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Hver skapar heiminn? Er pad konan sem stendur ein
Uti i bjartri sumarnottinni med skéflu sér vio hénd?
Er bad madurinn sem stendur einn Uti i svartri vetrar-
nottinni med ljésmyndavélina i annarri hendi og
ljoskastara i hinni? Eda hefur madurinn sjalfur ekkert
med skdpun heimsins ad gera? Skapar nattdran sig
sjalf?

Natturan er petta 6reidukennda afl sem vex
ohindrad baedi innra med okkur og utan vid okkur.
An hennar veeri ekkert |if, engin &strida, ekkert flaedi
og enginn daudi. Nattdran baedi skapar lif og eydir lifi.
A hverjum degi reynum vid ad beisla petta Iif, baedi
bad lif sem baerir & sér innra med okkur og pad lif sem
& sér stad utan vio okkur. Vid pjalfum likamann, tokum
inn lyf til ad hemja daeskilega proun, héfum stjorn &
[dngunum okkar og beinum astridum okkar i aeskileg-
an farveg. Vid gréfum skurdi, grodursetjum tré,
morkum okkur leid, finnum okkur stad, hverfum fra
nattdrunni og inn i heim roksemda, skynsemi og
hagvaxtar. Pannig métast lif okkar af sifelldri barattu
vid nattiruna sem byr baedi innra med okkur og utan
vio okkur. Vid getum ekki leyft henni ad vaxa 6hindrad
en vid getum heldur ekki n4d fullkomnu taki & henni.
Néattdran er ofyrirsjdanleg. Han & sér fleiri birtingar-
myndir en okkur geeti érad fyrir. Pegar nattlran haettir
a0 koma okkur & évart heettir hiin lika ad vera til sem
slik. Verdur eitthvad annad. Hluti af meelanlegum,
Utreiknanlegum og manngerdum veruleika. Umhverfi
mannsins.

Madurinn stendur einn Uti i néttinni og myndar baedi
umhverfid sem hann hefur skapad og nattiruna sem
hann hefur enga stjorn &. Hann lysir upp umhverfio,

Who creates the world? Is it the woman standing
alone outside in the light summer night holding a
shovel? Is it the man standing alone in the black winter
night with a camera in one hand and a floodlight in
the other? Or has man himself nothing to do with the
creation of the world? Does nature create itself?
Nature is that chaotic force that grows unhindered
both inside and outside of us. Without it there would
be no life, no passion, no flow, and no death. Nature
creates life and destroys life. Each day we try to
harness this life, both the life that stirs within us and
the life that takes place outside of us. We train our
body, take medicines to keep unwanted changes
under control, we manage our desires and direct our
passions into appropriate channels. We dig trenches,
plant trees, mark out our path, find our place, turn
aside from nature to the world of reasoning, rationali-
ty, and economic growth. Thus our lives are shaped by
a continuous battle with the nature that exists within
us as well as outside of us. We cannot allow it to
expand unchecked, but neither can we get a firm hold
of it. Nature is unpredictable. It manifests itself in
more ways than we could possibly imagine. When
nature stops surprising us it stops existing as such. It
becomes something else. Part of a quantifiable,
determinable, man-made reality. Man’s environment.
Man stands alone outside in the night, recording
the environment he has created and the nature over
which he has no control. He illuminates the scene,
fixes his eyes on details, and ponders how time has
made its mark on the life around him. How nature
changes from day to day. Leaves wither, snowflakes



festir augun & smaatridum og veltir fyrir sér hvernig
timinn hefur sett mark sitt & lifid i kringum hann.
Hvernig nattaran breytist dag fré degi. Lauf sélnar,
snjokorn fellur, birtan breytist. Hann dregur ad sér
andann, samlagast umhverfinu, verdur um stund hluti
af nattdrunni, en dregur sidan fram ljéskastarann og
lidsmyndavélina, skréir, umbreytir og skapar.
Ljosmyndin sem midill fjallar 60rum praedi um timann
og vidleitni mannsins til ad vardveita hid lidna eda
draga fram afmarkada praedi Ur flaedi timans. | dag-
legu lifi upplifum vid veruleikann sem eina heild, vid
horfum, hlustum, snertum, medtdkum hitabreytingar
og lykt, hreyfum okkur um i rymi, tékum samtimis mid
af hinum meelanlega tima og okkar innri tima sem
stjornar pvi hversu hratt eda haegt vid skynjum flaedi
veruleikans. Ljosmyndin getur rofid petta flaedi en han
getur einnig pjappad pvi saman i eitt afmarkad
augnablik, skurdpunkt timans.

