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Anders Knutsson's studio table with pigments in the dark.

Anders Knutssons ateljébord med pigment i morker.
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INTRODUCTION

Light, both its presence and its insinuation, is
arguably the single most important component of any
painting, pigment and substrate aside. In light the
object is made obvious, through its suggestion the ob-
vious becomes a window to the fantastic: the planar
surface dissolves into potentially limitless depth; an
assortment of inarticulate shapes gains a voice; the
hard edge of an orb reveals itself instead as the con-
tour of a blushing cheek. In short, the painting and
subject come alive.

In the luminous paintings of Anders Knutsson, this
life is doubled, perhaps even tripled, as the composi-
tion lives first in light, then in the dark as the phos-
phorous pigments give back to us what they have so
recently absorbed, and then again, still in the dark,
as the luminosity of each of the pigments changes in
strength over time, its life flickering as the emission
fades.

This exhibit focuses on Knutsson's long involve-
ment with developing the connotative and denotative
potentialities of emitted, in combination with reflect-
ed, light in painting. The paintings and prints in the ex-
hibit serve double-duty by nature, depending on
changes in the light-related context—the works co-
here in one specific way in the light, and in yet anoth-
er as the galleries are darkened. As Knutsson ac-
knowledges, the paintings' duality '‘becomes a
metaphor for the binary relationships that surround
us—night/day, good/bad, success/failure—and for
the invisible and incomprehensible forces that con-
nect the two, that make one impossible without the
other.”

Charles A. Shepard Ill, Director

FORORD

Ljus — bade i klart pataglig form och som svag
antydan — pastas ofta vara den viktigaste kom-
ponenten i en malning, bortsett frAn pigment och
det rent fysiska underlaget. | ljus blir ett foremal
sjalvklart, i antydan till ljus blir det sjalvklara till ett
fonster mot det fantastiska: den plana ytan l6ses
upp i ett djup som kan forestallas som oandligt, en
mangd olika oartikulerade former finner en rést, den
harda kanten pa ett klot visar sig istéllet vara kontu-
ren pa en rodnande kind. Kort sagt, malning och
motiv far liv.

| Anders Knutssons sjélvlysande maleri fordubblas
eller t o m tredubblas detta liv, eftersom komposi-
tionen forst lever i ljuset, sedan i morkret da fosfor-
pigmenten aterskanker vad de nyss tog till sig, och
sedan pa nytt, fortfarande | morker, da de olika pig-
menten efterhand avtar i ljusstyrka och livslagan
flamtar allteftersom lyskraften férsvagas.

Denna utstallning inriktar sig pa Knutssons lang-
variga stravan att | sitt maleri utveckla saval den
konnotativa som den denotativa potentialen hos
stralat och refiekterat ljus i kombination. Malningarna
och grafiken tjanar av naturen ett dubbelt syfte,
beroende pa forandringarna i ljusforhallandena —
verken hanger ihop pa ett visst sétt i ljus och pa ett
annat nar galleriet forsanks i marker. Som Knutsson
sjalv sager: malningens dualitet “blir till en metafor
fér de bindra forhallanden som omger oss — natt/
dag, god/ond, framgang/nederlag — och for de
osynliga och obegripliga krafter som férenar dem
och som gér att den ena komponenten omajligt kan
undvara den andra.”

Charles A. Shepard Il Chef



%ﬂﬂgﬁﬁ 1988. 73 x 52 inches. Acrylic, wax/oil on linen, in the light. Collection of
the artist.

Bridge. 1988. 185 x 132 centimeters. Acryl, vax/olja pa linne, iljus. | konstnérens &go.
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%r;dga 1988. 78 x 52 inches. Acrylic, wax/oil on linen, in the dark. Collection of
the artist.

Bridge. 1988. 185 x 132 centimeters. Acryl, vax/olja pa linne, i mérker. | konstnérens
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ANOTHER CONCEPTUAL
CATEGORY

The rare artist requires that we expand our concep-
tual categories, that we reconceive the world. This
challenge to the viewer parallels the shaman's ulti-
mate mission for tribal society, to shift the paradigma-
tic lens of his/her clients, to alter their world view.

Leo Steinberg’s Other Criteria (Oxford University
Press, 1972) focused on his two year struggle to “get"
Jasper Johns' ideas. When the artist has extended his
or her reach, we are challenged to come along. The
avant garde by definition arrives at painterly problems
beyond the grasp of critical norms. Art history is rid-
dled with instances of irritated critics provoked by
artists.

Here it is happening again: we can only ‘'ex-
perience’’ an Anders Knutsson painting at first, and
then, later, consider the art metaphysical implications.
Struck dumb by the fact of his art, we must angle our
questions anew.

The early moderns attempted to intuit universal
forms from the ritual pieces of primitive tribes. Now,
at the end of this century, we have multiple angles of
approach to the “‘savage mind'' made available from
psychiatry, advanced physics, and anthropology.
Picasso, et al, weren't up on Freud, Malinovsky, and
Einstein. Now, though, much of their thinking is final-
ly common currency. So the artist of the "90's has the
opportunity to come from that place, that cosmic per-
spective the ‘‘savage’’ understood, instead of simply
tangentially referring to it. The tools are there to con-
struct an art form with a broader consciousness.

The 1990's, our *‘fin de siecle,’ can now produce
art with an experiential rather than a referential gual-
ity. The viewer now needs a leap of faith to take in the
painting without the comfort of art historical pigeon-
holing.

Walking into a room of Anders Knutsson's paintings
is at first disarming. Simplistic images of a tree or a
bouquet or possibly cloud forms, in light-colored en-
caustic paint, attract one by their discretion, their
modesty. The physicality of the encaustic is the only
forceful quality to the work, apparently. One suspects
the artist has modeled his picture plane with Playdoh.
The works are engaging, playful, minimal, and crisp.
They assume their spots on the wall and stay put.
Then someone turns out the lights. The “‘bouquet” is
a starburst, the Fourth of July. The tree is on fire, a
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EN NY KONCEPTUELL KATEGORI

Da och d& dyker det upp en konstndr som tvingar
oss att vidga vara konceptuella kategorier, att skapa
oss en ny forestallning om véarlden. Denna utmaning
av betraktaren ar en motsvarighet till schamanens
yttersta uppgift inom stammen namligen att forskjuta
anhingarnas paradigmatiska lins, att féréandra
deras varldsaskadning.

Leo Steinberg inriktar sig i “Other Criteria" (Oxford
University Press, 1972) péa sin tvdariga kamp att "ta
till sig" Jasper Johns' idéer. Allteftersom konstnaren
utdkar sin egen rackvidd utmanar han oss att félja
efter. Avantgardet — som framgar av namnet — nar
fram till problem inom maleriet vilka ligger utom rack-
hall for alla kritiska normer. Konsthistorien vimlar av
upprérda kritiker som provocerats av konstnarer.

Och nu hander det har. Ett verk av Anders Knuts-
son maste forst "upplevas” innan man kan begrunda
de konstmetafysiska implikationerna. Lamslagna infor
hans konst tvingas vi vinkla vara fragestallningar pa
nytt satt.

Med utgangspunkt fran de primitiva stammarnas
rituella konstféremal kunde dessatidiga modernister
intuitivt ha anat sig till universella former. Nu, mot
slutet av detta &rhundrade, har psykiatrin, den hégre
fysiken och antropologin givit oss en mangd olika
infallsvinklar vad betréffar den ‘“vilde mannens
tankesatt”. Picasso och andra hdll sig inte a jour
med Freud, Malinovsky och Einstein trots att manga
av deras tankegangar till syvende och sist ar allman
egendom. Nittiotalets konstnar har salunda fordelen
att borja frAn denna utgangspunkt — det kosmiska
perspektiv som “vilden” forstod — i stallet for att
bara helt ovidkommande referera till det. De verktyg
som behovs for att kunna konstruera en konstform
med bredare medvetande ar nu tillgangliga.

1990-talet, vart “fin de siécle", kan nu producera
konst som &r upplevd i stéllet for bara refererad.
Betraktaren méaste nu villkorslost acceptera malning
utan att helt enkelt férst passa in den i det konsthis-
toriska facket.

