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Current position – setting sail 
This thesis addresses my most recent artistic projects and is an attempt to dissect the 

artistic process behind them. Artmaking has been an integrated part of my life for two 

decades. Alongside I have worked as an art practitioner in Iceland, for the most part in 

a grassroot institutional venue in a tiny rural community. My role there was very 

culturally important and affected the town on many levels, from widening the 

perspective of children in the region and connecting international artists to the Icelandic 

art scene. To have upheld a service role has formalised me and found its way into my 

artwork. 

My practice has been mostly based on subconsciously developed methods and 

techniques, manifesting in photography and three-dimensional work. Many of my 

projects have had a very precise structure and defined form or shape, based on 

formalistic elements. The working process often consists of working within a timeframe 

as well as a specific material and sometimes from certain geological locations. The 

artistic framework I have been working within has distinct and clearly defined rules. 

Rules provide limitations, and within those limitations there is creative space to explore. 

The downside of approaching artmaking in this way was that I had found that the 

practice had become restricting and overwhelming at times. 

Through my studies I have been on the voyage of redefining my practice, and 

during that process I have struggled with articulation, both in writing and verbal 

presentation. When I was starting this thesis, I was asked by my advisor what my 

expectations were towards it. I replied that I wanted to find my voice, meaning how to 

communicate in words with my own vocabulary of what, how and why. Therefore, I 

wanted to use the thesis as a tool to practice different ways of describing, explaining 

and/or supporting my artistic tests, explorations, and outcome. 

Throughout the writing phase I have been navigating through an ocean of words 

and texts, looking for a clear and understandable way I can present the practice while I 

am rethinking it. One of the important shifts I needed to impose along the way was to 

move from being descriptive to being reflective. There have been two phases in this 

process, and they take place parallel. On one side I am dissecting my practice: what does 

the art-making process entail and how does it develop, what are the key elements and 

concepts? And on the other side is how to choose words and phenomena and clearly 

narrate the praxis in the theses. 
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The conclusion is to address my ongoing concerns, choice of medium and 

material as well as clarify on method as a part of the concept. I talk about the outdoor 

installation Þváttadagur, the sculptures The Invaluable and Immeasurable Work 

Contribution for Gerðarsafn and Cairn, the research project Wind n´ Bind and artwork 

in the exhibition Care Synergy. Let us set sail and elaborate on how the projects are 

constructed, the context they originate from and the possible affect they hopefully 

provide. 

Ongoing concerns - vast ocean of discourse 
Irrational thoughts should be followed absolutely and logically.1 
 

I find human relationships and encounters with nature an ongoing relevant topic that 

needs to be constantly rethought, restructured, and re-evaluated. Because in an ever-

evolving world we are frequently at new intersections, both mentally and physically. 

Knowledge discovery and technical advances play a major role in this development, but 

also the passing of time and the decomposition of material.  

Presently, the most urgent problem Earth is facing is the ecological crisis and 

the role of humans in this multi-layered catastrophe. Environmental ecofeminist Anne 

Primavesi communicates the situation in a very clear light: “We need to break the 

bulimic cycle of overconsume and overproduce”.2 Feminism and ecological issues have 

for a long time been connected. Domination, in the form of patriarchy over women and 

humans over nature, is a key element in this relationship.3 

My concerns are intertwined with environmental issues and in this, 

contemporary consumer culture has been one major topic. This phenomenon has a ripple 

effect that drives many destructive factors in our environmental behaviour. The most 

vulnerable denizens of the planet are being harmed due to consumer culture, with the 

consequential loss of biodiversity along with ocean acidification and other horrifying 

results. The scale and pace of extraction has long surpassed the scale and pace of their 

replacement and will eventually result in a draining of resources. 

 
1 Lewitt, S. „Paragraphs on Conceptual Art“. Artforum (June 1967): https://www.corner-
college.com/udb/cproVozeFxParagraphs_on_Conceptual_Art._Sol_leWitt.pdf 
2 Tong, R., Botts, F. Feminist Thought. 5 Ed. (New York, Routledge, 2017), p. 260-261. 
3 Tong, R., Botts, F. Feminist Thought. P. 238-239. 
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The care economy as an initial point 
Early on in my studies the care economy drifted to my attention. It is an umbrella 

term for a sector that provides services for children, the sick, the elderly, the unfortunate 

and in general marginal groups. The existence of the care economy keeps the wheels of 

our world economy turning and maintains a systematic imbalance that oppresses a large 

majority of the human population. Care work is considered unproductive and therefore 

devalued. This is very visible in the care economy; care workers are stripped of benefits 

and protection, have low wages, and engage in intense and draining mental and physical 

work.4  

The global monetary economy benefits vigorously from this shadow system that 

helps to maintain and even propel the monetary mechanism. If the care system would 

be rationalised and monetary and prestige value given to it, the economic system would 

break apart. In a sense, the care economy is a propeller of the monetary system and helps 

it maintain its dominating power. It relies on it to have a status quo and be oppressed.  

The outdoor installation Þváttadagur (2020) (e. Laundry Day) was a direct 

response to irritable thoughts related to the care economy and an attempt to highlight 

concerns regarding how capitalism exploits human resources. Mankind relies on groups 

of individuals that are willing to perform important jobs involving care, often on low-

income or with no salary at all, in the light that they have a passion and talent for it. 

These altruistic individuals, with low or unacknowledged cultural status, take care of 

marginal groups while we (others) take care of “proper business”.  

The installation is a direct response to the location, Þvottalaugarnar (e. laundry 

springs) in Laugardalur. The location has a unique history and was for hundreds of years 

a community washing facility where people could bring their clothes and wash in the 

natural geothermal water stream. Hot steam arose from the stream, and a community of 

people used the stream, at all times of the year. After 1930 their role became less 

important when they were replaced with the utilisation of district heating.5 The 

Þvottalaugarnar are now dried up and are a protected heritage site. The title has an 

historical reference. In pagan times Saturday (is. Laugardagur) was named Þváttadagur, 

direct translation being laundry or cleaning day.  