Ljosmyndir Péturs Thomsen af lifandi grédri sem vex
og umbreytist 1 skjoli neetur fjalla baedi um natturuna
sjalfa og smaatridin sem vid tékum sjaldan eftir i
daglegu fleedi timans. beer fjalla lika um inngrip
mannsins i pessa sOmu nattaru, hvernig madurinn,
medvitad eda dSmedvitad, hefur ahrif & nattdruna.
Hvernig hann baedi tradkar pungstigur & vidkveemum
grédri, grédursetur, mokar, nemur & brott og lysir upp
jurtir og plontur og setur pannig taktinn i nattarunni ar
skordum. Teeknin gerir honum kleift ad sja pad sem
myrkrid felur. Ljdsmyndarinn er eins og rannséknar-
madur a vettvangi. Hann horfir athugull i kringum sig,
leitar a® ummerkjum, dregur fram smaétridi sem
68rum gaetu yfirsést, skrasetur og radar saman. |
alpjédlegu samhengi er talad um fagurfreedi sem
motast hefur af adferdafraedi réttarrannsdkna (e.
forensics) | pessu samhengi og mé bzedi greina slikar
dherslur 7 fréttaljésmyndum og myndlist." Med
ljésmyndum sinum af umhverfinu i Upphaedum vid
Sélheima i Grimsnesi, af sandnamum 1 Ingdlfsfjalli og
skurdum sem reesa fram myrlendi i pagu landbu-
anadarins & Sudurlandi skrifar Pétur Thomsen sig inn i
ba hefd. [ stad pess ad syna glaepinn eda gjdrninginn
sjalfan beinir hann sjonum ad smaatridum og um-

fall, the light changes. He breathes in, becomes one
with his surroundings, becomes for a short while a part
of nature, then takes out his floodlight and his camera
— records, transforms, and creates.

As a medium, a photograph deals to a certain
extent with time and man’s attempt to preserve the
bygone or to draw out particular threads from the flow
of time. In our daily lives, we experience reality as a
single entity; we look, listen, touch, absorb changes in
temperature and smell, we move in space, simultane-
ously taking into consideration both quantifiable time
and our own intrinsic time that controls how quickly or
slowly we sense the flow of reality. A photograph can
break this flow, but it can also condense it into one
specific moment, time's point of intersection.

Pétur Thomsen's photographs of living vegetation
that grows and transforms during the night deal with
nature itself, as well as those details we hardly ever
notice in the daily flow of time. They also deal with
man’s intervention into this same nature — how man,
consciously or subconsciously, affects nature, how he
tramples heavy-footed on delicate vegetation, how he
plants, digs, takes away and illuminates herbs and
plants, so disturbing the rhythm of nature. Technology
enables him to see what darkness conceals. The
photographer is like an investigator out in the field.
He carefully observes his surroundings, looks for
traces, brings out details other people might overlook,
records, and puts things in order. Internationally, theo-
rists have said that in such a context aesthetics is
influenced by forensic methodology; such emphases
may be detected both in photojournalism and in fine
art photography.' With his photographs taken of the
environment at Upphaedir in Sélheimar in Grimsnes, of
the sand mines on Mt Ingdlfsfjall, and of the ditches
that drain the moorland in the interests of agriculture
in the south of Iceland, Pétur Thomsen writes himself
into this tradition. Rather than showing the actual
crime or event, he draws your eye to the details and
evidential traces in the environment, leaving it to the
onlooker to interpret the result. We observe leaves
that take on a golden hue under the effects of



