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Listahétidar 1994 var dkvedid ad framlag Kjarvalsstada skyldi vera syning & verkum nokkurra islenskra mynd-
Jistarmanna samtimans sem vakid hafa athygli & undanfdrnum drum med verkum sinum.

e iﬂrx hver um sig sinar leidir i listskpun en eiga sameiginlegan bakgrunn sem islenskur veruleiki
hefur skapad peim.

_F'Mamalgmlegt ad fara ekki trodnar sl6dir heldur nyjar, djarfar og persénubundnar. Pad er Menningar-
malanefnd Reykjavikurborgar heidur og anzegja ad fa ad kynna verk pessara listamanna hér.

Hulda Valtysdatiir, formadur

Sir, the Reykjavik Municipal Art Museum, decided as its contribution to the 1994 Reykjavik Arts Festival to
ion of works by a number of contemporary Icelandic sculptors who have been commanding attention in
recent years.

: follow highly individual courses in their art but share a single background that the reality of lceland today
| has given them.

mon feature is their pioneering rejection of traditional approaches in favour of innovative, bold and
personal expression.

‘honour for the Cultural Committee of the City of Reykjavik to present the works of these sculptors
to the public through this exhibition.

Hulda Valtysdattir, Chairman
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ADFARAORD

Um langan aldur var listin bundin skyrum fagur-
freedilegum og listreenum kennisetningum, sem stofnanir
samfélagsins - sbfn og akademiur - stédu vord um. En
par sem listin er ekki natturuldgmal kom ad peirri stundu i
byrjun aldarinnar ad framsseknir listamenn & bord vid
Marcel Duchamp settu spurningarmerki vid hid hefd-
bundna listhugtak. Alit fra pessum tima getum vid sagt ad
listhugtakid hafi verid klofid upp i tvo meginpeetti. Annars
vegar voru peir sem héldu afram ad proa listina ot fra
form- og myndreenum forsendum i gegnum figlratift
malverk, geometriska afstraktsjon og sidar minimalisma.
Og hins vegar voru beir listamenn sem logdu megin-
aherslu & heimspekilegan patt myndlistarinnar og proudu
myndgerd | gegnum dadaismann, poppid, ny-raunsaeid,
conceptlistina, arte povera og fjélda annarra listhug-
mynda sem fram hafa komid & sidastlidnum aratugum.

Segja ma ad pessi listraeni klofningur, sem fram kom i
byrjun aldarinnar, hafi ekki nad hingad til lands fyrr en
seint a 7. aratugnum, po svo ad einstaka listamenn, sem
busettir voru erlendis, hafi verid medvitadir um pessi
umskipti | fistinni. Pad var ekki fyrr en tok ad gaeta ahrifa
conceptlistarinnar, arte povera og fylgifiska peirra ad
listin sjalf vard megininntakid i verkum islenskra lista-
manna. Spurningar um edli listarinnar, hvad veeri list og
hvad bad veeri sem gerdi dkvedna hluti ad listaverkum,
urdu @ aleitnari. Med pessu hafdi islenski listheimurinn
einnig klofrnad upp i tvaer hugmyndalegar fylkingar. Annars
vegar voru peir sem unnu med hefdbundin efni og ad-
ferdir og skopu fyrst og fremst Gt fra formraenum for-
sendum. Og hins vegar voru peir listamenn sem unnu
fyrst og fremst Ot fra hugmyndalegum forsendum

oendanlega efnisryr verk auk pess sem peir gerdu ymiss
konar efnislegar tilraunir med sjalfa Utfaersiuna.

Sidastlidna prja aratugi hafa pessar dliku, hugmyndalegu
forsendur sett mark sitt a islenska myndlist. En med tid
og tima - og pa sérstaklega a sidastlidbnum aratug - hafa
komid fram kynslodir yngri myndlistarmanna sem hafa
kunnad ad skoda pessar dliku stefnur og hugmyndir ar
meiri fjarlaegd en adur. Peir hafa kunnad ad proa afram
afmarkadar myndgerdir og listhugmyndir eda framkalla
samruna olikra liststefna, jafnvel peirra sem i upphafi
bottu hvad sist saettanlegar; og pannig hafa peir getad
skapad enn og aftur nyja syn a listhugtakid.

Pad eru einkum og sér i lagi Ready-made-verk Marcels
Duchamps, conceptlistin, arte povera og nokkru sidar
minimalisminn, sem eru hraefnid i undirstédum skdlptdrs-
ing i islenskri samtimalist.

| byrjun aldarinnar stillti franski listamadurinn Marcel
Duchamp upp pvagskal sem listaverki. Pessi gjorningur
atti eftir ad hafa djlpsteed ahrf a4 framgang listasdgunnar.
Listskdpunin hja Marcel Duchamp falst m.a. | pvi ad velja
akvedinn hiut (t.d. pvagskal, floskupurrkara), taka hann ar
sinu upprunalega umhverfi, svifta hann fyrra hlutverki sinu
og gefa honum nytt nafn og nyja merkingu. Par med hafdi
Marcel Duchamp ridlad 6llum hefdbundnum forsendum
fyrir pvi hvad veer list og i raun hefur stor hiuti
listasdgunnar fra pessum tima sndist um pad ad
endurskilgreina listhugtakid. Sjalfur undirstrikadi Duchamp
ad betta verk eda pessi verknadur hefdi ekkert
fagurfrzedilegt gildi. Pad vaeri fullkomlega ofagurfraedilegt.
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Listin var ordin hugmyndaleg. Og i raun hafdi listamann-
inum tekist ad einangra afgerandi atridi i listhugtakinu, b.e.
asetning listamannsins, Pad var asetningur hans, hin
hugmyndalega forsenda, sem skipti meginmali fynr
merkingu og gildi listaverksins. Hugmyndir Marcels
Duchamps hafa sidan endurspeglast i morgum liststefnum
sem fram hafa komid & pessari dld, svo sem dadaism-
anum, poppinu, conceptlistinni og arte povera.

b6 svo ad conceptlistin hafi birst hér & landi & undan
minimalismanum, ba var bvi 6fugt farid vidast hvar annars
stadar. Conceptlistin, sem kom fram | Bandarikjunum um
midjan 7. aratuginn, var m.a. andsvar vid minimalism-
anum. Conceptlistamennirnir héfnudu formraenum ahersl-
um minimalismans og almzetti hlutarins eins og pad birtist
m.a. | popplistinni. Peir alitu ad formraenn og huglaegur
pattur listarinnar veeri ekki pad sem skipti méli heldur
merking hennar. Peir l6gdu sig pvi fram um ad skilgreina
edli hennar, virkni og notagildi. Af pessu leiddi ad
fraedilegar vangaveltur og rokraedur komu oft i stad pess
ad bia til eda skapa raunverulega listhluti i hefdbundnum
skilningi. Tungumalid var taeki sem hzefdi vel conceptiista-
monnum og pad var oft notad i samspili vid ljgsmyndir.

Conceptlistamennirnir voru sannfaerdir um ad buid veeri
ad fullnyta moguleika hins hefdbundna listforms. Peir alitu
ad blid vaeri ad nyta alla moguleika minimal-kassans. Peir
sneru sér pvi ad pvi ad skilgreina listina og pa gjarnan i
tengsium vid heimspeki, politik,
taknfraedi, salfreedi og umhverfismal. Mikill kraftur for m.a.
i pad 4 pessum tima ad skilgreina félagslega og palitiska
virkni listarinnar, sem menn tbldu ad gatast hefdi med
minimalismanum. Enn og aftur 16gdu menn af stad med

strukturalisma,

listina Gt Gr menningunni, Gt Ur hinu borgaralega umhverfi

fram i tvennu.
Annars vegar hofnudu listamennimir Gllum stilfraedilegum
forsendum og upphéfnu gildi listhlutarins. Og hins vegar
voru listamenn sem hofdu sérstaka vanpoknun a list-
markadinum sem virtist geta lagad sig ad dllum breyt-
ingum. Pad var pvi rad margra ad gera listina sem
forgengilegasta til ad komast undan hinni borgaralegu
markadsmenningu eda skapa listaverkin langt fra manna-

byggdum.

og gildismati. Petta kom sérstaklega

Pegar listfresdingar og adrir freedimenn eru bdnir ad
einfalda hlutina og pegar rzett er um hin eiginlega harda
kjarna conceptlistarinnar er gjarnan visad til peirra lista-
manna sem toku afgerandi afstddu til orsaka og
afleidingar innan listaverksins. Fyrir pa athi listaverkid ad
vera sjalfskilgreinandi. Hin hugmyndalega forsenda og
visa hvort il
annars, Utskyra og skilgreina hvort annad. Pad atti ekki

sjalfur listhluturinn attu ad ganga upp,

lengur ad vera neinn moguleiki fyrir ahorfandann ad talka
verkid eda njota pess Gt fra einhverjum oskilgreindum,
fagurfraedilegum forsendum, engir lausir endar voru fyrir
ahorfandann til ad spinna dr. Og til ad na pessum taer-
leika og skyrleika var naudsynlegt ad stydjast vid ymis
kerfi, svo sem malvisindi, steerdfreedi og heimspekikenn-
ingar, til ad greina verkid.

Vert er ad taka pad fram ad conceptlistin birtist ekki sem
hreyfing, med stefnuskra og afgerandi skilgreindar for-
sendur. | raun er petta samheiti listamanna & breidum
vettvangi par sem koma fram nyjar skilgreiningar a list
an pess po ad pessum skilgreiningum se gefid akvedid
samreemt form, eins og i ©drum listgreinum bar sem
formid er lysandi fyrir stefnuna.



Arte povera nadi mikilli tbreidslu & 7. dratugnum. Pessi
liststefna, sem zttud var fra ftaliu, var um margt naskyld
- conceptlistinni. Hugmyndir arte povera listamanna attu
rastur sinar ad rekja fil amerisku nj-dadaistanna og pé
 sérstaklega til fronsku ny-realistanna.

Il-ykiﬂb‘ibl i hugmyndalegum forsendum arte povera er
algert frelsi gagnvart hefdinni, hvort sem um er ad rzeda

@fni, form eda merkingu. Peir l6gdu aherslu & ad Utryma
:Eﬂmﬁmhg'i stilfraedi en aftur & méti, og pad hefur vafist
fyrir morgum freedimdnnum, vildu vidkomandi listamenn
hafa eigin tifinningar ad leidarljosi an nokkurrar hindr-
- unar, Meginhugmyndin var ad hafna hefdbundinni fagur-
W flokkun, til ad koma | veg fyrir stilfraedileg
‘einkenni.

sedilegur grunnur, eda mota avallt | gifs og steypa i
5, pa vard listskpunin 6endanlegt samspil milli dlikra

i samtimalistarinnar,

r hugmyndir um listreent frelsi attu einnig eftir ad
glast i félagslegu og pélitisku samhengi. A

ir af menningar-félagslegu gildi listarinnar og
udu listaverkinu algjdriega sem afurd. Til ad losa pad
dan peim orlogum ad kallast ,neysluvarningur® notudu
 povera listamenn oft forgengileg efni sem attu litla
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moguleika & pvi ad &dlast nytt formraent efnislif hja
hefdbundnum listneytendum. .Audvirdileg® efni voru pvi
einkennandi fyrir listamenn arte povera. Og ekki var
dalgengt ad peir, ikt og conceptlistamennirnir, létu sér
nzegja ad vinna adeins med hugtok og lysingar & verkum
an pess ad klazda pau efnislegum buningi.

Pad kom snemma i lj6s ad pad voru einkum tvaer megin-
hugmyndir sem lagu fil grundvallar arte povera: annars
vegar notkun a nattirulegu og lifreenu efni, andstaett pvi
verksmidjuframleidda, og hins vegar pad sem nefnt hefur
verid actione povera (fatakleg virkni), bar sem lista-
madurinn leggur sig fram um ad snida Ot Or & ljodreenan
hatt og ridla hinum félagslega veruleika. Peir vildu meina
ad hann vaeri fyrst og fremst samkomulag rikjandi stétta
um akvedid listreent, fagurfreedilegt, menningar- og
félagslegt gildismat. Listin var ekki lengur hugleiding i
klassiskum skilningi heldur timi eda atferli: hin dynamiska
action.

Arte povera hefur pvi til ad bera mun menningar-palitiskari
afstédu en adrar liststefrur. Og | raun neerist listskopun
beirra & pvi ad tema hefdbundin, taknraen gildi og gera
dhorfendur medvitada um hina menningarlegu firringu sem
allt vald vill bia yfir almenningi. Pess vegna a list peirra ad
vera forgengileg, bundin i tima og rimi. En pa eru pad
sjalf menningin, sem sofnin endurspegla, sem gripur inn |
og adlagar sig enn og aftur og tileinkar sér hluti sem i upp-
hafi var stefnt gegn henni.

Pratt fyrir allt liggja listreenar hugmyndir arte povera afar
nzarri ddrum samtima liststefnum likt og conceptlistinni,
ny-realistunum, og ekki sidur Cobra-hépnum. Allt er gert
til ad komast undan rikjandi menningu og segja ma ad
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listamadurinn sé hér likt og hirdingi sem flakkar um og
nytir sér stund og stad til ad skapa og tja list sina.

Minimalisminn hafdi aftur & méti adrar hugmyndalegar
forsendur og gerélikan uppruna. Pad var um midjan 7.
aratuginn ad fram kom hdpur listamanna, sem syndi
dhlutlaeg myndverk, par sem l6gd var ahersla a ad briéta
upp formgerdina i frumpeetti sina. A sama tima og pessir
listamenn voru ad proa afram hina ségulegu, geometrisku
myndgerd komu peir fram med frumlegar hugmyndir
vardandi hlutverk rymisins og tengslin vid ahorfendur.
Pessi myndlist fékk snemma heitid ABC-ist, eda
minimalismi, og hefur st nafngift fest vid pennan éform-
lega listhép. Peir listamenn sem morkudu stefnuna voru
beir Carl Andre, Donald Judd, Robert Morris, Larry Bell
og Dan Flavin. P& svo ad flestir pessir listamenn settu
uppruna | malverkinu syndu peir allir skilptira, en
minimal-hluturinn var og er afar frabrugdinn 6drum hogg-
myndum, hvad vardar myndfreedina, myndbygginguna,
stadsetningu i ryminu, taekni- og taknfreedi.

Pad eru einkum prju atridi sem eru talin forsenda banda-
riska minimalismans: i fyrsta lagi ahugi myndlistarmanna a
6. og 7. aratugnum a leikhusinu, ,happenings” og G6drum
uppakomum sem opnudu peim &dur opekkta reynslu um
tengsl hans vid rymid umhverfis listaverkid likt og a
leiksvidinu. | &3ru lagi hinn einfaldi myndheimur Black
paintings Ads Reinhardt og svartar aliminium- og
koparmyndir Franks Stella fra pvi um 1960. Pessi
gridarstéru verk gefa ahorfendum mbguleika a ad stiga
inn i myndrymid, eda ollu heldur: verkin bjoda ahorf-
endum ad samsama eigid rymi, ryminu i myndinni. Pessar
myndir h&fdu hafnad innra réksamhengi verksins og hefd-
bundinni myndbyggingu fyrir nyja skipan par sem mynd-

flsturinn var [ senn fldtur og oxull milli myndarinnar og
dhorfandans. Pridja forsendan eda uppspretta minimal-
ismans er én efa leerdomur sem menn drogu af russ-
neska constructifismanum og Brancusi. Minimalistarnir
strokudu Gt dr verkum Brancusi hina mystisku-arkaisku
tifinningu og litu & verk hans sem hreinan formalisma.
Par sem formin baru enga merkingu adra en ad vera i
ryminu - vera | akvednu efni i akvednu rymi.

P4 er einnig vert ad hafa i huga verk eftir breska mynd-
hoggvarann Anthony Caro, sem ftileinkar sér idnadar-
fagurfraedi i verkum sinum. Hann vinnur med ymiss konar
brotabrot og malmirgang sem hann setur saman, oft a
dynamiskan hatt. En pad sem meira er i pessu samhengi:
Caro hafnar sokklinum undir skilptirinn og leggur
aherslu a larétta st6du myndverksins og pa gjarnan i
augnheed ahorfandans. Pessi samsettu verk virka oft
serslafull og tilviljunarkennd i formbyggingu en pad er
einmitt pad vidhorf sem faer verkin og formin til ad takast
& vid umhverfid.

Andstzett pvi sem gerdist i hinu hefdbundna, geometriska
malverki fra 5. og 8. aratugnum byggdust minimalverkin
ekki & innri tengslum vidkomandi forma heldur er pad
heildin andspeenis ahorfandanum sem skiptir meginmali.
Hiuturinn hefur verid einfaldadur i grindur, byggingar eda
dsnertanleg fyrirbaen eins og t.d. lj6s. Formin eru idulega
hiutlaus, geometrisk og larétt. Sjaldnar l60rétt vegna
bess ad pad yrdi akvedinn snertifldtur vid manninn og
geefi peim frekar taknreent gildi. Alt er nakveemlega
Utmeelt og pvi er i raun ekki haagt ad staekka eda minnka
pessi verk. Pau eru oftast unnin i verksmidjum og hond
listamannsins er hvergi sjaanleg.



Minimalistarnir litu ad hin hefdbundna faguriraedilega
upplifun veeri folsk. Hin veeri ekkert annad en leerdar
kenndir - minni - sem ahorfandinn framkalladi andspaenis
listhlutnum. Hefdbundin fagurfraedi veeri biin ad takngera
0g skré mannlegar tiffinningar og tilfinningalega upplifun.
mﬁrﬁmﬂhmnn hafnadi pvi hefdbundinni fagurfraedi og
vildi pess i stad samtengja sjonraena skynjun a listhlutnum
g fyrirbzrafraedilega (phenomendlégiska) skynjun ahorf-
‘andans & eigin liama { ryminu. Ahorfandinn &tti fyrst og
fremst ad skynja minimalhlutinn med likamanum.

