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OLAFUR GISLASON

Vernissage

Kjarvalsstadir
Listasafn Reykjavikur

April - Mai 1994



Olafur Gislason er i hépi yngri myndlistarmanna og hefur haslad sér véll 4
vettvangi hugmyndafraedilegrar myndlistar. Hann fer étrodnar slédir og
hefur vakid athygli fyrir 6flugt hugmyndaflug og frumlega framsetningu. Med
pessari syningu kemur hann enn a ovart — eetlar syningargestum ad lesa i
myndmalid allt eftir upplagi og innsyn hvers og eins.

Menningarmalanefnd bydur Olaf Gislason velkominn med verk sin hingad
ad Kjarvalsstodum.

Hulda Valtysdottir,
formadur

Olafur Gislason, one of the younger generation of Icelandic artists, has
established himself in the field of Concept Art. Taking a pioneering
approach to his work, he has won attention for his powerful imagination and
original arrangements.

At the present exhibition he springs yet another surprise — the
interpretation of the works on show is left up to the character and insight of
each individual visitor.

The Cultural Committee of the City of Reykjavik welcomes Olafur Gislason
to show his works at Kjarvalsstadir.

Hulda Valtysdéttir,
Chairman



Norreena listamidstédin, Sveaborg, Helsinki
The Nordic Arts Centre, Sveaborg, Helsinki
15.8. - 19.9.1993









Vernissage

Framan & bodskortinu fyrir syningaropnun Olafs Gislasonar i Norreenu
listamidstadinni | Helsinki gaf ad lita bodstextann sem ad 6llu jofnu stendur
aftan 4 sliku korti: bakhlidin var aud. Og einmitt pessi audi hviti pappirsfiotur,
myndlaus og opinn hvers kyns tulkun og tengslum, gaf sériega glégga mynd
af peirri syningu sem i veendum var. Hid hvita litleysi reedur lika rikjum pegar
inn i syningarsalina kemur: veggirnir sem umlykja rymid og hlutirnir sem i pvi
bia mynda slika heild ad pad er engu likara en syningargripirnir, vandlega
tilsnidnir, hvitiakkadir, rétthyrndir stallar, hafi stigid Gt ur sjalfu syningarryminu,
hvitmaludum hlutlausum hvelfingum pess og veggjum. Hinn sameiginlegi
hviti litur er pé ekki einn um ad skapa pessa heildarsyn, inntakid sem
syningarrymi og gripir bua yfir gera pad einnig: hvitir salir og hvitir munir eru,
likt og bodskortid, hlutiaus bakgrunnur pess atburdar sem bodadur var i heiti
syningarinnar: opnunar syningarinnar Vernissage ." Paer alpjodlegu hefdir
sem gilda um slik mannamét eru alls stadar eins: a vid opnun syningar
hittast menn til ad vera med, til ad syna sig og sja adra og halda zevinlega a
glasi af sama hvitvininu, nema pad sé rautt, og hér er pessi hefd ordin ad
tilefni syningarinnar, meira ad segja ad formlegum og efnislegum grunni
hennar.

A Vernissage getur ad lita hvitiakkada, ferningslaga stalla sem radad er a
dreif um tvo syningarsali, pannig ad &horfandinn skynjar heildina sem
samspil, rymisverk. Hvitu stallarnir hafa tvenns konar ahrif: peir eru
apreitanlegir og synilegir hlutir i ryminu og vekja jafnframt tilfinningu fyrir hinu
gagnsteeda, témleika og eftirveentingu. Grunnform verka Olafs er alltaf hid
sama, hvitur kassi, og & Vernissage hefur hann valid peim rétta steerd og
haed smaborda sem henta prydilega til ad geyma 4 glos eda halla sér upp
ad. Eigi ad sidur minna pessir ,geymslustallar* Olafs, par sem peir eru i
syningarsamhengi, eindregid & syningarsokkla, stalla sem auka pegar best
leatur ahrif peirra listaverka sem & pa eru sett en vekja ekki athygli sjalfir. Pad
er bessi vidtekna afstada til syningarstalla - ad horfa a pa en sja pa ekki -
sem vekur upp pa tilfinningu ad & syninguna vanti eiginlega syningargripi.
Auk stallanna gegna vinglésin og innihald peirra, sem listamadurinn leggur
gestum til, mikilvaegu hlutverki i Vernissage; pau eru annar efnislegur
meginpattur hennar. Um pessa syningu gildir hid sama og um 8ll verk Olafs:
yiri ahrif verda ad métandi afli. Tenging einstakra patta, stalla og glasa, var i
verkahring opnunargesta. Hefdbundinn ésnertanleiki listaverka a sofnum
hindradi pa p6 framan af i pessu hlutverki. Faeinir, hugdjarfir gestir leystu