merkjum i umhverfinu sem visa Ut fyrir sig og felur
bannig dhorfandanum ad tulka nidurstédurnar. Vid
virdum fyrir okkur laufbl6d sem med manngerdri
lysingu fa & sig gylltan blee og sjdum hvernig marg-
slungin form & hversdagslegri trjdgrein eru dregin fram
og upphafin & svortum fleti. Jélatré sem eitt sinn var
stofustédss 6dlast nyja merkingu par sem pad veltist um
eins og adskotahlutur Gti i nattiru sem pad var eitt
sinn hluti af en tilheyrir ekki lengur & sama hatt. Timinn
og birtan sem ljésmyndarinn fangar birta okkur hid
stéduga fleedi nattdrunnar par sem lif og daudi renna
saman i eina heild, ekkert varir ad eilfiu en pad sem
deyr gefur lif og pad sem tekur enda skapar forsendur
fyrir eitthvad annad. Ljésmyndin er vitnisburdur um
vidleitni mannsins til ad néa taki & pessu ferli — fanga
flaedi timans — 4dur en pad hverfur.

A syningunni Tid / Hvorf vinnur Pétur Thomsen
&fram med pa umhverfingu & nattdrunni sem hefur
verio dberandi i fyrri verkum hans, baedi i [josmyndum
hans af virkjunarsveedi Karahnjukavirkjunar i myndar6o-
inni Adflutt landslag og i verkunum Umhverfing og
Asfiall. Verk pessi hafa medal annars verid synd 4
Listasafni Islands, Ljésmyndasafni Reykjavikur og
bjédminjasafni [slands. Heimspeki Pals Skulasonar og
skrif hans um pad hvernig madurinn umbreytir
nattarunni sifellt i umhverfi i eigin pagu hefur haft
téluverd ahrif & verk og nalgun Péturs.? Pall skilgreinir
umhverfi sem , afurd af pvi skdpunarstarfi manna sem
fram fer pegar peir leitast vio ad breyta nattdrulegum
adstaedum og laga peer eftir porfum sinum og dsk-
um” .3 Madurinn sér nattiruna sem skapandi afl sem
hann préir ad na valdi 4 um leid og hann &ttar sig & pvi
ad adeins vegna pess ad hann getur skilgreint sjalfan
sig sem veru sem stendur utan vid nattdruna sjalfa
getur hann skilgreint sig sem skapandi einstakling.
Madurinn er hluti af nattdrunni um leid og hann
stendur utan vid hana. Um petta fjallar Pétur i verkum
sinum & syningunni Tid / Hvérf og endurdmar pannig
hugmyndir sem rekja mé allt til pess tima pegar
liésmyndin var fundin upp i byrjun 19. aldar.

A bakvid ljésmyndina byr einféld efnafraedileg
uppfinning og i sjalfu sér verdur ad teljast undarlegt

manmade lighting, and we see how the complicated
forms of an ordinary tree branch are highlighted and
accentuated against a black surface. A Christmas tree
that once adorned a living room gains new signifi-
cance as it tumbles like a foreign object in a nature it
was once part of but no longer belongs to in the same
way. The time and light caught by the photographer
reveal to us nature’s constant flow, where life and
death merge into one entity; nothing lasts forever, but
what dies gives life and what comes to an end creates
the criteria for something new. A photograph is
testimony to man’s attempt to capture this process
— to capture the flow of time — before it disappears.

