi ad beina athyglinni
algjoriega ad peim. A pennan hatt virdist hann leggja 4herslu & ad pessir hlutir
hafi misst pann tilgang sem peir 4dur gegndu. Nu eru peir vidfangsefni listreennar
myndskdpunar og hafa par med 6dlast taknraena dypt. Arvid Pettersen leggur her
mikla aherslu a rammann og skerpir pannig aherslu a ad hlutirnir tilheyri listinni.



Afstadan til hlutanna & myndinni er motud i expressjénisku malverki, ekki af neinu
pjodfélagsraunsaei heldur af vidkvaemni eins og peir vaeru hjartflgnir dyrgripir.

beir einkennast ekki af nafnlausri fjdldaframleidsiu idbnadarpjodfélags heldur af
handverkskunnattu og handlagni baendapjodfélags. Pessa hefd ad lita yfir farinn
veg, sem moétadi mjég norreena malaralist & millistridsarunum, kallar Arvid
Pettersen fram med litaskala sem med 6llu hefur glatad litskradi sinu. | graum
blaebrigbum einum dregur hann upp lidinn tima sem ef til vill var ekki alltaf eins
ljafur og saknadarfull expressjénisk malverk halda fram. Listreen endurskdpun
Arvids Pettersens & baandamenningunni métast af alimiklu meiri efasemdum, par
er varla abd finna saknadarvott. Adferd hans ad syna petta minnir a breytinguna ar
svart-hvitu yfir i litasjénvarp. Pegar menn eru farnir ad horfa a litasjénvarp er
bysna furdulegt ad snua sér aftur ad pvi ad horfa & svart-hvitan skja. Pvilika
saknadarromantik bitur sig enginn i nd & timum ef ekki liggur einhver
hugmyndafraedi ad baki.

A sidari arum hefur ordid enn erfidara ad flokka til raunveruleikans pa hiuti sem
Arvid Pettersen malar. Ahorfandinn hefur hugbod um ad peir eigi sér fyrirmynd i
raunveruleikanum en peir hafa verid stilfaerdir dhlutbundid svo peir pekkjast ekki
lengur. Med 6drum ordum: pad eru hbéggmyndir sem koma fram a pessum
malverkum. Koma fram er i pessu tilviki rétt ordalag pvi ad peer flytja lif i afmarkad
myndrymi sem minnir um margt & leiksvid med svidsmynd af byggingu. Med
bessu nyja formi rymis synir Arvid Pettersen ad hlutirnir eru runnir upp i
veruleikanum, sem & sér sina rymisvitund, en peir eru eins konar stadgenglar
raunveruleikans sem eftir allt saman er ad finna i rymi listarinnar, i pessu tilviki
leikhisinu. Pessi merkilegu malverk eiga sér listraent séd samsvérun | upphafi
abstraksjénar 4 nattiru og hlutum sem vard grundvdllur hinnar mikiu modernisku
hefdar sem bodabdi sigur konkretlistar. Eg & hér vid pa hefd sem neer fullnadarstigi
sinu i formleysislistinni.

En ekki er petta heldur lokaafangi Arvids Pettersens. Hann fer einnig ad fast vid
konkretlist. | mérgum nyjustu malverkum hans er ekki lengur neitt myndrymi ad
finna. | stadinn er allt takmarkad vid myndrazna fleti sem hafa eigin apreifanieika.
beir eru adeins litir, form og litefnid. Peir visa ekki til neins annars raunveruleika
en peirra &preifanlegu efna sem Ur er unnid. Pad er petta stig sem er
lokapunkturinn i ségu modernismans pegar um er ad raeda afst6du malverksins
til raunveruleikans. Hér er 6llu sjénblekkingargdssi ytt til hlidar og eftir eru adeins
stabreyndir listarinnar, pad gerir ad malverkid hefur sému st6du og hvada annar
hlutur sem vera skal.