Att stiga in i ett rum med Anders Knutssons mal-
ningar &r till att borja med en avvapnande upplevelse.
Simplistiska avbildningar av ett trad eller en bukett
eller mojligtvis molngrupper, i ljus enkaustik, tilldra-
gande i sin blygsamhet och diskretion. Till synes
det enda kraftfulla i hans verk ar de fysiska egen-



burning bush speaking to Moses. The cloud forms are
instead the aurora borealis, the northern lights.

The same work that by daylight engages you cheer-
fully, innocuously, has by “‘nightfall’ turned into a spirit
of the night, a glow-worm, St. EImo's Fire, Titania and
Oberon, the Bacchae. You have fallen upon a band of
fairies and it is midsummer's night dream. You have
fallen through the looking glass, and you cannot ever
see art the same. Your paradigmatic lens has shifted.
Is this legal? Can painting be like this?

The first experience in viewing Knutsson's light
paintings in the dark is a flip. Screaming out in the
dark, with shock that is pleasure—a catch in the
throat—is hardly your normal take on an art piece.
Discrimination is replaced with raw wonder.

There is simply no prior reference for receiving this
kind of painting. Nor is it “'professionally’ acceptable
to just go "'wow!'" at an art work. The "'‘wow effect”
is an oddly effective description of Knutsson's paint-
ing, since words are not forthcoming. The "‘wow ef-
fect' suggests direct access for the unprotected
viewer to the painting.

(Kandinsky, in his 1912 breakthrough thesis Con-
cerning the Spiritual in Art, suggested that painting
could reach the viewer directly, viscerally, without the
intervention of the logical part of the brain. And al-
though he himself abandoned the quest shortly there-
after in order to engage in Bauhaus '‘scientific’’ em-
piricism, his vision persists.)

There are those who would find it difficult to accept
Knutsson's concept of showing paintings both in the
dark and in the light.

Art historically, light has been an issue to many art-
ists. We finally realize that much of the work of Mo-
net and Seurat, among others, was a ''scientific'' at-
tempt to capture the effect of light by using unbroken,
unmixed color. Knowledge of the spectrum of light
offered a strategy into painting. Seurat and company
recognized that the retina would mix the colors any-
way, getting green from blue next to yellow, while the
colors would maintain greater intensity if unbroken.
Of course we perceive these Impressionist works as
artistic and hardly as scientific experiments. Perhaps
because the wonder is there.

Mark Rothko required that some of his works be
shown in specially lit rooms so that the “‘glow"" in his

skaperna hos den enkaustiska fargen. Man skulle
kunna tro att konstnéren skulpterat ytplanet i modell-
lera. Malningarna ar tilltalande, lekfulla, minimala och
frascha. De intar sin plats pa vaggen och sitter dar.
Och sa slacker nagon ljuset. “Buketten" blir ett ex-
ploderande nationaldagsfyrverkeri. Tradet star i
lagor, en brinnande buske som talar till Moses, Moln-
formerna &r norrsken i stéllet, Aurora Borealis.

Samma verk som i dagsljus engagerar betraktaren
glatt och oskyldigt har "nér det nattas" blivit en nat-
tens ande, en lysmask, en mareld, Titania och Obe-
ron, backanter, Man har stétt pa en flock alvor, det
ar en midsommarnattsdrém. Man befinner sig i Spe-
gellandet och kan aldrig mer se konst pa samma
satt. Den paradigmatiska linsen har forskjutits.

Har man lov till detta? Far maleri vara sa har?

Forsta intrycket nar man ser Knutssons ljusa mal-
ningar i morker ar en chock. Att ropa hégt i morkret,
chockad av fértjusning, att satta andan i halsen ar
knappast det normala sattet att reagera infor ett
konstverk. Kritisk urskiljning har ersatts av ren och
skar forundran.

Det saknas helt enkelt referensramar for hur man
tar till sig dylikt maleri. Och det ar knappast “profes-
sionellt” att bara lata undslippa sig ett "Oh boy!". "Oh
boy-effekt" ar ett férvanansvart bra satt att beskriva
Knutssons maleri, eftersom andra ord saknas. "Oh
boy!-effekten” tyder pa att malning &r omedelbart
tillganglig for den oférberedde betraktaren.

(I Kandinskys banbrytande avhandling fran 1912,
"Concerning the Spiritual in Art”, framlade han en
hypotes att det var mdjligt fér en mélning att na
betraktaren direkt, instinktivt, utan att den logiska
delen av hjarnan behdvde kopplas in. Sjilv slutade
han strax darefter séka bevisa detta for att i stallet
agna sig at Bauhausskolans "vetenskapliga' em-
pirism, men hans vision lever kvar.)

Det finns de som skulle finna det svart att accep-
tera Knutssons idé att visa malningar i bade ljus
och morker.

Ur konsthistorisk synpunkt, har ljuset varit en fraga
som sysselsatt manga konstnarer. Vi inser antligen
att mycket av bl a Monets och Seurats verk var ett
“vetenskapligt"” forsok att fanga ljusets effekt genom
att anvanda sig av obruten, oblandad farg. Kanne-
dom om ljusets spektrum erbjod en strategi in i



works would work. Mario Merz inserts neon tubing
onto his drawings of animals. The Op artists engaged
in retinal stimulation. Edward Hopper depicted light
falling on a diner at dawn. In each case a challenge
is/was met, through time, and embraced within a
broader conceptual category.

Knutsson engages in chance, entering into a paint-
ing with no preconceived notion. Knutsson believes
that there are ““forces going around the room'’ as he
works. His faith in an animistic set of presences
makes his paintings the more effective. He says *|t
used to frighten me, and sometimes it still does, to
paint without preconceptions.” It is critical to under-
stand Knutsson's works as experiential, and not
referential.

Knutsson is emphatic: ‘You don't have to go some-
place particularly' while painting. This is Radical
Painting. Are these the paintings, these works in the
exhibition, that we are talking about? Or are they ‘‘ac-
tualized’’ only when the lights are out and they ema-
nate their own light from within? They burn.

Is this the painting, this piece in a lit room?

Knutsson: "It is the painting, but not the whole
painting.”

Theatre is involved when you add “lighting’’ to art.
When he impregnated paint with luminescing mater-
ial, Knutsson was warned of “‘theatrics.”” A similar
sense of denigration was leveled at ““lyricism’’ in the
'60’'s. ““Theatrics' is illusion. But what is painting?

Knutsson went to the origins of painting, to the Cro-
Magnon caves of Southern France, and saw these
painted walls as theatre sets. Walking for kilometers
to the darkest recesses, he hypothesized that the art
on the walls was not related to hunting magic, since
the animals painted were not the same as the ones
they ate. (Knutsson would like to think that Cro-
Magnon painters might have used crushed glow-
worms to light their wall paintings, as well they might
have, mixed with pigments to create ‘‘Knutsson’s" in
dark caves in 16,000 C.E.) He recognized the theatri-
cal potential in the illusions of the cave paintings, seen
as they had been, by the shimmering torchlight which
penetrated the darkness.

Could Knutsson's work be perceived as ‘‘gim-
micky''? Would Jasper Johns' beer cans or all-white
American flag, or Warhol's soup can be seen as gim-
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malandet. Seurat och de andra ins&g att nathinnan
skulle blanda fargerna i alla fall och géra gront av
blatt bredvid gult, medan fargerna behéll stérre
intensitet om de inte brots.

Vi upplever naturligtvis dessa impressionistiska
malningar som konstnarliga och knappast som
vetenskapliga experiment. Kanske darfor att undret
finns dar.

Mark Rothko kravde att vissa av hans verk skulle
visas i rum med specialbelysning sa att “gléden” i
malningarna skulle komma till sin ratt. Mario Merz
installerar neonrér i sina djurteckningar. Op-konst-
narerna agnade sig at att stimulera nathinnan. Ed-
ward Hopper avbildade ljus som faller pa kaféet i
gryningen. | vart och ett av dessa fall 6vervinns/dver-
vanns ett problem med tiden och kom att uppga i
en bredare konceptuell kategori.