Fram ad pessum tima hafdi rymi i mélverki og hogg-
w&ﬂist verid) skilgreint innan myndrammans og | skulpt-
rﬁ‘l‘ll;in. Pad var pvi rammi myndarinnar og stopull
s sem adgreindi rymi verksins fra rymi ahorf-
; s | bﬂm samhengi er gjarnan talad um sjénreent
rymi par sem ahorfandinn nytur verksins fyrst og fremst
i . En minimalistarnir t6ku stopulinn undan verkinu
bjuggu til nyja tegund af myndrymi, par sem &horf-
og listaverkid deila sama rymi. | pessu samhengi
verid talad um tilvistarrymi par sem ahorfandinn og
 préast sameiginlega i vidkomandi rymi. Ahorfandinn
pessum verkum ordinn hluti af listaverkinu. Pessar
yndir voru reyndar komnar fram i tengslum vid stéru
| efir Newman og Ad Reinhardt, en sbgulega
in var po kannski sterkust hja franska mynd-

1 Rodin sem a sinum tima ték stopulinn
verkum eins og Borgurunum fra Calais og Balzac
ra verkin virkari | rymi dhorfandans.

1i'|||:-

ar petta nyja hlutverk rymisins, opersénulegar og
r vinnuadferdir, hlutlaus efni, tilvisanir i iBnadar-
heildarahrif formgerdarinnar par sem formin eda
ng formanna myndadi ekki stigveldi i hverjum

11
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myndheimi likt og | evrdpska geometriumalverkinu, sem
vard afgerandi pattur i nysképun minimalistans,

Minimalisminn var og er listhorm sem nad hefur mikill
(tbreidsiu. Og pé svo ad minimalisminn hafi avalit hafnad
smekk-hugtakinu, og raunar fagurdreedinni sem slikn, verdur
ekki um pad villst ad pessir listamenn hofdu mikil ahrif a
fagurfrasdilega upplifun og framsetningu almennt i listinni og
reyndar | samfélaginu 6llu. Pannig hefur minimalisminn haft
umtalsverd ahrif a islenska listamenn, po svo ad feestir
peirra hafi fylgt honum eftir bokstaflega og freedilega. Segja
ma enn fremur ad oft hafi hid minimaliska vidhorf og
framsetningarmati sett mark sitt & islenska samtimalist.

Pessi syning Listasafns Reykjavikur ad Kjarvalsstbdum a
Listahatid 1994 hefur pad markmid ad bregda liosi &
islenska samtimahoggmyndalist, eda dllu heldur skalptir-
gerd. Hér hafa verid valin verk eftir 29 islenska myndlistar-
menn, sem fram hafa komid & eftir hinni svo nefndu
SUM-kynsléd, og hafa endurnyjad hugmyndir okkar um
skilpturlistina,

Pad sem einkennir listskopun pessara listamanna, sem
eiga mismunandi langan feril ad baki, er samruni olikra
listhugmynda og medvitud endurskodun & pekktum
liststefrum. Almennt getum vid po sagt ad meirhlut
vidkomandi listamanna vinni med ready-made eda fundna
hluti sem peir slita Or sinu upprunalega samhengi eda
umhverfi og gefi nyja merkingu, ymist (t & eigin verdleika
eda i tengslum vid adra hluti. Pessi umskipti & hversdags-
legum hlutum byggjast ymist & fagurfraedilegum, félags-
legum, taknfraedilegum eda listheimspekilegum forsendum.
lvar Valgardsson notar malningardésir, rillur og pensla &
hlutsteedan hatt i rymisverki; Haraldur Jénsson gélfteppi;
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Asta Olafsdéttir beekur; Ragnheidur Hrafnkelsdottir szeng;
Daniel Magnisson og Gudrin Hronn skapa, Margrét
Magnisdattir stola; Anna Eyjolfsdottic svuntur; Finnbogi
Pétursson hatalara; Olafur Gislason malaratrénur |
tengslum vid hvita stopla; Kristinn Hardarson stefnir saman
alls kyns hversdagslegum  hlutum | geometr-
iska/minimaliska kassa; Stefan Jonsson stillir upp eda setur
a svid pekkia [legokalla; Pordis Alda stilir saman
mismunandi ,g&fugum” efnum; Anna Lindal afvegaleidir
bekkta karlkyns-hluti* med pwvi ad spinna vid pa kvenlegar
vidbaetur; Steingrimur Eyfjord gefur his<forminu triarlega
merkingu; Erla Porarinsddttir gefur pekktum hlutum naesta
ylimattirulegt yfirbragd; Ror notar maelistokkinn til ad
skilgreina og teema merkingu listaverksins og Porvaldur
Porsteinsson  .endurbyggir® og vitnar um hluta af
slokkvilidsstodinni i Reykjavik. En hvad vardar sjilfa
utfeersluna eda svidsetninguna/innsetninguna, pa leyfa peir
sér enn fremur i flestum ftilfellum ad nyta sér hid nyja
hlutverk rymisins sem kom fram med minimalismanum, par
sem rymi ahorfandans rennur saman vid rymi listaverksins.

Adrir listamenn, svo sem Svava Bjdrnsddttir, Pora Sig-
urdarddttic, Kristinn E. Hrafnsson, Gudjon Ketilsson og
Oléf Nordal, einbeita sér ad pvi ad proa afram hugmyndir
sem eiga raetur sinar ad rekja til madernismans. Pau
vinna formraent, finna upp ny form og tengja pau enn
fremur nyju hlutverki rymisins.

Og adrir, eins og Brynhildur Porgeirsdottir, Steinunn
Pérarinsddttir og Finna Birna Steinsson, vinna in situ,
verk sem paer greeda beint inn i vidkomandi umhverfi.

Og Bryndis Snabjrmsdéttir og Hlynur Helgason bridta
textanum leid (Gt Gr bokinni) inn | skdlptirinn og rymid.

Ligst er ad pegar sett er upp syning 4 samtimalist, sem
hefur pad markmid ad draga fram i dagsljosid nyjar hug-
myndir og aherslur i héggmyndalist, og par sem athygl-
inni ar sérstaklega beint ad nyjum merkingarsvidum
skidlptirsins og nyju hlutverki rymisins, pa er pvi ekki ad
leyna ad par er endanlegt val listamanna avallt matsatridi,
baedi hvad vardar listraent mat og hvada listamenn eiga
erindi i vibkomandi samhengi. | pessu sambandi var pad
okkur, sem ad syningunni sténdum, sérstaklega dleitin
spumning hvar vid eftum draga mérkin vid SUM-
kynslodina. Pvi er ekki ad neita ad akvednir listamenn
sem tengdust SUM-hreyfingunni eru ad vissu marki frum-
kvédlar hér a landi ad mdrgum peim nyjungum sem fram
koma & pessari syningu. Pad var pvi mat okkar ad pad
veeri kominn timi til ad slita pessi oformlegu tengsl
islenskrar samtimalistar vid SUM - hreyfinguna og fa
teekifeeri til ad skoda samtimaskulptdrverk eftir yngri
listamenn a eigin forsendum. Valid & pessa syningu var
bvi ad ollu leyti akvdrdun syningarstjoranna, nema |
tveimur tilfellum par sem vidkomandi listamenn sdu sér
ekki faert ad taka patt i syningunni.

Pad stti ad vera dllum ljost sem skoda pessa syningu ad
mikil breyting hefur att sér stad | islenskni skdlptirgerd a
sidastidnum darum. Hér fara saman margar olikar
listhugmyndir, par sem listheimspekin er oftar en ekki
ordin eiginlegur hiuti af vidkomandi listaverki. Islenskir
skulptiristar djarfir, alvorugefnir,
uppfinningasamir og gaskafullir. Peir eru avallt einu skrefi

eru framsaeknir,
a undan okkur hinum (og pannig & pad ad vera), en
jafnframt eru peir fullkomlega medvitadir um listasguna
og hlutverk sitt | samtimanum,.
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PREFACE

For a long time, art was governed by clear aesthetic and
artistic precepts over which social institutions — muse-
‘ums and academies — stood guard. But since art is not
a law of nature, a point was reached at the beginning of
this century when progressive artists such as Marcel
Dual'lamP started to question the conventional notion of
‘art. Ever since, the notion of art may be said to have
‘been split into two main elements. On the one hand, art
‘continued to be developed on the basis of formal and
pictorial  principles  through  Figurative  Painting,
‘Geometrical Abstraction and later Minimalism. On the
other hand, there were artists who emphasized the philo-
‘sophical elements of art, developing visual structures
through Dadaism, Pop, New Realism, Concept Art, Arte
Povera and numerous other artistic ideas which have ap-
ared in recent decades.

This arfistic schism which emerged at the beginning of

‘century cannot really be said to have reached Iceland
near the end of the 1960s, even though occasional
eelandic artists who lived in other countries were aware
of the transformation. It was not until the influence of
‘Concept Art, Arte Povera and their spin-offs began to be
, that art itself became the main content of the works

s art and what makes something art, came increas-
to the fore. The Icelandic art scene thus split into

m infinitely scant matenial, largely on the basis of con-
al principles, besides experimenting with their mate-
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rial in various ways when elaborating upon them.,

Over the past three decades, these contrasting ideclogi-
cal principles have been the main feature of lcelandic art.
But in the course of time, and particularly over the past
decade, generations of new artists have appeared who
have learnt how to view these different movements and
concepts with greater detachment. They have known
how to develop restricted visual structures and artistic
concepts, or engineered a merger between different
movements, even those that originally seemed most in-
compatible of all, thereby repeatedly creating new views
of the notion of art.

In particular it is Marcel Duchamp's Ready-Mades,
Concept Art, Arte Povera and somewhat later Minimalism
that need to be seen as the raw material for the founda-
tions of sculpture in contemporary Icelandic art.

When Marcel Duchamp set up a urinal as a work of art
at the beginning of this century, his exploit was to have a
profound influence on the later course of art history, Part
of Duchamp's artistry involved selecting a specific object
{for example a urinal or bottle dryer), removing it from its
original environment, depriving it of its former role and
giving it a new name and new function, as an object.
Duchamp thereby reshuffled all accepted principles for
judging what constitutes art, and in effect much of art
history since that time has hinged on redefining the no-
tion of art. Duchamp himself underlined that this work or
action had no aesthetic value. It was absolutely unaes-
thetic. Art had become conceptual. And in effect he suc-
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ceaded in isolating a decisive component in the notion of
art, namely the artist's intention. It was the intention, the
conceptual principle, which became crucial for the signif-
icance and value of a work of art. Duchamp's ideas have
since been reflected in many artistic movements which
have emerged this century, such as Dadaism, Pop Art,
Concept Art and Arte Povera,

Although Concept Art appeared in lceland before
Minimalism, this was not the case in many other coun-
tries. When Concept Art developed in the US around the
middle of the 1960s, for example, it was a response to
Minimalism. Concept artists rejected the formal em-
phases of Minimalism and the omnipotence of the object
as it appeared in, for example, Pop Art. They saw the
crucial factor in a work of art not in its formal or subjec-
tive elements, but rather its meaning. They strove to de-
fine its nature, effect and utility. As a result, theoretical
speculation and argument often replaced the act of cre-
ating real art objects in the conventional sense.
Language was a device weil suited to Concept artists,
who often used it interactively with the photograph.

Concept artists were convinced that the conventional art
form had been exhausted. Feeling that all the possibilities
contained in the box of Minimalism had been emptied
out, they turned towards defining art, frequently in rela-
tion to philosophy, politics, structuralism, semiclogy, psy-
chology and the environment. Much energy was devoted
at this time to defining art's social and pdlitical effect,
which they felt it had lost with Minimalism. Repeatedly
they set off to transport their art away from culture, away
from the bourgeois environment and its values. This was
particularly marked in their rejection of all stylistic princi-
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ples and the exaltation of the value of the art object, and
in their particular dislike for the art market, which seemed
capable of adapting to all changes. Many artists there-
fore opted to make art as transitory as possible in order
to escape the bourgeois market culture, or performed
their works far from human habitation,

Once they have been put into simpler terms by art histo-
rians and other scholars, discussions of the “*hard core”
of Concept Art tend to refer to the artists who took a de-
cisive aftitude towards cause and effect within the work
of art. For them, the work of at was supposed to be
something self-definitive. The conceptual principle and
the art object itself were supposed to match, refer to
each other, explain and define each other. The viewer
was supposed to be deprived of all chance of interpret-
ing the work or enjoying it on any undefined aesthetic
premises, with no loose ends to elaborate upon.
Achieving such purity and clarity called for the use of var-
ious systems such as linguistics, mathematics and philo-
sophical theories to provide support and definition for the
work.

It is worth underlining that Concept Art did not appear as
a movement with a manifesto and decisively formulated
principles. Really it is a collective term for artists working
in a broad field and presents new definitions of what
constitutes art without stating a specific harmonized form
for them, unlike other branches of the arts where the
form is characteristic of the movement.

Arte Povera became very widespread in the 1960s.
Originating in Italy, this movement was closely related to
Concept Art in many ways. Its ideas derived from




m neo-Dadaism and, in particular, the French
New Realists.

‘The key notion in the ideological principles of Arte
2 was absolute freedom with respect to tradition,
diess of whether this involves material, form or
ng. It emphasized extermination of personal styles
to the bewilderment of many scholars, insisted that
1 artist should be guided by his own unhindered
jons. The main idea was to reject the conventional

lic classification, in order to exclude stylistic char-

ing conventional materials and techniques, these
aimed instead to use those appropriate to the rele-
idea. Instead of continually painting in oils, which is
ently a definite aesthetic foundation, or sculpting in
¢ ..ﬂrﬂmﬁnginbma.ﬂ'hﬂcrﬂaﬁveam became an
te interaction of different materials and ideas. The
always became an inseparable part of each ex-
The idea ceased to be tied to the material or a
 form, but became a kind of action directed towards

the conceptual world of contemporary art.

s@ ideas of artistic freedom were also later to be mir-
a social and political context. Arte Povera artists
likewise preoccupied with art's socio-cultural value
ind flatly rejected the notion of the work as a product. In
10 liberate art from the fate of being labelled a
er good" the Arte Povera artists would often use
or impermanent material which had little
being given a new formal material life among
al art consumers. "Humiliating" materials became
Arte Povera. And it was not uncommon for
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them, like Concept artists, to make do with working sole-
ly with concepts and descriptions of works without cloth-
ing them in material dress.

It soon emerged that there were two main ideas behind
Arte Povera: the use of natural and organic materials, in
opposition to factory-produced ones; and what has been
called actione povera, whereby the artist strives towards
lyrical digressions and distortions of social reality, which
was claimed to be essentially an agreement among the
ruling classes about a definite artistic, aesthetic, cultural
and social system of values. Art was no longer an act of
contemplation in the classical sense, but time and action,
dynamic action.

Arte Povera therefore has a much sharper attitude to-
wards cultural politics than other artistic movements. In
fact, it nourishes its creativity on evacuating conventional
symbolic values and making its viewers conscious of the
cultural alienation that authority tries to impose on the
public. This is why their art was supposed to be transito-
ry, restricted in time and space. Nonetheless, it is the
museums, culture itself, which interrupts them and re-
peatedly adapts itself and adopts what was originally di-
rected against it.

In spite of everything, the artistic ideas of Arte Povera lie
very close to other contemporary movements such as
Concept Art, New Realism and, by no means least,
Cobra. It stops at nothing to escape from prevailing cul-
ture. The artist can be seen as a nomad roaming from
one place to the next and seizing a time and a place to
perform and express his art.
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Minimalism, on the other hand, was founded on different
ideological principles and had a completely different ori-
gin. Around the middle of the 1960s a group of artists
emerged who showed subjective works which empha-
sized the simplification of formal structures into their fun-
damental components. While continuing to develop the
historical geometric structures, these arists set forth
original ideas about the role of space and the relationship
between the work and the viewer. The art form was soon
termed ABC art or minimalism, and this informal group-
ing of artists was labelled after it. Among those who
launched the movement were Carl André, Donald Judd,
Robert Morris, Larry Bell and Dan Flavin. Although most
of them had their origins in painting, they all exhibited
sculptures. The Minimal object was very different from
other sculptures in terms of iconology, pictonial structure,
spatial location, technique and symbolism.

Three features in particular are seen as the principles of
American minimalism. Firstly, the interest that artists dur-
ing the 1950s and 1960s took in the theatre, happenings
and other events which revealed to them an unfamiliar
experience of the relationship between the work of art
and the space around it, by analogy with the stage.
Secondly, the simple pictorial world of Ad Reinhardt's
black paintings and Frank Allen’s black, aluminium and
copper pictures from around 1960, vast works which in-
vite the viewer to enter the pictorial space, or rather to
identify his own space with that within the picture. These
works rejected inner logic and traditional construction for
a new arrangement where the pictorial surface was at
once a surface and an axis between the work and the
viewer. The third principle or source of minimalism was
undoubtedly the lesson learnt from Russian construc-

tivism and Brancusi. The Minimalists purged Brancusi's
works of their mystical-archaic feel and regarded them
as pure formalism, whose forms bore no other meaning
than to exist within the space, to be made of a certain
type of material in a certain space.

It is also worth recalling the works of Brtish sculptor
Anthony Caro, which adopt the industrial aesthetic. He
works with various fragments and scrap metal, often in
dynamic assemblies. Caro rejected the stand beneath
his sculptures and emphasized their horizontal position,
frequently at eye-level with the viewer. The often playful
and arbitrary appearance of these assemblies' formal
construction prompts the works and their forms to en-
gage with their surroundings.

In contrast to the conventional Geometric Painting from
the 1940s and 1950s, minimal works were not based on
the inner relationship of their constituent forms; instead,
their main effect was the totality confronting the viewer.
The object has been simplified into frames, constructions
or intangible phenomena such as lights. As a rule the
forms were neutral, geometric and horizontal. Verticality
was much rarer, since this would have created a certain
point of human contact and lent them a symbolic value
instead. With their precise specifications, these works
really defied enlargement or reduction. They were gener-
ally produced in factories and the artist's personal hand
was nowhere to be seen.