* Ordid Vernissage or dregid af frénsku sbgninnl vemir sem merkir a8 lakka®. | nitimamili pydir pad einkum
syningaropnun”, &n gat lika hafl merkinguna .ab skioda myndir Atur en pasr eru lakkabar og visar pa il pess bagar
fistamann bubu vinum og kunningjum a8 skoda verk sin &bur en sjalf syningin hédst, Gestirnir gatu pa gen
athugasamdir vid verkin, og listamennimir [afnvel breytt baim & sifustu stundu af peir keerbu sig um. (Aths. pyd.)



4l6g hins hreina téms og hvitra flatanna, og eftir pad héldu adrir ‘skapandi’
syningargestir 4fram ad raena stallana heilagleik sinum og gera ur peim
undirstédur kyrralifsmynda ar glésum og vindreitium med sigarettustubbum
og tyggigdmmii & stangli, sem peir komu fyrir af mismiklu listfengi — viljandi
eda ovart. Pekki ahorfandinn ekki tilurdina, tilviljanakennt og ofur veraldlegt
skdpunarferlid, geeti Gtkoman minnt a natimadtgafu af ‘memento mori’,
Aminningu um daudann, hinu Gtbreidda myndefni i kyrralifsverkum 17. og 18.
aldar.

Pessi myndraenu tengsl vid kyrralifsverk opna syn a djupsteedara inntak i
Vernissage, nefnilega hin floknu tengsl milli ‘listaverks’ og ‘hversdagshlutar’,
sem Olafur Gislason fjallar um i naer éllum verkum sinum. Medvitud
afhelgun rymisverks i eina kvdldstund og utkoman, endanleg ‘skopunarverk’
gestanna sem verda ad list & einni néttu, eru einungis einn pattur hins
margslungna umfjéllunarefnis. Her er svo ad sja sem nytjahlutum hafi verid
umbreytt i listaverk; pessi medhondlun peirra synir hins vegar ekki fyrst og
fremst vald og kenjar listamannsins heldur miklu fremur undirstédu
hefdbundinnar liststarfsemi sem er andsnuin hvers kyns breytingaferli.
Ograndi kraftur pessara ‘verka’, sem eru ‘ohrein’, ‘tilviljanakennd' og sképud
an virdulegs réttlastingarstimpils listamannsins, birtist ekki a opnunar-
kvoldinu, heldur vid sidari skodun. Pau valda peim vonbrigdum sem vaenta
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pess ad hitta fyrir 6hreyfanieg listaverk og ésnertanleg, steinrunnin afrek
skapandi listsnillings. A Vernissage kannar Olafur Gislason sjalft sképunar-
ferli hlutarins handan peirra grundvallarspurninga um skilgreiningu
listaverksins sem lifad hafa allt fra pvi Duchamp varpadi peim fram. Paer
uppstillingar sem til urdu opnunarkvoldiod voru skjalfestar med nakvaamum
teikningum og ljgsmyndum, hvert glas merkt, svo ad hasgt yrdi ad endurreisa
syningarstallana og pad sem a peim var eftir ad syningunni lyki. Pessi
itarlega rannsokn leiddi enn frekar i ljos patt sem borid hafdi a vid opnunina:
enda pétt nokkrar af uppstillingunum séu vissulega til ordnar vid pa
hversdagslegu athdfn ad glos eru sett af handahéfi & bord, bera flestir
stallanna privid kyrralifsverk sem birta sképunarvilja og samkeppnisanda
‘héfunda’ sinna i haum glasaturnum - eda bera vissri eydileggingarhvit
beirra vitni med tyggigdmmii og sigarettustubbum. N&éfn opnunargesta ritud |
gestabokina fullkomna pad samvinnulistaverk - samkvaemt hefdbundinni
skilgreiningu - sem rymisverk listamannsins og stallaverk ,gestalista-
mannanna* mynda. Vernissage er rannsokn a skdpunarkrafti hversdagsins;
hinir hvitu stallar Olafs Gislasonar, a svifi milli listaverks og hvunndagshiutar,
leysa hann Ur laedingi, tileinka sér hann, verda grunnur hans. Samkvaemt
reglum slikra rannsékna breytti Olafur Gislason upphafsstédunni fyrir
gestina & Vernissage | Kaupmannahofn med beim hzetti ad hann radadi upp
til syningar 12 stéllum med endurgerdum glasauppstillingum fra Helsinki. Til