Knutsson later slumpen spela in och ger sig i kast
med en malning utan férutfattade meningar. Han
tror att “krafter ar 1ésa i rummet” medan han arbetar.
Hans tilltro till animistisk narvaro goér hans mélningar
annu mer effektiva. "Att mala of6rutfattat skramde
mig forr och gor det fortfarande ibland." Det &r av
yttersta vikt att Knutssons verk uppfattas som upp-
levda och inte refererande.

Knutsson insisterar: “Det ar inte nédvandigt att ha
ett visst mal i sikte" nar man malar. Detta &r Radikalt
Maleri. Ar det fraga om just de har malningarna, de
har pa utstallningen? Eller “aktualiseras” de bara
nar ljuset slacks och de ger ifran sig eget ljus, inifran.
De brinner.

Eller ar detta malningen, den har i det upplysta
rummet?

Knutsson: “Detta ar malningen, men inte hela
malningen."”

Det ar teater med i leken nar konst omfattar “belys-
ning". Nar han forst borjade impregnera fargen med
sjélvlysande tillsatser beskylldes Knutsson for att
vara teatralisk. 60-talets lyrism forkastades pa lik-
nande sétt. “Teater" ar illusion. Och vad ar méleri?

Knutsson sokte sig till maleriets kalla till Cro-
Magnongrottorna i sédra Frankrike och upplevde
de malade vaggytorna som teaterdekor. Han vand-
rade manga kilometer, in i de mérkaste skrymslena
och kom till den slutsatsen att viggmaélningarna
hade ingenting med jaktmagi att géra eftersom de



micky? You bet. And yet . . .

In 1982 Knutsson was bumped from a Radical
Painting group show at Hal Bromm gallery in Soho,
when it was discovered by the group that his works
would require two, not one, viewings. When the lights
went out, other works died while his just came to life,
No fair. Marcia Hafif, Olivier Mosset, Joseph Mario-
ni, Phil Sims, and Howard Smith were linked to Knuts-
son in those days, until he inserted his nite-glo pig-
ments into encaustics. He broke the rules. Certainly
the rules of group shows. Worse. With the lights out,
the works screamed out, or was it the viewer's own
voice caught in the throat that was screaming?

The presence of a Knutsson piece luminescing in
the darkened room is intimate. You don't look at these
glowing Knutsson's—you dwell in their presence. Af-
ter a few minutes, the paintings actually retreat. They
edge away from you, as the stored light energy is ex-
hausted. So you step forward to focus more intently,
as the perceptible shift alarms you, and you seek
recompense. You cannot imagine that the work is ac-
tually ““moving'" away, with shifting accents on the
picture plane. Yet it is, as some thick scumbles shoot
out while thinner washes recede, fading faster.

Monet spent years mesmerized by the shimmering
play of light on the water as he painted a bunch of
water lilies. Knutsson is engaged in traditional paint-
ing that happens to, well, turn into shimmering light.
Can we blame them?

Dr. Barnaby Ruhe is the Senior Editor of Art World, and
Artist/Lecturer at the Museum of Modern Art
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avbildade djuren inte var de som anvandes till foda.
(Knutsson inbillar sig gérna att Cro-Magnonmaélarna
kan ha anvéant krossade lysmaskar fér att lysa upp
malningarna — vilket & méjligt — och blandat dem
med pigment for att skapa “Knutssonmaélningar” i
de mdrka grottorna, 18 000 ar fére Kristi fodelse.
Han insdg de teatraliska méjligheterna i grottmal-
ningarnas illusion.

Kan Knutssons maleri uppfattas som en “ploj”?
Skulle Jasper Johns' gjutna élburkar och helvita
amerikanska flagga eller Warhols soppburk uppfat-
tas som en “ploj"? Det &r klart. Och &nda.

Knutsson utestdngdes 1982 fran en samlingsut-
stallning for- Radikalt Maleri pa Hal Brommgalleriet
i SoHo néar gruppen upptackte att hans arbeten
maste ses inte en, utan tva ganger. Nar ljuset slack-
tes dog de andra malningarna, just som hans vak-
nade till liv. Fusk. Marcia Hafif, Oliver Mosset, Joseph
Marioni, Phil Sims och Howard Smith var associe-
rade med Knutsson p& den tiden, &dnda tills han
bérjade blanda sjalvlysande pigment i den enkaus-
tiska fargen. Han brét mot reglerna. Framfér allt mot
gruppens regler. Det var inte bara det att hans verk
drog uppmarksamheten till sig. Vad varre var, néar
ljuset slacktes skrek hans malningar med betraktar-
nas egna roster som stockade sig i halsen. En mal-
ning av Knutsson, som glodde i ett mérklagt rum,
var intim. Man ser inte p& de glédande mélningarna
— man vistas i deras narvaro.

Efter ndgra minuter drar sig malningarna faktiskt
tilbaka. De makar sig undan alltefter som den lag-
rade ljusenergin tar slut. Man férséker darfér kom-
pensera genom att g nérmare och fixera malningen
mer intensivt med blicken da den markbara férskjut-
ningen oroar. Det ar svart att forestalla sig att mal-
ningen verkligen “drar sig tillbaka" med skiftande
betoningar pa ytplanet. Men det gér den, négra
tjocka schumrade ytor skjuts ut medan tunnare lave-
ringar drar sig undan och férsvinner allt hastigare.

Monet var i manga &r hypnotiserad av ljusets skim-
rande spel pa vattnet medan han méalade en méangd
nackrosor. Knutsson agnar sig at traditionellt maleri
som rakar férvandlas till, ja, skimrande ljus. Vem kan
klandra dem?

Dr. Barnaby Ruhe &r redaktér fér tidskriften “Art World”
och foreldser om konst vid Museurn of Modern Art



Morning of Memory. 1987. 72 x 48 inches. Acrylic on linen, in the light.
Collection of the artist.

Morning of Memory. 1987. 183 x 122 centimeters. Acryl pa linne, i ljus.
| konstnarens ago.
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Morning of Memory. 1987. 72 x 48 inches. Acrylic on linen, in the dark.
Collection of the artist.

Morning of Memory. 1987. 183 x 122 centimeters. Acryl pa linne, i morker.
| konstnarens ago.
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ANDERS KNUTSSON AND THE
PROMISE OF LIGHT

Yet his thirst still remained unquenched.
Perhaps because he was drinking, not
water, but lightness, and promise of
lightness—how could he be drinking
promise of lightness? Certainty of
brightness, promise of lightness, of
light, light, light, and again, of light,
light, light, light, light!

—from Under The Volcano
by Malcolm Lowry

Whenever people look at the paintings of Anders
Knutsson (really, experience is in fact a far better word
for the relationship between the viewer and this work),
they seem to always want to know all about the
““trick'—the ways and means of the special effects
involved. | suppose it's a bit like the way everyone tries
to figure out how a magician has managed his/her
particular spectacle, how he/she has made the unreal
and impossible so very real and probable right before
our very eyes. Well, first of all, isn't that in a way just
spoiling the magic? Must we always need the ration-
al to explain away the fantastic, to deny faith and
eliminate the wonder and mystery of it all? Secondly,
in the subjective realm of the senses is it not possi-
ble that illusion is a truth in and of itself? Cannot magic
exist for its own sake, and even if it is but a sleight of
hand, a gimmick, a deception, is it not still magical?
There are vast regions of unknown, enchanting and
unbelievable phenomena in this universe far beyond
our comprehension but very much before our eyes,
and if we cannot understand, measure or manufac-
ture such metaphysical abstractions, ephemeralities
and confluences, we can at least simulate and accept
them through art. We can at least embrace them in
our faith. How do these paintings work? If you don't
know already, take my word for it, they're magic.

Magic. There is indeed a high degree of it at work
in these paintings. However, magic is not always sim-
ply a matter of sly perceptual deception (though pos-
sibly a problematic reliance on the novelty inherent
in Knutsson's “‘experimental’’ medium does expose
his art to the misunderstandings of unflattering criti-
cal condescension and allegations of facile trickery),
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ANDERS KNUTSSON OCH
LOFTET OM LJUS

Och &nda forblev hans torst oslackt.
Kanske dérfér det han drack var, inte
vatten, utan latthet och I6ftet om latthet
— hur kunde han dricka l6ftet om
latthet? Vissheten om klarhet, l6ftet om
latthet, om ljus, ljus, ljus och aterigen
lius, ljus, ljus, ljus, ljus!