 
4 Chatzidakis, A. et al.The care manifesto: the politics of interdependence. (London, Verso Books, 2020.) P. 2-3. 
5 „Þvottalaugarnar í Laugardal“. Vatnsiðnaður, May 24, 2019. https://vatnsidnadur.net/2019/05/24/thvottalaugar/ 
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Image 1: Tinna Guðmunds. Þváttadagur, 2020. Installation view. 

Image 2: Tinna Guðmunds. Þváttadagur, 2020. Still. 

Image 3: Tinna Guðmunds. Þváttadagur, 2020. Still. 
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After graduating from art school, American artist Mierle Laderman Ukeles 

found herself in a strange position of being a mother and housewife as well as an artist. 

She had an epiphany while struggling to juggle both roles and decided to combine the 

two.6 In 1969 she wrote the Manifesto for Maintenance Art and declared that all 

maintenance she performed from now on was art. The eight-hour performance at 

Hartford Wash, in 1973, where Ukeles relentlessly cleaned the stairs fronting the 

museum. The performance vigorously highlighted the imbalance and integrated 

hierarchy in the art world where cleaning technicians are at the lowest level and art 

professionals are at the highest level.7 

Since then, Ukeles has created art around and with maintenance workers. She 

started a residency with the New York City Department of Sanitation and created a body 

of work revolving around sanitation workers, that she considered to be the primary 

maintenance system of the city. Within the residency she created a series of artworks. 

In Social Mirrors, 1983, Ukeles covered the sides of sanitation trucks with mirrors. The 

trucks were driven around town and the audience were obliged to confront their part in 

producing waste in the city.8 

Another feminist artwork that influenced Þváttadagur is Semiotics of the 

Kitchen from 1975 by Martha Rosler. The work is highly critical of the social role of 

women and patriarchal domination. Semiotics of the Kitchen is a parody of a frustrated 

woman, in the role of a housewife who puts on an absurd show in relation to the alphabet 

and functions of basic kitchen utensils. The housewife portrays sarcastically and 

 
6 Steinhauer, J. „How Mierle Laderman Ukeles Turned Maintenance Work into Art.“ Hyperallergic February 10, 
2017. https://hyperallergic.com/355255/how-mierle-laderman-ukeles-turned-maintenance-work-into-art/ 
7 Porritt, J., Manacorda, F., Yedgar, A. Radical nature: Art and architecture for a changing planet 1969-2009. 
(London: Koenig Books, 2009), p. 224. 
8 IBID 

Image 4: Mierle Laderman Ukeles. Hartford Wash, 1973. Image 5: Martha Rosler. Semiotics of the Kitchen, 1975. 
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robotically anger and frustration towards the senseless and meaningless domestic work, 

at that time mainly performed by women.9 

Þváttadagur brings together new and old time. The site itself has an embodied 

historical presence and has for the most part been untouched for 100 years. By installing 

the video work in the Þvottalaugar location, attention is drawn to a few threads; the 

calmness and ritual connection of domestic work, its connection to culture and religion, 

and the technical advances that have taken place and have altered our everyday life by 

transporting the action of cleaning fabric to the privacy of our homes. And reflects on 

the fact that the care economy has a colossal impact on maintaining our contemporary 

lifestyle. 

Material floating around 
My artistic outcome has usually been across mediums, but during my studies I have 

predominantly focused on three-dimensional work, photography, and videos. Collecting 

material for sculptures was an important element in my projects, but now I consider it 

more imperative to work with surplus and sustainable material. I strive to locate 

disregarded material from my close surroundings and whenever possible I utilise 

discarded and natural material. By doing so I am conscious of my environmental impact 

and create something out of pre-existing things. The thermology that can be applied to 

my method of making sculpture is upcycling, the process of reusing existing objects in 

a different way. Items that have been discarded and de-valued can be utilised and 

transformed into new objects. 

Two contemporary American artists, Jessica Stockholder and Theaster Gates, 

employ upcycling in their practice. I strongly relate to their approach to material and 

usage of things. Both artists work three dimensional with a wide verity of found and 

purchased objects incorporated with other artwork and architecture. While 

Stockholder´s approach is more in line with three-dimensional painting, she claims to 

be working with the physical matter of the body and the materiality of things in space.10 

 
9 Rosler, M. Martha Rosler: Irrespective. (New Haven, Yale University Press, 2018), p. 108-111. 
10 Stockholder, J. Accessible at 30.03.22: https://jessicastockholder.info/about/ 
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Gates´ approach is more in line with the ascetics of the contemporary art market but still 

says creates work that focuses on the possibility of the life within things.11 

With this approach to the material itself has also become the topic and plays a 

vital role in the overall concept of the artwork. The choice of material is intertwined 

with my concerns and echo environmental issues. Another important aspect I sometimes 

utilise in my projects is decomposing. Preferably, the projects are designed to deteriorate 

slowly, like everything else in our material world, or have a reuse function. In this 

context I relate to the idea of ephemerality by creating objects that have a temporary 

existence.  

Many artists have made art out of natural material with a similar approach. The 

artwork P.O.TH.A.A.VFB (Portrait of the Artist as a Vogelfutterbüste), 1968, by Swiss-

German artist, Dieter Roth (1930-1998) is an example of an artwork slowly 

deteriorating. The work is a portrait of the artist as an old man. The bust is cast from 

chocolate and birdseed and is intended to be situated outside, so birds can consume it, 

until nothing is left. The work touches on impermanence, aging and human decay, quite 

morbid themes, but truly the destiny of all living things.12 

British artist Anya Gallaccio explores organic material in her installations that 

change more rapidly over the course of their exhibition. By utilising natural material 

Gallaccio employs decay and even chance into her artwork. In Intensities and Surfaces, 

1996, the artist presented a large square block of ice; the inner core consisting of salt. 

Over the course of three months the ice melted, and the salt propelled an erosion from 

within.13 Like Dieter’s P.O.TH.A.A.VFB, the work reflects upon temporality and 

impermanence. 