Vid fyrstu syn meetti getla Gt fra pessari umfjéliun ad Arvid Pettersen hefdi ahuga a
bessum modernisku vidmidunum og tilvitnunum vegna peirrar hlidar sem snyr ad
malinu. Sé hins vegar athugad hvernig hann tekur afstédu til verksins skilst ad
bad er ekki upphafleg merking listsdgulegrar vidmidunar sem vekur ahuga hans.
pad er frekar einstakur hlutur eda stada i verki sem gripur hann. Pad parf med
Bdrum ordum ekki ad vera hinn 6tvireedi bodskapur verksins. Pad getur verid
litilshattar blaebrigdi sem hrifur hann. Tilgangurinn med pessum samleik ymissa
hluta Gr natimamaélverki er ad stiga yfir ségulegar og hugmyndafradilegar
markalinur og komast ad sjonarmidi samtimans. | verki sinu kann Arvid Pettersen
ad birtast sem postmodernisti i fridlslegri notkun sinni & tilvisunum til ymissa



stiltegunda en ekki ef saman eru lagdar pser hugmyndir sem pessar tilvisanir
endurspegla.

Malverk Arvids Pettersens syna naudhyggju par sem madurinn stjérnast af vilja &
fullkomlega blindan hatt. Pessi vilji stefnir ekki ad neinu marki og par med hefur
lifid ekki heldur neinn tilgang. Ahorfandinn skynjar - ef ekki beina pjaningu - pa
ad minnsta kosti leida og svartsyni a frelsisméguleika mannsins. bPad geta verid
ymsir paettir sem valda naudung ndtimans en launavinnan med firringu sinni
kallar fram slikt hugarastand.

Madurinn getur hlotid lausn fra pjaningu en pa verdur ad skilja hvernig viljinn
vinnur. [ tilvistarheimspekinni, sem greina ma merki um, eru pad hugmyndir okkar
sjalfra og hvatir sem vid héfum ekki stjérn 4. Andspaenis pessu geta menn skilid
ad pad er ekki skynsemin, sem stjérnar manninum, heldur &nnur
einstaklingbundnari 6fl sem ekki eru alltaf augljés. Pad er sem sagt dgerlegt ad
skilja heiminn a skynsamlegan eda visindalegan hatt. Heimurinn er allt of
stérbrotinn til sliks. Eina leidin er pannig ad upplifa hann. Petta er med 68rum
ordum ahersla & gildi hinnar hugleegu afstédu pegar tilka skal veruleikann.

Pad er audsaett ad pad eru ekki hversdagsleg atvik sem eru lifdrykkur Arvids
Pettersens. Pad eru frekar "6gleymanlegar stundir" sem na langt Gt yfir
smaveegilega deegurhluti. Pad eru pessar stundir sem gefa ménnum tilfinninguna
um abd peir raunverulega lifi. | pessu sambandi er hin "fagurfraebdilega ihugun"
mikilveegasta lausnin fra hversdagslegu amstri. Pad er pessi tilfinning sem
stjornar pvi pegar menn sokkva sér nidur i listina. Pessi tilfinning er algjériega
laus undan kvédum raunveruleikans i kring, sem madurinn getur hvort ed er ekki
breytt ad neinu radi. Hins vegar birtist hin fagurfraadilega nautn sem fullkomlega
omarkverd.

Pad er enginn bobdskapur eba annad sem getur truflad og afvegaleitt athyglina.
Pad er med &drum ordum fyrst i hinni fagurfreedilegu thugun sem madurinn finnur
sig frialsan fra 6llum 68rum kvodum. Pessi mikla tri & listina er augljés i
skilgreinandi yfirliti Arvids Pettersens yfir fyrri kafla | sbgu modernismans. Hins
vegar er uppruna hennar miklu fjzer ad leita.

Afstadan a margt sammerkt med "lifsspekinni”, heimspekihreyfingu sem kom fram
med Schopenhauer. | hinu mikla verki hans "Veréldin sem vilji og hugmynd", sem
kom ut 1819, ma finna hugsanir sem likjast hugmyndum Arvids Pettersens par
sem heimurinn litur Ut eins og talsyn. Hja Schopenhauer kallast hann Slada
Maya. Hja Arvid Pettersen er um ad raeda postmoderniska mynd, ad baki er
lifsspekingur.