—Ur “Under vulkanen”
av Malcolm Lowry

De som betraktar Anders Knutssons malningar
("upplever" ar egentligen ett mycket battre ord for
forhallandet mellan betraktaren och detta maleri) vill,
verkar det, alltid veta allt om hans “trick” — precis
hur han far fram sina specialeffekter. Jag férmodar
att det &r ungefar som nar man férsoker lista ut hur
en trollkarl utfért sitt speciella konststycke, hur han
eller hon har lyckats géra det overkliga och omdjliga
sé& verkligt och trovart infor vara 6gon. Men &r inte
just detta att forstéra det magiska? Maste vi alltid
finna en rationell férklaring som bortférklarar det fan-
tastiska, som férnekar tron och eliminerar undret
och mysteriet? Och i sinnenas subjektiva varld kan
det inte ocksa vara sa att illusion ar sanning i sig
sjalv? Kan inte det magiska existera for sin egen
skull — och aven om det bara ar trolleri, ett trick,
eller bedrageri ar det inte i alla fall magiskt? Det
finns i vart universum oandliga mangder okanda,
fortrollande och otroliga fenomen, langt bortom vart
forstdnd men val inom synhall och aven om vi ar
oférmégna att begripa, mata eller sjélva astad-
komma dylika metafysiska abstraktioner, efemara
fenomen och sammantraffanden sa kan vi atmin-
stone imitera och acceptera dem genom konsten.
Vi kan atminstone ta dem pa god tro. Hur fungerar
de har malningarna? Om du inte redan vet svaret
sa ta mitt ord pa det: de ar magiska.

Det ar verkligen stark magi som satts i spel i dessa
malningar. Magi ar emellertid inte alltid bara en slugt
berédknad synvilla (fast det ar majligt att Knutssons
problematiska tillit till nyhetsbehaget i hans "experi-
mentella” medium gor hans konst missférstadd och
utsatter den for féga smickrande och nedlatande



it is as well the term often given to that which exists
within our conception of reality which we cannot—
or would rather not—face completely or understand
fully. It is not altogether inappropriate for us to remem-
ber here that there once was a time in this world (be-
fore the ages of enlightenment, rationalism and rea-
son cursed civilization with the fiction of empirical
objectivity, a cultural hypnosis that obviated anything
unprovable, subjective, visionary or unorthodox by na-
ture) when science and mystical consciousness were
symbiotically joined in a single mode of esoteric in-
vestigation and transpersonal interpretation. Some of
the relevance and deeper significance of this paral-
lel connection between the abstract logic and spiritu-
ality of Knutsson's art and the systematically ignored
or forgotten history of society's early attempts to real-
ize their gnostic faith and intuition through a combi-
nation of science, philosophy and art may be evinced
by the provocative coincidence that phosphores-
cence, that newfangled kitschy imposture which
makes Knutsson's paintings glow in the dark, was ac-
tually discovered in the Italian Renaissance by
Paracelsus, the brilliant alchemist and father of mod-
ern medicine. Knutsson's luminous paintings belong
very much to a generally overlooked tradition of spiritu-
alism in art which in numerous different ways has per-
petuated the physics of belief long after civilization it-
self seemed to lose touch with the divine poetry,
cosmological power, and supernaturalistic in-
heritance of alchemy.

As Knutsson's art has been getting progressively
more sensuous, transcendentalist and emotionally
charged over the past decade, one might easily for-
get that it once was fixed steadfastly to an austerely
intellectual set of theoretical positions. This is by no
means to be taken to mean that Knutsson has in any
way lessened his rigorous and extremely ambitious
study of the physical and ethereal nature of our world,
or that he has ever ceased to grapple with his own
complex agenda of conceptual issues. What it does
suggest is that this artist is now no longer directly in-
volved in a discourse on aesthetic, art historical or pic-
torial issues, but is instead seeking out an expression
of life that cannot possibly be put into words any more
than it can be said to possess any aspect that is ab-
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kritik och beskyliningar fér simpla trick). Magi ar
ocksé ofta bendmningen pa det inom véar uppfatt-
ning av verkligheten som vi inte kan eller vill till fullo
konfrontera eller forsta. Har ar det péa plats att erinra
oss att det fanns en tid har i varlden (innan upplys-
ningens, rationalismens och férnuftets tidevarv pa-
tvingade civilisationen en fiktiv empirisk objektivitet —
en kulturhypnos som undanréjde allt som var obevis-
bart, subjektivt, visionart eller av naturen ej ratt-
troget),en tid da vetenskap och mystik stod i sym-
biotisk férening i ett erida esoteriskt sokande och
tolkande utéver det personliga. Nagot av relevansen
och den djupaste inneboérden i det parallella sam-
bandet mellan den abstrakta logiken och and-
ligheten i Knutssons konst och den systematiskt non-
chalerade eller gldmda historien kring samhallets
tidiga forsék att forverkliga dess gnostiska tro och
intuition genom en kombination av vetenskap, filosofi
och konst kan sparas i den provokativa slumpen att
fosforescens — den nymodiga och billiga ploj som
gor Knutssons tavlor sjélvlysande i mérker — upp-
tacktes i verkligheten under den italienska rendssan-
sen av Paracelsus, den framstéende alkemisten och
den moderna medicinens fader. Knutssons sjalvly-
sande malningar tillhor i hogsta grad en for det
mesta bortgldmd andlig konsttradition, vilkken pa
olika satt har forevigat trons fysik l&ngt efter det att
civilisationen sjalv till synes forlorat kontakten med
den gudomliga poesin, den kosmologiska kraften
och alkemins dvernaturalistiska arv.

Allteftersom Knutssons konst under det senaste
artiondet blivit mer och mer sinnlig, transcendental
och kénslomassigt laddad &r det latt att gldmma att
den en gang var fast knuten till ett strangt intellek-
tuellt set teoretiska stallningstaganden. Detta far inte
tydas som om Knutsson pa nagot satt gjort avkall
pa sina rigorésa och synnerligen ambitiosa studier
av varldens fysiska och eteriska natur eller att han
har slutat brottas med sin egen komplicerade upp-
gorelse med konceptuella fragor. Vad det daremot
antyder ar att denne konstnar ej langre ar direkt
engagerad i en dialog om estetiska, konsthistoriska
och bildmassiga fragor utan stker ett uttryck for
livet, vilket lika litet kan uttryckas i ord som det kan
sagas besitta en sida som ar sa absolut, definierbar,



solute, definable, constant and singular enough to ex-
ist without a contradictory flip side to its character.

The fine arts tradition is largely one of our cease-
less efforts to try and capture time—which, since
time stands still for no one, is an infinite source of fre-
guently quite poetic, yet inevitably hopeless, failure.
Painting and sculpture work to freeze or encapsulate
amoment in a way that may give the illusion of move-
ment or temporality while giving the viewer all the
security of stasis. An essential factor of Knutsson's
luminous paintings is the dynamic of perpetual
metamorphosis occurring as a steady stream of sub-
tle perceptual shifts between what is present as vis-
ual information, what is faintly evoked in vestigial rem-
nants of its recent presence, and what is all but absent
save as a lingering optical echo in the phantasmagor-
ical and virtual reality of one's memory. Each of these
paintings are two paintings (or, more accurately, an
innumerable array of paintings that form and rapidly
disappear as each phosphorescent pigment loses lu-
minosity at different rates of speed) cohabitating like
split personalities in one frame. They must be viewed
separately, first with the lights on, then in total dark-
ness, and finally be considered in its entirety as a sin-
gle work. In the multiple context of their appearance
in dual roles, as a dichotomy of light and dark, these
double identities do not so much capture time as distill
it through a constantly altering glowscape of brief
glimmerings and shadows that emerge and dissolve
before us in a procession of fleeting shapes and
colors.

Knutsson's decisions as an artist are hardly ar-
bitrary. It’s not just that he loads two paintings in one,
it's that each is somehow a contradiction and a con-
firmation of the other. It's almost as if in darkness we
can see the inversion (similar to the way a pho-
tographer's darkroom negative encodes the sub-
stance of form in the opposite terms of space) or dark-
er side of nature. At once both elusively insubstantial
as a physical entity, and aggressively imposing as a
psychological state, Knutsson's paintings chart sites
of sensation in conglomerations of compositionally
resonant yet emotionally incompatible juxtaposition.
While a light switch is simply on or off, Knutsson's light
ebbs away in an unpredictable forwards and back-
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konstant och unik att den kan existera utan att pa
samma gang besitta en annan, oftrenlig sida.