The Minimalists regarded the conventional aesthetic ex-
perience as false, mere acquired sensations — a memo-
ry — generated by the viewer when confronted by the art
object. Traditional aesthetics, they felt, had iconized and
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documented human emotions and emotional experience.
Minimalism therefore rejected traditional aesthetics, pre-
ferring instead to link visual perception of art objects with
the viewer's phenomenoclogical perception of his own
body in the space. The viewer was supposed to perceive
the minimal object primarily with his own body.

Up until this time, space in painting and sculpture had
been defined within the pictorial frame and the sculpture
itself; the frame and the stand separated their space
from that of the viewer. |n this context it is common to re-
fer to the visual space, in which the viewer's experience
of the work is primarily visual. The Minimalists, however,
removed the stand from beneath their works, and pro-
duced a new type of pictorial space shared by the work
and the viewer. Termed existential space, this is where
the viewer and the work develop jointly, with the viewer
acting as a physical extension of the work. These ideas,
as it happened, had already appeared in connection with
Newman and Ad Reinhardt's large works, but the
strongest historical allusion was perhaps Rodin, who in
his day had removed the stand from beneath works such
as the Citizens of Calais and Balzac to make them more
active in the viewer's space.

It was this new spatial function, impersonal and mechani-
cal techniques, neutral materials, allusions to industrial
equipment, and the overall impact of the formal structure
whereby, unlike the European Geometric Painting, the
forms or their arrangement did not create a hierarchical
system in each pictorial world, which was the decisive el-
ement in Minimalist innovation.

Minimalism was, and is, a widespread art form. Even

though it has always rejected the notion of taste and
even aesthetics as such, there is no question that its pro-
ponents strongly influenced the aesthetic experience and
overall arrangement in art, and in fact in society in gener-
al. In this way, Minimalism has exerted a considerable in-
fluence on lcelandic artists, even though few of them
have pursued it literally and theoretically; it is fairer to say
that the Minimalist viewpoint and arrangement have often
left their imprint on contemporary Icelandic art.

The present Reykjavik Municipal Museum exhibition at
Kjarvalsstadir, which is part of the 1994 Reykjavik Arts
Festival, aims to shed some light on contemporary
Icelandic sculpture. It comprises a selection of works by
29 artists of the post-SUM generation who have re-
newed our ideas about sculptural art.

These artists have been producing for varying lengths of
time but the common characteristic underlying their cre-
ative work is the way they integrate diverse artistic ideas
and consciously review familiar artistic movements. On
the whole, however, we can say that the majority of them
work with ready-made objects which they seize from
their original context or environment and endow with a
new meaning, either because of their own intrinsic value
or in association with other objects. These transforma-
tions of otherwise mundane objects are based variously
on aesthetic, social, symbolic or philosophical principles.
Ivar Valgardsson uses paint cans, rolls and brushes ob-
jectively to form spatial sculptures; Haraldur Jdnsson
uses carpets; Asta Olafsdottir books; Ragnheidur
Hrafnkelsdottir a quilt; Daniel Magnisson and Gudrin
Hrénn cabinets, Margrét Magnisdottir chairs; Anna
Eyjolfsdottir aprons; Finnbogi Pétursson loudspeakers;
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Olafur Gislason artists' easel in association with white
stands; Kristinn Hardarson combines all manner of every-
day objects in Geometric/Minimalist boxes; Stefan
Jonsson arranges or stages familiar Lego figures;
Thordis Alda arranges materials of varying “nobility™;
Anna Lindal distorts familiar “male objects” with female
additions to them: Steingrimur Eyfjord gives the house
form a religious significance; Erla Thorarinsdottir gives
familiar objects an almost supernatural air: Riri uses a
ruler to define and exhaust the significance of the work of
art; and Thorvaldur Thorsteinsson “re-creates”™ and al-
ludes to part of the Reykjavik Fire Station. In the actual
development or staging/installation of these works, the
artists also allow themselves in most cases to exploit the
new spatial function which emerged with Minimalism,
whereby the space of the viewer merges with that of the
work,

Other artists, such as Svava Bijdrnsdottir, Thora
Sigurdardottir, Kristinn E. Hrafnsson, Gudjén Ketilsson
and Olsf Nordal, focus on continuing to develop ideas
whose origins stretch back to Modernism. They work in
a formal vein, inventing new forms as well as linking them
to the new spatial function.

Others still, such as Brynhildur Thorgeirsdottir, Steinunn
Thorarinsdottir and Finna Birmna Steinsson, work in situ,
transplanting their art directly into its exhibition environ-
ment.

Finally, Bryndis Sneebjrnsdéttir and Hlynur Helgason
forge a path for the text, out of the book and into the
sculpture and space.

In an exhibition of contemporary art which aims to pre-
sent new ideas and emphases in sculpture, and concen-
trating on its new areas of meaning and the new spatial
role, the final selection of artists obviously always comes
down to an appraisal of artistic merit and the relevance
of a particular artist in a given context. The organizers of
this exhibition repeatedly wondered whether or not to
draw the line at the SUM generation. There is no denying
that certain artists, who were linked to the SUM group,
have to some extent pioneered in lceland many of the in-
novations that are on show at the present exhibition, It
was decided that the time had come to break these infor-
mal links between contemporary lcelandic art and the
SUM group, and give an opportunity to examine contem-
porary sculpture by younger artists on their own terms.
The works on show have therefore been selected entirely
at the discretion of the curators, apart from three cases
where sculptors were unable to take part.

No one visiting this exhibition can fail to notice the great
change that has taken place in Icelandic sculpture in re-
cent years. Many diverse artistic ideas are grouped to-
gether, and more often than not the philosophy of art is
an integral component of each respective work. lcelandic
sculptors are progressive, bold, serious, inventive and
playful. They are always one step ahead of the rest of us
(and so they should be), but at the same time fully con-
scious of art history and their contemporary role.
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l.
Hvar er skdlptarlistin stadsett? Med pessan spurmingu er
ekki att vid pad hvort islensk skulptirlist standist saman-
burd vid erlenda, né hvert stefni i nyjustu stilbrégdum,
heldur hvers konar rymi samtimalistin tilheyri og hvar pad
sé stadsett, Hvar verdur hin a vegi okkar og hvada patt a
hin i pvi ad skapa heildarmynd pess umhverfis sem vid
bium i? Parf nokkud ad benda & ad skllptorlist
samtimans er nanast med ollu osynileg.Vegna pess ad
slikar spurningar skjota alltaf upp kollinum af og til, er full
astmda 1i pess ad stofna til syninga & pvi sem skdlptdr-
listamenn eru ad fast vid hverju sinni, po ekki veeri nema
til ad syna pad sem sjaldan eda aldrei sést 4 almannafaeri.

Hvar er skilptirlistin best stadsett? Svarid er einfalt: i
opinberum syningarsal. Salurinn er hennar heimasvaadi,
pad rymi sem hin hefur til umrada. Pangad leitum vid til
ad kynnast henni. Af einhverjum astaedum er svo komid
ad skilptirlistamenn - myndhoggvarar - sem hafa fra
orofi alda skapad hluti fyrir umhverfid og leitast vid ad
mata pad, eiga hvergi druggt athvarf nema i syningar-
solum.

Pad ma vissulega skoda hreaeringar i skulptorlist undan-
farinna ara og aratuga i ljosi dialektikur stila og stefna.
Slik greining birtir okkur po ekki nema hluta heildarmynd-
arinnar og gefur i skyn ad einangrun skilptorlistar i ni-
timamenningu sé alfarid & abyrgd listmanna sjalfra og
listreens vilja peirra, par sem listamenn hafi fullkomid
listraent frelsi til ad gera pad sem peim sjalfum synist og
peir hipti pvi ad hafa kosid sitt eigid hlutskipti. En

SKULPTUR / SKULPTUR / SKULPTUR

listamadurinn er hvergi frjdls," nema innan veggja syn-
ingarsalarins (og par er frelsid had ymsum skilyrdum). Oll
umfidllun um skilptir verdur ad taka mid af pvi hversu
adprengd skilptdrlist er og hefur verid um langt skeid.
Pad er ekki adeins ad skilptirlist er ekki umhverfis-
métandi | sama maeli og adur, heldur er allr skapandi,
listraenni hugsun beint ad pvi ad skapa verk fyrir afvikinn
stad, nokkurs konar . verndarsveedi” sem er .annars
stadar” og hvergi 6peegilega naerri, p.e.a.s. i syningar-
salnum eda skilptirgardinum®. Ahrif listamanna a
umhverfid er einskordad vid svokallada  samvinnu® lista-
manna og arkitekta, verk- og skipulagsfreedinga, sam-
vinnu sem felst i pvi ad dthiuta listaménnum audum vegg,
skimaskoti eda tunbletti til listreennar Gtrasar, | samraemi
vid fyrifram akvedinn kvota tladan til listskreytinga
(kvati sem er yfirleitt ekki fullnyttur). Paer breytingar sem
hafa ordid 4 skilptdrlist eiga ekki sist reetur ad rekja til
bess ad listamenn hafa purft ad bregdast vid adstaedum
og skapa skulptrlist sinni rymi. Pad er pessi stada -
stadsetning - skilptdrlistar sem ég =etla ad fara nokkrum
ordum um.

I
Pad er dlitamal hvort rétt sé ad segja ad skdlptirlist faist
vid rymi, a.m.k. eru skdlptdrlistaverk i rymi. Pad er i sjalfu
sér ekkert athugavert vid slikar fullyrdingar nema ad pvi
leyti ad pad er alls ekki augliést hvada skilning ber ad
leggja | hugtakid rymi. Rymi birtist okkur & margvislegan
hétt i reynslunni og hér ad ofan hef ég pegar notad ordid i
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olikum skilningi. Til frekari gléggvunar og umhugsunar ma
i grundvallaratridum greina & milli prenns konar rymis-
skilnings. ')

| fyrsta lagi ma tala um hugtakalegt rymi, sem er hid
steerdfreedilega rymi eins og pad var skilgreint af Evklid;
samfelit, slett" og endalaust i allar attir, Hugtakalegt rymi
er pad tém sem allir hiutir eru stadsettir i. ,Hnitakerfid" er
notad til stadsetja hluti | prividu kerfi, afstddu peirra hver
til annars og paer breytingar sem verda 4 innri afstodu
beirra og gerir okkur kleift ad kortleggja og mala alla
hluti innan eins og sama kerfis. Rymid breytist ekki, pad
er alitaf og alls stadar eins. Pegar talad er um rymi skulpt-
Urs | pessum skilningi pa er baedi att vid umfang hlutarins
og pad .plass® sem hann hefur umhverfis, formreena
eiginleika og innri hlutfall,

| 68ru lagi er pad rymi sem vid getum kallad hagnytt rymi.
Rymid eins og pad birtist okkur i reynslunni, m.6.0.
<heimurinn.* En hér er ekki adeins um ad raeda pad rymi
sem markast af likamanum og peim hlutum sem eru vid
hendina,” hér er einnig um ad rasda rymi sem skapast af
samfélagslegum athofnum og samskiptum, &flun lifsvidur-
veeris, vinnu og vidskiptum. Pegar pessu rymi er lyst pa
er gripid til hugtaka eins og heimasvaedis, yfirradasvaedis,
einkarymis og opinberra stada, vinnustada og skemmti-
stada. Pessi oliku rymi eiga sér ekki endilega skyra
afmérkun, pau geta skarast. Slikt rymi tekur sifelidum
breytingum og er ekki afmarkadur ,hlutur® sem er hegt
ad kortleggja 4 hnitakerfi, og pad er ekki heldur slétt og
samfellt eins og hugtakalegt rymi. Syningarsalurinn er skyr-
asta daamid um hagnytt rymi. En nd er jafnvel talad um
listalifid sem heilan heim Ot af fyrir sig, ,Listheiminn,* sem
hefur sitt eigid landslag, midjur, jadra og svaedaskiptingu.

Ad lokum mé nefna taknraent rymi, sem er pad rymi sem
tilheyrir imyndunaraflinu, eins og td. myndrymi lista-
verksins, eda triarlegt rymi, t.d. gotneska domkirkjan
sem Jmagus mundi,* heims-imynd. Hér er um ad raeda
rymi sem tekur a sig mynd | beinni upplifun og er ekki
eingdngu bundid vid listskdpun, pad er einnig ad finna i
fornum hofum, & torgum og leikvingum. Taknraent rymi
fyrirfinnst ekki & neinum kortum og pad fellur ekki heldur
saman vid hagnytt, samfélagslegt rymi.

Af pessu sést ad pad getur verid erfitt ad negla nidur
hugtakid .rymi,* pad er margraedara en mann grunar.
Onnur or® sem vid notum um rymi eiga sér skyrari
skirskotun [ reynsluna, ord eins og stadur, midja, umhverfi,
vettvangur, nalaegd, fiarleegd, steerd, umfang, afstada,
tenging, yfirbord, samfella og misfella. Rymi, aftur 4 moti,
hefur svo dapreifanlega merkingu ad pad er alika tomt og
hid hugtakalega rymi hnitakerfisins. Pessar prjar dliku
merkingar gera pad lika ad verkum ad bad er i meira lagi
oljost hvad verid er ad tala um pegar sagt er ad listamenn
séu ad  fast vid" rymi | listskdpun sinni, eda skapa  nyjan
skilning"* a rymi.

Pennan priskipta skilning & rymi ma heimfaera yfir 4
skdlptarlistina. Allir skdlptdrar fela i sér einhvern patt af
dllum pattunum premur, Allir skdlptirar hafa umfang, taka
plass, mynda afstddu til nanasta umhverfis. Allir skalpt-
drar gegna hlutverki i samskiptum félks og hafa ahrif a
hvernig bessum samskiptum er haldid vid. Og enginn
skulptir kemst hja pvi ad bla yfir einhverju taknraenu
inntaki, eda ad kalla fram vidbrogd hja dhorfandanum
sem fela | ser akvedna tilkun a verkinu.

En pad er ad sjaifsdgdu misjafnt & hvad listamenn leggja



asta ahersla, Sumir listamenn leggja einvérdungu
a formreena uppbyggingu verksins og innri
ingu, eda reyna ad gera verkid eins hlutbundid,
egt,” og kostur er, til ad dtiloka allar taknraenar
ﬁn’tl‘éhgsisgar skirskotanir. Sumir leggja aherslu a ad
trinn sé lykillinn ad imyndudu rymi, sem vid upp-
i gegnum verkid, sem getur komid fram i mystiskri
persénulegan godsagnaheim, eda sem samskeyt-
sundurleitra merkingartengsla sem sundrar einingu
ins. Heér lita menn kannski alveg framhja formraenni
gingu verksins og nota olikan efnivid 4 allt ad pvi
handahéfskenndan hatt. Svo eru peir sem takast beint 4
) samhengid og reyna ad afhjipa hugmyndafraedilegar

ndur og dulda menningarpolitik. Pratt fyrir olikar
ma samt sem adur Jesa" verkid Gt fra dlikum
iningi. Taknreent verk hefur eftir sem adur form-
‘_‘_tpphyggngu. akvedin formraen uppbygging getur
it | pvi a8 breyta vidhorfum til hlutverks listaverksins,
aftur & moti getur gefid verkinu nyja, tdknraena

igu, og svo framvegis.

 vardar oll pessi atridi ma ekki gleyma hlutverki og
gu syningarsalarins. Hann er ,umbdnadur® rymis-
ar, og pessi umblnadur er alltaf til stadar adur en
skilptdr er kominn a stadinn. Syningarsalurinn er
tadurt sem listaverkid notfeerir sér il ad tryggja
umradarétt yfir umbverfinu, m.6.0. pvi sem
um verkid og fellur innan ahrifasveedis pess.
annars stadar getur listaverkid gengid ad pessu
u, Pad er hér sem listamenn syna og ahorfendur
‘ad sjd, og pad er hér sem gagnkvaemt samkomu-
ir um ad umgangast listaverkid & videigandi hatt.

ngarsali nitimans reyna ad likjast hugtakalegu toma-
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rumi med pvi ad synast hiutlausir, afneita eigin sérkenn-
um, til ad geta tekid vid hvada list sem er og hvada ahorf-
anda sem er. En petta listraena tomartim syningarsalarins
er ekki hlutiaust vegna pess ad pad er alltaf sa hlutur sem
er ohjakvaemilegur hiuti af listaverkinu. Syningarsalurinn er
jafn pydingarmikill fyrir listaverkid hvort sem bad tekur
sérstakt tillit til hans, eda leetur sem pad viti ekki af honum,
ef svo ma ad ordi komast, er algjorlega sjalfhverft. Pess
vegna geta jafnvel omerkilegustu smaatridi skipt mali og
truflad stadsetningu verksing i umhverfinu,

Syningarsalurinn er ekki laus vid taknraent inntak, og skiptir
pa méli hvort um er ad raeda pjodlistasafn, listamanna-
skdla, galleri eda stidio. Syningarsalurinn getur verid
nhof* eda ,nedanjardarbyrgi,” allt eftir pvi hvar pad er
statt i lagskiptingu pjodfélagsins. Syningarsalurinn er pvi
miklu meira en his, med akvednum rummetrafidlda af
tému plassi innandyra. Hann er tilkominn vegna pess ad
hiutverk listaverksins i samskiptum folks krefst pess og
hann hefur tdknraena tilvist, sem er jafn raunveruleg og
meelanlegt ramtak.