The exhibition Periods / Turning Points is a continu-
ation of Pétur Thomsen'’s focus on the disruption of
nature that has been prominent in his earlier works,
both in his photographs of the Karahnjukar power
plant project area in his series Adflutt landslag
(Imported Landscape), and in his works Umhverfing
("an Icelandic word for the state between nature and
environment”) and Asfjall (M. Asfja/l). These works
have been exhibited in venues such as the National
Gallery of Iceland, the Reykjavik Museum of Photo-
graphy, and the National Museum of Iceland. Thom-
sen’s work has been significantly influenced by the
philosophy of Pall Skdlason and his writings about
how man continually transforms nature into environ-
ment to suit his own needs.? Skdlason defines environ-
ment as “the product of man'’s creative efforts, taking
place when he attempts to change natural scenarios
and adapt them to his own needs and wishes.”3 Man
sees nature as a creative force over which he longs to
gain control, while at the same time realising that it is
only because he is able to define himself as a creature
standing apart from nature itself that he can define
himself as a creative individual. Man is part of nature
while simultaneously standing outside it. This is one of
the themes of Thomsen's works in the exhibition
Periods / Turning Points, and thus resonates ideas that
can be traced back to when photography was invent-
ed at the beginning of the 19th century.

The photograph is based on a simple chemical



ad pessi einfalda uppfinning hafi ekki komid fram fyrr
en 4 19. dld. Franski heimspekingurinn Michel
Foucault fjalladi um hvernig tidarandi hvers timabils
tengist pvi sem hann kallar pekkingarrymi timabilsins
en hugtakid pekkingarrymi (fr. epistemé) ma nota til
ad lysa méguleikum og takmdérkunum hugsunarinnar
hverju sinni. [ bok sinni Les mots et les choses (Ordin
og hlutirnir) feerir Foucault rok fyrir pvi ad um alda-
motin 1800 hafi paer pekkingarlegu forsendur verid
komnar fram sem gerdu manninum kleift ad upplifa
sjalfan sig sem hvort tveggja i senn, hugleega sjalfs-
veru og hlutveru sem er i einhverjum skilningi éfrjals i
hugsun og par med athéfnum.* Madurinn skynjadi
sjalfan sig med 6drum ordum sem hluta af nattdrunni
& sama tima og hann upplifdi ad hann veeri faer um ad
skilja sig fré nattdrunni. Pad sem einkennir ,ndtima-
manninn” i pbessum skilningi er ad hann vidurkennir
takmork sin, en reynir jafnframt ad yfirstiga pau med
bvi ad beita fyrir sig visindalegum adferdum, og
uppgdtvar um leid moguleikana sem felast i pvi ad
nélgast veruleikann Ut fré eigin forsendum og 4 annan
hatt en 4dur var mégulegt. NGtimamadurinn gerir sér
grein fyrir pvi ad sannleikurinn er ekki fullkomlega &
hans valdi, milli hans og veruleikans eru dkvedin mérk
en um leid er pad hid hugleega mat hans & pessum
veruleika sem veitir honum adgang ad sannleikanum.
Sannleikurinn verdur pannig i senn algildur og
afsteedur. betta rof milli hins algilda og hins afsteeda
sannleika verdur til pess ad innra med manninum
kviknar pra til ad yfirstiga hid ébraanlega bil milli sjalfs
sin og veruleikans. Hann préir ad na tokum & veruleik-
anum, finna upp adferd sem gerir honum kleift ad
draga upp hlutleega og sanna mynd af peim veruleika
sem umlykur hann.®

I békinni Burning with Desire (Brennandi af pra) gerir
Geoffrey Batchen grein fyrir pvi hvernig pré mannsins
til ad néa tékum & veruleikanum med pessum haetti
breyttist smam saman upp ur aldamétunum 1800 ar
fantasiutengdum draumérum i raunheefar tilraunir
visindamanna. Visindamenn i Bretlandi, Frakklandi,
Brasiliu og Bandarikjunum unnu hver i sinu horni, og
&n pess ad bera sig saman, ad tilraunum sem allar