Konsttraditionen bestar huvudsakligen av vara
oupphdrliga anstrangningar att férséka fanga tiden
— vilket, eftersom den aldrig star stilla &r domt till
evigt misslyckande, ett oaterkalleligen hopplost —
ehuru ofta poetiskt — foretag. Maleri och skulptur
fryser och kapslar in ett 6gonblick pa ett satt som
kan ge illusion av rérelse eller tidsbestamdhet, allt
medan det erbjuder betraktaren stillastaendets trygg-
het. En grundlaggande faktor i Knutssons sjalvly-
sande malningar ar den dynamiska och standiga
metamorfos som fortgar som en standig stréom sub-
tila, iakttagbara férédndringar mellan den visuella
information som presenteras, det som antyds svagt
som rudimentara spar av vad som just varit och
det som bara lever kvar som ett kvardréjande, optiskt
eko i minnets fantasmagoriska och reella verklighet.
Varje malning ar tva malningar (eller snarare en
oandlig uppséttning malningar, som uppstar och
forsvinner allteftersom de fosforescerande pigmen-
ten forlorar sin lyskraft med olika hastighet) —
malningar som lever tillsammans som en kluven per-
sonlighet inom samma ram. De maste ses var for
sig, forst i ljus och sedan i djupaste morker for att
slutligen betraktas som helhet som ett enda verk. |
det mangfaldiga sammanhanget av denna dubbel-
roll — som en dikotomi av ljus och morker — lyckas
inte dessa dubbla identiteter fanga tiden, utan destil-
lerar den snarare genom en standigt skiftande glod
av kortvariga glimranden och skuggor som fram-
trader och upploses infér vara égon i en stréom av
flyktiga figurer och farger.

Knutssons konstnarliga bedémningar ar knap-
past godtyckliga. Det &r inte bara det att han laddar
tvd malningar i en, utan varje malning ar pa nagot
séatt den andras motsats och bekraftelse. Det ar nas-
tan som om vi ser en inversion eller naturens skugg-
sida i morkret (som nér det fotografiska mérkrums-
negativet registrerar formens substans i det fysiska
rummets motsatta form). P4 samma gang undangli-
dande och insubstantiella som fysisk enhet och
aggressivt imponerande som psykologiskt tillstand,
kartlagger Knutssons malningar sinnena i gyttret av
kompositionsmassigt resonanta men kanslomassigt



wards tidal retreat, often leaving scattered behind in
its wake small puddles of saturated intensity that flash
and then pass on as if reflecting the last rays of light
from a setting sun. In such a way this work doesn't
flip back and forth between its polarities like Jekyll and
Hyde, but vacillates between contrasts (like desire
and dread) in an almost imperceptibly gradual and in-
tricately intertwining fashion so that all thoughts and
feelings overlap. What on first impression may seem
complacent, calm, constant and caressing here is apt
to leave one far less sure of things and a great deal
more aware of those mortal and menacing territories
that lurk on the horizon ready to seep out of their
stucco-staccato syllables of pastel pleasantry and
submerge the terra firma of the politely picturesque
in a miasma of in-betweenness, self reflection and
metaphysical awe.

The fluency and flux of Knutsson's paintings goes
beyond even that of its own exceptional compositional
metastasis. The potency of visual fluidity and ambiva-
lence here radiates from a mesmerizing Rorschach-
like arena of subliminal allegory where a backstage
cast of thousands softly whispers in simultaneously
haunting and seductive tones. In a sense, this under-
lying anxiety disturbing the panoramic glory in Knut-
sson’s lightscapes takes its cue from 19th century
Romanticism. As Knutsson casts his gaze upwards
to find the preternatural nocturnal infernos of the
northern lights and other magnificent and humbling
tapestries of ecstatic revelation that paint themselves
in uniqgue combinations of star and sunlight upon a
cloud, a mountain, a horizon, or a darkened sky, he
is also peering inwards, stalking the invisible prey of
his own soul, and looking further off, somewhere be-
hind the mask of the iridescent sky. Looking for
what—demons? fairies? heaven? hell? escape? res-
cue? Is this the sublime garden of life, or the horror
vacui of humanity's insane drive to conquer the cos-
mic anatomy of something far too vast and delicate
for the clumsy, arrogant and feeble-minded to play
with? Like painters of the Romantic era (such as
Kaspar David Friedrich or the Hudson River School),
Knutsson tries to recover in his art a mythic lost em-
pire of unsullied and untamed beauty where light em-
anates as if it were the aura of the gods themselves.
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oférenliga sammanstaliningar. Medan elektriskt ljus
antingen &r tant eller slackt sa ebbar Knutssons ljus
bort i en oférutséagbar tidvattensrorelse, fram och
tillbaka, ofta efterlamnande sma polar av mattad
intensitet, som glimmar till och sedan gar vidare
som om de aterspeglade de sista ljusstralarna i
solnedgangen. Malningen svanger alltsa inte fram
och tillbaka mellan tva polariteter som Dr Jekyll och
Mr Hyde, utan pendlar mellan kontraster (sdsom lust
och fruktan) gradvis, nastan omarkligt och intrikat
sammanflatade, sa att alla tankar och kanslor 6ver-
lappar. Det som vid foérsta pasyn verkar tillfreds,
lugnt, konstant och insmickrande gor ofta betrakta-
ren mer oséker och medveten om de dédliga och
hotande regioner som lurar vid horisonten och bara
vantar pa att sippra ut ur de pastellfargade &lskvéard-
heternas stavelser i stuckatur-staccato och att svepa
in det hovligt pittoreskas fasta mark i ett tbcken av
osakerhet, sjalvaterspegling och djup metafysisk
vordnad.

Den lediga framstallningen och férandringarna i
Knutssons maleri dverstiger t o m den egna, excep-
tionella metastasen vad betréffar kompositionen.
Kraften i den visuella fluiditeten och ambivalensen
harstammar har frén en hypnotisk Rorschach-liknande
undermedveten allegori, dar tusentals stammor
viskar i kér bakom scenen, fortrollande och forforiskt.
Pa satt och vis hamtar denna grundlaggande
angest, som stér den panoramiska héarligheten i
Knutssons ljusskap, sin inspiration i 1800-talets
romantik. Nar Knutsson hojer 6gat mot norrskenets
dvernaturliga, nattliga infernon och mot de andra
magnifika och 6dmjukande former av extatisk uppen-
barelse som utspelas i en unik kombination av
stjarnor och sol pa ett moln, ett berg, en horisont
eller en moérk himmel, riktar han ocksa blicken inat,
pa jakt efter det osynliga bytet i sin egen sjél och
ser langre bort, nagonstans bakom den skimrande
himlens mask. Vad ser han efter — demoner?
Alvor? Himmel? Helvete? Flykt? Raddning? Ar detta
livets lustgard eller det “horror vacui" som blivit re-
sultatet av ménsklighetens vanvettiga forsdk att
bemastra den kosmiska anatomin — en allfér vittom-
fattande och émtalig leksak for de klumpiga, arro-
ganta och svagsinta? Liksom Romantiska malare



Knutsson's transcendentalist nature is of course
distinctly different from the Romantic landscapes.
The most significant dissimilarity is that while Roman-
ticism (or a number of other agrarian idealizations one
might also consider) was often extremely explicit and
exaggerated in its allegorical references, Knutsson in-
vokes the mystical spirit of the ethereal realm as an
implicit consciousness that expresses itself in the
subtle movements and flowing mutabilities of what
look like obscure fragments of light and shadow as
they might fall upon various features of the land, sea
or sky at a particular moment. Knutsson's art, which
is made up almost exclusively of understated details
and barely discernable variations that only fully reveal
themselves over an extended period of careful scru-
tiny, in fact comes closest to resembling the hypnot-
ic rhythmes, intricate textures and intimate modula-
tions of Minimalist music—a source Knutsson
himself acknowledged in an important early work of
his that took its title from a piece by the Minimalist
composer Philip Glass.