 
11 Gates, T. Accessible at 30.03.22: https://www.theastergates.com/about 
12 „Dieter Roth“. Moma. Accessible on November 8, 2021: https://www.moma.org/collection/works/164482 
13 Mundy, J. „Lost Art: Anya Gallaccio“. Tate. Accessible at 08.11.21: https://www.tate.org.uk/art/artists/anya-
gallaccio-2658/lost-art-anya-gallaccio 

Image 6: Jessica Stockholder. Door Hinges, 2015. Image 7: Theaster Gates. Line Drawing for Shirt and  
Cloak, 2019. 
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In my projects I have used various natural materials, including paper-based 

material, salt and fabric, with the intension of incorporating upcycling and decay into 

my artwork. A few years ago, clothes started floating into my studio. After handling and 

recycling clothes from family members, I saw that there was always a surplus of jeans 

and t-shirts. I ventured on a voyage to explore how they could be utilised. By using 

clothes, I am addressing the massive problem of the textile industry being one of the 

most polluting industries today, producing an over-abundance of clothes being 

transported back and forth worldwide.  

Overproduction as a topic 
The outdoor sculpture Cairn - approx. 618.750 Litres of water (ongoing) is a response 

to overconsumption in modern society and the water as a definite resource. Cairn is 

constructed out of used denim jeans, that have been donated to charity. The jeans have 

meticulously been folded in half and then folded in a triangle. They are then arranged 

in a circular shape and in order of size, the largest being on the bottom and the smallest 

on the top. Eventually forming a pyramid shape, around 120 cm in height. 

The cairn form was chosen early in the process because it is simple and instantly 

recognisable. A cairn serves as a guide out in nature but also stands for achievements. 

This ancient practice of making a stack of stones in nature was utilised to serve as 

landmarks, trail markers and to tell time. In this project the form of the cairn symbolises 

a milestone for a lifetime usage of a particular piece of clothing; as a result it symbolises 

a cynical triumph of accomplishments.  

  

Image 8: Dieter Roth. P.O.TH.A.A.VFB, 1968 Image 9: Anya Gallaccio. Intensities and Surfaces, 1996. 
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Image 10: Tinna Guðmunds. Cairn - approx. 618.750 Litres of water, ongoing. 

Image 11: Tinna Guðmunds. Cairn - approx. 618.750 Litres of water, ongoing.  Detail. 
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The sculpture represents a metaphorical lifetime of jeans usage by Icelanders. 

The current Icelandic average age being 82.5 years; subsequently one pair of jeans 

equals one year. The production from start to finish of one pair takes about 7500 litres 

of water, multiplied by 82.5; the total amount of water used to make the cairn is 618,750 

litres as it states in the title. In 2017, Iceland imported 4.131 tonnes of clothing, not 

including clothing transported by individuals via international gateways. In comparison, 

over 2500 tonnes of used clothing were recycled; therefore around 50 tonnes were 

redistributed and sold in Iceland by the Red Cross, about 40 tonnes are allocated to 

people in need and over 2000 tonnes sold to sorting stations based in Germany and the 

Netherlands.14 

This sculpture is envisioned to be the first in a series constructed of different 

types of clothing; e.g. shirts, dresses, sweaters. By using natural material, the sculpture 

will slowly deteriorate, year by year, leaving no or little trace behind. Ideally the series 

of cairns would be installed in a public area, town square or in front of one of the two 

large shopping malls in Reykjavík. That type of location would provide multiple 

opportunities for viewers to see the artwork and follow the cairns slow decomposing 

process. 

The global textile industry is highly criticised for using vast amounts of water to 

produce clothes and is the second highest water user worldwide, the first being fruit and 

vegetable farming. Furthermore, it is considered 85% of textiles end up in landfills 

annually, around 21 billion tons a year.15 Cairn is a memorial to the clothing 

consumption cycle. It is intended to challenge how we think about overconsumption, 

social norms as well as the circulation of water. With Cairn I attempt to visually present 

a quantity in a specific context, a method I have used before in my practice. By that I 

mean a predetermined sum of jeans estimated to be used per lifetime average alongside 

with calculations revealing the sum of water usage during production. 

Clothes as material can be found in the work of many artists. Indigo Blue, 1991, 

by American Ann Hamilton is a large-scale denim workwear installation made up of 

many sections. Hamilton explores how material can embody knowledge and how that 

knowledge can awake something that is not stated. The colour indigo had an important 

local economic connection in the installation and the artist associated it in this instance 

 
14 Sorpa. „Fatasöfnun Rauða krossins“. https://sorpa.is/um-sorpu/raudi-krossinn---fatasofnun 
15 United Nations Economic Commission for Europe. „Fashion and the SDGs: what role for the UN?“ UNECE, March 
1, 2018. https://www.unece.org/fileadmin/DAM/RCM_Website/RFSD_2018_Side_event_sustainable_fashion.pdf 
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with anonymous “blue collar” workers, who played a key role in the production chain 

but are not themselves afforded historical significance.16 

French artist Christian Boltanski has a different approach to utilising second-

hand clothes in his installations. In Boltanski’s view, the clothes have a direct 

relationship with photos and a dead body. But when he exhibits them, they regain life, 

a resurrection.17 In his large installation No Man’s Land from 2010 he uses clothes, 

alongside soundtracks of heartbeats, tin boxes, and a large crane to create a space for 

viewers to contemplate fate, death, and genocide.18 

The use of clothes in my work differs from that of Boltanski and Hamilton. 

While they both see them as representations of people and their fate, for me they 

represent the gears of surplus in an ever-growing and expanding economy. Clothes do 

serve an important role as protection and are integrated parts of local and global cultural 

and social contexts. However, overproduction and overconsumption have gone beyond 

reasonable limits, both in relation to pollution and waste. This situation does not make 

any sense in economic or environmental terms. The system of supply and demand has 

failed, and huge mountains of second-hand clothes can now be found in countries like 

Ghana, one of the largest recipients of second clothing worldwide. Cairn was designed 

to challenge how we think about clothes as commodities, social norms as well as the 

circulation of water. 