Bo Nilsson



Foreword

The moment a painter touches the canvas with his brush, he
is inevitably drawn into a dialogue with the history of
painting, its great tradition and all the prevalent conventions
regulating a painter's actions. To fry fo remain unaware of
this, to paint as if nothing had ever happened, and as if
nothing were demanded of one is hardly possible - at least
not if the painter wanis fo achieve something more than just
learning the tricks of how to seduce by illusion.

The first time | saw Arvid Pettersen’s paintings was when he
was representing Morway at the Venice Biennale in 1976. He
exhibited dark, shimmering paintings where his innovative
and beautiful way of painting struggled against the
platitudes of threadbare “radical” conventions which were
common at the time. | could not possibly have guessed then
that this artist was going to produce some of the most
unexpected and exciting works by younger Nordic painters.

Five years later, struggling to get rid of the gongrene of
tradition, Arvid Pettersen was to risk everything in one
venture, and in an action at once both aggressive and
creative, he was to find both the lowest point and a fresh
point of departure for his painting. At his major retrospective
exhibition in Trondheim, he made carefully considered cuts
with his knife, slicing through the illusionistic conventions of
the paintings and bringing out their paradoxical quality as
obijects, He found a new method of keeping his distance
from his often superb technique and of simultaneously
managing to express painting’s ability to communicate
independently of its role as an object, and also an affection,
and redress, for this very symbiosis with any object
whaolsoever . . .

Whether or not Arvid Pettersen had said earlier that he
wanted to rebel against the "Norwegian version of French
Postimpressionism”, which might very readily have brought
him fame and an easy life, he has since shown in his work
echoes of the unexpected possibilities afforded by tradition,
such as Max Beckman's loaded existential theatre and Kurt
Schwitter's compassionate radicalism, and those afforded by
our own age, such as the violent feelings of rebellion in black
and rock music.

The astonishing and independent elements in Arvid
Pettersen’s investigation of how a painting both objectively
and rebelliously can be executed today are the reason for
this exhibition.

Malmo February 1st, 1989
Bjorn Springfeldt
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Arvid Pettersen - Life philosopher in a
post-modernistic appearance

In several recent presentations Arvid Pettersen hos been
characterised as a post-modernist. It is not particularly difficult
to understand why. In his paintings you seem to feel the presence
of many of the characteristics normally associated with
post-modernism. This applies both to the individual piece, which
one has felt to be characterised by a divided multitude, rather
than unified imagery, but above all his development has lacked
a personal style and homogenuity. This, the comment is, hos
been replaced by eclecticism, where quotes and comments have
indicated at different art historical epoques during modernism.
Albeit with some effort, one can get the opinion that Arvid
Pettersen has deveted himself to a thesis on most parts of the
history of modern art. It is not particularly difficult to interpret his
production in this way.

Arvid Pettersen’s painting has its origins in a historic moment in
Norwegian art history. It is the Norwegian version of the
late-impressionistic painting, which has dominated Norwegian
painting from the late 19th century up to the 1960s, and which
also forms a familiar starting point for many of the younger
artists’ works. Arvid Pettersen’s relation to this tradition is,
however, not characterised by a belief in the imporiance of
tradition. He is more distant, or rather, more reserved, but
despite of all this he makes use of its starting motifs and stylistic
means.

His motifs have their origins in many of the classic motif
cathegories such as still life or nature morte, landscapes and
interiors. They do not, however, appear to have any connections
with Morwegian society at the lime. There is nothing to indicate
an agrarian society with a sirong folkloristic handicraft fradition.
The objecis portrayed are fairly everyday objects without
symbolic dimensions or particular poetic beauty. They appear to
convey an interes! in randomly chosen objects from the common
surroundings, which in themselves contain an aesthetic problem,
rather than a relation to reality. To emphasize the distance from
his historical origins, Arvid Pettersen has in a number of
paintings inserted anachronistic objects which destroy the
historical credibility of the painting. This gives his painfings o
chronological discrepancy which carries them into the present.
Living man is not present in the paintings. The images of man
that do exist are arfefacts, images in the form of sculptures or
paintings. Yet the presence is very obvious in the paintings. It is
through the artist’s subjective presence that the paintings come
to life. This is, among other things, expressed by a limited field of
vision and o temporary excerpt from a greater unity. The arfist’s
subjective excerpt is hardly harmenic.