Light, for centuries a sign of spirituality, hope, pu-
rity, revelation and life, recently has acquired addition-
al implications other than those of salvation or enlight-
enment. We have always been frightened of the
unknown, the things that seem to mysteriously glow,
the lightning and fires that come in the dark. Before
we entered the atomic age we could believe in this
light as the voice of God and pray for its mercy, but
ever since the moment we first harnessed these pri-
mal forces of the cosmos for ourselves, not a sane
man/woman amongst us could ever trust again in its
intentions, wisdom, sense of fairness or proper
proportion. Knutsson's luminous paintings may not be
literally about anything so violent and grim as nucle-
ar war or radiation. Neither the artist, nor his work,
has ever directly stated such a reference exists at all.
But even if the A-bomb never once crossed this art-
ist's mind over the past decade, something has al-
ready deeply changed in the nature of our associa-
tions with mysteriously glowing light that has made
it impossible to ever see it purely as it once was. As
sublime and ultimately reassuring as these pictures
are, they still seem poisoned at their core by some-
thing gnawing at this planet's heart of darkness. Per-
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(som t ex Kaspar David Friedrich eller Hudson River-
skolan) forsoker Knutsson atererdvra i sin konst ett
sagans forlorade rike av obesudlad, otadmjd skénhet
fran vilket ljuset stralar som fran gudarna sjélva.

Knutssons transcendens &r naturligtvis en helt
annan an i de Romantiska landskapen. Den mest
betydande skillnaden &r att medan Romantiken
(eller ett antal andra téankbara, agrara idealiseringar)
ofta var synnerligen explicit och dverdriven i sina
allegoriska syftningar, s& &beropar Knutsson det
Overjordiska rikets mystiske ande som ett under-
forstatt medvetande som finner uttryck i de subtila
rorelserna och flytande férandringarna hos vad som
ser ut att vara dunkla fragment av ljus och skugga
som faller pa olika deler av land, hav och himmel i
ett visst égonblick. Knutssons konst, som néastan
uteslutande bestar av antydda detaljer och knappt
skonjbara skiftningar vilka bara avslojas efter
l&ngvarig fingranskning, liknar snarare den hypno-
tiska rytm, invecklade struktur och de intima modu-
leringar som karaktariserar Minimal Musik — en kalla
som Knutsson sjélv erkanner i ett tidigt, avgérande
verk vars titel &r tagen fran ett musikstycke av den
minimalistiske tonsattaren Philip Glass.

Ljus, som i &rhundraden varit ett tecken pa and-
lighet, hopp, renhet, uppenbarelse och liv, har pa
sistone associerats med andra egenskaper an radd-
ning eller upplysning. Vi har alltid fruktat det okanda,
det som nérs av en mystisk glod, blixt och eldar
som lyser i morkret. Innan vi befann oss i atomaldern
kunde vi &nnu tro pa detta ljus som Guds rost och
be om dess nad, men sedan vi tyglade de kosmiska
urkrafterna till var tjanst finns det ingen med férnuftet
i behall som langre tors satta sin tillit till dess avsikter,
vishet, réttvisa eller rattmatighet. Knutssons sjalvly-
sande malningar handlar kanske inte bokstavligen
om négot sa valdsamt och ohyggligt som atomkrig
eller stralning. Varken konstnaren eller hans verk har
nagonsin pekat pa ett sddant samband. Men aven
om konstnéaren aldrig agnat atombomben en tanke
under de senaste tio aren, sa har en fundamental
foréandring intratt i vara tankeassociationer till mys-
tiskt glédande ljus och gjort det oméjligt fér oss att
aterigen se det precis som vi en gang gjorde. Hur
sublima och trésterika dessa malningar an &r i det



haps such an issue was best addressed by Martin
Amis in his book Einstein's Monsters when, upon ask-
ing himself the rhetorical question, *'Is it possible to
never think about nuclear weapons?'' he wrote, ‘‘In
that case the process, the seepage is perhaps
preconceptual, physiological, glandular. The man with
the cocked gun in his mouth may boast that he never
thinks about the cocked gun. But he tastes it, all the
time.” In looking at Knutsson's art one might also add
that by now he has had the gun in his mouth for so
long he even likes the taste of it.

In the silence and solitude of his personal medita-
tion on that which is out of this world and yet there for
us to ponder, what Knutsson eventually discovers (as
each of us comes to see for ourselvesin these intui-
tive explorations of space) is that when the last bits
of light evaporate into a thick and musky darkness,
and when, even then, you still remain to contemplate
the nothingness that is very much there (and quite tan-
gible), the great elemental forces are pastoral as well
as gothic—benevolent, because they offer something
to believe in at a time when we can no longer trust our
own capacity to exist without destroying ourselves
and everything around us, yet threatening, because,
when confronted by the infinite, the guilty shall always
hear the wrathful judgement and feel the ultimate
retribution of a universal consciousness whose trust
it has violated. If one stops to look to the heavens for
guidance now, the eternal flame of life seems dimmer
than it once was. Few bother to look, most couldn't
hope to see it through the artificial lights of our cities,
but Knutsson still can make out the light within the
darkness. He remembers its myths in an age when
they've become obsolete, and he knows that what
once was a shining promise has begun to be an ee-
rie afterglow adumbrate of the ominous and unknown.

Carlo McCormick is a free lance writer living and work-
ing in New York City

23

langa loppet, s& verkar de andé i botten férgiftade
av nagot som gnager pa sjilva hjartat av den har
planeten. Denna frdga beskrivs kanske bést av Martin
Amis i “Einsteins monster” nar han skriver, som svar
pa fragan: "Ar det mojligt att aldrig mera ténka pa
atomvapen?" — “| sa fall &r nog forloppet och lécka-
get pre-konceptuellt, fysiologiskt och sker i kdrtlarna.
En man med en osakrad pistol i munnen kan kanske
skryta med att han aldrig tdnker pa den osakrade
pistolen. Men han k&nner smaken av den helatiden.”
N&r man ser p& Knutssons malningar kanske man
bor tillagga att han har nu haft pistolpipan i munnen
sé& lange att han t o m tycker om smaken.

Vad Knutsson till slut upptacker i sitt tysta och
ensamma betraktande av det som inte ar av denna
vérlden men som anda &r dar for oss att begrunda
(och vilket vi sjalva inser i dessa intuitiva utforsk-
ningar av rummet) &r att nér de sista ljusglimtarna
dunstar bort i ett tjockt och tdcknigt mérker och man
anda star kvar och betraktar den intighet som i
hogsta grad &r narvarande (och pataglig), da blir
elementens stora krafter pastorala och gotiskt vélvil-
liga i och med att de erbjuder nagot att tro pa —
och detta nar vi inte langre kan lita pa var egen
férmaga att existera utan att férinta varandra och
allt omkring oss. Men pa samma géang ar de hotande
darfor att infér det oandliga skall alltid de skyldiga
héra vredens dom och lida det yttersta straff, som
utmats av universalmedvetandet vars fértroende de
svikit. Om man nu soker hjalp fran himlen syns den
eviga livslagan svagare an den var. Fa bryr sig om
att sbka efter den och de flesta skulle inte se den
genom stadernas artificiella ljus, men Knutsson kan
fortfarande skonja ljuset genom mérkret. Han kom-
mer fortfarande ihdg dess myter nu nar de har blivit
férlegade och han vet att det som en gang var ett
skinande l6fte har nu bérjat férvandlats till en spoklik
efterglans som férebadar det hotfullt okanda.

Carlo McCormick &r frilansskribent, bosatt och
verksam i New York City



Meadow Dance. 1985-87. 60 x 50 inches. Magna, wax/oil on linen, in the light.
Collection of the artist.

Meadow Dance. 1985-87. 152 x 127 centimeters. Magna, vax/olja pa linne, i ljus.

| konstnédrens ago.
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Meadow Dance. 1985-87. 60 x 50 inches. Magna,wax/oil on linen, in the dark.
Collection of the artist.

Meadow Dance. 1985-87. 152 x 127 centimeters. Magna, vax/olja pa linne, i morker.
| konstnarens ago.