The major flaw of the artwork was that the physical artwork itself does not reveal 

the sum of water. That information is only indicated in the title and is not a visible part 

of the artwork. For viewers to understand the overall framework of the artwork, it was 

necessary for them to inform themselves; read the title and the supplement text. I can 

see that there is an opportunity to present the sculptures in a different way. One 

 
16 Simon, J. Ann Hamilton. (New York, Harry Abrams, 2002), p. 103-107. 
17 Boltanski, C.; Sermin, D.; Garb, T.; Kuspit, D. Christian Boltanski. (London: Phaidon, 1997). 
18 Cash, S. „Christian Boltanski No Man’s Land“. Artnews, April 26, 2010. https://www.artnews.com/art-in-
america/features/christian-boltanski-no-mans-land-57961/  

Image 12: Ann Hamilton. Indigo Blue, 1991. Image 13: Christian Boltanski. No Man´s Land, 2010. 
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possibility is to include water, present a circulation of water in some form, or visually 

indicate in the gallery space the mass of water. This would provide viewers with a more 

engaging opportunity to imagine and recognise the information. 

Seaweed as care givers 
More recently, seaweed has been added to the list of materials I use. Seaweed 

has been in my life from an early age, in the Westman Islands where I was born, it is 

commonplace to harvest and eat dulse (is. söl). Seaweeds are aquatic organisms that 

photosynthesise and make up around 50% (or more) of the world’s oxygen supply.19 

They are also one of the oldest and hardest-wearing organisms in the world.20 Seaweeds 

are in multiple holobiont relations and as such, play an important role within the sea 

ecology.21 

Currently, there is a lot of global interest in the unique qualities of seaweed; one 

might say, even sensationalistic approach towards them. Developers are researching 

seaweed as a biofuel, source of thread for textiles, usage as colour pigment for fabric 

and cultivating as superfood. I however, after researching seaweed for the past year, can 

see a very clear thread between the human care economy and the role of seaweed in the 

sea ecology because they provide shelter and nourishment for other lifeforms as well as 

clean the oceans, truly a life-supporting system.22 

Seaweed consists of thousands of species. It is for the majority hidden below sea 

level and not included on the land surface. But seaweed has an extremely important role 

for the above sea level environment because it provides most of the oxygen production 

for the planet. Seaweed is also the cleaning technicians and absorbs various chemicals 

out of the ocean as well as nurture all types of smaller animals and provide nourishment. 

Their role in global ecology is very important and therefore for the human systems we 

have made to maintain daily life and are like the care economy, a secondary system 

supporting the main system. For that reason, as well as the fact that they are a natural 

and eco-friendly material, I incorporated seaweed into my artwork. 

  

 
19 Helgi Hallgrímsson. Þörungatal: Skrá yfir vatna- og landþörunga á Íslandi samkvæmt heimildum. (Reykjavík: 
Náttúrufræðistofnun Íslands, 2007), p. 8. 
20 Eydís Mary Jónsdóttir, Hinrik Carl Ellertsson, Karl Petersson, Silja Dögg Gunnarsdóttir. Íslenskir matþörungar: 
Ofurfæða úr fjörunni. (Reykjavík: Sögur útgefandi, 2020), p. 22. 
21 IBID 
22 IBID 
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Image 14-17: Tinna Guðmunds. The Invaluable and Immeasurable Work Contribution for Gerðarsafn, 2021. 
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In the artwork The Invaluable and Immeasurable Work Contribution for 

Gerðarsafn (2021) I experimented with using seaweed as a part of the artwork concept. 

The work addresses ephemerality in man-made systems and environments. It’s a visual 

presentation of the important and immense work contribution of previous directors of 

Gerðarsafn, a museum dedicated to Icelandic sculptor Gerður Helgadóttir (1928-1975). 

It consists of portraits reliefs of the three previous museum directors. The height of each 

mould correlates with the years each director worked at the museum. The moulds are 

filled with biodegradable glue made from Irish moss.  

In this artwork the glue represents a replacement for the role of the director. 

Being the most important person in the museum, the director serves as an adapter, that 

holds the museum, with all its complicated tapestry, together. Like a caregiver, the work 

contribution of the director is, as the title states, invaluable and even immeasurable. Both 

seaweed and decomposing had an important function in this artwork. The glue slowly 

vaporised during the exhibition period representing the heritage and contribution each 

director has to the museum wearing off as time passes. 

Method as a part of the voyage 
Through my studies I have been on the voyage of rethinking, redefining, and reinventing 

my practice. The primary motivation was to challenge myself, develop new strategies 

in artmaking and expand the practice into new directions. Instead of using a strict 

framework, as I did with Cairn, I opted for open-ended intentions and employed an 

improvised and material-oriented process. 

I decided to work spontaneously with the gathered items, T-shirts, and seaweed 

glue, material that I already had on hand in the studio. I wanted to work with T-shirts 

because I identify them as one of the types of clothing that are completely overproduced, 

even more so than other clothing. The reason for this, I believe, is that T-shirts are 

essentially “free” and mobile advertising in the private sphere of individuals. Hence are 

they not only overproduced but are also a very effective marketing tool, used to propel 

the global capitalistic machine. 

 I positioned myself as a facilitator and was open towards the power of the 

material. To do so I incorporated coincidence and chance as much as possible into the 

process. For example, the fabric had been beforehand donated to a helping organisation 

and was gathered by an employee for me to work with. When I started using it I 

randomly picked fabric from the bag and tried to let the fabric take the shape it naturally 
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chose. That being stated, it is of course never possible to completely disconnect yourself 

from the artistic process, so to apply this method I integrated coincidence and chance 

whenever there was opportunity. 

The process started by submerged randomly picked fabric into seaweed glue. 

After the fabric had infused the glue, it was picked up at an unsystematic place and the 

glue is wrung out by following the natural twists and turns of the fabric. The shape was 

hence formed by chance and directly set to dry. When the drying process was complete, 

it became hard and some of the seaweed was visible in the texture. 

The treatment changes the fabric from soft to hard and the surface of the fabric 

transforms. The fabric has metamorphosed from a familiar piece of clothing into a 

twisted coiled spiral, or as I call them, windings. By freezing an object an opportunity 

arises to have an extended look at it, to gather thoughts and conceptualise about it. It 

provides a way to look at the whole object as well as the details. Every threat, every 

fold, every nuance of the fabric is revealed and pressed and squeezed to each other. 