discovery — indeed, in itself it seems strange that it
took until the 19th century for this simple discovery to
emerge. The French philosopher Michel Foucault has
discussed how the zeitgeist of each period links to
what he calls the period’s episteme, a concept that
may be used to define the possibilities and limits of
knowledge at any given moment. In his book Les mots
et les choses (The Order of Things) Foucault argues
that at the turn of the 19th century the epistemic
premises that had emerged made it possible for man
to experience himself simultaneously as both a subjec-
tive personality and an objective creature that is to
some extent not free in thought and, consequently,
deed.* In other words, man perceived himself as being
part of nature while also feeling able to separate
himself from nature. What characterises “modern
man” in this sense is the fact that he accepts his limits
while trying at the same time to overcome them by
deploying scientific methods and, as he does so, he
discovers the potential that comes with approaching
reality on his own terms and in different ways that
were not possible in the past. Modern man realises
that truth is not completely under his control, that
between him and reality are certain limits but, at the
same time, it is his subjective evaluation of this reality
that gives him access to truth. Thus truth becomes
both absolute and relative at the same time. This
breach between the absolute and the relative kindles
a longing in man to overcome the unbridgeable gulf
between self and reality. He longs to master reality,
invent a method that will enable him to create an
objective and true picture of the reality that surrounds
him.®

In his book Burning with Desire, Geoffrey Batchen
explains how man'’s longing to take hold of reality in
this way gradually changed in the years after 1800
from fantasy-linked pipe-dreams to realistic scientific
experiments. Working independently, not comparing
techniques, scientists in Britain, France, Brazil and the
United States carried out experiments all with the
same aim, to find a way to capture reality with the help
of the sun and some previously undiscovered chemi-



midudu ad sama marki, ad finna leid til ad fanga
veruleikann med adstod sélarinnar og efnabléndu sem
enn hafdi ekki verid fundin upp.¢ [ Bretlandi vard
steerdfreedingurinn, malvisindamadurinn og fristunda-
maélarinn Henry Fox Talbot fyrstur til ad kynna adferd
sem hann hafdi préad til ad festa skuggamynd
nattdrunnar & pappir sem bleyttur hafdi verid med
ljdsnaemum vékvum. Arid 1840 fékk hann einkaleyfi 4
bessari teekni og var uppgdtvun hans kollud Tal-
bottypa. Hugmyndina ad pessari uppfinningu sagdist
hann hafa fengid sj6 &rum fyrr par sem hann stéd vid
Comovatn & ftaliu og reyndi itrekad ad draga upp
traverduga og raunsanna mynd af umhverfinu sem vid
honum blasti, en an drangurs. Hann sagdi svo fra: ,Allt
i einu fékk ég pessa hugmynd [...] hversu dasamlegt
veeri pad ef haegt vaeri ad fa nattiruna sjalfa til ad skilja
eftir sig varanlega mynd & pappirnum?”7 A ljés-
myndinni er pad nefnilega nattdran sjalf sem skilur
eftir sig ummerki. A bakvid hverja ljésmynd eru
&kvedin efnahvorf en pad er ekki nattdran sjalf sem
kemur pessum efnahvérfum af stad heldur mannlegt
inngrip. | greinargerd sem Talbot lagdi fyrir Bresku
visindaakademiuna og kalladi Photogenic Drawing or
Nature Painted by Herself gerdi hann samspil manns
og natturu ad umfjéllunarefni. Par bendir hann & ad
lidésmyndun sé hvort tveggja i senn, adferd til ad draga
upp mynd a skapandi hatt og kerfi sem felur i sér
endurbirtingu & veruleikanum an pess ad nokkurt
mannlegt inngrip par vid sdgu. Pessi fullyrding
skilgreinir nattruna sem hvort tveggja i senn, virkan
geranda og évirkan patttakanda, rétt eins og ljos-
myndin sjalf er setid i senn afsprengi nattdrunnar og
menningarleg afurd.®