Pad ma pvi nalgast spuminguna um stadsetningu skulptir-
listar 4 margvislegan hatt, med pwi t.d. ad kortleggja hvar
einstakar myndir er ad finna og asetla hvad sé hafilegt
magn & ferkilometra eda 100 pisund ibda. En petta segir
okkur ekki mikid. Mikilsverdara er ad atta sig a pvi
hvernig skdlptirlist ver@ur & vegi manna, ad hvada leyti
skilptarlist er hluti af lifsmunstri samfélagsins. Pad ma
spyrja sig ad pvi ad hve miklu leyti skilptirlist tekur patt i
bvi ad skapa pa syn a samfélagid og heiminn i kringum
okkur, sem birtir okkur pau gildi sem hifd eru i heidri og
moéta lifsvidhorf okkar. | pessu samhengi er heegt ad velta
fyrir sér hugsanlegri einangrun skdlpturlistar.
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Ekki parf ad fara morgum ordum um ad skulptirlist hefur
stadid neer daglegu lifi folks og verid samofnari 6drum
pattum mannlifsins fyrr & Gldum. Skiptir engu hvar borid
er nidur eda hvenzer. Astaedan er ekki si ad menningar-
piédir hafi hingad til verid listelskari, heldur vegna pess
ad syn manna 4 heiminn og stdu einstaklingsins og sam-
félagsins innan skopunarverksins er ekki adeins hagnyt
heldur einnig skaldleg og godsdguleg. Hid taknreena rymi
godsogunnar var & o6llum svidum mannlifsins gefid til
kynna med skipulagi byggdar, triarlegum og veraldlegum
byggingum, myndum og likneskjum.

Pessi hugsunarhéttur ifdi ad nokkru afram i minnis-
merkinu. Minnismerki gegndu ekki adeins pvi hlutverki ad
halda & lofti minningunni um hetjur og mikilmenni, heldur
einnig ad vidhalda akvednum, borgaralegum dyggdum,
hugrekki og fornfysi. Minnismerkinu var fundinn stadur i
alfaraleid, par sem vegir mastast, stédug dminning il
borgaranna um ad hlyda kalli skyldunnar. Allir sem falla
innan umradasvaedis minnismerkisins finna til skuld-
bindingar gagnvart peirri manneskju eda peirri dad sem
minnismerkid visar til - minnismerkid segir: ,peir fornudu
sér fyrir okkur og fodurlandid - érldég peirra eru Grlag
okkar".

Minnismerki Redins marka endalok minnismerkja i menn-
ingu Vesturlanda. Mynd hans, Borgararnir fra Calais, var
upphaflega zetlad ad halda & loft minningunni um
hetjudadir sogufreegra, franskra borgara, en i dag er pad
miklu fremur minnismerki um hugarheim Rodins og paer
hetjudadir sem hann drygdi | nafni listarinnar. Ad pessu
leyli eru skdlptirar Rodins ekki frabrugdnir skalptirum
Alberto Giacomettis eda David Smiths. Eda pa As-
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mundar Sveinssonar. Skalptirar Asmundar eru okkur
fyrst og fremst vitnisburdur um dirfsku hins skapandi
frumherja og hylling & einstaklingsedlinu. Hid godsogu-
lega inntak verkanna, hid taknreena rymi sem pau skapa
sem minnismerki, er triin & skapandi frelsi mannsandans,
um einstaklinginn sem losar sig undan oki si®menningar
og sprettur fram chadur og algjdrlega Ur samhengi vid
umhverfid, likt og nitimaskdlptir a umferdareyju.

Hugmyndin um algert sjalfsteedi listaverksins gagnvart um-
heiminum & sér langan og merkan addraganda. Pad ma
t.d. minna & hid umdeilda framlag Elgins lavardar til
menningarinnar. Elgin lavardur lét greipar sdpa & Akro-
polisheed i byrjun nitjandu aldar, ték fornar marmara-
styttur eignarnami og fiutti til Bretlands, undir pvi yfirskini
ad hann veeri ad bjarga peim fra eydileggingu. Eftir
nokkurt pref keypti breska rikid stytturnar af Elgin og urdu
peer einn hornsteinninn ad British Museum, par sem paer
eru enn. Hér er um ad raeda marmarastyttur sem voru
hiuti af upprunalegum byggingum, m.a. Parpenonhafinu,
og stilt upp, an nokkurs samhengis, sem sjdlfsteadum
listaverkum, Pannig fékk ,Safnid* sitt haleita hlutverk, ad
vardveita sjalfsprottna list og veita henni skjol fyrir bar-
barisma og eydileggingu peirra sem bera ekkert skyn-
bragd & ageeti hennar. En safnid er jafnframt husaskjol
fyrir hluti sem eiga hvergi heima og bera med sér minn-
inguna um horfinn heim sem heyrir sogunni til.

Annars lét framirstefnan i myndlist | byrjun aldarinnar sig
timaviddir meira skipta en viddir rimsins. Fylgismenn
hennar voru uppteknari af breytingum, hreyfingu og peim
hrada sem fylgir vélveedingu. Framirstefnan var ,a
undan” Gllum Gdrum og lét sig pvi litlu varda hvar hin astti
ad stadsetja sig i Ureltu pjodskipulagi, gegnsyrou af
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folskum godsdgnum, sem notadar voru til ad koma i veg
fyrir edlilega proun. Minnismerkid vard ad takni fyrir
stirdnada og o6hagganlega rymishugsun fortidarinnar,
sem sifellt aminnti um forna fraegd og gekk afturabak inn i
framtidina. Framurstefnumenn i listum og stjiornmalum
h&fdu hins vegar hugann vid Gtopiu framtidar. Syningar-
salurinn var pvi adeins bradabirgdalausn & husnaedis-
vanda & medan bedid veeri eftir fyrirheitna samfélaginu
par sem framurstefnulistin yrdi loksins 4 heimavelli. List
framirstefnunnar setti sig pvi annars vegar & moti rymis-
kennd samtimans, en hins vegar reyndi hiin ad vera med
4 nétunum og taka péatt i pvi ad skapa adstaedur fyrir sina
eigin lendingu.

Pad runnu pd a listamenn tvaer grimur pegar lida tok &
oldina. Pratt fyrir meint sjalfstzedi listarinnar pa gat hun
hvergi stadid fylllega a eigin fotum nema i syningar-
salnum, eda innan Jistheimsins,” eins og pad hefur verid
kallad. En syningarsalnum var ekki stlad ad vera
endastod fyrir listaverkid. Med tilkomu konseptlistarinnar
{og sama mali gegnir um adrar skyldar hreyfingar, Fluxus,
Happening, Performance, Vided-list, o.s.frv.) var leitad
undankomuleida og pad leit Gt fyrir ad skdlptirinn hyrfi
inn i vitundarrymid fyrir fullt og allt. Konseptlist tilheyrdi
hugsudu rymi, bjé yfir hugtakalegri uppbyggingu og
tengdist umhverfinu merkingartengslum. Odru hverju gat
pad tekid sér bolfestu i efnislegum hlut eda athofn, sem
folst t.d. | bvi ad framfylgja einhverjum fyrirmaelum, en
pad var bara tilfallandi. Listaverkid var alveg obundid
umfangi, viddum og stadsetningu hlutarins.

Med pvi ad gera listaverkid heimilislaust vonudust konsept-
listamenn til pess ad syningarsalurinn hyrfi af sjalfu sér og
listaverkid feeri 4 flakk og teeki sér bolfestu annars stadar,

abbadist upp & dvidkomandi umradasvaedi, sem pvi vaeri
alls ekki zetlad. En hinar (tdpisku draumsynir sjounda
aratugarins um einingu lifs og listar eru & bak og burt.
Sama saklausa bjartsynin rikir ekki lengur. Pad er ekki
svo audvelt ad segja skilid vid syningarsalinn, pott enginn
sé ad neyda listamanninn til ad nota hann - en hvert 4 ad
halda? Jafnvel pott syningarsalurinn sé kvaddur og farid
med listaverkid Gt | eydimarkina, pa snyr pad avallt aftur,
ef ekki sjalft, pa i liki ,dokimentasjonar.”

Iv.

Hin yfirdrifna dhersla & hid staerdfraedilega rymishugtak
hefur gert bad ad verkum ad allur skilningur & margbreyti-
leika rymisins er einhaefur. Pad eru tvaer imyndir sem eru
deemigerdar fyrir hid hugtakalega, meelanlega rymi, sem
liggur til grundvallar teekniveedingu og skrifreedisvaldi
nitimasamfélaga, og peer eru annars vegar reitaskipan
hnitakerfisins, eins og menn pekkja af kortum, og hins
vegar trjagreiningin, eins og menn pekkja Gr nattiru-
fraedinni, par sem ollum hlutum er skipad nidur & videig-
andi bas samkvaemt fyrir-fram gefinni kvislgreiningu i
flokka og undirdeildir. Hnitakerfid og trjagreiningin eru
hugtakalegir og ohlutbundinir striktirar sem er varpad a
heiminn til ad gera okkur kleift ad na tokum a hlutunum i
kringum okkur og hafa pvi geysilega mikla hagnyta
bydingu.

Patt hid skynjada rymi samfélagslegra samskipta sé kort-
lagt med stadsetningu einstaklinga, hreyfingu peirra mill
stada, péttleika byggdar og hagkveema nytingu rymis i
huga, allt i samreemi vid maelanlegar steerdir, pa gefur pad
engan veginn rétta mynd af pvi hvernig einstaklingurinn
skynjar sinn stad | samfélaginu og heiminum. Pvi sidur er
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hagt ad finna samsvorun milli hugtakalegs rymis og
taknrymis, enda er tilfinning fyrir og skilningur & pydingu
taknraens rymis ndnast enginn ni & timum. Petta & sér-
staklega vid um [slendinga sem stukku beint (r fabrotnu
dreifbylissamfélagi yfir | tekniveett nitimasamfélag. Vid
hifum aldrei vanist dru en ad lita & héggmyndir sem
hisbdnad , sem fylgir husum, eda er stillt upp | gérdum.

Sundurgreining mannlegra athafna i sifellt einfaldari og
skyrt afmakadri grunnathafnir er ein undirstadan undir
velgengni nitimans. Hid afdrifarika framlag Henrys Fords
til menningarinnar, feeribandid, er deemigert fyrir hugsunar-
hatt og lifsmunstur nitimamannsins, Verkamanninum er
afmarkadur bés par sem hann framfylgir fyrir fram gefnum
athofnum, an pess ad sja hvar pessi athdfn er stadsett i
heildarsamhengi feeribandsins. Ollum athdfrum verdur ad
finna videigandi bas og 6ll sundurgreining i basa verdur
ad midast vid ad feeribandid, ,hjél atvinnulifsins," gangi
snurdulaust fyrir sig. Pessi chapliniska einfoldun a Iifi
nitimamannsins er gratbroslega naerri lagi enn pann dag
i dag. Petta kemur m.a. fram i pvi hvernig pess er krafist
af listamanninum ad hann syni pad ad hann sé ,sérfraed-
ingur & sinu svidi* og haldi sig a pvi svidi, an pess ad
nokkur vii' fyrir vist | hverju pessi sérpekking felst eda &
hvada svidi hin er.

Nidurstikun atvinnulifsins kemur vel fram i hinni algjéru
adgreiningu skdlptir- og byggingarlistar. Walter Gropius,
arkitekt og hugmyndafraedingur Bauhaus skélans, gaf
téninn snemma & oldinni med pvi ad lysa yfir ad arki-
tektinn vaeri verkfraedingur en ekki listamadur, madur
teeknilegs verkvits en ekki tiffinningasemi, sem yrdi ad
fylgja nyjungum i taeknipréun og framleidslu. Listamenn
voru haldnir hreinsunardrattu og vildu hreinsa 0t allan
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oparfa sem villti um fyrir letinni ad kjarna listarinnar.
Skulptdrlistamenn hafa pvi verid 4 badum attum i afstédu
sinni tl umhverfisins fra pvi ad leidir skildu med
arkitektum. [ fyrsta lagi er skilptirlistin svo framsaekin og
rottaek (ad aliti listamanna sjalfra) ad hin a varla heima i
umhverfinu eins og pad er, pvi listamanninum, samvisku
menningarinnar, ber nanast sidferdileg skylda til ad vera i
andstodu vid rikjandi vidhorf og syna pessa andstddu |
verki, t.d. med Ggrun eda jafnvel hneyksli. | 6dru lagi er
hugsunarhdttur  skdlptiriistamanna  algjorlega  Gsam-
rymanlegur magn-hugsunarheetti taeknifreedinga borgar-
skipulags. Peir na adeins saman med gagnkveemu um-
burdarlyndi, tilslokun og malamidlun (b.e.a.s. umburdar-
lyndi af halfu arkitekta, en tilslokun af hélfu listamanna),
sem pydir po ekki ad peir hugsi & sému nétum. Afleid-
ingin er osamreemi og arekstrar milli Gtilistaverka og
byggdarlags.

Eda eigum vid ad fallast 4 ad arkitektar, verkfreedingar og
skipulagsfreedingar séu hinir eiginlegu skilptirlistamenn
hins hagnyta rymis? Pegar dllu er & botninn hvolft pa eru
bad peir sem hafa skapad pann heim sem ,madurinn &
gotunni® byr i. AHi nokkur porf sé pa a pvi ad mynd-
hoggvarar skipti sér af pvi sem peir hafa yfirleitt ekki
pekkingu til ad fast vid? Slik virdist hafa ordid nidurstadan.

Pad er (tbreidd skodun ad listin hafi einangrast og
fiarleegst almenning og ad orsakarinar fyrir pvi sé ad leta
i listinni sjalfri. Ef listin breyttist pa myndi pessi
adskilnadur hverfa og hin renna saman vid [ifid og verda
edlilegur hiuti af umhverfinu. A svipudum nétum hugsa
markadshyggjumenn, b.e. ef listamenn hugsudu um hvad
almenningur vildi pa myndi listin na til folksins. En petta
var hvorutveggja 4 misskilningi byggt. Skulptdrlistin hefur
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smam saman ordid ad jadarfyrirbeeri, ekki eingéngu vegna
bess ad listamenn hafa villad fara eigin leidir, heldur
ginnig vegna pess ad pad er peegilegra ad hafa hana par
sem hon skiptir ekki mali fyrir rekstur® samfélagsins.
Skulptirlistin hefur verid stikud af & afviknum stad og par
ma hin dimast eins og han vill og allir geta verid Gruggir
um ad pad breyti engu til eda fra.

Skulptarlistin endurheimtir ekki heldur sinn sess i lifi folks
med pvi einu ad gera sig ad markadsviru. | besta falli
samlagast hin neyslumenningunni, par sem skilptirinn
verdur munadarvara sem fellur ad tiskubundnum hug-
myndum um lifsstil og pjodfélagsstodu. Med pvi ad gera
hana ad markadsvoru verdur efnahagsleg og menn-
ingarleg misskipting auds enn liosari. Par ad auki verdur
hin ad gangast inn & pad skilyrdi markadsvérunnar ad
geta gengid kaupum og sblum. Stadbundin  verk,
innsetningar og gjdrningar eru pvi ekki géd markadsvara
og gildir ba einu hvort slik verk bia yfir einhverju listraenu
gildi. Sjalfsagt ma markadssetia skilpturlist og auka
yahylli hennar, en pad pydir ekki ad hun verdi aftur hluti
af umhverfinu, heldur verdur henni fundid annad hlutverk,
p.e. ad fylla Gt i fritima folks, med pvi ad gera hana ad
Nidburdi,* einhverju sem folki geeti fundist eftirsdknarvert
ad kynna sér, til ad geta sagt: .8g sa pad lika."

V.
Skilptirlistin er i syningarsalnum. Raunin er si ad pad
eru lklega fair skdlptirlistamenn | dag sem hafa raun-
verulegan dhuga & pvi ad setja mark sitt a byggdarlagid.
Enda er erfitt ad vidhalda ahuga a pvi sem menn hafa
ekki raunhaefan kost a ad fylgja eftir. En pa ma spyrja
hvort pad sé ekki misskilningur ad tala um tengsl

skilptarlistar vid byggdina pegar slikt er ekki & définni hja
listamonnum? Pvert & moti, pvi pad sem okkur yfirsést er
ekki sidur mikilveegt en pad sem vid tokum eftir begar vid
skodum og lysum skdlptirlist. Vid litum framhja pvi sem
virdist ekki skipta mali fyrir skGlptarverkin, vegna pess ad
bad tilheyrir ekki verkinu sjalfu. Vid litum framhja syn-
ingarsalnum og teljum okkur tri um ad pad sé ekkert
vandamal ad koma skdlptirum fyrir i byggd, pad purfi
adeins ad finna videigandi verki videigandi blett og hellu-

leggja i kring.

Hér er ekki verid ad afellast skilpturlistina eda afellast
listamenn fyrir ad hafa brugdist byggdinni og umhverfinu.
Skulpturlist samtimans er audug og hugmyndarik. Ekki ma
gleyma ad ymsir kostir fylgja pvi ad hreidra um sig i
syningarsal. Par er haegt ad gera hluti sem myndu aldrei
ganga upp annars stadar. Pad er haegt ad taka oskop
venjulegan hlut og stilla honum upp | salnum pannig ad
bad 6dlast listraena pydingu, pvi hid listraena rymi er alitaf
begar fratekid og tilbuid. Verkid parf ekki ad vera ein heild,
pad ma vera algjorlega opid og sundurleitt. Pad er hagt
ad umkringja ahorfandann og fylla upp i allt umhverfid.
Efnisnotkun er engin takmark sett, efni geta verid brothastt
og forgengileg, vatn, eldur, hij6d og jafnvel Iykt. |
syningarsalnum purfa hlutimir ekki ad endast - hvers
vegna ekki ad breyta verkinu i hvert sinn sem pad er sett
upp? Hlutverki syningarsalarins ma umbreyta med pvi t.d.
ad gera pad ad imyndudu safni, eda samkomuhisi fyrir
alls kyns listraena gjorninga, Pad er yfirleitt allt annars
konar samkomulag sem tekst med almenningi | syn-
ingarsalnum en & 68rum vettvangi. Par er haegt ad gera
krifu til mun meiri thugunar hja ahorfandanum en annars
stadar, oqg listamenn geta verid nokkud Gruggir um ad pad
verdi tekid mark & pvi sem peir gera.
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Skilptiriistamenn | dag virdast hafa seett sig vid
stadsetningu sina i landslagi menningarinnar. En erum vid
satt vid ad &ll pessi hugmyndaaudgi, pekking og verk-
kunnatta skuli vera saman komin & einum stad? Er si
adskilnadarstefna, sem rikir milli skdlptirlistamanna og
annarra stétta sem vinna ad pvi ad skapa umhverfid,
edlileg?