bessa valdi Olafur 12 samsetningar, naegilega sundurleitar til pess ad tllka
6lik aform og pad andrimsloft sem rikti vid tilurd peirra. Uppsetning pessara
‘verka' & nyjum stad, endurgerd hins sjalfsprottna, feerdi stallana sem gldsin
stédu a, pegar i upphafi neer hefdbundnu safnhlutverki slikra gripa. Petta
‘safnlega’ yfirbragd styrktist enn vid merkimidana a glésunum, sem voru
visindalegir 4 ad sja og gatu minnt & merkingar a fuglsfétum eda pviumliku.
Hin étviraeda og ljésa skilgreining hvitra stallanna sem undirstédu fyrir
uppstillingarverk einangradi pa fra agangi gesta, en pratt fyrir peer auknu
hémlur sem uppsetningin lagdi 4 gesti rofnadi einangrunin pegar & opnunina
leidy: stallarnir voru notadir & ny og peim breytt. Daginn eftir tjadu stallarnir,
sem nl voru ordnir ésnertanlegir, ségu samspils og skodanaskipta a lidnu
opnunarkvéldi, med merktum glosum (Helsinki) og émerktum (Kaupmanna-
hafn), hiid vid hlid.

Annad atridi kom enn fremur i ljés vid petta teekifeeri: stallarnir gegndu
hlutverki eins konar maelipunkta sem syndu dreifingu gesta um syningar-
rymid. Opnunargestir héfdu hopast saman vid salardyrnar og staerstur hiluti
beirra 50 glasa sem baest héfdu vid skiptist 4 prja stalla sem par stodu. A
opnunardaginn hrundi priggja haeda glasapiramidi a peim stallinum vid
innganginn sem hladnastur var. Glerbrotin a golfinu gafu rymisverkinu
dramatiskan undirton pad sem eftir var syningartimans.



| Reykjavik er ‘hraefni’ stallaverksins fr& Helsinki notad med 6drum haetti en
i Kaupmannahofn. | petta sinn eru 10 endurgerdar uppstillingar fra Helsinki
einangradar & ‘apreifanlegan’ hatt fra gestunum med pvi ad hvolfa yfir
stallana tveggja metra haum hlifum ar plexigleri. Pessar plexiglershlifar eru
ekki syningarskapar heldur einfaldasta teekid til ad skapa gegnsaett rymi,
lokad og varid fyrir preifingum opnunargesta. Steerd gegnsaerra stallanna,
skyld steerd mannsins sjalfs, 42,5 x 32,5 og 200 cm a haed, eykur ahersluna
a mannleg einstaklingseinkenni hvers stalls um sig. Hinn augljosi iburdur,
taeknilegt yfirbragd pessara hareistu glerkassa og ahrif peirra a rymiod
umhverfis lja Vernissage i Reykjavik nyja vidd, spurningu um hlutverk
hafunda: stallana gerdi listamadurinn sjalfur, glasauppstillingarnar syningar-
gestir, plexiglershiifarnar vann sérstakt fyrirtaeki. Grunnhugmynd Olafs
Gislasonar ad Vernissage tengir pessar viddir saman. Frodlegt verdur ad
sja aték hugmyndarinnar vid vidbrogd gesta 4 Vernissage i Reykjavik; pau
eru asetlud en verda po aldrei séd nakvaemlega fyrir.