Henry Fox Talbot leit & [jésmyndina sem hvort
tveggja i senn, skapandi midil sem hann gat nytt til ad
rannsaka heiminn og teeki sem audveldadi honum ad
skrasetja fleedi timans og pad sem fyrir augu hans bar.
Ljésmyndir hans eru heimild um pann veruleika sem
vid honum blasti & bresku sveitasetri i byrjun 19. aldar
en peer eru einnig heimild um syn hans & heiminn,
vidhorf til nattdrunnar, innri togstreitu og pré til ad
vardveita veruleikann og setja um leid mark sitt &

cal compound.® In Britain it was the mathematician,
linguist and amateur painter Henry Fox Talbot who
was the first to introduce a method he had developed
to fix a silhouette picture of nature on to paper that
had been soaked in photosensitive liquids. In 1840 he
took out a patent on this technique, calling it talbo-
type. He said he'd had the idea for this invention
seven years previously as he stood by Lake Como in
ltaly trying repeatedly, without success, to draw a
believable and true picture of the environment he was
looking at. “Suddenly,” he said, “l had this idea [...]
how wonderful it would be if it were possible to get
nature itself to leave a permanent image on the
paper?”’ In a photograph it is, indeed, nature itself
that leaves its mark; behind each photograph there
are certain chemical reactions, although it isn't nature
itself that initiates these chemical reactions, but
human intervention. In a paper titled Photogenic
Drawing or Nature Painted by Herself that he present-
ed to the Royal Society in London in 1839, Talbot
discussed man'’s interaction with nature, and pointed
out that photography is at the same time a method to
produce an image creatively and a technique for
reproducing reality without any human interference
taking place. This statement defines nature as both an
active agent and an inactive participant, just as the
photograph itself is always an offspring of nature as
well as a cultural product.®

Henry Fox Talbot saw the photograph as a creative
medium that he could utilise to study the world, as
well as a tool that enabled him to record the flow of
time and whatever presented itself to his point of
view. His photographs are a source depicting the
reality that confronted him on a grand country estate
in Britain at the beginning of the 19th century; they
are also a source of his view of the world, his attitude
to nature, his inner struggle and urge to preserve
reality while at the same time making his mark on it.
This is why Talbot's story is what springs to mind as |
look at Pétur Thomsen's photographs and visualise
him creeping around in the darkness of night with his
camera, illuminating the world and capturing a



hann. Sagan um Talbot er pess vegna s saga sem
kemur upp i hugann pegar ég virdi fyrir mér ljésmyndir
Péturs Thomsen og sé hann fyrir mér laedast um med
lidsmyndavélina i skjéli myrkurs og naetur, lysa upp
heiminn og fanga um leid brot af fleedi timans & mynd.
Pétur fangar nattlruna eins og hun er en hann er lika
medvitadur um ad nattdran birtist hverjum og einum
dhorfanda alltaf 4 tiltekinn hatt. Hvernig er nattaran til
ef sjénarhorn mannsins beinist ekki ad henni? Hvernig
motar sjénarhorn mannsins néttdruna sem birtist
honum? [ bék sinni Fyrirbaerafraedi segir danski
heimspekingurinn Dan Zahavi: ,,Fyrirbeerid er pad
hvernig hluturinn birtist okkur, séd med okkar augum,
en ekki hvernig hluturinn er i sjalfum sér,” og beetir svo
vid: ,Sé aetlun okkar st ad na tékum & pvi hvernig hlut-
urinn er raunverulega Ur gardi gerdur, ber okkur pvert
& méti ad beina athyglinni ad pvi hvernig hann
opinberast og birtist, hvort heldur i skynreenni reynslu
eda visindalegri greiningu.” Med 63rum ordum pa
snertir sjdnarhorn mannsins ztid veruleikann og hefur
hrif & bad hvernig hann birtist okkur, hvort sem er &
ljdsmynd eda i raunveruleikanum, og gildir pa engu
hvada adferdum vid beitum til ad snerta & og skil-
greina pad sem vid okkur blasir. ,Eg leik mér mjog
medvitad med sjonarhornid i list minni,” segir Pétur
Thomsen. ,Verkin min eru 6ll mjég hugleeg og eru
fyrst og fremst heimild um pad hvernig ég sé hlutina
0g tjai mig um pad sem ég sé. Landslagsmyndirnar
minar endurspegla petta. Eg hef alltaf skilgreint
landslag sem sjénarhorn sem er tengt menningarlegu
uppeldi og taknkerfi menningarinnar. [ ljésmyndunum
er ég ad bua til landslag og feera pad dhorfendum.”™
Vid gerd verkanna & syningunni Tid / Hvérf notar Pétur
stafraena vél. A ljésmyndum hans eru engin nattaruleg
efnahvorf ad verki heldur manngerdar formulur sem
breyta ljési i téluleg gildi og upplysingar sem sidan
breytast i eftirmynd veruleikans. pratt fyrir pad & Pétur
ymislegt sameiginlegt med fyrstu ljésmyndurunum
eins og Henry Fox Talbot og bréatt fyrir ad neerri
tvéhundrud ar skilji ad verk peirra i tima virdast peir
badir bua yfir peim heefileika ad dvelja skapandi og
ljodraent i umhverfi sinu. A ljésmyndum peirra ma