Pad er stundum sagt ad lesa megi Gr listreenum og skald-
legum afurdum hverrar pjédar sjalfsimynd, vaentingar og
a0stu markmid hennar. Hvad er okkur kserast, hvad
héldum vid | heidri, hvernig litum vid & okkur sjalf? Ef vid
héfum yfirleitt hugmynd um pad pa hefur okkur tekist

ageetlega ad halda pvi leyndu.

1 Hiér ar studst wd greiningu Henr Lefebwe | Production do |'espace,
Paris, 1874, | enshn ppbingu Donald Nicholsan- Smith, The Production of Space,
Crdord, 1981,
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GUNNAR ARNASON:

THE TERRITORY OF
SCULPTURE AND
THE GEOGRAPHY OF CULTURE

|

Where does sculpture stand? | do not mean this in the
sense of where Icelandic sculpture stands by internation-
al comparison, or where the latest stylistic devices are
heading, but rather what kind of space belongs to sculp-
ture, and where is that space located? Where do we en-
counter it and what part does it play in creating the total
image of the environment in which we live? It hardly
needs pointing out that contemporary sculpture is almost
entirely invisible. So there is ample need to stage an exhi-
bition to show what sculptors are engaged in at any giv-
en time, if only to present something which seldom or
never appears in public.

Where does sculpture stand? The answer is simple: it
stands in a public exhibition hall. The hall is sculpture’s
habitat, the space it claims as its territory. This is the
place where we go to see sculpture. For some reason,
the point has been reached where sculptors, who since
time immemorial have created objects for the environ-
ment and striven to shape the environment, have no safe
haven any more except in exhibition halls.

Admittedly, the dynamics of sculptural art in the past few
years and decades may be viewed in the light of a dialec-
tic of styles and movements. Such an analysis, however,
only presents an incomplete picture, and implies that
sculpture's isolation in modern culture is entirely the re-
sponsibility of sculptors themselves and their artistic will,
since artists enjoy full licence to do as they please and
therefore must have chosen this lot for themselves, But
the artist is never “free” except within the walls of the ex-
hibition hall {and there his freedom is subject to various

i)

conditions). All discussion of sculpture must take into ac-
count how constricted this art form is, and has been for
a long while. Not only has sculpture lost its former shap-
ing influence over the environment; all creative artistic
thought is also focused on creating works for a remote
place, a kind of “reserve” which is “somewhere else”
and never uncomfortably close, i.e. in an exhibition hall or
“sculpture garden.” The artists’ impact on their environ-
ment is confined to their so-called “cooperation” with ar-
chitects, civil engineers and urban planners, which in-
volves issuing them with an empty wall, nook or patch of
lawn where they can vent their artistic urges, in accor-
dance with a predetermined quota allocated for decora-
tive art (and this quota is generally not met). The
changes which have taken place in sculptural art are not
least the result of the artists' need to respond to circum-
stances and create space for their works. This status or
location of sculpture, literally where it stands, is the sub-
ject of the following discussion.

I

It is an open guestion whether sculpture can correctly be
described as dealing with space. At least, works of
sculpture are in space. There is nothing inherently wrong
with such statements, except insofar as it is by no means
obvious how the concept of “space” is to be understood.
Space appears to us in various empirical forms, and |
have already used the term in different senses. For edifi-
cation and to prompt speculation, three types of spatial
sense can broadly be distinguished:')
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Firstly, there is conceptual space, which is the geometric
space defined by Euclid: continuous, smooth and infinite
in all directions. Conceptual space is the void in which all
objects are located. In a three-dimensional system, coar-
dinates are used to locate objects, their relative positions
and the changes in position which enable us to map and
measure all objects within one and the same system.
Space does not change, it is always and everywhere the
same. The phrase “sculptural space” in this sense refers
both to the scope of the object and the surrounding
“room” that it has, its formal characteristics and internal
proportions.

Secondly, there is what we can call practical space:
space as it appears to us empirically, namely “the world.”
Yet this is not only the space delimited by the body and
objects which are “within reach,” but also space created
by social actions and communication, physical survival,
work and business. Descriptions of this space resort to
concepts such as habitat, territory, private space and
public places, workplaces and "places to go." No clear
demarcation necessarily has to be made between these
different spaces. They are continually changing and are
not a delimited “object” which can be mapped by coordi-
nates, nor are they smooth and continuous like concep-
tual space. The exhibition hall is the clearest example of
practical space. But today, art is even described as a
world unto itself, *the art world,” with its own landscape,
centres, peripheries and regions.

Finally there is symbolic space, which is the space be-
longing to the imagination, for example the pictorial
space of a work of art, or religious space, for example
the Gothic church as an “imagus mundi." This type of

space assumes its form through direct experience and is
not confined to creative art, for it can also be found in an-
cient temples, squares and stadia. Symbolic space is not
plotted on any maps, nor does it accord with practical
social space.

All this goes to show that the concept “space” can be
difficult to pin down; it is more ambiguous than one may
suspect. Other spatial terms have clearer references to
experience: words such as place, centre, environment,
venue, proximity, distance, size, scope, position, connec-
tion, surface, continuum, discontinuum. Space, on the
other hand, is so abstract in meaning as to be just as
empty as the conceptual space of a system of coordi-
nates. Another result of these three different meanings is
to leave it very unclear what is meant by describing
artists as “dealing with" space in their art, or creating a
“new sense” of space.

This triple sense of space can be applied to sculptural
art. All sculptures involve some part of all three senses.
All sculptures have scope, occupy room, form a position
relative to their immediate environment. All sculptures
play a role in human communication and influence the
way this is maintained. And no sculpture can avoid pos-
sessing some symbolic content, or inviting responses on
the part of their viewers which imply a definite interpreta-
tion of the work.

But obviously artists adopt varying priorities. Some focus
solely on the formal construction of the work and its inter-
nal structure, or try to make it as objective and “literal” as
possible, in order to exclude all symbolic and social refer-
ences. Others emphasize the sculpiure as the key to an
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imagined space which we experience through the work
and may appear as a mystical insight into a private
mythology, or as the concatenation of disjointed associa-
tions which break up the unity of the work. In such cases,
the formal construction of the work may be ignored com-
pletely, with different materials used in a virtually random
fashion. Others still tackle the context directly and try to
uncover ideclogical principles and subliminal cultural pali-
tics. Despite their varying emphases, works may still be
“read" in terms of different senses of space. A symbaolic
work has a formal construction all the same, a definite for-
mal construction may contribute to a change in attitude
towards the role of the work of art, which in turn may give
the work a new symbolic meaning, and so forth.

For all these points, the role and significance of the exhi-
bition hall must not be forgotten, It provides the *cloth-
ing” of a work of spatial art and is always present before
any sculpture has been placed there. The gallery is the
“implement” employed by the work of art to ensure its
artistic territorial claim over the environment, which ety-
mologically speaking means that which turns about it and
falls within its sphere of influence. Nowhere else can the
work of art take these precepts for granted. This is the
place where artists exhibit and viewers come to see the
works, and it is here that a reciprocal convention prevails
to treat the work of art in an appropriate manner.

Modern exhibition halls try to imitate the conceptual void
by appearing neutral, denying their own characteristics,
in order to be able to accommodate any type of art and
viewer. Yet this artistic void is not neutral because it is al-
ways the only object which is an inevitable part of the
work of art. The hall is equally important to the work of

art whether or not it pays particular consideration to it or
pretends to ignore it, so to speak, and is entirely self-ref-
erent, This is the reason why even the mast trivial details
can begin to become crucial and disturb the location of
the wark in its environment.

The exhibition hall is not entirely devoid of symbolic con-
tent, and the type of venue, whether it is a national art
museum, exhibition workshop, commercial gallery or stu-
dio, may be important. The hall may be a "“temple” or a
“bunker,” depending upon where it is placed in the social
strata. An exhibition hall is therefore much more than a
building containing a specific number of cubic metres of
empty room. |t has emerged because this is demanded
by the role of the work of art in human communication,
and has a symbolic existence which is just as real as
measurable cubic volume.

Thus the question of a sculpture's location may be ap-
proached from many directions, for example by mapping
out where individual works are to be found and estimat-
ing a suitable concentration per square kilometre or
100,000 inhabitants. But this does not tell us very much,
Meore important is to realize the way people encounter
sculpture, the extent to which sculptural art is part of the
lifestyle of society. It is worth asking about the extent to
which sculpture creates the view of society and the
world about us that relays to us the values that are re-
spected and shape our attitudes towards life. In this re-
spect we can speculate on the conceivable isolation of
sculpture.
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It goes almost without saying that sculpture used to be
much closer to people's everyday lives and more closely
intertwined with other aspects of society in earlier times,
regardless of when or where we look. The reason is not
that civilized nations have been more fond of the arts until
now, but rather that man's view of the world and of the
position of the individual and society within creation is
not only practical but also poetic and mythological. The
symbolic space of the myth was implied in all areas of
society through the structure of communities, religious
and secular buildings, images and statues.

This attitude survived to some extent in the memorial stat-
ue, whose role was not only to extol the memory of he-
roes and great men, but also to maintain certain civic
virtues, courage and selflessness. Memorials were put in
busy places and crossroads, a constant reminder to the
citizens to obey the call of duty. Everyone within the terri-
tory of a memorial feels some sense of obligation to-
wards the person or deed to which it refers — the
memorial says: “They sacrificed their lives for us and for
the fatherland — their destiny is our destiny.”

Rodin's memorials mark the end of this genre in Western
culture. Originally intended to exalt the memory of the
heroic deeds of famous French citizens, his “Citizens of
Calais" is today much more a memorial to Rodin's pri-
vate world and the heroic deeds which he performed in
the name of art. In this respect Rodin’s sculptures are no
different from those of Alberto Giacometti or David
Smith. Or in lceland, Asmundur Sveinsson, whose
sculptures testify above all to the boldness of a creative
pioneer and to adoration of individualism. The mytholog-

cal content of the works, the symbalic space they create
as memorials, is the belief in the creative freedom of the
human spirit, in the individual who shakes off the yoke of
civilization and bursts forth independent and completely
removed from the context of his surroundings, like a
modemn sculpture on a traffic island.

The notion of the absolute freedom of a work of art with
respect to the world about it has a long and noteworthy
pedigree. We can cite the controversial contribution to
culture made by Lord Elgin who ransacked the Acropolis
at the beginning of the nineteenth century, seized ancient
marble statues and took them back to Britain, under the
pretext that he was saving them from destruction. After
some wrangling, the British government bought the “Elgin
marbles” and they became one of the showpieces of the
British Museum, where they are still kept. These marble
statues were part of orginal buildings including the
Parthenon and were arranged, completely out of context,
as independent works of art. In this way the “Museum”
was granted its lofty role of preserving self-sprung art and
protecting it from barbarianism and destruction by
Philistines. At the same time, the Museum houses objects
which belong nowhere and enshrine the memary of a lost
world that has become a thing of the past.

The avant garde movement in art at the beginning of this
century, however, was more concerned with the dimen-
sion of time than of space. Its advocates were preoccu-
pied with change, movement and the pace generated by
mechanization. Avant garde was “in front" of all other
maovements and paid little heed to where it should locate
itself in an obsolete social structure which was rotten
through with false myths employed to prevent normal de-
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velopment. The memorial became a symbol of the stag-
nated and intransigent spatial concept of the past, with
its constant reminders of ancient glories and its back-
ward march into the future. Adherents of the artistic and
political avant garde had their minds on the utopia of the
future and the exhibition hall was only a half-way house
while they waited for the promised society where, at last,
they would be on home ground. Avant garde art op-
posed the contemporary sense of space, but fried to
keep up and take part in order to create conditions for its
own fulfilment.

As the century progressed, artists began to have their
doubts. For all its alleged independence, art was
nowhere able to stand completely on its own two feet ex-
cept in the exhibition hall, or inside what has been called
the “world of art,” which had never been envisaged as its
final resting-place. With the emergence of Concept Art
fand likewise related movements such as Fluxus,
Happening, Performance, Video Art and the like) a way
out was sought, and sculpture looked set to vanish into
conscious space for once and for all. Concept Art be-
longed to the notional category of space, possessed a
conceptual construction and was linked to its environment
by semantic associations. Occasionally it could be em-
bodied in some material object or action, which involved
for example obeying some kind of directive, but this was
merely on an ad hoc basis. The work of art was com-
pletely unconfined by the scope, dimensions and location
of the object.

By making the work of art homeless, Concept arfists
hoped to see the exhibition hall vanish of its own accord
and send art roving to settle elsewhere, trespass into ter-

a

ritory that was by no means intended for it. But the utopi-
an dreams of the 1960s of merging art with life have van-
ished. The old naive optimism no longer prevails. It is not
so easy to leave the exhibition hall even though no one
forces the artist to use it — but where is there to go?
Even when the exhibition hall is abandoned and the work
of art is taken out to the wilderness, it always returns, if
not by itself, then in the form of “documentation.”

Y

The overwhelming emphasis on the geometrical concept
of space has dulled our sense of its diversity. Two im-
ages are typical of conceptual and measurable space on
which the technology and bureaucracy of modern soci-
ety is based: the grid system of coordinates familiar from
maps, and the tree structure familiar from the natural sci-
ences, which classifies all objects into their appropriate
categories according to a given hierarchy of divisions
and subdivisions. Coordinates and trees are conceptual
and abstract structures projected onte the world in order
to give us a grasp of the objects around us, and as such
have tremendous practical importance.

Although the perceived space of social communications
has been charted with the locations of individuals, their
movements from one place to another, concentration of
population and efficient utilization of space, all in accor-
dance with measurable sizes, these by no means give
the right picture of the way the individual perceives his
own place in society and the world. A correspondence
between conceptual and symbolic space defies identifi-
cation to an even greater extent. After all, our awareness
and sense of the significance of symbolic space is virtu-
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ally nil in the modern age. This is particularly true of the
lcelanders, who jumped straight from a simple rural soci-
ety into a modern technological state. We have never
grown accustomed to regarding sculptures as anything
more than furnishing which is installed in buildings or set

up in parks.

Breaking down human actions into ever simpler and more
clearly restricted basic acts is one of the comerstones of
modern progress. Henry Ford's highly consequential con-
tribution to culture, the conveyor belt, is typical of the
thinking pattern and lifestyle of modern man, The worker
is a restricted category, performing predefined actions
without seeing their location in the total context of the
conveyor belt. Categories need to be found to suit all ac-
tions, and the aim of all this categorization must be the
smooth functioning of the conveyor belt, keeping the
wheels of industry turning. This Chaplinesque simplifica-
tion of modern life is comically accurate, even today. One
manifestation is the way artists are expected to prove they
are “experts in their fields" and confine themselves there,
without anyone being certain what this expertise involves
or in which field it lies.

The categorization of industry is well shown by the ab-
solute breach between sculpture and architecture.
Walter Gropius, the architect and theoretician of the
Bauhaus School, set the scene early this century by de-
claring that the architect was an engineer and not an
artist, a man of technical skill rather than emotion, who
was obliged to keep up with innovations in technology
and production. By the same token, artists were ob-
sessed by purging themselves of everything which dis-
tracted them from their quest for the essence of art.

Sculptors have therefore wavered in their attitude to-
wards the environment ever since they parted ways with
architects. Firstly, the sculptural art is so progressive and
radical (in the view of the artists themselves) that it
scarcely belongs in the environment in its present state,
because the artist, as culture's conscience, is almost
morally obliged to oppose prevailing attitudes through
transparent action, for example by issuing challenges or
even creating scandals. Secondly, sculptors' attitudes
are completely incompatible with the notions of quantity
entertained by urban technocrats. They converge only at
the points of mutual tolerance, relaxation and compro-
mise (i.e. tolerance on the part of architects, but relax-
ation on the part of artists), although this does not imply
that they think along the same lines. The consequence is
disharmony and clashes between environmental sculp-
ture and urban planning.

Or should we accept that architects, civil engineers and
urban planners are the true sculptors of practical space?
When all is said and done, it is they who have created
the world which “the man in the street” inhabits. Is there
really any need for sculptors to bother themselves with
something that most of them lack the knowledge to en-
gage in? This seems to have been the conclusion.

Art is widely felt to have become isolated and remote
from the general public, through its own making. If art
were to change, this division would disappear and art
would merge with life and become a normal part of the
environment. Advocates of market forces think along
similar lines: if artists were to think about what the public
wants, art would reach the public. But both claims are
based on a misunderstanding. Sculpture has gradually
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become a peripheral phenomenon, not only because
artists have wanted to pursue their own courses, but
also because it is more convenient to have art some-
where where it makes no difference for the “operations”
of society. Sculpture has been compartmentalized in a
remote place, where it is free to do its own thing, leaving
everyone feeling safe that it will not make the slightest
difference.