Békina fyrir Vernissage i Reykjavik, sem fiallar um allar uppsetningar
syningarinnar hingad til, ma lita 4 sem nakvaema heimildaskraningu um
gang tilraunarinnar til pessa. Sagan 6ll, samankomin i pornudum vin-
dreggjum og brotnum glésum, i nakvaemri stadsetningu akvedins glass
4 akvednum stalli, birtist enn & ny { allri sinni horfnu steerd og nyrri,
smaekkadri mynd sinni: Vernissage Olafs Gislasonar, ‘memento mort
hversdagsleikans.

Christiane Meyer-Stoll









q\ l\f\ g) ==l qh“:,——"'“ =
SEEEES ~ @ S=—l_

s
Vome 0501
C,\r\nf(tqgm_ S\_,j.n._a — ((\QJI\J\‘ S‘Lﬁ@_\.

Sawlod RSP LARLS.

fuged Hagqbond



Rlm M;L\\ Q’W‘*H , Wall, uk
e

%:fe%ﬂfﬂ wlf Ly o it %c%

g%(m&aﬂé wert He same,

MWS‘ a,g_g[ ggy _g'&?m j/&uwaq dcm'«f‘ /édavrMAfosgﬁ d
| #:8.=92

V Q@mw )

PO P
wwf /W Vi 417&«
/W@JLL Mﬁﬁmﬂﬂ frectfe by
.-2-’ _Q7_,.¢_..£,L.__f S -»4—4-/—:_\

18.8. -9

&

5%7,4? @mﬁé wmrk«w f-z.wrrs,—(

Qui oreng VTl Becons AN Aokt Ty |
Aadlh ’fm;lz'*mﬂ T Ly e k|
lu&«&m&‘w ‘E}m















Globe, Kaupmannahdfn
Globe, Copenhagen
27.11.-19.12. 1993




Globe, Kaupmannahéfn
Globe, Copenhagen
27.11.-19.12. 1993
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Kjarvalsstadir, Listasafn Reykjavikur
Kjarvalsstadir, The Reykjavik Municipal Art Museum
9.4. -8.5.1994
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Vernissage

On the front of the invitation card for Olafur
Gislason’s exhibition at the Nordic Art Centre in
Helsinki was the regular text which normally stands
on the back of such cards; the back was empty.
Indeed, this plain white paper surface, unillustrated
and inviting all manner of interpretation and
association, gave a particularly clear idea of the
pending exhibition. White colourlessness also
reigned supreme inside the exhibition room: the
walls enclosing the exhibition space and the objects
in it formed a whole which gave the impression that
the objects on show, carefully cut white-lacquered
rectagonal ashlars or pedestals, had stepped
straight out from the exhibition space itself, its
whitewashed neutral vaults and walls. This overall
impression was the product not only of the common
colour of the exhibition space and objects, but also
of their inherent content: white rooms and white
objects are, like the invitation card, a neutral
background to the event announced in the title of
the exhibition: Viernissage®, Opening of an
Exhibition. The international rituals that govern such
gatherings are the same everywhere: when an
exhibition is opened, people gather to socialize, be
seen and see others, and invariably keep hold of
the same glass of the same white or red wine,
thereby making the ritual into the occasion for the
exhibition, even its formal and material constituents.