The agency of things 
This way of engaging and connecting to material on me on a trajectory of exploring 

“Thing power”. Political theorist Jane Bennett looks at the political relationship between 

humans and nonhumans and suggests that the vital materiality of things should be 

recognised. Bennett claims that there is a gap between humans and things, a gap that 

causes humans to dismiss the vitality that can be found in things. Bennett believes that 

we, humans, have an oversimplified view of the world and everything is divided into 

two groups, us and things. By this division, we deny material formations of powers or 

vitality, as she puts it. She points out that things have powers; for example, fatty omega 

3-acids have the power to alter our mood 23 and electricity can choose a path of its own.24 

Another example is trash. As Giovanni Aloi writes “From childhood, we are 

culturally trained to care about our waste only until it reaches the trash can – the rest 

becomes invisible to us, enabling a dangerous game of delegation”.25 We forget the 

presence of trash when it leaves the home, but of course it continues to exist and is 

moved to new dwellings in landfills, where it deteriorates and gives out fumes. Non-

human things can literally make a difference, produce effects, and alter events.26 

 
23 Bennett, J. Vibrant matter: A political ecology of things. (Durham: Duke University Press, 2010), p. 41-42. 
24 Bennett, J. Vibrant matter: A political ecology of things, p. 24-28. 
25 Aloi, G. Speculative taxidermy: Natural history, animal surfaces, and Art in the Anthropocene. (New York, 
Columbia University Press, 2018.) 
26 Bennett, J. Vibrant matter: A political ecology of things. (Durham: Duke University Press, 2010) p. 6. 
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Bennett argues that humans are detached from things, and this detachment is the 

source that propels greed and over-consumption. It eliminates us from fully seeing, 

hearing, smelling, tasting, and feeling everything around. Likewise, she believes that 

things deserve attentiveness and “respect”. She longs for a greener, more ecological, 

and materially sustainable modes of production and consumption; a greener culture that 

entails an attentive connection between humans and things.27 I find the view of Bennett 

an insightful and logical representation of human behaviour towards things, and I fully 

agree with her thoughts on shifting our culture towards an appreciation of the power and 

agency of non-human things. 

When I reflect on my attitude towards material, I realise that, like so many artists, 

I have been tapping into the vibratility for a long time. Not only within an artistic 

framework but in general life. Within my art project I can see that I have been 

responding to the rift between humans and things. And I do believe that this rift has led 

to global overproduction and overconsumption.  

Rethinking the practice – Wind n´ Bind 
During the production process of Wind n´ bind, I meticulously experimented with 

surrendering to the material, allowing it its voice and agency. Wind n´ bind was 

exhibited, as a work in progress, in Miðpunkt in April 2021. The installation consisted 

of small sculptures, unlimited in numbers, and one large sculpture, that had a 

transformative shape. Both sculptures were made from T-shirts. 

The title refers to the methods applied, twisting the material as well as tying it 

together. These methods have a direct link to manual labour, especially domestic labour. 

In today's societies this type of labour is getting more and more taken over by machines, 

but is still crucial to taking care of our everyday basic needs. By applying the task of 

twisting or winding the fabric I am referring to the act of cleaning clothes and by tying 

or braiding, to the act of weaving, either hair or natural material to make baskets or rope. 

During the exhibition period I continued to develop the artwork in the space. 

The smaller sculptures were placed together on a small black pedestal in different 

compositions and changed daily. I used them as building blocks and made experiments 

with how they could balance as structures, incorporating chance by randomly picking 

who were stacked together.  

  

 
27 Bennett, J. Vibrant matter: A political ecology of things. (Durham: Duke University Press, 2010) p. x. 
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Image 18: Tinna Guðmunds. Wind n´Bind, 2021, installation view. 

Image 19: Tinna Guðmunds. Wind n´Bind, 2021, detail. 



24 

The large sculpture, transformative in shape, was also constructed of T-shirts 

tied together, in all colours, picked randomly from the bag. First, I tied a long line and 

fastened them as the line became longer to hocks that were already in place in the ceiling. 

Eventually the line was over 50 meters long and covered the whole exhibition space. 

Second, I started to take it down and experimented with tying them further together. In 

the end I was able to make an extreme version of a rope; the circumference being one 

embrace, hanging from the ceiling and flowing to the floor. 

Most of the audience were taken aback when they realised the two different 

sculptures were made from T-shirts. The response between the smaller ever-changing 

sculptures and the large woven sculpture was very different. The larger sculpture 

received more feedback from viewers: they walked up against it, touched it, and tried to 

read into how it was constructed. It had a physical presence and viewers could sense 

how extremely heavy it was. 

The smaller sculptures however, did not receive as much attention. The seaweed 

glue is quite visible, and it gives a brown hue. Unlike the larger sculptures, they were 

frozen in time, but when you touch them you can feel that it's easy to break their form 

and they are very fragile to human impact. They were placed intentionally on a lower 

level, so if a viewer wanted it to look at them closely, they needed to go kneel and go 

into a floor level position as one does when engaging in domestic work. Viewers did 

find them oddly familiar because they do resemble clothes being in the process of being 

washed but they also look like a rag, one would use to clean surfaces in domestic and 

commercial environments. 

Through the installation at Miðpunkt I discovered, with the help of some keen 

viewers, that there is a performative aspect to the work that needs to be further explored. 

This could be facilitated either by animating the space through video projections or 

direct performances during a presentation of the project. I also realised that when I 

started writing about this project, that I needed to redefine it as an artistic research 

project that explores the complexity and kindness of the care economy. I started thinking 

about it as a framework to experiment within by merging fabric and physical actions 

related to the caregiving environment with a natural glue substance made from seaweed. 