fragment of the flow of time in a picture. Thomsen
captures nature as it is, but he is also aware that
nature always appears to each individual observer in a
particular way. How does nature exist if man’s gaze is
not directed at it? How does man'’s point of view
shape the nature that appears before his eyes? In his
book Phenomenology the Danish philosopher Dan
Zahavi says: “"A phenomenon is how a thing appears
to us as seen with our eyes, but not how the thing is in
itself.” He adds: “If we aim to grasp how the thing is
really constructed, we need to focus our attention on
how it reveals itself and appears, whether in perceptu-
al experience or in scientific analysis.”? In other words,
man’s viewpoint always touches reality and affects
how it appears to us, whether in a photograph or in
reality, regardless of what methods we use to touch
and analyse what is before our eyes. "I play very
purposefully with the viewpoint in my art,” Pétur
Thomsen says. "My works are all very subjective and
are above all a record of how | see things and express
myself about what | see. My landscapes reflect this. |
have always defined landscape as a perspective that is
linked to cultural upbringing and the symbolic system
of our culture. In my photographs | create landscapes
that | bring to the viewer.""°

In creating the works on display in the exhibition
Periods / Turning Points, Thomsen uses a digital
camera. In his photographs there are no natural
chemical reactions in action, only man-made formulae
that convert light into numerical values and data that
are then processed into a reproduction of reality.
Thomsen has, nevertheless, much in common with
early photographers such as Henry Fox Talbot, and
although nearly two hundred years separate their work
in time, both seem to possess the talent to dwell
creatively and poetically within their environment.
Their photographs display clearly how man, who
dwells in nature, becomes a part of time's flow, and
how he becomes a part of nature as he transforms it in
a creative way. Poetically Man Dwells is the title of a
text by the German philosopher Martin Heidegger,
who takes this title from the poet Hélderlin.™ In his
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audveldlega sja hvernig madurinn sem dvelur i
nattarunni verdur hluti af fleedi timans, hvernig hann
verdur hluti af nattdrunni 4 sama tima og hann
umbreytir henni 4 skapandi hatt. Ljédraent dvelur
madurinn er nafn & texta eftir pyska heimspekinginn
Martin Heidegger en pann titil seekir Heidegger til
ljodskaldsins Holderlin." [1j68i sinu tengir Holderlin
saman dvdl mannsins & jordinni, stjdrnubjartan
himinninn og vanmatt okkar til ad meela pad sem mali
skiptir i heiminum. Madurinn sem laedist it um naetur
til ad taka ljésmyndir af fleedi timans er ekki hlutlaus
skraningarmadur heldur dvelur hann lj6dreent og
skapandi i umhverfi sinu, hann umbreytir pvi og nemur
samspil nattiru og menningar i djdpri pogn par sem
timinn er ekki brotinn upp med manngerdum maeli-
kvarda heldur rennur saman vio andardratt lifsins.
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poem Holderlin links man’s stay on Earth, the star-
bright sky above, and our inability to measure what
matters in the world. The man who creeps out at night
to photograph the flow of time is not an unbiased
recording agent; he is someone who dwells poetically
and creatively in his environment, he transforms it,
sensing the interplay between nature and culture in
that deep silence where time is not broken up into
man-made units but merges with the breath of life.
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