Vernissage consists of white-lacquered rectangular
pedestals arranged here and there throughout two
exhibition rooms, so that the viewer perceives the
whole as an interactive spatial work. The white
pedestals operate with a double effect: they are
concrete and visible objects within the exhibition
space and at the same time inspire a feeling of the
opposite, of emptiness and expectation. Gislason

always works from the basic form of a white box,
whose dimensions and height are chosen in
Vernissage so as to be ideal for standing glasses
on or leaning up against. Nonetheless, Gislason's
“stands,” in the exhibition context, unequivocally
suggest the pedestals which, at best, enhance the
effect of the works of art mounted on them but do
not attract attention in their own right. It is this
accepted attitude towards pedestals — looking at
them without noticing them — which inspires a
feeling that the actual exhibits are missing from the
exhibition.

In addition to the “pedestals,” the wine glasses and
their contents which are provided by the artist for
the guests play an important role in Vernissage,
serving as its second main material component. As
with all Gislason's installations and other works,
external impulses become the shaping force. The
act of combining individual elements, the pedestals
and glasses, was assigned to the invitees at the
opening. At first they were inhibited by the accepted
notion that works of art at museums were not to be
touched, until a few bold guests broke the spell of
the pristine emptiness and white surfaces.
Afterwards, other “creative guests” continued to
secularize the pedestals and transform them into
basic still lifes of stray glasses and dregs of wine
with cigarette butts and lumps of chewing gum
which they arranged with varying degrees of artistry
— deliberately or accidentally. For a viewer
unaware of the genesis of the work, its arbitrary and
highly mundane process of creation, the result may
recall a modern transcription of the widespread
momento mori themes of the 17th and 18th-century
still life.

This pictorial link with the still life unveils a deeper
subject of Vernissage, namely the complex
relationship between the “work of art” and “everyday

"The word Verniszage is derived from the French verb vernir which means "o vamish.” In its medern sense, it means specifically “the opening of an exhibstion,”

but can alse have the meaning “to book al paintings before they are vamished,” referring to when artists would invite friends and acquaintances to see thair works

belora the exhibition proper began. The guests were free to commant an the works and the artists would even change them at the last moment



object” which is a theme of almost all Olafur
Gislason's works. The conscious secularization of a
spatial work in one evening and its “result,” the final
“creation” by the guests which becomes art
overnight, are really only one aspect of his complex
theme. The apparent transformation of utensils into
works of art does not primarily show the power and
capriciousness of the artist, but rather the basis of
conventional artistic activity, which is opposed to
any process of transformation. “Impure,” “random”
and created without the respectable endorsement of
the artist, these works have a provocative force
which does not manifest itself on the evening the
exhibition opens, but instead in the context of a
regular museum visit. They foil expectations of
finding works of art which may not be moved or
touched, the fossilized output of a creative artistic
genius. In Vernissage, Olafur Gislason explores the
actual process by which an art object is created,
posing underlying fundamental questions about the
definition of a work of art which have persisted ever
since Duchamp first stated them. The installations
which came into being on the first evening were
precisely documented with drawings and photo-
graphs and each glass was marked, so that the
pedestals and what stood on them could be exactly
reconstructed when the exhibition ended. This
detailed study brought one noticeable aspect of the
opening even more clearly to light: while some of
the arrangements were produced by the mundane
act of placing glasses at random on a table, most of
the pedestals supported spatial still lifes, high
towers of glasses which revealed the creative
aspiration and competitive spirit of their “authors,” or
lumps of chewing gum and cigarette butts which
testified to their destructive urge. The guests’
signatures in the visitors' book perfect this collective
work of art — according to the traditional definition
— which consists of the artist's spatial work and the
installation set up by the “visiting artists.”
Vernissage is a study of the creative force of the
everyday: Olafur Gislason's white pedestals,
hovering between the work of art and everyday
objects, release this force, reciprocate it and
establish it. In accordance with the rules of such
inquiries, Olafur Gislason changed the starting-point
for the guests at his Vernissage in Copenhagen by

exhibiting twelve pedestals with a reconstructed
arrangement of the glasses from Helsinki. For this
purpose he chose twelve constellations, sufficiently
diverse to allow interpretation of different intentions
and the atmosphere prevailing when they came into
being. The installation of these "works" in a new
place, the construction of the spontaneous,
immediately shifted the context of the pedestals on
which the glasses stood, towards a traditional
museum role. Underlining this “museum-like”
impression even more firmly, the glasses bore
scientific-looking labels like, for example, the tags
used for bird's feet. The unambiguous definition of
the white pedestals as supports for arrangements
isolated them from encroachment by the guests, but
despite these greater constraints, the isolation was
broken as the opening evening progressed and the
pedestals were used once more, and changed. The
following day the now untouchable pedestal related
the dialogue from the opening the preceding
evening, with labelled glasses (Helsinki) and
unlabelled (Copenhagen) side by side.