Nor will sculpture reclaim its position in people's lives
solely by addressing the market. At best, it will merge
into the consumerist culture, becoming a luxury commod-
ity compatible with fashionable ideas about lifestyle and
social status. By making it into a market commodity, eco-
nomic and cultural inequality will become sharper than
ever. In addition, it would need to bow to the terms of all
market commodities, by being able to be bought and
sold. Local works, installations and performances there-
fore do not make good market commodities, regardless
of whether or not they have any intrinsic artistic value, Of
course, sculpture may be marketed to increase its popu-
larity, but this is not to imply that it would return to being
part of the environment; instead, it would be assigned a
different role, i.e. occupying people's leisure time, by
turning it into “events,” something that people may find
desirable to get to know, in order to be able to say: "I
saw it too.”

v
Sculpture exists in the exhibition hall. The fact is that
there are probably only a few sculptors today who have
any real interest in making an impression on the urban
environment. After all, it is difficult to sustain interest in

anything that people have lacked a realistic opportunity
to pursue. So then it might be asked if it is a misunder-
standing to talk about sculpture’s relationship with the ur-
ban environment when this is not on the agenda of the
artists themselves, On the contrary, when we look at and
describe sculpture, what we overlook is no less impor-
tant than what we notice. We ignore what seems irrele-
vant to the works themselves, because it does not be-
long to them. We ignore the exhibition hall and convince
ourselves there is no problem in finding a place for
sculpture in the urban environment, all it would take is to
find a suitable space for a suitable work and pave the
area around it.

This is not a condemnation of sculpture, or of artists for
having let their community or environment down.
Contemporary sculpture is rich and imaginative. The ad-
vantages to huddling up in an exhibition hall should not
be forgotten. Things can be done there that would never
work anywhere else. A perfectly ordinary object can be
taken and installed in an exhibition hall to endow it with
artistic significance, because the artistic space there is
always reserved and ready. The work need not be a sin-
gle whaole, it may be completely open and spread about.
The viewer can be surrounded, the entire environment
filled up. No restrictions are imposed on the material
used, it may be fragile and transitory, water, fire, sound
and even scent. In the exhibition hall, nothing needs to
last — why not alter the work every time it is installed?
The role of the exhibition hall can be transformed, for ex-
ample by converting it into an imaginary museum, or an
assembly for all manner of artistic performances. In gen-
eral the consensus of public opinion in the exhibition hall
is completely different from elsewhere, whereby much
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greater demands can be made of contemplation on the
part of the viewer, and artists can be fairly sure that what
they do will be noticed.

Sculptors today seem to have accepted their location in
the cultural landscape. But are we satisfied that all this
richness of imagination, knowledge and skill should be
gathered into a single place? This apartheid between
sculptors and other professions engaged in creating the
environment — is it normal?

It is sometimes said that a nation’s artistic and poetic
products allow us to read its identity, expectations and
highest aims. What do we cherish, what do we exalt,
how do we regard ourselves? If we have any idea of this
at all, we have certainly been very successful in keeping
it concealed.

1 Based on the definitions made by Henr Lefabvre in Production de |'espace.
Paris, 1974;

English transiation by Donald Micholson-Smith, The Production of Space.
Cwdord, 1991,
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HALLDOR BIORN RUNGLFSSON:

HOGGMYNDIN A TIMUM
TAKMARKALEYSIS

1. | takt vid borgarmynstrid

Eitt hid fyrsta sem menn hljota ad velta fyrir sér frammi
fyrir héggmyndalist nitidarinnar er hve fidlbreytileg hin er
ad alli gerd. Ndtidin - contemporaneus - er ad pessu
leyti afar olik hattum nitimans - modernus - sem oftast
hélt fislbreytni héggmyndalistar tryggilega a formraena
svidinu. Ad minnsta kosti fékk hin ekki ad briota af sér
ramma listreennar flokkunar. NG virdist hin vart eiga sér
takmérk; svo dendanlegt er umfang hennar. Stundum er
engu likara en inntak hennar sé einmitt flgid i draumi
listamannsins um fullkomid takmarkaleysi og gagnkvaemri
osk ahorfandans um otakmarkad frambod & sjénreenu
areiti.

Slikur draumur keemi vissulega heim og saman vid lifid
utan vid) listina. An pess menn taki beinlinis eftir pvi hefur
formrzenn rammi félagslegra samskipta hvarvetna latid
undan punga sundrandi krafta. Vid purfum ekki annad en
lita & Iifid i borgum nitidarinnar og bera pad saman vid
lifid eins og pad var i vestraenum nitimaborgum a milli-
stridsarunum - svo ekki sé minnst a borgarlif eins og pad
var fyrir 1914,

Pad telst ekki lengur til tidinda ad bia i borg par sem
madur pekkir ekki naestu nagranna sina, hvad pa heldur
félk | 6drum hverfum. Pad pykir heldur ekkert tiltékumal
ad bla i einu byggdarlagi og starfa | édru. Skolar eru ekki
lengur byggdir a fastmotudum bekkjarheildum nema til
akvedins aldurs. [ fiplbrautakerfi nitidarinnar eru kennarar
og nemendur lausar og fléktandi einingar, sem einungis
hittast innan veggja menntastofnunarinnar  Grskamma
stund (r degi. Pa eru kynni folks - jafavel nanustu kynni -

e oftar hendingu had, enda markar folk sér ni mun vidari
og tilviljanakenndari bas en adur pekktist. Ad visu munu
Islendingar vera paulsetnastir Evrépubda. Vid fiytjum
okkur mun sidur Or stad en iblar annarra vestranna
bjoda. Ad pvi leyti erum vid hefdbundnari en gengur og
gerist. Eigi ad sidur hefur islensk samfélagsgerd gjbr-

breyst & sidustu aratugum.

P4 hefur borgarmyndin sjalf tekid stakkaskiptum. |
stadinn fyrir sterkmotadan midbesjarkjarna med beinum
og breidum strastum, virdulegum stofnunum, rismiklum
torgum og skipulegum skridgdrdum er nd komid mun
floknara og torreedara deiliskipulag. Tignarleg fjarviddar-
hrif klassiskra borga med samfelldum, heilsteedum gbtu-
myndum hafa pokad fyrir tilviljunarkenndum frumskagi
par sem dlikri formgerd segir saman vid efnivid af adskiljan-
legum toga. Hin hefdbundna hringmyndun med mid-
leegum midbasjarkjarna og pettskipudu uthverfabelti um
kring hefur vikid fyrir teettri kjarnamyndun med dnyttu
bersvaedi milli laustengdra svefnbasja, sem skarast vid
idngarda, verslunar- og vidskiptahverfi. Almenn bifreida-
eign hefur studlad ad slikr penslu natidarborga til allra atta.

Stor-Reykjavikursvaedid er eitt besta deemid um hid form-
reena takmarkaleysi, sem ég gat um i upphafi. Umhverfid
- umgjordin um daglegt lif manna - setur audvitad mark
sitt 4 héggmyndalistina eins og allt annad. A hofud-
borgarsveedinu er ekki adeins tekist 4 um stadsetningu
midbagjar - styrinn stendur um Kvosina og Kringluna -
heldur er umdzemid allt & reiki. Pegar i stridsbyrjun var
loku skotid fyrir edlilega hringmyndun Reykjavikur med
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flugvallargerd Breta i Vatnsmyrinni, eda bein tengs! hennar
med bra yfir Skerjafjérdinn til Kopavogs og neerliggjandi
sveita. Liklega ma rekja takmarkalausa og skipulagsiitla
benslu borgarinnar Gt um holt og hadir til lagningar
Reykjavikurflugvallar. En pa ber ad geeta pess ad flug-
vollurinn var jafnframt fyrsta sannkallada samtidarfram-
kvaemdin i Reykjavik. Og pé: Skémmu adur hafou fyrstu
heitavatnstankarnir - par sem Peran er ni - verid reistir &
toppi Oskjuhlidar.

Il. Logun i stad forms

Svo virdist sem hoggmyndalistin sé daemd til ad fylgja
naid dllum grundvallarbreytingum, sem verda i umhverfi
okkar. [ pvi sambandi hafa borgin og steerstu beeir
landsins skipt mestu mali sem vidmid, ad minnsta kosti
sidustu aratugina. Hoggmyndalist nitidarinnar er menn-
ingarleg fremur en mannleeg, Burdarasar hennar eru
byggingarefni af ymsum toga, ilat i seft vid gama og
tilbtinn varningur, sem ég kys ad nefna filbuning
(Readymades). Vid héfum fyrir 16ngu stigid pad skref til
fulls, sem mérg skaldin lystu med sdknudi sem dvenju-
legu og hrollvekjandi adskotardyri i timalausri kyrrd sveita-
seelunar,

En bad veeri rangt ad skoda petta spor sem afturfor,
Gleymum ekki ad innlend taekniveeding hélst i hendur vid
uppganginn vid sjavarsiduna. Ekkert bendir til annars en
ad véladldinni hafi verid tekid med fognudi af flestum
Islendingum, jafnvel pott hin hefdi i for med sér ad (t-
gerdarstadimir rifu ze flein landsmenn dr fadmi nattir-
unnar. Med porpunum vard til ny tegund af gjéfulu lands-
lagi fyrir listamenn, ekki sist pa tegund, sem fékkst vid
apreifanlega prividd. Vid helstu atvinnusveedi sofnudust

upp graskumiklir brotajarnshaugar. Jafnframt tok idnadar-
landslag frystihisa og slippstodva ad hafa ahrif a fegurd-
armat peirra sem dlust upp i nagrenni peirra.

Pvi meir sem hoggmyndin drd dam af menningarlegu um-
hverfi borgar og beaeja flaraegdist hin pann likamlega
stadal, sem einkenndi nitimalist fyrri tidar. | stad marg-
brotinna forma nattirunnar, mannslikamans og logunar
landsins, tok hin ad semja sig ad fabrotnu og kaldrana-
legu menningarlandslagi stalidnadar og vélaverkiraedi.
PG petta kunni ad hljéma dapurlega i eyrum gamaldags
fagurkera er reyndin engan veginn jafn ndturleg. Listin
tapadi lithu pétt hin fiarleegdist nattiruna. | stad eintals
listamansins vid formfledi og frumdfl nattarunnar - sliku
eintali er hvort sem er ekki svarad nema med holu berg-
mali - ddlast menningarlaeg list samfélagslegt gildi sem
midill frjarra tjaskipta.

| pessu sambandi er vert ad benda & bokmenntirnar, en
peer ridu 4 vadid sem borgaralegur listmidill I5ngu a undan
myndlistinni, Ekki er ad sja ad bokmenntir, sprottnar af
félagslegum tjaskiptum i beejum og borgum, séu lakari en
bokmenntir byggdar & eintali vid nattliruna eda lysingum &
merkingarlausum furdum hennar.

En vid pad ad hverfa fra midi sinu vid mannslikamann og
nattiruna hefur héggmyndin jafnframt misst formreena
dtdrddra sina. Myndbygging - komposisjon - nitimalistar
fyrir midjan 7. aratuginn, sem gjarnan byggdi & misjafn-
lega floknu samspili dlikra formpatta i einni og somu
einingunni, lét undan siga fyrir stadladri formgerd. Einfald-
ustu frumform leystu medvitada stilfeerslu af hélmi. | stad
formfléttu kom hrein og bein logun & bord vid tening og
hring. Pessi proun hélst i hendur vid stddlun grunnforma i
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smidi og idnadi. Stilfaersla sagdi monnum ekki lengur
neitt nytt. Han gat jafnvel virkad yfirbordsleg og ofhladin
gins og barokkflir. Um 1970 hofdu formflaekjur innan
ginstakrar efnisheildar a bord vid hoggmynd glatad ollu
marksseknu inntaki sinu.

lIl. Utan vid hid listrzena skrudbur

Pad er brynt ad staldra vid paer mikilveegu breytingar,
sem Attu sér stad i alpjodlegri list & ofanverdum 7.
aratugnum. P4 var loks upphafinn sa aldalangi munur,
sem verid hafdi & hoggmyndalist og annarri idnsmid. Vid
bad ad glata formraenni og efnisleegri sérstddu sinni
hrundi mirinn kringum héggmyndina og allar gattir opn-
udust fyrir henni. Par med slapp han dr hinu listreena buri,
sem svo lengi hafdi verndad hana og adskilid fra annarri
smid. En jafnframt vofdi s haetta yfir hoggmyndinni ad
han hyrfi med 6llu inn i venjubundid framleidsluferli - yrdi
éfin eins og hver annar skrautfugl af villidyrum hins
raunverulega heims utan skridburs histarinnar.

Pad er enn vert ad staldra vid og skoda mélaralistina i
bessu ljdsi. Kreppan | malverki eftirstridsaranna - en hun
héfst einmitt & ofanverdum sjbunda aratugnum - er ekki
sist pvi ad kenna ad dlikt hoggmyndalistinni situr mal-
verkid pinnfast i adurnefndu skridburi listarinnar. Mal-
verkid getur ekki villt & sér heimildir med pvi ad skrydast
buningi venjulegrar idnadarframleidslu. Pvi er naudugur
ainn kostur: ad vera sjalfu sér samkvaemt. En pad dugar
ekki til pvi sjalfu sér samkvaemt likist malverkid engu 6dru
en sjdlfu sér. Pad er innilukt i eigin heimi sem ferhymt
skraut uppi a vegg.

Pannig getur pad ekki nyst listinni til framdrattar pvi
nutidin neitar ad taka eintémar - innantomar - skreytingar
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alvarlega. Svo lengi sem malaralistinni veitist drougt ad
syna fram & adra verdleika en skreytigildid - og medan
adrir tvividdarmidlar leysa hana ekki af hélmi - mun skap-
andi myndlist standa héllum feeti | nitidinni. Prounarferli
héggmyndalistar sidustu dratuga virdist beinlinis sanna
ad myndlistin getur ekki lifad sjdlfstaedu Iifi i vestrzenu
pjodfélagi. Hun er daemd til ad lifa snikjulifi sem annars
flokks affall 4 ymiss konar hagnytri teekni og idnadar-
framleidslu. Petta skyrir ef til vill brennandi ahuga margra
listamanna & hverskonar nyjungum og uppfinningum. Til
ad komast eitthvad leidis verda peir ad bida eins og Ben
Turpin - hinn rangeygdi .konungur* pdglu myndanna -
med segulstalid i kassabilnum eftir ad geta tekad®
neesta farartaeki, sem fram hja peim fer.

En hefur pvi ekki oftast verid pannig varid med svokallada
fridlsa myndlist? Hefur hin nokkurn tima att tilverurétt i
krafti eigin verdleika? Hefur hin ekki alltaf neydst til ad
sanna hagnytt gildi sitt sem triarleg eda politisk mynd-
skreyting, ellegar sem igildi gullfétar i bankahalfi audkyf-
inga? Eru heilabrot Kants um listina sem fyrirbeeri handan
hagsmuna nokkud annad en barnslegar, hugular tilgatur?

Gagnstatt tulkandi listum, sem svo oft bua yfir sefandi
slékunarmaetti - perapiskt gildi peirra er vidurkennt: |
akvednum tilvikum er Mozart jafnvel notadur i stad lyfja-
medferdar. - pykja morgum skapandi listir truflandi, eda
beinlinis uppaprengjandi. Njétendum skapandi lista - dllu
heldur peim, sem verda fyrir bardinu & peim - finnst
gjarnan sem verid sé ad l=da ad peim upplysingum i
listreenum buningi, sem valdid gaetu pvi ad peir glotudu
sakleysi sinu,

Pad er erfitt ad lysa pessari kennd. Huin er ef til vill ekki
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dsvipud bvi pegar folk gefst upp a svokdlludum neikvaed-
um" fréttaflutningi og préir ad heyra ,godar" fréttir | stadinn.
En til pess ad vekja slika kennd parf listaverkid hvorki ad
bia yfir ardédri né beinu upplysingagildi. Pvi neegir
einfaldlega ad verfa a vegi mjotandans eins og Kafka-
kennd hnoda, sem grefur undan dreidanleik skynreynsiu
hans. Pad sem veldur venjulegum syningargesti kvida er
begar hann kemur listaverki ekki heim og saman wid
upplifun sina af raunveruleilkanum. Hann sér sig pa
tineyddan ad draga Ageeti listamannsins | efa eda vidur-
kenna takmarkun eigin skynjunar. Flestir kjosa fyrr kostinn,

| slikum tilvikum eru malverk oftastnaer mildilegri. Hver
sem gerd peirra er eda Utlit bia pau enn yfir fegurdar-
gildum med storu effi; fegurd innan marka hins listraena.
Pad er vissulega veikleiki i heimi par sem menn taka
gefna fegurd fyrir sjalft inntakid og hrfningu sina a lista-
verki sem meelikvarda 4 listraenan skilning sinn. Pad er hinn
ston veikleiki malverka ad pau eru @tid rémmud - girt af -
fra raunveruleikanum. Njdtandinn getur gengid ad pvi visu
ad malverkid sé skaldskapur, sem haldi sig uppi a vegg
en radist ekki inn a raunverulegt yfirradasveedi hans.

Brynjadir peirri vissu njota flestir myndlistar sem stund-
legs augnakonfekts. Pannig er visast ad hun hafi vidlika
diip ahrif og flaska af léttu vini eda mynd af fallegri
manneskju | timariti. Pegar svo er komid eru ahold um
hwvort trekki meir & syningaropnun, myndlistin eda vinglas-
i, sem aukinheldur er heegt ad lepja i dus vid ahrifamikila
broddborgara.

A medan malverkid likist inniluktum kanarifugli saekir higg-
myndin i sig vedrid og lserir fyrstu flugtdkin utan vid blrid,
Svo virdist sem murarnir milli listskbpunar og annarra

mannlegra athafna hafi hrunid | kjdlfar pessarar frels-
unar®, Listreen fegur® i hoggmyndalist nitidar hefur
pokad fyrir ymsum, nyjum skynhrifum. Pannig getur listin
ni smogid inn og Ot um alt eins og vatn um opna
flodgatt. Ad visu hefur hin ekki lengur fast land undir
fotum en hin getur hvarvetna eignad ser skika, jafnvel a
svo framandi svidum sem malvisindum og |6gfreedi. Hvort
petta nyja astand héggmyndarinnar varir er jafn ovist og
hitt hvort malverkid hrifsar aftur til sin frumkvaedid.

