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On the last day of the exhibition Time Times
Three by Rebecca Krasnik, the four met in the
exhibition at Galleri Image. Their conversation
reflects on the experience of walking through the
exhibition. They touch on themes such as
computer-generated visuals, the digital space, the
materiality of time and endlessness. The following

is an excerpt of their conversation.

MT-C: Due to current regulations, your exhibition
never opened to the public, and since the theme of
the exhibition is time, I was thinking that you
could say that it has existed in a kind of negative
time. Could you talk about the theme of the
exhibition and the objects that are in it?

RK: Yes, in my exhibition a bodily expetience of
time is challenged by a more fluid and indefinite
time. The time it takes to walk through the rooms,
is a part of the exhibition itself. So the lack of
visitors has definitely created some lost time, ot, as
you describe it, negative time. The first thing you
see, when you enter, is one of the stairs that
emerges from the ceiling, and continues into the
wall on the right. I like to think of the stairs as the
narrator that leads you through the rooms of the
exhibition. Along the way, there are two artworks
of steel — they both speak to the fact that
everything in this exhibition is merely an illusion or
an imitation. In the end you meet the
hippopotamus. It is a computer simulation shown
on two big screens. It lives in a world I made out
of numbers and a code creates its life, making

random outcomes over time. The two big screens

almost act as windows into the world, where the
hippo lives.

MT-C: What is the motivation behind the title of
the exhibition, Time Times Three?

RK: To me it sounds like the beginning of a riddle.
It alludes to the idea that time can be multiplied by
any number, which hints at the possibility of
multiple universes or co-existing parallel timelines.
MT-C: When I entered the exhibition, the two
stairs immediately pulled me in — the way they
emerge from the walls and the ceiling and
continues through the walls. They introduce a
distortion of the perspective. It is almost like the
space is breaking up and it feels like a stage, which
prepates me for the final artwork with the hippo.
What was your experience entering the exhibition?
SIG: From the pictures I had seen of the stairs
beforehand, I had the sense that they were
somehow distorted. But when I entered the
exhibition I was surprised by the scale of them in
relation to my body — they are big, and distorted in
a way that seems like their perspective change as
you walk around them. I experienced this contrast
between the wooden stairs and the two screens.
But what I also noticed, was how both the stairs
and the work on the screens invited me to dwell —
to just be here with the artworks.

MT: There is a lot of different work here, created
with different materials, but I sense that the
negative space around them makes them come
together. Even though they reflect different
approaches — the stairs, the computer simulation
and the steel work — they all are made up of
divisions, or numbers. To me, that is closely
related to time and I really sense that they are part
of the same conversation, and the theme of time

brings them together.



MT-C: But time is so unfathomable - what is the
materiality of time, or how do you work with time
as a material?

RK: When you work with a time-based medium,
you inevitably are working with time — time is part
of the material you work with.

SIG: I think the different artworks in this
exhibition points at different ways of seeing and
experiencing time. There is this strong sense of
dividing and measuring time and space in all the
artworks — except the computer simulation. It
cannot measure time in the same way. Because it is
not a loop, that follows a rhythm, but a code that
creates the hippo’s movement at random,
something else is going on here, right?

RK: Yes, exactly. There are no equal intervals
between the hippo’s movements, like there would
be if it was a film playing in a loop. Also, normally
when you make a film, there is a beginning and an
end — like a unit for measuring time. But with a
computer simulation there is no beginning and end
— theoretically it can run forever. In that way, it
can represent a time that is more fluid — a time
that stands in contrast to my own bodily time.
SIG: Besides the computer simulation, you have
artworks in the exhibition that are made of wood
and steel. Do you think they tell different things
about time?

RK: Yes, definitely. Each material has its own
timeliness embedded in it, and that becomes part
of the work too. I like to work with wood because
it is alive, it warps and bends and reacts to the
temperature and humidity of its surrounding. It
also has its own visible way of measuring time —
counting the seasons that have past — you know,
the way each line in the wood indicates a year in
the life of a tree.

MT-C: I know you’ve made the hippo with open-

sourced software, but it mimics the aesthetics of

the CGI (computer generated imagery) that has
been popularised by big companies. So I wonder
how you chose that particular aesthetic for your
work?

RK: I see that the medium mimics photography
and video, and that it is often used and understood
in the same context. But it originates from
completely different technical and theoretical
concepts. Photography and video have a direct link
to reality, while CGI is completely detached from
our physical world. So I wanted the hippo to look
real, in the same way I think popular CGI looks
real. I tried to work with this “realness” by letting
somethings reveal, that nothing about it is real.
The sound, for example, it doesn’t really match the
waves in the water — it is just slightly off, and that
makes the whole scene seem surreal while it still
feels coherent.

MT-C: It is almost like you interrupt the digital
space — it becomes part of the specificity of the
medium, in a sense.

MT: Part of the hippo’s material — what it is made
of — is the algorithm that determines its
movements. But I also see this algorithm as a
mechanism for calculations. So in some way, this
algorithm and its randomness is another kind of
really strange measuring device.

RK: Yes, I like to also think of the work as a
measuring device, that, through its numbers and
calculations, can show us hypothetical truths. The
hippo shows us that in theory it can run forever,
even though we know that it will not — at one
point the software will crash or the hardware will
break. In our world, and with our decaying bodies,
we know nothing can run forever. But the
numbers allow us to imagine this endlessness.
MT: Is there a fascination of this endlessness in

your work? All the dividing, and counting and



measuring in your work — it all somehow points to
this idea of infinity too.

RK: I think a lot of my work is somehow a failing
attempt at trying to measure time, and all the
dividing and counting is part of that. With this
exhibition I wanted to find the timeliness within
CGI — how time is expressed and experienced
through it. I found that the endlessness of it, is
how it differs from other media. So this exhibition
is a way for me to try to grasp the endlessness I
find in CGL

MT-C: In the discourse of technology there is so
much magic put upon computers. The way you
talk about the computer space, it is mystic almost.
But in fact, it comes from logic, right? And from a
desire to define things in a way that seems finite.
RK: To me, it is not the medium itself that is
magical, but it is the way we interact with it, that
seems surreal or mystical. A lot of computer
animations mimic photography and video, and
within the softwate I use to create it, all the
terminology is borrowed from lens-based media.
But I also see it in the way it is used in
commercials or in architecture — I see that it is
accepted as representing something real. To me, it
is still not clear how the medium relates to our
world and how that effects how we relate to it.
MT: It seems like the hippo is conscious about the
specificity of its own medium — it does not hide it,
it is a part of it. The hippo exists in the space of
the medium and it shines through it, or the hippo
embodies it rather. It seems like the whole
exhibition is about real time and abstract concepts
of time, and how these clash. But I sense that your
work mostly revolves around a personal
experience of time and not real time — whatever
that is.

RK: Yeah, definitely. I think it always comes down

to the personal experience of time. In the end, it

seems like, that is the only thing we are left with.
Time is mostly used to connect people — a
measuring tool, that we all agree to use, so that we
can be on time together. But often time also makes
me feel very alone.

MT-C: When you are talking about time, it is
impossible not to consider the space, which it is in,
too. The way you have organised — or almost
choreographed — the objects in the space, and the
way it moves me through the rooms, it is clear that
you have had that in mind, when making the
exhibition.

RK: I am happy that is how you experienced it! I
wanted to pull what is happening behind, and on
the screens, out into the space. As you walk
through the exhibition it should feel like one

coherent experience.
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