25



LIGHTSCAPES

Most of the paintings and prints in this exhibition
were created in the last three years (1987 - 1990). A
few of the paintings were started earlier—these un-
finished canvases were revived, reworked and even-
tually finished. As a whole, this exhibition does not
constitute a finished body of work. Rather, these paint-
ings reflect and are the record of my ongoing investi-
gation of the painterly and expressive possibilities that
luminous (phosphorescent) pigments have, in combi-
nation with the commonly used chromatic pigments.

A considerable amount of knowledge on luminosity
has been accumulated since | first experimented with
this kind of luminescent phosphorescence over ten
years ago. One of the goals of this exhibition and pub-
lication is to add to the existing body of knowledge
that has already been published in exhibitions, cata-
logues and various magazine articles.

The striking visual impact and intellectually chal-
lenging questions inherent in my work combine to cre-
ate the technical, artistic and conceptual problems
that continue to inspire me to go on. The luminous
paint deals almost exclusively with light—stored and
emitted colored light—and its relationship with time,
whereas the chromatic pigments deal specifically
with color. This becomes apparent very quickly and
with great force when the light is turned off, or when
the painting is taken into a dark room.

What is less apparent to the artist is how to use this
fascinating phenomena in painting. As painters, we
are trained to mix and manipulate colors. At the ini-
tial stages of working with phosphorescent pigments,
| made the assumption that luminous colors were like
the others—with the additional feature that they could
"glow-in-the-dark." Instead, | had to train myself to
think: “‘colored light—that changes in the dark,”" when
working with this material. It is a very different
concept—one that | am constantly searching for new
ways to define verbally and visually.

Luminous paint is still paint—powdered pigments
that can be mixed with oil, acrylic, magna, and wax
to name a few. However, what you see is only half of
what you get! Not only do the pigments change and
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LJUSSKAP

Flertalet av malningarna och de grafiska bladen
i denna utstélining skapades under de senaste tre
aren (1987-1990). Nagra av malningarna pabor-
jades langt tidigare — dessa oavslutade arbeten
aterupptogs, omarbetades och avslutades sa sma-
ningom. Som helhet representerar inte utstallningen
ett avslutat kapitel i mitt arbete. Det &r snarare sa
att méalningarna reflekterar och vittnar om min fort-
gaende understkning av de maleriska och expres-
siva uttrycksmdjligheterna som sjalvlysande (fos-
forescerande) pigment erbjuder i kombination med
vanliga kromatiska fargpigment.

En avsevard kunskap har byggts upp om emitterat
lijus och sjélvlysande pigment sedan jag forst bor-
jade experimentera med ljusbarande fosforescering
for tio ar sedan. En av malsattningarna for utstall-
ningen och fér denna skrift &r att ytterligare utéka den
kunskap som redan dokumenterats i utstallningar,
kataloger och olika tidskrifter.

Den visuellt sa effektfulla slagkraften och de intel-
lektuellt utmanande fragorna som utgér en naturlig
del av mitt arbete ger tillsammans upphov till tek-
niska, konstnérliga och konceptuella problem som
om och om igen inspirerar mig att ga vidare. Sjalvly-
sande farg har nastan utelutande med /jus att géra
— lagrat, utsant, svalt ljus — och dess férhallande
till tid. Kromatiska pigment & andra sidan har med
farg att gora. Detta blir genast uppenbart s& snart
ljuset slacks eller nar malningen tages in i ett morkt
rum.

Vad som inte &r lika uppenbart fér konstnaren ar
hur man anvander detta fascinerande fenomen i ma-
leri. Som malare &r vi utbildade i konsten att blanda
och manipulera farger. Nar jag borjade arbeta med
fosforescerande pigment utgick jag fran att lysande
farg var som all annan — plus “sjalvlysande” dess-
utom. Jag har nu varit tvungen att l&ra mig tanka:
“fargat ljus — som forandras i morker" nér jag ar-
betar med detta material. Det ror sig verkligen om
ett helt nytt koncept som jag hela tiden férstker
finna nya satt att uttrycka, bade i ord och i bild.

Lysande farg &r fortfarande farg — pulverpigment



produce another kind of image but they also create
a very different sensation in the dark.,

This is unsettling to some at first, since the ex-
perience of seeing something (especially as tradition-
al as a square painting on canvas), that becomes
"‘something else'’ without rational, or known reason,
is a challenge to our sense of reality, and perhaps
even sense of safety. To others again, this is a point
of access to unexplored territory, with many possibil-
ities for interpretation, both within the painting, as well
as within the self. As painters, we are also trained (at
least since the Cro-Magnon days) to see our materi-
als as vehicles to express—to make images of—the
unknown and the unseen in ourselves and in our
culture.

Itis only after having internalized the nature of lu-
minous materials with, and in relation to, the chroma-
tic colors that it has become possible for me to build
both images at the same time with more and more
freedom and greater clarity. This internalization is a
long and continuous process, that sometimes is pain-
fully slow. Therefore, an exhibition with a wide scope
like this one, that allows me an opportunity to step
back and see what has been going on, is a vital part
in this process of development. | am deeply grateful
to the University of Maine Museum of Art, its direc-
tor and staff, for their diligent and committed efforts
with all the preparations, and for providing me with
this opportunity to share my findings with its audience.
Many friends, both in Sweden, Canada and the U.S.
have helped, solicited helpful advice and generously
supported the exhibition, both in Maine and the differ-
ent manifestations taking place in Sweden and in New
York. To all of you my warmest and heartfelt *“Tack ska
ni ha!"

Anders Knutsson
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som kan blandas med olja, acryl, magna, vax m m.
Men resultatet utgdr bara halva sanningen! Det &r
inte bara det att pigmenten férdndras och ger oss
en helt ny bild, utan de skapar ocksa en mycket
annorlunda effekt i moérker.

For vissa ar detta till en borjan en omtumlande
upplevelse, eftersom att se nagot (allra helst nagot
sé traditionellt som en fyrkantig malining pa en duk)
som helt plotsligt féréndras till “ndgot annat”, utan
rationella eller kAnda orsaker, utmanar var uppfatt-
ning om verkligheten och kan ge upphov till en kan-
sla av osékerhet. Fér andra blir emellertid detta en
inkorsport till ett outforskat territorium som erbjuder
rika méjligheter till tolkning inom maélningen och
inom jaget. Fér som malare har vi sedan lange
(atminstone fran Cro Magnon-epoken) lart oss att
se i materialet ett uttrycksmedel fér avbildandet av
det okdnda och osedda bade i oss sjalva och i var
kultur.

Det ar forst nar jag har internaliserat de lysande
pigmentens natur tillsammans med och i férhallande
till de kromatiska fargerna som det blir mgjligt att
bygga bada bilderna pa samma gang, med allt
storre frihet och klarhet. Denna internaliserings-
process &r lang och utdragen och verkar ibland
plagsamt langsam. Darfor ar en utstallining av denna
bredd — en som gér det mojligt for mig att ta ett
steg tillbaka och se vad som hant — en vital del av
denna utvecklingsprocess.

Jag &r djupt tacksam till University of Maine
Museum of Art, dess styrelse, chef och personal f6r
deras villiga och outtréttliga hjalp med alla férbere-
delserna infdr utstéliningen och for detta tillfalle att
dela med mig till publiken av mina alster. Manga
vanner, bade i Sverige, Canada och USA har hjalpt
till, kommit med goda rad och stott utstaliningen,
bade i Maine och genom olika manifestationer i
Sverige och i New York. Till er alla ett innerligt och
hjartligt tack!

Anders Knutsson
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U-you. 1990. 23.5 x 23.5 inches. Acrylic on linen, in the light. Collection of the
artist,

U-you. 1990. 60 x 60 centimeters. Acryl pa linne, i ljus. | konstnarens ago.
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U-you. 1990. 23.5 x 23.5 inches. Acrylic on linen, in the dark. Collection of the
artist.

U-you. 1990. 60 x 60 centimeters - Acryl pa linne, i mérker. | konstnarens &go.
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Wanderer. 1984—-90. 84 x 52 inches. Magna, acrylic, wax/oil on linen,
in the light. Collection of the artist.