By combining these three elements, care rituals, algae, and t-shirts, I strive to test the 

capacity of the materials and the underlining ethical, social, and cultural intricacies of 

our anthropocentric times. This took my practise on a new trajectory that I will elaborate 

on in the next chapter.  
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Care Synergy 
The Posthuman condition urges us to think critically and creatively about who and 

what we are actually in the process of becoming. 28 

The exhibition Care Synergy opened in RÝMD in late February 2022. As the title 

indicates the focus was on care, the value and importance of care and how care is 

entangled between life stages. I tried to concentrate on gathering thoughts and 

conceptualising around care instead of representing or depicting. 

The perspective I selected was of the provider of care instead that of the 

recipient. What the artworks attempted to bring forward in their own materiality is the 

physical act of caring or caring gestures. Care acts are offered from individuals and an 

integrated part of the care province is intense bodily labour and presence. 

Contemplations around self-care, care for the family, community care and care for the 

environment were channelled through the artwork with different indications. 

During preparation I visited a local net factory to do field research on sea-related 

activities. I was taken on a trip to the main production hall and could view first-hand the 

process of net making. What intrigued me was the closeness between sewing and net 

making. The tools are called the same and are used in the same manner, just on a larger 

scale. My host told me a story about his grandmother working part time as a net repairer, 

in her living room there always hung a net that she was fixing, and when there was a 

spare moment, she worked on the net. From this visit I was able to see the parallels 

between caring and how the different sectors crossover and feed off each other, and that 

there is a duality to everything. 

Seaweed plays an important role in the exhibition, but it stays in the background. 

Comparable to caregivers’ seaweed is an all-around super support system for the planet, 

but they exist out of sight, hidden like so much of nature from modern life. Like physical 

domestic labour, seaweed is considered insignificant and not valued as productive. 

All of the artwork originates in the research project Wind ´n Bind and one result 

from that experimentation, the photo series Balance Studies, is on exhibition. The 

installation in the exhibition space was intended to create a whole and each artwork 

overflowed, either by method or material, to create a synergy between the individual 

pieces and echo the synergy between lifestages, internal vs. external struggles, and the 

whole being more important than singular parts. 

 
28 Braidotti, Rosi. The Posthuman. (Cambridge, Polity Press, 2013), p. 12. 
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Shadow System 
The Shadow System was the first artwork I decided to exhibit and set the tone for the 

whole exhibition. It is dedicated to the employers of care institutions, where life oftens 

begins and ends. 

The artwork consists of textile clothing items used in caregiving institutions. 

These are medical clothing that the employees use in hospitals, rehabilitation centres 

and nursing homes. They are made from thick strong cotton material and are very 

durable. The colour palette is pastel pink in different tones, pastel ocean blue and pastel 

yellow as well as white. Pastel palettes provide calmness, are considered soothing, and 

are universally applied in caregiving institutions. 

Four textile wall sculptures, windings, were on display that had been treated with 

the seaweed glue process and mounted on the wall. The windings are positioned high 

on the wall, held out on a piece of metal rod / wire. They appear weightless and almost 

floating. The idea behind this thought is to emphasise the lightness of the objects and 

bring forward the visual connection to the worthlessness connected to the way 

caregiving jobs are considered non-productive with no monetary or prestige value. 

These jobs are facilitated by marginal groups and are low salary ranking female jobs. 

The lightness of the windings therefore represents the lightweight value afforded them 

by society in relation to these types of jobs. 

Each winding is lit with a strong spotlight casting a strong shadow just beneath 

which too is an important part of the artwork. The detailed shadow signifies the duality 

of the caregiving economy. Not only do we humans rely on it to take care of children, 

the sick, the elderly, the unfortunate, and in general marginal groups, but also the global 

economy also relies on it to have a status quo and be oppressed. The frozen windings 

provide a moment to process what care institutions provide for us. Relief of anxiety in 

relation to taking care of the elderly; security, and shelter for the unfortunate; freedom 

from the burden of taking care of others, and time to pursue our own path. 
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Image 20-21: Tinna Guðmunds. Shadow System, 2022. 
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Image 22: Tinna Guðmunds. Shadow System, 2022, detail. 
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Alongside the wall sculpture are three videos. The function of the videos is to 

display the action and labour involved, as a sort of a footnote to the windings where 

materiality and physicality are key threads. The first one is a scene from an institution 

where a health worker or caregiver, dressed in the clothing that can be found in the 

sculptures, is changing a pair of sheets on a bed. The focus point of the frame is the bed 

and the body of the caregiver, who is of a younger age than the inhabitant of the bed; 

the head is not showing, but the physique is of a white female. The scene is focused on 

the physical action provided by the caregiver. The action is calm, non-technical and 

routine. 

The second video is a close-up of the physical and material process of making 

the winding sculptures. The physical strain behind each winding becomes clear. The 

hands need to apply force up to the point where the fabric does not move anymore and 

is at a complete still. All glue is squeezed out completely dry to the extent that force or 

even violence towards the material is applied to the process. 

The third video is of an upper body massage. The recipient is a white female, 

sitting upright; again the head is not showing. The hand of the massager is only visible 

and the skin texture and colour indicate an elderly person is providing the massage. As 

the video progresses it becomes visible that the recipient is in a special chair, or even a 

handicapped aid. The action is very quick and direct, without hesitation. A lot of force 

is applied in repetitive motion. In this video, the elderly generation is assisting the 

younger generation. The recipient is for some reason receiving intense treatment from a 

mature and experienced individual, who intensively manipulates the soft tissue of the 

body with force and determinity. 

The videos are placed in an order to show increasing physical actions. Hand 

gestures can be soft and affectionate or strong and violent. First, the carefree caregiver 

effortlessly changes the sheet. Then comes the creation process of the windings and 

intensive squeezing of the fabric. And finally, the forceful massage that appears almost 

intensively brutal. Each video offers an escalated viscerality that climaxes in the final 

video. The intention is to provoke the viewer to think about how thin the line is from 

care to violence, how some actions are similar, and how providing care can be 

destructive for the provider. 
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 Image 23-25: Tinna Guðmunds. Shadow System, 2022, video stills. 
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Initially, I intended to install the videos either in the horizontal or vertical line, 

creating a clear chronicle feeding from each other. However, I find video as a medium 

very problematic, because it has a dominating presence, stealing the focus from the 

physical to the digital. When the videos were placed next to each other, they created an 

unbalance in the exhibition space and drew a lot of attention from the material presence 

of the other artwork. Therefore, I decided, in conversation with my advisor, to break 

them a part and place them between the wall sculptures. Even further, to minimise the 

affect, I placed them a little lower on the wall so they would not be in direct view of the 

viewer.  