IV. Takmarkaleysi steerdar og vidda
Pad er merkilegt hve snigglega hbggmyndin sotti i sig
vedrid a 7. aratugnum. En eins og alitaf pegar mdrar
hrynja og agrynni moguleika standa eftir & listin erfitt med
ad hemja sig. Til deemis leid ekki a léngu &dur en mynd-
hoggvarar voru farnir ad glima vid verkfreedilegar steerdir,

Til ad mynda sagdi bandariski myndhoggvarinn Tony Smith
fra pvi hvernig hann hefdi i byrjun 6. aratugarins ordid fyrir
adur opekktri reynslu pegar hann stalst til ad aka eftir
éfullgerdri New Jersey hradbrautinni - N.J. Turnpike -
asamt nokkrum nemendum sinum vid Cooper Union,

Smith sagdi svo fra ad landslagid sem mastti beim a hrad-
brautinni hefdi verid fullkomlega tilblid. Beggja vegna
dékkrar brautarinnar, sem hlykkjadist eins og ljos- og
merkjalaus ormur eftir dldéttu landslaginu, gneefdu reyk-
hafar og turnar innan um verksmidjureyk og ljos i dllum
regnbogans litum. Poétt pessi tilbaningur geeti ekki talist
listreenn sagdi Smith ad hradbrautin og landslagid hefdu
haft meiri ahrif 4 sig en nokkurt listaverk. Hann uppgdtv-
adi ad til var veruleiki sem listin hafdi aldrei reynt ad tdlka.



SKUOLPTUR / SKULPTUR / SKULPTUR

Seinna segist Tony Smith hafa ordid vidlika snortinn af
yfirgefnum flugbrautum og storvirkjum i Evrépu; surrea-
lisku landslagi sem hafdi enga pydingu lengur og atti ser
enga sogulega hefd. Tilbiid landslag an hefdbundinnar
fyrirmyndar fangadi huga hans: | Nirberg sa hann
steyptan lekkvang med haum dtveggjum, turnum og
brefaldri prepar6d hatt | tveggja kilometra langri, sem gat
rimad tvaar milljénir manna.

Hversu hrifandi sem lysingar Smiths pykja ni voru paer
tuttugu arum a undan sinni tid. Pad var fyrst um 1870
sem bandarisk ,stormennska® nadi hamarki i listverk-
fraedilegum umhverfisverkum Roberts Smithsons, Richards
Serra, Michael Heizers og Walters de Maria. Pessir
listamenn brutu stundum undir sig marga hektara lands
og umbyltu storum svaedum svo landslagid tok stakka-
skiptum. | hépinn ma einnig beeta umhverfislistamanni
storborgarinnar, Gordon Matta-Clark, sem sagadi sig
gegnum heilu hisalengjurnar svo yfirgefin hybyli manna
opnudust skyndilega upp a gatt | hastarlegri, gegnsaerri
fjarvidd.

Pessi trillkarlalist® ath sér vissulega samsvorun |
Evropu. Pegar arid 1960 bjo svissneski hreyfilistamadur-
inn Jean Tinguely til risavél | gardi Mitimalistasafnsins i
New York, sem gekk sér il hudar med miklu brambolti.
Gagnsteett Matta-Clark, sem leitadist vid ad opna allt upp
4 gatt med herskarri sdgunartaekni sinni, reyndi Bdlgarinn
Christo ad dylja veruleikann med pvi ad pakka inn hvers-
dagshlutum, svo sem reidhjoli, sem hann valdi dr raun-
veruleikanum.

Arid 1968 pakkadi hann inn fyrstu byggingu sinni i
Spoleto 4 ltaliu. Ari sidar pakti hann um tveggja kilometra

langa spildu af astrolsku strandlengjunni sudaustan vid
Sidney-borg inn i rimlega 110 km® af plasti og kalladi
Wrapped Coast. Hapunktur pessarar prividu trollkarialist-
ar voru 7000 eikur Pjodverjans Josephs Beuys a
Documenta VIl i Kassel sumarid 1982, 7000 tilhaggnum
basaltstéplum var sturtad & flotina framan vid Fredrici-
anum. Fyrir hvern reistan stopul i borginni  skyldi
grodursetja eitt eikartré vid hlidina. Pad stéd 4 endum ad
buid var ad grédursetia sjo plsundustu eikina pegar
Documenta VIl var opnud1887.

Pessi tegund higgmyndalistar ber &ll merki pess homlu-
leysis sem einkennir karlmannlega paorf fyrir Otras, enda
bentu margir & karlrembingslegt svipmot hennar. | hépi
pessara nyju ,Egypta® voru faar konur. En hversu
ahugaverdar sem freudiskar forsendur pessarar ofurlistar
kunna ad vera, pjonadi staerdin ef fil vill peim einfalda
tilgangi ad draga athygli ,daufeygdra® ad listinni um leid
og ahrifamattur hennar og sjalfreedi voru kénnud. Hid
storskorna yfirbragd bar pé engan veginn med sér pann
sdgulausa og merkingarlausa ferskleik sem Tony Smith
hafdi vaenst pegar hann brunadi eftir hilfkaradri New
Jersey hradbrautinni. Enginn samilega upplystur ahorf-
andi gat umfliid pa hugsun ad umhverfilistin og hin
stadbundna héggmynd 7., 8. og 8. dratugarins veeru
allegoriur - umbreytt safntakn - reist a ristum forn egypsku
og forn-kélumbisku pyramidanna og forsogulegum stein-
aldarminjum Vestur-Evropu.

V. Eftirliking af tilbiningi
Haegt er ad skoda frelsun og takmarkaleysi hoggmyndar-
innar Ut fra gagnstadum forsendum tilbliningsins. Eins
og Marcel Duchamp - pegar hann valdi hlandskalina arid
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1917 sem listraenan tilblining - gerir listamadurinn ekki
annad en velja tilbdinn hlut og nyta hann - einan og sér
eda i tengslum vid annad - | dlikum tigangi en hinum
upprunalega. Pannig er pvi eins varid med tilbdninginn og
hinar fornu ristir. Hinn valdi, framleiddi hlutur er avallt
grunnurinn, sem ber uppi adra merkingu. Pannig er til-
buningurinn einnig allegoriskur - annar talsmat® - eins
griska hugtakid heitir 4 islensku.

Pad gildir einu hvort listamadurinn tengir tilbuninginn
dkvednu, taknrasnu markmidi eda leyfir honum ad halda
upprunalegri merkingu vegna bess ad hann hefur ein-
ungis ahuga & légun hans eda efnividi. Tilbdningur, sem
ordinn er eitthvad annad en til var stofnad a framleidslu-

stiginu, verdur &tid allegoriskur.

Til ad yfirvinna pessi 6vaentu takmork hafdi Andy Warhol
endaskipti a hlutunum and 1964. Hann bjo til raunsaejar
héggmyndir af tilbinum varningi med pvi ad silkiprykkja
navaemlega vorumerki og medfylgjandi upplysingar utan &
tilsagada trékubba. Pannig litu peir nakveemlega it eins
og aprentadir pappakassar utan af Brillo-stalull, niBur-
sodnum peruhelmingum frdé Del Monte og Kellogg's
kornflogu. 1.

Til ad arétta fidldaframleidsluna - og undirstrika ad hogg-
myndir sinar vaeru ekkl einstadar - stafladi Warhol upp
kossum" sinum svo peir litu Ut eins og raunverulegir
pappakassar a vorulager. En um leid verdur ad undir-
strika ismeygilegt raunszei Warhols: Par sem um tvdfalt
ferli var ad reeda tilblning og eftirlikingu, verdur ad telja
bad afar snjalla dkvordun af hans hélfu ad taka mid af
lagerkdssunum utan af hinum raunverulega séluvarningi
en lata sér ekki neegja eftirmynd af umbGdum sjalfrar

vorunnar. Med pvi ad fara eftir kassa utan um minni
kassa tokst honum ad arétta med taknreenum heetti ad
héggmyndir sinar vaeru byggdar a hreinni tvofeldni, p.e.
eftirlikingu af tilbiningi,

V1. Ut yfir takmérk velsaemis

Pad gleymist oft hve mikilveeg popplistin var fyrir préun
hoggmyndalistar sidustu aratuga. Ef til vill hneigjumst vid
til ad skoda poppid frd of préngu sjdnarhorni; sja pad
einungis sem yfirbordslegan aldarspegil an pess ad taka
eftir dypri merkingu pess. En ef staldrad er vid undir-
liggjandi proun listar eftir strid ma sjd hve arifamikid
myndmal poppsins hefur verid. Fra pvi pyski dadaistinn
Kurt Schwitters og skoski myndhoggvarinn Eduardo
Paolozzi skopu fyrstu verkin med poppkenndu myndmali
arid 1947, hefur stefnan runnid saman vid takmarka-
lausan fjdlda olikra liststrauma én pess ad glata einkenn-
um sinum.

Poppid tok ymislegt | arf fra slrrealisma og dadaisma
millistridsaranna, sem pad skiladi i umbreyttri mynd til
eftirstridsaranna. Gleymum ekki ad Bandarikjamadurinn
Robert Rauschenberg, sem dsamt tonskaldinu John
Cage var einn af frumkvédium gjérninganna og ny-dada-
ismans, var jafrframt brautrydjandi popplistarinnar | Banda-
rikjunum.

Landi hans Jasper Johns atti sinn patt | ad draga athygli
nitidarinnar ad Marcel Duchamp og endurvekja tilbin-
inginn sem grundvallarinntak i verkum sinum. Hdgg-
myndir Johns voru beinn undanfari hggmynda Warhals
og pad ad hann gerir framszeknu efni fullkomon skil, gerir
hann jafnframt beinskeytt teeming hans a marksaeknu
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inntaki hann ad  brautrydjanda
minimaliskrar - naumhugullar - myndhugsunar. Pa hefur
nylega verid bent 4 pad ad Bruce Nauman sé beinn
arftaki Johns hvad vardar tilvistarlega einangrun. Pad er
ekki adeins ad kaldranaleg tomhyggja einkenni afstodu
beggja heldur er hin tjad med rokvisi i sett vid Ludwig
Wittgenstein og likamlegri sundrun i anda Samuels
Becketts.

gerir jafnframt

Hinir eiginlegu popplistarmenn Andy Warhol og Claes
Oldenburg reru heldur ekki 4 neinu grunnszevi. Enda pott
beir vaeru mjog uppteknir af pvi ad skilgreina umhverfid
og tidarandann med glannalegum gervimidlum baru verk
beggja vott um djlpan skilning & listbroun eftirstrids-
aranna. | stad hinnar hofstilltu og fagudu auglysingataekni,
sem einkenndi hoggmyndir Warhols, tefidi Oldenburg i
byrjiun 7. dratugaring saman hrjifum og odhefludum
héggmyndum svo Or vard groteskt homluleysi i anda
Rabelais.

Samlikingin felst einkum | tvennu: dhuga Oldenburgs &
matviru sem myndefni - | uppakomukenndri samstillingu
sinni, Budin fra 1961, seldi hann fagurmalada matvéru Gr
plasti - med undirliggjandi fraudiskum - kynferdislegum -
aherslum, sem foru vaxandi | verkum hans. Pad eru
rustaleg karnival-einkennin i uppblasnum risahamborg-
urum hans, rjomaistoppum og dukkum a bord vid Mikka
mus, sem minna a Rabelais, Bruegel eldri og samfélags-
legar bokmenntakenningar Baktins.

Pad er einnig i dadakenndri popplist Oldenburgs sem sja
ma tengslin vid evropskt Fluxus og hvers konar hraa
framleidsiulist. Hann stéd i raun bysna naerri Svisslend-
ingunum Daniel Spoerri og Dieter Roth. Pa vottadi italski
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listamadurinn Michelangelo Pistoletto Oldenburg virdingu
arid 1965 med pvi ad méla méalverk af eldavélinni hans
hladinni gémsastum kjdtréttum. EF til vill veeri ekki Or veqgi
ad Ikja pessari tegund hoggmyndalistar vid hid
kvenlega®, sem grefur undan hinu storbrotna og mikil-
fenglega med pvi ad hafa endaskipti 4 dllu vidteknu
gildismati.

VII. Nidurlag
Pad er einmitt freistandi ad nema stadar vid kvenlegar®,
kynferdislegar matargerdarhoggmyndir Claes Oldenburgs
bvi peer eru svo rikar af peim ohemjuskap og takmarka-
leysi, sem einkennir borgarlif notidarinnar, Pott tilrauna-
glodustu myndhoggvarar okkar - svokalladir nylistamenn -
hafi pegar skilid kéllun sina um midjan 7. aratuginn og
haldid & lofti merki pessarar nyju umturnunarlistar var
islenska neyslu- og penslusamfélagid enn i startholunum.

Ni, pegar vid skodum okkur um i gardi islenskrar hogg-
myndalistar, sjdum vid ad enn er verid ad vinna Ur
meginstraumum hinnar frjdlsu og takmarkalausu hdgg-
myndalistar: Peirri karlmannlegu®, sem byggist & stor-
taekri, verkirsedilegri afstodu til efnis og lGgunar, peirr
hermikenndu, sem einkum hvilir a tilbuningi - Readymades
- eda eftirlikingum af tilbaningi; peirri tilvistarkenndu, sem
beinir kaldhémrudum sjénum z oftar ad kvalafulln einang-
run og sundrun salar og llkama; og peirri kvenlegu®,
sem, eins og kjotkvedjuhatid,00 byggir & umturnun allra
vidtekinna gilda.

Pé eru menn bednir um ad athuga ad pessir fjorir megin-
straumar geta blandast med dliklegasta heetti eins og
hofudskepnurnar og attirnar figrar: ,Hann getur blasid af
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sudvestri eda nordaustri, og rignt eldi og brennisteini ef
sa gallinn er & ‘'onum.” Pannig er pad einnig med islenska
hdggmyndalist sidustu ara. Pott meginlinur hennar séu ef
til vill audgreinanlegur nytur hin pess frelsis og takmarka-
leysis, sem einkennir margraeda samtid hennar.

Helstu haimiidir:

Michasl Fried: ,Art and Objecthood”, Artforum VI10, jini 1967,
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Artforum X3, ndvembear 1973,

Craig Owens: L'smpulson allégongue: vers une théone du post-modemesme®,
Oxctober, ne. 12, vorill 1980 {irtnsk piding Frédénc Lemonnier og Vironique
Wimsinger).
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HALLDOR BIORN RUNOLFSSON:

SCULPTURE IN AN AGE
WITHOUT LIMITATIONS

l. In step with the urban pattern

One of the immediate aspects of contemporary sculpture
that needs to be addressed is its diversity of construc-
tion. In this respect we can distinguish the contemporary
period very sharply from the modern age which as a rule
tended to confine sculptural diversity strictly to the formal
realm. At least, it was not allowed to break free from the
framework of artistic classification. Today, however, it
hardly seems to have any limitations, so infinite is its
scope. Sometimes the content of sculpture seems to im-
ply just such an artist's dream of being absolutely free
from all imitations, and the viewer's reciprocal wish for
an unrestricted supply of visual stimuli.

Admittedly, such a dream would be compatible with life
outside art. Almost imperceptibly, the formal framewark
of social communication has been yielding everywhere to
divisive forces. We only need to look at contemporary ur-
ban life and compare it with modern western urban life
between the wars — to say nothing of before 1914.

There is nothing unusual today about city-dwellers who
do not know their next-door neighbours, even less so
people in other parts of town. Nor is there anything to
prevent people from living in one community and working
in another. Schools are no longer built on a rigid struc-
ture of classes except up to a certain age. In contempo-
rary secondary schools, teachers and pupils are free and
mobile units, only meeting within the walls of the educa-
tional establishment for a fraction of the day. Personal
acquaintances, even intimate ones, are increasingly the
product of chance, since people carve out much wider

and more arbitrary niches for themselves than before. Of
all nations in Europe, the |celanders admittedly stay most
firmly put. They tend to move to new places much less
than other western nations, In this respect the Icelanders
are more traditional than is the norm. All the same,
lceland's social structure has changed radically in recent
decades.

The urban form itself has been revolutionized. Instead of
a strongly moulded city centre with straight, broad
streets, dignified institutes, impressive squares and
planned ornamental parks, a much more complex and
puzzling urban plan has appeared. The noble perspective
effect of classical cities with their smooth and uniform
street patterns has given way to a random jungle in
which different forms are jumbled up with materials of
distinguishable types. The traditional circular pattern with
a city centre surrounded by a tightly knit belt of suburbs
has yielded to the formation of sporadic cores with un-
used open spaces which separate loosely joined sleep-
ing towns and are intersected by industrial parks and
commercial and business quarters. Widespread car
ownership has promoted the expansion of modern cities
in all directions.

The Greater Reykjavik Area is the best example of the for-
mal lack of limitations outlined above. The environment —
the setting for people's daily lives — obviously leaves its
imprint upon sculpture like everything else. In and around
lceland's capital there is more than just a dispute about
the location of the city centre itself, in the old or new parts
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of town, because the whole area is adrift. As early as the
beginning of WWII, the airport built by occupying British
forces in Vatnsmyri prevented Reykjavik from assuming a
normal circular development or being directly linked to
Kopavogur and surrounding districts by a bridge. The
city's unlimited and disorganized expansion in all direc-
tions can probably be traced to the building of Reykjavik
Airport. Nonetheless, it should be remembered that the
airport was also the first true modern urban development
project in Reykjavik. Or was it? Just previously, the first
hot water tanks, precursors of the Perlan restaurant
dome, had been built on the top of Oskjuhlid hill.

Il. Shape instead of form
It seems to be the fate of sculpture to follow closely all
fundamental changes that take place in our environment.
Urban Iceland has been the most important reference
point, at least in recent decades. Contemporary sculp-
ture is a cultural phenomenon rather than a human one.
Its mainstays are constructional material of various sorts,
receptacles such as transportation containers, and
readymades. It is a long time now since we took the ir-
revocable step which many poets described nostalgically
as a strange and terrifying intrusion into the tranquil exis-
tence of a timeless rural idyll.