In the spatial dimension everything has been turned upside
down too. The static appearance of the central perspective has
been replaced by a greater visual dynamism, where several
different spacial solutions have been heaped next fo each other.
So as to make it even clearer that the motif is seen from the



artist’s perspective, the artistic process of coming into existence
is accentuated by a picturesque brush manner which gives the
painting a strong personal aura.

In other words, the ambition is o emphasize the importance of
the subjective truth, not just in painting, but in every other form
of gathering knowledge of reality. It is the experiences from this
discovery that constilute the late-impressionists’ contribution to
modern painting.

However, Arvid Pettersen did not let himself be satisfied with the
starting points of late-impressionism in his painting. He hurriedly
moved on o the next station. It is not hard to guess that he came
to rest af the modernistic breakihrough at the beginning of this
century. In his paintings from the early 1980s various references
to early modernism can be traced. The canvas has been
replaced in these paintings by rough planks or wooden staves
which constitute the surface of the painting. These break and
split the starting point of the motif in a refined way. One
naturally comes to think of the separation of motifs in cubism,
although the cubists’ deconstruction of the molif was analytically
presupposed and this separation was of a more temporary
nature. There are other factors in these paintings that point
towards cubism. Even the very use of wooden staves as a
background for the painting fies in with cubism and collage,
which aimed at introducing the artefacts of reality directly onto
the canvas. In Arvid Peltersen’s painting the application is not
quite so sophisticated, but the result is similar in many ways. At
the same fime Arvid Pettersen is able to position his paintings
geographically and culturally with this act. There can hardly be
any doubt that this is cubism, Norwegian style, where nature’s
presence is almost self-evident.

Arvid Pettersen is, however, not salisfied with these cubistic
references. In his motifs and manners foo, he ties in with the
cubistic affection for primitivism. This very much applies to
several of the objects thal characterise the paintings, while other
objects act as chronological discrepancies. Bul also in the
choice of colours and technique these paintings are
characlerised by the connection between the cubistic interest in
the primitive. This applies not least to the colour scale, which
has been reduced from the accentuated colour scale of
late-impressionism to a reductive use of colour primarily based
on grey and brown shades. Coupled with a stubbiness which
sometimes borders on the didactic, one understands that it is the
expressionistic strength which has brought Arvid Pettersen to
cubism.

From Arvid Petlersen’s Norwegian cubism, with its roots both in
the primitivism of cubism and in the Norwegian agrarian
society, industrial society and its artefacts conslitute a natural
succession. He has made use of this interest in industrially
influenced everyday life as a cultural background in several
paintings in the mid-1980s. The most remarkable is

undoubtedly a suite of portraits painted on scrapped car engine
coolers. The intention with the portraits has not been to porlray




a living person. This is made perfectly clear. |
busts, i.e. artistically interpreted human beings, h
focus of interest far Arvid Pettersen. These busts a
monumenis representing art. But also art as a
product, which with its personal identity and :
balances the anonymity of industrial production. This
accentuated by the picturesque treatment the busts

withstand.

In the same expressionistic tradition there is also a;
the coin. It is a nostalgic feeling for the agrarian
artefacts. Arvid Pettersen has, by fofally focusing the
them, separated them from their proper conlexl, In |

seems fo emphasize that their original function has b
away. Now they are the object of an arfistic inte
they have thus gained a symbalic dimension.
art is further accentuated by Arvid Pettersen’s
on the importance of the frame in this context. The
these images is influenced in the expressionistic pa
social-realistic undertones, but rather by o fenda
were cherished treasures. They are not charache
anonymous massproduction of industrial somdn hu#
the handicraft and manual skills of agrarian society. A
Pettersen encourages this reflective tradition, which o
influence large parts of Nordic painting between the
a colour scale that has lotally lost its chromatism. In grey i
only, he porirays past times that may not always have bee
pleasant as the nostalgic delights of expressionistic pai
made apparent. Arvid Pettersen's arfistic images
are influenced by o much greater scepficism, whera
hardly any nostalgic feelings ot all. His way of arficu
bears greal resemblance with the transition from
white to colour TV. Once you have started to waich c
is very difficult to go back to black-and-white. This
nostalgia is hardly practised by anybody today, except for
ideclogical reasons.