By placing the videos and windings together, I attempted to create a weave 

between the two different objects and providing the viewer with the indications to walk 

a planned path, from right to left. The narrative starts with a white familiar looking 

winding and next to it is the institutional video. Subsequently, there are three pastel-

coloured windings and followed by a wringing fabric video. A little further is the final 

massage video completing the thread. In hindsight it can be very tricky to steer the gaze 

of the viewer. I did notice that most of the viewers walked the planned path for the 

exhibition, but obviously not all of them. If the viewer walked the “wrong” path, they 

would start with the massage video and not gain the association provided. This is 

important to remember in future installations. 

Community Mesh 
The origin of Community Mesh can be traced to the large sculpture I exhibited in 

Miðpunkt. I wanted to continue to explore how to work with clothes on a larger scale to 

create a strong visual and physical presence of it in a space. During the development 

stages I received feedback that it is hard for the viewer to not be familiar with clothes 

and that each item, even the one that has not been worn, carries a story behind it, which, 

although not necessarily known, is there implanted. I realised that I had to embrace this 

fact or infiltrate into the essence of the artwork. 

The previous artwork I had done was an extreme version of a rope. I decided to 

investigate this process in more detail and then visited a local net factory to do field 

research. The trip had a strong impact on me, both regarding the historical importance 

of nets and how general the work processes behind them are. I decided to apply some 

of the work processes I observed in the net factory in the studio and be open to the 

possibilities on the way. I created a working situation so I could make a large-scale net 

and while I worked on it, the nature of the artwork began to be clear.   
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 Image 26: Tinna Guðmunds. Community Mesh, 2022. 
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It is made from string 12 strands, each around 6-7 metres long, made from T-

shirts, sourced from homes and institutions. Most of the T-shirts are commercial with 

advertisements and have therefore very likely been given to individuals or groups in 

community situations or events. The net is constructed with the same method as a 

traditional fishing net except the cross-sections are not knotted together but are left 

placed on one another. This is an important detail in the mesh and has a symbolic 

meaning referring to how loosely woven communities can be and how easily they can 

fall apart.  

The artwork is a reflection about the individual need to belong to a community 

and/or create your own community. The net is symbolic for the social and/or family web 

that individuals are a part of, by family or other connections, the inherited longing to be 

a part of, to belong something and have their contribution valued. Communities rely on 

groups of individuals to organise and maintain certain structures within our social 

system; for example sports culture and even the Icelandic Rescue Squad. These are 

backstage communities, or shadow systems, that play a key role in maintaining life 

standards. Also, the commercial side of the T-shirts hold an important key because they 

are often used to create a community by dressing all the participants the same and 

therefore, having the symbolic meaning for an individual that is a part of a group or has 

acquired or achieved something, and therefore belongs to a group. 

Balance Studies 
The Balance Studies represent the internal aspect of caring for oneself and others. The 

series was made last spring and are one of my first attempts to rattle my practice and in 

that sense the initial source for the other artworks. I included them in the exhibition 

because I found them to be an important connector between the three other artworks. 

The material used in the studies is the same as in Community Mesh and the method is 

the same as in Shadow System and Easy Does it, which I will review next.  

The artwork is a photo series of different forms in all kinds of colours, 

constructed of wringed T-shirts, or windings. The windings have been placed on top of 

each other to form a structure or foundation. The prints are good quality, detailed prints 

and the mundane, cheap, unluxurious items are presented with a complete black 

backdrop. The series is ongoing and is in endless variation with different compositions 

of the building blocks.  

In the Balance Studies I tried to capture the inner turmoil of our own homemade 

survival mechanisms, which in essence is to take care of oneself and others. The modern 

individual is loaded with self-made and external choirs hidden within our own memory, 
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multiple to-do lists, and tools of our own choice. Each photo is like a puzzle made by 

different shaped and colour units fitted together to form a containable structure. I 

envision the unit standing for the different roles, tasks, and responsibilities each person 

has on a day-to-day basis. By compartmentalising and categorising, it is possible to have 

an overview of different important and unimportant information in relation to life 

administration, ranging from primary needs to future goals.  

This artwork was first presented in Miðpunkt but then on a low pedestal but with 

minimal engagement from the viewer. I therefore decided to play with how they are 

presented and utilise the contemporary aesthetic. By presenting the winding structures 

on a minimal black backdrop, I visually attempted to create a framework of importance 

for the subject matter. This type of presentation is very common throughout art history 

and gives the model, or in this case the object, a graceful, classic, and sophisticated 

sense. By doing so I am attempting to create a space to rethink the subject matter, caring 

for oneself and others, from being insignificant and minor to a meaningful and valuable 

contribution to our social system. 
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Image 27: Tinna Guðmunds. Balance Studies, 2022. 
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Image 28-31: Tinna Guðmunds. Balance Studies, 2022, detail. 
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Easy Does It 
The sculpture Easy Does It is the newest artwork in the exhibition and therefore perhaps 

the most mysterious to me. It represents the external turmoil of care, the labour-intensive 

and physical part of it. The creation journey for this artwork went through a few different 

stages. The initial intention was to investigate performative or animated angles from the 

basis of material and method I have been working with for the past few months. To do 

so I explored the physical act of wringing the fabric. I experimented with including 

movement in some way and/or highlighting the tension of twisting the fabric. Easy Does 

It and the Community Mesh are sister pieces, made parallel to each other and 

simultaneously. They both have threads to the fishing industry, being an important 

industry in Iceland. 

The kinetic sculpture, or machine, consists of a metal structure and four arms 

connected to an axis with a handle. Long strands are knotted to each arm, and when the 

handle is activated by manpower, the strands start to move in a circular motion, twisting 

the skeins to form a rope. The strands attached are made out of rejected domestic 

textiles: pre-teen clothing, linen and towels. When the machine is activated the strands 

begin to twist onto each other until the suspension is too much and either the fabric starts 

to tear or the viewer starts to unwind the rope by twisting it in the opposite direction. 