Wanderer. 1984-90. 213 x 152 centimeters. Magna, acryl, vax/olja pa
linne, i ljus. | konstnarens ago.
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Wanderer.1984-90. 84 x 52 inches. Magna, acrylic, wax/oil on linen,
in the dark. Collection of the artist.

Wanderer. 1984-90. 213 x 152 centimeters. Magna, acryl, vax/olja pa
linne, i mérker. | konstnérens ago.
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1 Bridge
1988. Acrylic, wax/oil on linen
73 x 52 inches
Collection of the artist

2  Morning of Memory
1987. Acrylic on linen
72 x 48 inches
Collection of the artist

3 Wanderer
1984 - 90. Magna, acrylic, wax/oil on linen
84 x 52 inches
Collection of the artist

4 U-you
1990. Acrylic on linen
23.5 x 23.5 inches
Collection of the artist
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Collection of the artist
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1975 - 90. Acrylic, wax/oil on cotton
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Collection of the artist
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1975 - 89. Acrylic, wax/oil on cotton
62 x 56 inches
Collection of the artist

8 Stoneman’s Dream
1975 - 88. Acrylic, wax/oil on cotton
50 x 48 inches
Collection of Apoteksbolaget,
Stockholm, Sweden

9  Homage to Gustav Dahlén
1984. Wax/oil on linen
75 x 90 inches
Collection of the artist
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Bridge

1988. Acryl, vax/olja pa linne
185 x 132 centimeters

| konstnérens ago

Morning of Memory
1987. Acryl pé linne
183 x 122 centimeters
| konstnarens ago

Wanderer

1984-90. Magna, acryl, vax/olja pa linne

213 x 152 centimeters
| konstnérens ago

U-you

1990. Acryl pa linne
60 x 60 centimeters
| konstnérens dgo

Meadow Dance

1985-87. Magna, vax/olja pa linne
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| konstnarens 4go

Tree of Light

1975-90. Acryl, vax/olja pa bomull
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| konstnérens ago

Stellar Spin

1975-89. Acryl, vax/olja pa bomull
157 x 142 centimeters

| konstnarens ago

Stoneman’s Dream
1975—88. Acryl, vax/olja pd bomull
127 x 122 centimeters

Ags av Apoteksbolaget, Stockholm, Sweden

Homage to Gustav Dahlén
1984. Vax/olja pa linne

190 x 228 centimeters

| konstnarens 4go



10

1

12

13

14

15

16

17

18

Greenman, study

1984 - 90. Magna, acrylic, wax/oil on linen
30 x 26 inches

Collection of the artist

Greenmen

1985 - 90. Magna, acrylic, wax/oil on linen
71 x 85 inches

Collection of the artist

Aloe Arizona

1984 - 90. Magna, acrylic, wax/oil on linen
51 x 58.5 inches

Collection of the artist

Field of Faith I

1987 - 89. Acrylic, wax/oil on linen

84 x 51 inches

Collection of Mr. and Mrs. Colin Benjamin,
Greenwich, Connecticut

Poet's House

1989 - 90. Acrylic, wax/oil on linen
48 x 40 inches

Collection of the artist

Ocean

1988. Acrylic, wax/oil on linen
50 x 84 inches

Collection of the artist

Midsummer Progress

1990. Acrylic on linen

54 x 48 inches

Collection of Marcia and John Price,
Salt Lake City, Utah

Desert Aloe

1990. Acrylic on linen
45 x 40 inches
Collection of the artist

Reflexions, Georgian Bay |
1990. Acrylic on linen

43 x 53 inches

Collection of the artist
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Greenman, studie

1984-90. Magna, acryl, vax/olja pa linne
76 x 66 centimeters

| konstnarens ago

Greenmen

1985-90. Magna, acryl, vax/olja pa linne
180 x 216 centimeters

| konstndrens dgo

Aloe Arizona

1984-90. Magna, acryl, vax/clja pa linne
130 x 150 centimeters

| konstnéarens ago

Field of Faith Il

1987—89. Acryl, vax/olja pa linne

213 x 130 centimeters

Ags av hr och fru Colin Benjamin,
Greenwich, Connecticut

Poet's House

1989-80. Acryl, vax/olja pa linne
122 x 102 centimeters

| konstnarens ago

Qcean

1989. Acryl pa linne
127 % 163 centimeters
| konstndrens &go

Midsummer Progress

1990. Acryl pé linne

137 x 122 centimeters

Ags av Marcia och John Price,
Salt Lake City, Utah

Desert Aloe

1990. Acryl pd linne
114 x 102 centimeters
| konstndrens ago

Reflexions, Georgian Bay |
1990. Acryl pa linne

110 x 135 centimeters

| konstnarens ago
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Reflexions, Georgian Bay Il
1990. Acrylic on linen

45 x 50 inches

Collection of the artist

Violetset

1990. Acrylic on linen
32 x 28 inches
Collection of the artist

The Grommet Paper

1983 - 89. Wax/oil on handmade paper
31 x 34 inches

Collection of the artist

Hunk's Horrors

1982 - 86. Magna, wax/oil on handmade
paper

31 x 34 inches

Collection of the artist

Lightscapestudies /

1990. Acrylic on handmade paper

10 x 10 inches

Collection of Mrs. Eva Olsson, Malmo, Sweden

Lightscapestudies Il

1990. Acrylic on handmade paper

10 x 10 inches

Collection of Mrs. Doris Schultz-Knutsson,
Toronto, Canada

Lightscapestudies il

1990. Acrylic on handmade paper
10 x 10 inches

Collection of the artist

Lightscapestudies IV

1990. Acrylic on handmade paper
10 x 10 inches

Collection of the artist

Lightscapestudies V

1990. Acrylic on handmade paper
10 x 10 inches

Collection of the artist
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Reflexions, Georgian Bay Il
1990. Acryl pa. linne

114 x 127 centimeters

| konstnarens ago

Violetset

1990. Acryl pa linne
82 x 71 centimeters
| konstnérens ago

The Grommet Paper

1983—-89. Vax/olja pa handgjort papper
79 x 83 centimeters

| konstnarens ago

Hunk's Horrors

1982-86. Vax/olja pa handgjort papper
79 x 83 centimeters

| konstnérens ago

Lightscapestudies |

1990. Acryl pa handgijort papper

25 x 25 centimeters

Ags av fru Eva Olsson, Malmd, Sweden

Lightscapestudies Il

1990. Acryl pa handgjort papper

25 x 25 centimeters

Ags av fru Doris Schultz-Knutsson,
Toronto, Canada

Lightscapestudies I

1990. Acryl pa handgjort papper
25 x 25 centimeters
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Lightscapestudies 1V

1990. Acryl pa handgjort papper
25 x 25 centimeters
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Lightscapestudies V

1990. Acryl pa handgjort papper
25 x 25 centimeters

| konstndrens ago
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Lightscapestudies VI

1990. Acrylic on handmade paper

10 x 10 inches
Collection of the artist

Midsummer Stockholm
1985. Silkscreen print
41 x 29 inches
Collection of the artist

Dancers in De-Light
1986. Silkscreen print
29 x 41 inches
Collection of the artist

Blueprint for Bjérn
1987. Silkscreen print
12 x 15 inches
Collection of the artist

Rainbow |

1987. Silkscreen print
8 x 6 inches
Collection of the artist

Rainbow !

1987. Silkscreen print
8 x 6 inches
Collection of the artist

Rainbow II{

1987. Silkscreen print
8 x 6 inches
Collection of the artist
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39

Lightscapestudies VI

1990. Acryl pa handgjort papper

25 x 25 centimeters
| konstnarens ago

Midsummer Stockholm
1985. Silkscreen tryck
104 x 74 centimeters

| konstnarens ago

Dancers in De-Light
1986. Silkscreen tryck
74 x 104 centimeters
| konstnarens ago

Blueprint for Bjérn
1987. Silkscreen tryck
30 x 38 centimeters

| konstnarens ago

Rainbow |

1987. Silscreen tryck
20.3 x 15.3 centimeters
| konstnarens ago

Rainbow Il

1987. Silkscreen tryck
20.3 x 15.3 centimeters
| konstnarens ago

Rainbow {if

1987. Silkscreen tryck
20.3 x 15.3 centimeters
| konstnarens 4go
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