Lately it has become increasingly difficult to relate the o
appearing in Arvid Pettersen’s painfings fo real-life o
can sense that they have a real-life origin, but that
been absiracted to the unrecognizable in the artistic
other words, it is sculptures that act in the paintings. .
proper word, because they activate a limited picture
which bears many resemblances to a theatre stage wil
architectural props. Arvid Peltersen clarifies with this new
of spaciousness that the objects have their origins in re
its corresponding spatial feeling, but that they represent o
of deputy reality which despite everything goes on in the @
space. These remarkable pnlnhngs correspond in the arl
historical sense fo the increasing abstraction of naturaland
historical objects which constituted the basis for the great
modernistic fradition that predicted the breakthrough of
concrete art. | am refering to the tradition that reaches its
complete expression in informal art.



But neither is this Arvid Pettersen’s final destination. He also
ventures into concrefe art. In several of his most recent paintings
there is no longer any picture space. Instead everything has
been reduced to painted areas which have their own concretion.
They consist solely of colour, shape and colour matier. They do
not allude to any other reality than the concrete means which
are their starting point. It is this stage which constitutes the final
point in the history of modernism when it comes fo the
relationship of painting to reality. Here all illusory goods have
been put aside, leaving only the arfistic realities which give the
painting the same status as any other object.

At a first glance one could in view of this background be led to
believe that Arvid Pettersen was interested in these modernistic
references and quotes due to their linguistic aspects. If one starts
to study his method of approaching his work, one realizes that it
is not the original meanings of art historic references that
interest him. Rather, it is a specific part or attitude in a piece
which interest him. In other words, it need not be the message
manifested in the piece. It might be an under- or overtone that
has interested him. The ambition with this precise cooperation
between different parts of modern painling is to overcome their
historical and ideological borders to reach a contemporary
aftitude. In his practices Arvid Pettersen might appear as o
post-modernist in his liberal use of different stylistic references,
but not if you add together the different images that these
references represent.

Arvid Pettersen’s painfing brings forth determinism, where man
is controlled by will in o totally blind way. This will has no geal,
and thus life has no meaning. There is o feeling of, if not direct
suffering, so at least loathing and pessimism in face of man's
opportunities for liberation. There may be many factors that
make up contemporary compulsion, but salaried work and its
related alienation encourages such attifudes.

Man can be relieved of suffering, but one must then understand
how will operates. In the existentialistic philosophy that can be
traced, it is our own conceptions and driving forces we cannot
conirol. Against this background one can understand that man
is not controlled by reason but by other, more subjective forces
which do not always appear to be manifested. Thus, the world
cannol be understood in a rational or scientific way. The world
appears too grand for this. The only possibility is thus to
experience it. In other words, emphasizing the validity of the
subjective starting point when interpreling reality.

It is quite apparent that it is not the everyday experiences which
form the fonic of life for Arvid Pettersen. It is rather "peak
experiences”, going way beyond the trivial and ephemeral
everyday occurrences. It is these experiences that give you the
feeling of being really alive. In this aspect “cesthetic
contemplation” constitutes the most imporiant liberation from
everyday chores. It is this feeling that characterises tolal devotion
fo the world of art. This feeling is fotally relieved of the duties of



the surrounding reality, which you cannot influence in any
greater sense anyway. In contrast fo this, the oesthetic delights
appear totally without interest. There are no messages or other
things which can distract and take away your attention. In other
words, it is only in oesthetic contemplation that man can feel
totally free of other obligations. This great faith in the liberating
capacily of art is clearly felt in Arvid Pettersen’s analytical
backward projection through modernistic art history. The
origins, however, can be fraced even further back. The attitude
bears great resemblances to "life philosophy”, o philosophical
movement which originated with Schopenhauer. In his great
work "The world as will and imagery”, which was published
already in 1819, one can find o mood resembling Arvid
Pellersen’s, where the world locks like an illusion. In the case of
Schopenhauver it is called Maya's veil. For Arvid Pettersen, it is a
post-modernistic appearance, but behind this you will find o life
philesopher.

Bo Milsson