When the machine is in motion, the strands float animatedly in the air.  

During the development of the sculpture, I followed a few different threads: the 

performative angle, the water system and early 20th Century industrialisation. The first 

angle is based on the feedback I had received a few times during studio visits. I was 

intrigued about how I could bring forward the physicality from the creation process, but 

I did not find it necessary at this stage to look into performance as a way of channelling 

this. 

Image 32-33: Engines and flat belt. Source: https://artsandculture.google.com/story/NwVRMZ8QQCYmIA 
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Image 34-40: Tinna Guðmunds. Sketches and test from Easy Does It development, 2021-2022. 
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Then I had a domestic incident with a massive water leak and had to manage 

electronical water pumps. This was not a new experience to me, but by pumping up 

water I made the connection between the natural world and industry, and the massive 

force water has on our lives and its importance and power. I saw a parallel between 

pumping water and flat belts used early in 20th century industrialisation. Machines in 

workshops were connected to flat belts to a central axis powered by a kerosene engine. 

I saw these two things working in the same manner and wondered how I could channel 

the pumping water or flat belt power into the method and material I am using. Was it 

possible to make a hybrid of these two things? 

I started by making a DIY flat belt. I acquired a few items from a second-hand 

store, including wood, long plastic nails and wheel cups. From that I developed two free 

standing units, in the shape of a sawhorse, with a wheel attached at the top via an axis. 

The size and proportions of the test were decided through the limits of the material and 

therefore chance became a big part of the test. 

This DIY flat belt was a success and functioned, but only temporarily. The strain 

from the movement and weight from the rope started to give way, and it became clear 

that the machine would have to be made from a stronger material. I chose to explore 

steel rather than wood, a material I have used before in my practice. It is quick to work 

with and strong, since my sculptures have the tendency to be heavy. But I was also 

influenced by a discovery I made a few months back when I was researching seaweed. 

In a report published in 1950, I found an image of a thing called “seaweed sled”. The 

sled was made from metal and was used to harvest seaweed underwater. This image has 

been haunting me since I discovered it and I have been developing how to channel it or 

create the artwork influenced or infused by it. 

Easy Does It is a merge of these four influences. It is an ode to tools and 

machines humans develop, to work smarter and faster. But it is also a representation for 

the ongoing care tasks humans need to accomplish in the turbulent sea of life, with its 

ups and downs. Each strand is made out of fabric from the domestic sphere covered in 

seaweed, and therefore has a stiff quality to it. It reflects on how mechanical and dry the 

domestic part of life is, without passion or ambition, repetitive and infinite.  
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Image 41: Tinna Guðmunds. Easy Does It, 2022. 
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Image 42: Tinna Guðmunds. Easy Does It, 2022. 
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During the exhibition audiences often engaged with the machine, but only for a 

few seconds. The initial reaction was a pleasant surprise to the floating of the strands, 

but once they discovered what the machine did or did not, they lost interest very quickly. 

There is nothing to complete, so there is no goal; it is non-productive in its essence, like 

the care economy. 

Closing thoughts - arriving at a dock 
There have been many learning moments I have passed through in the last year and a 

half. Early on in my studies I recognised that there is a rift between my good intentions 

and the viewers' understanding of the artwork. This was hard to digest and accept. I have 

had the fortune of having total and complete artistic freedom in all the creative stages, 

artistically pampering myself. But exhibiting publicly is a communication, between the 

artwork and the viewer. The problem I find is how do artists keep their artistic intentions 

as well as indulging the viewers? Where lie the boundaries between creating freely and 

tailoring for the viewer or the market? I cannot say that I have found a resolution for 

this issue, but I have learned that each project needs to be examined from the standpoint 

of the viewer to get the two-way perspective that is integrated into every artwork. 

The most laborious undertakings I have tackled during the studies were 

rethinking the practice and writing about it along the way. I found myself over and over 

in the position of having a blind spot towards my own practice and artwork. I had 

immersed myself so deeply within my projects that I could not see what I was doing, 

thinking, or making. I found the practice to be all over the place, scattered and without 

a thread. Writing and thinking about the process helped to unfold layers of elements. 

What helped me along the way were frequent studio visits and text feedback from 

faculty and other art professionals. I have been provided with multiple opportunities to 

discuss in detail approaches, methods, and presentations. This provided me with an 

opportunity to mirror what I envisioned and what the recipient might understand. 

 I have learned that my viewpoint is very personal; my subject matter is drawn 

upon personal experience, middle-aged female, and echoes my close family and friends’ 

intricacies. My viewpoint is also very geographically localised, based on northern island 

experiences. I have also recognised that my thinking and understanding is dichotomous. 

There are two sides coexisting in harmony and it is important to devote openness 

towards both of them. 
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I believe my artwork suffers from being over-layered or even overcompensating. 

I attempt to combine context and formalistic presentation and newly added to the mix is 

the agency of things. The exhibition Care Synergy, in my opinion, was a convincing 

whole. But when individual artwork was analysed, they contained too many layers. The 

viewers were overwhelmed with too much intension being put into each artwork on my 

behalf. In hindsight, the exhibition would have benefitted if fewer artworks would have 

been presented. More space and leeway would have given the viewer the opportunity to 

focus on the synergy and dichotomous nature between them. 

After dissecting and multiple attempts to articulate the practice, I have concluded 

that the practice is a fusion between subject matter, material, and method. Key 

components that I need to apply when going forward in my practice are openness 

towards things, trust in the uncertainty and connection to the material. The complexity 

level needs to be toned down and more breathing space for each artwork is important so 

the perception of the viewer can be considered and cultivated on more natural and 

curious terms. It has been challenging to decipher one’s own practice and artworks in 

this precise way. That being said I found it a very honest and rewarding process, one I 

hope can keep me afloat for decades to come, and I will continue to add to the vast ocean 

of discourse – one drop at a time. 
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