Another effect of the installation emerged on this
occasion: the pedestals acted as a kind of point of
measurement showing the distribution of the guests
throughout the exhibition space. The guests had
crowded around the entrance to the exhibition room
and the majority of the fifty additional glasses were
shared among the three pedestals which had been
standing there. On the first day, a three-storey
pyramid of glasses collapsed, on the most heavily
laden pedestal by the entrance. The broken glass on
the floor gave the spatial work a dramatic undertone
for the remainder of the exhibition. The Vernissage
in Reykjavik uses the “raw material” of the Helsinki
pedestal arrangement in a different way from the
Copenhagen exhibition. Ten reconstructed arrange-
ments from Helsinki are isolated by enclosing the
pedestals in two-metre-high plexiglass domes,
which are not exhibition cases but rather an
elementary device for creating a transparent space,
closing and protecting the work from encroachment
by visitors. Measuring 42.5 x 32.5 cm wide and 2 m
high, the plexiglass covers resemble human
proportions which increases the emphasis given to



each separate pedestal's human and individual
characteristics. The obvious grandeur and techno-
logical character of these tall glass cases and their
effect on the surrounding space lend a new aspect
to Vernissage in Reykjavik, a question of author-
ship: the pedestals were made by the artist himself,
the glass constellations were made by visitors to the
exhibition, and the plexiglass covers were commer-
cially produced. Olafur Gislason’s fundamental
conception of Vernissage creates the linkage
between these elements. It will be interesting to see
the interaction between this concept and the
reactions of visitors to Vernissage in Reykjavik,
which has been envisaged but can never be exactly
predicted.

The Vernissage in Reykjavik catalogue, describing
dhine mstalvaons o tne exniition so Yar, may be
regarded as an exact documentation of the experi-
ment's progress up until the present time. The
entire history, comprising dried dregs of wine and
broken glasses, the precise location of a specific
glass on a specific pedestal, will be revealed once
again in its lost size and on a new reduced scale:
Olafur Gislason's Vernissage, the “memento mori"
of the everyday.

Christiane Meyer-Stoll



Olafur Gislason
Feeddur 1962

Menntun:

1980-83
1983-88

Einkasyningar:

1886  Nylistasafnib, Reykjavik

1988 Morraana hisid, Reykjavik

1880 XPO Galerie, Hamborg

1801 Galerie Fons Welters, Amsterdam

1982 Shedhalle, Zirich
Galleri einn ainn, Reykjavik
Galleri Gangur, Reykjavik

1893 Memissage®, Norrazna listamidsiodin, Helsinki
Nemissage®, Galler Globe, Kaupmannahéin

1994 <Vemissage®, Klarvalsstabir, Listasafn Reykjavikur

Samsyningar:

1888 Salzgitter-Symposium

1888 Nylistasafnid, Reykjavik

1830 Juflagen®, XPO Galerie, Hamborg

1991 Stipendiatenausstellung, Kampnageitabrik, Hamborg
JGullivers Reisen”, Galerie Sophia Ungers, Kaln

1891-82 _Biue Transparency” , Moderma Museet, Stokkhdimi
Museu d'Arte, Saoc Paulo; Museu d"Arte Moderna, Rio de
Janeira; Museo Nacionale de Artes Plasticas,
Montevideo; Museo de Arte Moderno de |a Ciudad,
Buenos Alres; Museo de Arte Moderno, Bogotd; Museo de
Arte Contemporaneo de Caracas; No Centro de Arte
Moderna, Lissabon; Charlottenborg, Kaupmannahdin

1882 Listahatid, Reykjavik
MNorrsken®, Konsthallen, Gautaborg

19893 <uxtaPosition®, Charlottenborg, Kaupmannahdin
Entr&”, Lénnstrom Art Museum, Rauma

Viburkenningar:

1990  Starfslaun fra Hamborg

1992

Myndiista- og handidaskéli Islands, Reykjavik
Hochschule fir bildende Kinste, Hamborg

Richard Serra verblaunin

Born 1962

Education:

1980-83
1983-88

lcelandic College of Art and Handicraft, Reykjavik
Hochschule fir bildende Kinste, Hamburg

One-Man Shows:

1986 Living Art Museum, Reykjavik

1988 Mordic House, Reykjavik

1880 XPO Galerie, Hamburg

1991 Galerie Fons Welters, Amslerdam

1992 Shedhalle, Zlrich
Galleri einn einn, Reykjavik
Galleri Gangur, Reykjavik

19383 “Vernissage”, The Mordic Aris Centre, Halsinki
“Vernissage”, Galleri Globe, Copenhagen

1994 “Vernissage”, Kjarvalsstabir, The Reykjavik Municipal
Art Museum

Collective Exhibitions:

1988 Salzgitter-Symposium

1988 Living Art Museum, Reykjavik

1990 “Auflagen”, XPO Galerie, Hamburg

1991 Stipendiatenaussteliung, Kampnageltabrik, Hamburg
“Gullivers Reisen”, Galerie Sophia Ungers, Cologne

199182 “Blue Transparency” . Modema Museet. Stockholm,
Museu d'Arte, Sao Paulo; Museu d’'Arte Moderna, Rio de
Janeiro; Museo Nacionale de Artes Plasticas,
Montevideo; Museo de Arte Moderno de la Ciudad,
Buenos Aires; Museo de Arte Moderno, Bogota: Museo de
Arte Contemporaneo de Caracas; Mo Ceniro de Arte
Meoderna, Lisbon; Charlottenborg, Copenhagen

1882 Reykjavik An Festival, Reykjavik
“Norrsken”, Konsthallen, Gothenburg

1993 “JuxtaPosition”, Charlottenborg, Copanhagen
“Entré”, Lonnstrom Art Museum, Rauma

Awards:

1990 Grant from the City of Hamburg

1992 Richard Serra Prize



Menningarmalanefnd Reykjavikur / The Cultural Commitiee of the Cily of Reykjavik:

Hulda Valtysdéttir, formadur / chairman
Gudnin Erla Geirsdattir

Ingibjérg Rafnar

Jina Groa Sigurdardottir

Jilius Hafstein

Selma Gudmundsdattic
Tumi Magnisson

Forstédumadur Listasafns Reykjavikur / Direclor of the Reykjavik Municipal Art Museum:
Gunnar B. Kvaran

Umsjon med syningarskra / Catalogue production:
Kristin G. Gudnadottir

Ljgsmyndun / Photography:

Kristjan Pétur Gudnason (Reykjavik)
Sakari Vilka (Helsinki)

Quirin Leppert (Kaupmannahéfn)

Pyling / Transtation:
Bernard Scudder
Elisa B. Porsteinsdattic

Yiirlestur handrita / Proofreading and editing:
Bemard Scudder
Malvisindastainun Haskélans

Texti um Vemissage / Text about Vernissage
& Christiane Meyar-Stoll

Hinnun syningarskrdr / Catalogue design:
Birgir Andrésson / Olafur Gislason

Uppsatning / Typeseatting:
Héskuldur Harri

Skaeyting og filmuvinnsia / Colour separation and montage:
Prentmyndastofan hi.

Prentun og bokband / Printing and bookbinding:
G. Ben Prentstofa hi.



KJARVALSSTADIR
LISTASAFN REYKJAVIKUR
THE REYKJAVIK MUNICIPAL ART MUSEUM
APRIL - MAI 1994