However, it would be wrong to see this as a step back-
wards. We should not forget that technological develop-
ment in lceland has gone hand-in-hand with the growth
in coastal fishing communities. There is nothing to sug-
gest that the mechanical age has not been welcomed by
the large majority of lcelanders, even if its consequence
was that fishing towns and villages tore increasing num-

bers of people away from the bosom of nature. Villages
created a new type of fertile landscape for artists, not
least those who engaged in concrete three-dimensionali-
ty. Heaps of scrap iron flourished at the main areas of
economic activity. At the same time, the industrial land-
scape of freezing plants and shipyards began to have an
impact on the aesthetic sensibility of people who were
brought up in their vicinity.

The more that sculpture reflected the cultural environ-
ment of the city and towns, the more it became dis-
tanced from the physical criteria that characterized earli-
er modern art. Shunning the grand forms of nature,
anatomy and the contours of the land, it began to identify
itself with the plain and cold cultural landscape of metal-
work and mechanical engineering. Regrettable as this
may be to aesthetes of the old school, it is by no means
as miserable in real terms. Art lost little even if it did
move away from nature. Instead of the artist's mono-
logue with the flow of forms and archetypal forces of na-
ture — whose only possible answer, anyway, is a hollow
echo — cultural art acquired a social value as a medium
for fertile communication.

A case in point is literature, which took on a pioneering
role as a bourgeois medium long before the visual arts.
There is nothing to show that literature spawned by so-
cial communication in towns and cities is in any way infe-
rior to that based on monologues with nature or descrip-
tions of its meaningless wonders.

By abandoning its reference to human anatomy and na-
ture, sculpture has also lost its formal digressions.
Composition in modern art before the mid sixties, which
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was typically based on the varyingly complex interaction
of different formal elements within a single whole, gave
way to standardized construction. The simplest basic
forms replaced conscious stylization. In their place came
straightforward shapes such as cubes and circles. This
development went hand-in-hand with the standardization
of basic forms in craft and industry. Stylization no longer
had anything new to say. It could even have a superficial
and superfluous effect, like barogue decor. Around
1970, formal complexities within individual material totali-
ties such as sculpture had lost all their purposeful content.

lll, Outside the artistic showcase

It is necessary to pause at the important changes which
took place in international art at the beginning of the six-
ties, when the centuries-long distinction between sculp-
ture and other crafts was finally overcome. With the loss
of its formal and material identity, the wall surrounding
sculpture collapsed and it opened in all directions. It es-
caped from the artistic cage which for so long had pro-
tected it from other crafts. At the same time, sculpture
faced the threat of vanishing completely into a conven-
tional production process — of being eaten up like any
other ornamental bird by the wild beasts of the real world
outside the showcase of art.

Painting is also worth pausing to consider in this light.
The reason for the crisis in postwar painting, which also
began in the early sixties, was not least the fact that, un-
like sculpture, it has remained firmly within the showcase
of art. Painting cannot dissemble by donning the garb of
ordinary industrial production. It has no choice but to be
consistent to itself. Yet this is not enough, because by

being consistent, the painting resembles nothing but it-
self. It is enclosed in its own world as a rectangular dec-
oration on a wall,

Art cannot be excused by the fact that the contemporary
age refuses to take plain, empty decoration seriously. For
as long as it has to struggle to demonstrate greater merits
than mere decorational value — and while other two-di-
mensional media do not replace it — creative painting will
be on the defensive in the contemporary age. The way
sculpture has developed in recent decades appears to
confirm outright that art is unable to live an independent
existence in Western society. It is doomed to live as a
parasite, a second-rate by-product of various types of ap-
plied technology and industrial production. This perhaps
explains the zeal shown by many artists for all manner of
innovation and invention. To move along they have to em-
ulate Ben Turpin in his silent movies, sitting cross-eyed in
their go-karts and holding a magnet, waiting to latch on to
the next vehicle that passes them by.

But hasn't this always been the case with so-called free
art? Has it ever enjoyed the right to exist on its own mer-
its? Hasn't it always been forced to prove its practical
value as religious or political decoration, or as a surro-
gate for gold bullion in a millionaire’s bank vault? Are
Kant's speculations about the disinterestedness of art
nothing more than naive and subjective guesswork?

In contrast to the interpretative arts with their soporific
power of inducing relaxation — their therapeutic value is
even recognized, with Mozart's music even sometimes
supplanting drug treatment — the creative arts are wide-
ly considered to be disturbing or downright oppressive.
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People who view the creative arts, or rather, who are
subjected to them, often feel that information is being in-
sinuated at them in artistic guise which might deprive
them of a certain blissful innocence.

This sensation is difficult to describe. Perhaps it is not
dissimilar to the way people tire of “negative” news and
yearn to hear positive news instead. But in order to instil
such a sensation, a work of art does not need to contain
propaganda or direct informational value. All it takes is to
be in the path of the viewer like a Kafkaesque object that
undermines the reliability of his perceptive experience.
What the regular exhibition-goer finds upsetting is being
unable to relate a work of art to his own experience of re-
ality. In response he feels forced to question the artist's
merit, or acknowledge the limitations of his own percep-
tion. Most people opt for the former choice.

In such cases paintings are usually gentler. Whatever
their construction or appearance, they still possess the
grand aesthetic values: beauty within the limits of the
artistic. This is certainly a drawback in a world that takes
the representation of beauty for the actual content, and
one’s own admiration of a work of art for a yardstick of
artistic insight. The major drawback of paintings is that
they are always framed — fenced off — from reality. The
viewer can be certain that the painting is fiction which
will stay put on the wall and not invade his real territory.

Armed with this certainty, most people enjoy art as a
passing visual aftraction, its effect no profounder than
watered-down wine or a picture in a glossy magazine.
When this state is reached, it is questionable which has
the greater effect when the exhibition is opened: the art
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itself or the glass of wine with its added advantage that it
can be sipped at in league with influential local worthies,

While the painting is like a captive bird, sculpture is in
ascendancy, learning the first motions of flight outside
the cage. The walls separating art from other human ac-
tions appear to have collapsed in the wake of this “libera-
tion." Artistic beauty in contemporary sculpture has been
superseded by various new effects. Art can now slip in
and out everywhere, like water through an open sluice.
Admittedly it has no firm land to stand on, but can always
find a niche for itself, even in such remote areas as lin-
guistics and law. Whether sculpture's new position will
remain permanent is just as uncertain as whether the
painting will seize the initiative once again.

IV, Size and dimension without limitation
Sculpture was remarkably quick to gain ascendancy in
the sixties. But as always when walls collapse to reveal
endless possibilities, art has trouble in holding itself back.
It did not take long, for example, for sculptors to began
tackling works on the scale familiar from civil engineering.

The American sculptor Tony Smith, for instance, de-
scribed the experience he discovered in the early fifties
when he took a sneak ride down the unfinished New
Jersey turnpike with some of his students from Cooper
Union.

Smith described the landscape which they encountered
on the turnpike as completely readymade. On both sides
of the dark road which curved like a light and unmarked
snake along the undulating landscape, stacks and tow-
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ers stood up above fumes and coloured light. Even
though this landscape was artificial it could not be called
a work of art. Smith said that the turnpike and landscape
did something for him that art had never done. He dis-
covered the existence of a reality there that had not had
any expression in art.

Later, Tony Smith describes how he was equally moved
by abandoned airstrips and abandoned works in Europe:
surrealist landscapes that had nothing to do with any
function, created worlds without tradition. The ready-
made landscape without cultural precedent began to
dawn on him. In Nuremberg he saw a drill ground which
could accommodate two million people, with high em-
bankments, towers and a concreted approach three
steps one above the other, stretching for a mile or so.

Aftractive as Smith’s descriptions sound today, they
were twenty years ahead of their time. It was not until
1970 that the American megalith reached its climax in
the engineered environmental art works of Robert
Smithson, Richard Serra, Michael Heizer and Walter de
Maria. These artists sometimes spread themselves over
many hectares of land and transformed large areas to
mutate the landscape. To this group may also be added
Gordon Matta-Clark, who sawed his way through whole
rows of houses to leave the abandoned dwellings sud-
denly gaping open in a harsh, transparent perspective.

This megalithic art had a definite counterpart in Europe.
As early as 1960, the Swiss kinetic artist Jean Tinguely
installed a gigantic machine in the park of the New York
Museum of Modern Art, which wore itself out with a
mighty crash. Unlike Matta-Clark, who strove to throw
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everything wide open with his militant sawing, the
Bulgarian Christo attempted to hide reality by wrapping
up everyday objects such as bicycles which he chose
from the real world.

In 1968 he wrapped up his first building, in Spolete in
Italy. A year later he covered a two-kilometre strip of
beach southeast of Sydney, Australia, with more than
110 km?® of plastic, and called it Wrapped Coast. The cli-
max of megalithic art was the 7000 Oaks by the German
Joseph Beuy at Documenta VIl in Kassel in the summer
of 1982. This involved tipping out 7,000 basalt columns
outside the Fredricianum; for each one to be set up in
the city, an oak was to be planted beside it. In the end,
seven thousand oaks had been planted when
Documenta VI opened in 1987,

This type of sculpture shows all the signs of the total lack
of restraint which typifies macho aggression, and its
male chauvinistic character was widely pointed out.
There were few women among these new “Egyptians.”
Interesting as the Freudian basis of megalithic art may
be, its scale served the simple purpose of drawing the
attention of “short-sighted” people towards art, while
also exploring its impact and autonomy. The vast design
of these works, however, by no means embodied the tra-
ditionless and functionless fresh quality sought by Tony
Smith when he sped down the half-completed New
Jersey turnpike. No reasonably informed viewer could
avoid the thought that environmental art and the localized
sculptures of the sixties, seventies and eighties were alle-
gories, transformed collective images, built on the ruins
of ancient Egyptian and pre-Columbian pyramids and
prehistoric stone age relics of Western Europe.
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V. Imitations of readymade

The liberation and limitlessness of sculpture can be exam-
ined in the light of the contrasting principles behind ready-
made. Like Marcel Duchamp when he selected a urinal in
1917 as a work of art, all the artist does is to choose a
readymade object and make use of it — alone or in rela-
tion to something else — for something other than its
original purpose. The same principle is at work in ready-
macde as in ancient ruins. The trouvé manufactured object
is always the foundation on which another meaning rests.
Readymade is therefore also allegorical, a “different way
of speaking,” as this word means etymologically.

It does not matter whether the artist associates ready-
made with a definite symbolic aim or allows it to retain its
original meaning, because he is only interested in its
shape or material. Readymade which has become some-
thing other than intended at the manufacturing stage will
always be allegorical.

To overcome these unexpected limitations, Andy Warhol
reversed the terms in 19684, He created realistic sculp-
tures from readymade objects by printing exact copies of
brand names and relevant product information onto sawn
wooden blocks. They looked exactly the same as the
printed cardboard boxes containing Brillo pads, Del
Monte pear halves and Kellogg's cornflakes.

To highlight their mass production — and to underline
that his sculptures were not unique — Warhal stacked
his “boxes” to make them look just like real cardboard
cartons in a warehouse. But at the same time we must
point out Warhol's insinuating realism: in this double
process of readymade and imitation, it was a very clever

decision on his part to base the work on the cartons
which contain the real merchandise instead of making do
with an imitation of their packaging itself. By imitating a
carton enclosing smaller packaging, he succeeded in
highlighting symbolically that his sculptures were based
on pure dualism: imitation of readymade.

VI. Beyond the bounds of decorum
The importance of Pop Art for the development of sculp-
ture in recent decades is often forgotten. Perhaps we
tend to see Pop from too narrow an angle, as a mere su-
perficial reflection of its age instead of noticing its deeper
meaning. But a look at the underlying development of
postwar art shows how influential the pictorial language
of Pop has been. Ever since the German Dadaist Kurt
Schwitters and Scottish sculptor Eduardo Paolozzi creat-
ed the first works with a Pop pictorial language in 1947,
this movement has merged with countless others without

losing its charactenstics.

Pop inherited various elements from the Surrealism and
Dadaism of between the wars, and passed them on re-
processed in the postwar period. We should not forget that
the American Robert Rauschenberg, who along with com-
poser John Cage was one of the fathers of Performance
and Neo-Dadaism, was also a pioneer of Pop in the USA.

His compatriot Jasper Johns played some part in draw-
ing contemporary attention to Marcel Duchamp and rein-
stating the readymade as a fundamental concept of his
works. Johns' sculptures were the direct predecessor of
those by Warhol, and his determined exhaustion of pur-
poseful content also makes him a pioneer of Minimalist
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ideas. Bruce Nauman has recently been identified as the
direct descendant of lohns in terms of existential isola-
tion. Cold nihilism is not the only characteristic that their
viewpoints share, for this is also expressed with a logic
akin to Ludwig Wittgenstein and physical alienation in the
spirit of Samue! Beckett.

Nor did the true Pop artists, Andy Warhol and Claes
Oldenburg, tread shallow water. Although heavily preoc-
cupied with defining the environment and spirit of their
age through loud artificial media, the works of both testify
to a profound understanding of postwar artistic develop-
ment. Instead of the quiet and polished advertising tech-
niques that typified Warhol's works, Oldenburg juxta-
posed rough, coarse sculptures in the early sixties to cre-
ate a grotesque riot in the spirt of Rabelais.

The similarity lies in two main areas: Oldenburg'’s interest
in food as an artistic subject — in his boisterous arrange-
ment The Store from 1961 he sold beautifully painted
foods made from plastic — and the underlying Freudian
sexual emphases, which became increasingly prominent
in his works. There are boorish carnival features in his gi-
gantic blow-up hamburgers, ice cream cornets and dolls
such as Mickey Mouse, which recall Rabelais, the elder
Brueghel and Baktin's social theories of literature.

Oldenburg's Dadaistic Pop art also shows an affinity to
Fluxus in Europe and all manner of manufactured art. In
fact he was very close to Daniel Spoerri and Dieter Roth
from Switzerland. The Italian Michelangelo Pistoletto also
paid fribute to Oldenburg in 1965 by painting his cooker
covered with mouth-watering meat dishes. Perhaps it
would be appropriate to compare this branch of sculp-
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ture with the “feminine” elements which undermine the
gigantic and megalithic by reversing accepted values.

VIl Conclusion

Claes Oldenburg's "feminine” sexual food sculptures are
a tempting place to stop, since they abound in the ex-
cess and limitlessness that characterizes contemporary
urban life. Although the most experimental lcelandic
sculptors, the “New Artists," had already realized their
vocation in the mid-sixties and championed this new rev-
olutionizing art, the modern Icelandic society of con-
sumerism and endless material expansion was still only
beginning to get off the ground.

Looking around lcelandic sculpture today, we see that
the mainstream of free, unlimited sculpture is still being
developed: the *macho,” based on a megalithic and engi-
neered attitude to material and shape; the imitative,
largely resting on readymades or imitations of them; the
existential, with its finely honed focus increasingly turned
towards the painful isolation and alienation of soul and
body; and the “feminine,” which like the carnival is based
on overturning all accepted values.

All the same, it should be noted that these four main-
streams can merge in the unlikeliest of ways, just like the
archetypal elements and directions of the compass: “The
wind can blow from the southwest or northeast, and it
can rain fire and brimstone if the fancy takes it." This is
also true of lcelandic sculpture in recent years. Although
its main outlines may be easy to read, it enjoys the free-
dom and absence of limitation that is characteristic of the
complex contemporary age.
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- OLAFUR GISLASON:

FRA KJARVALSSTODUM TIL RIACE
[ leit a3 meelikvarda til skilnings & rymislist samtimans
I

Pegar ég var nyjlega ad pvi spurdur hver veeri eftirminni-
ibgmh'upplifun min af rymislist & sidari arum, kom mer i
hug s4 atburdur er ég fékk taekifeeri til ad sjé brons-
myndimar fra Riace, sem syndar voru i fyrsta skipti i
Flérens & midjum sidasta dratug, eftir ad peer hofdu legid
[ alt ad 2500 ar & sjavarbotni undan strénd baejarins
Riace Marina | Kalabriu. Myndir pessar, sem syna tvo
nakta, griska hermenn, eru fra upphafi hins klassiska
timabils i sbgu griskrar menningar (um 500 f. Kr.), og
bera med sér svipmdt hinnar grisku hetjusogu, sem
endurspeglar pad hamingjusama jafnveegi manns og
nattiru er rikti @ Olymposfialli i 4rdaga, pegar hinir grisku
gudlic hofdu unnid sigur & risum, titinum og &drum
fordsedum hinna illskeyttu nattiruafla i frumbernsku
griskrar godafreedi og sdgu.

Pessir noktu, grisku hermenn hafa fullkominn likamsvoxt
m eru algjorlega afslappadir og i andlegu og likamlegu
afnveegi. Likamar peirra eru motadir af nakvaemn pekk-
4 byggingu mannslikamans, par sem hverju sma-
i er komid fil skila, ekki sist i skeggjudum andlitum
: ng sidhrokknu héri, par sem hvita augnanna og
ar varimar skera sig ur hinum spanskgraena
Um:l'r gléttri hddinni sést sums stadar djarfa fyrir
i slagaedanna, briostvodvarnir eru avalir og stinnir,
srinn mjikur og sléttur og fagurlega métadur limurinn
Peir kreppa badir vinstri olnboga og rétta fram
gginn, sem hefur bersynilega haldid skildi, sem nu
t horfinn, en haegri héndin fellur afsldppud nidur med
m, Annar peirra vir8ist hafa haft spjot | haegri
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sami hefur einnig misst annad augad, pannig ad i stad
augnhvitunnar er nd gat inn i holan hausinn, umlukid fagur-
motadn umgjord augans. Ad 6dru leyti eru pessar stytiur
dtrilega vel vardveittar, nema hvad pser standa i bera
feeturna & tilbdnum stopli: undirstadan er horfin og par
med upprunaleg, innbyrdis afstada peirra i ryminu. Brons-
mennirnir standa badir | haegri fétinn & medan sa vinstr
er afslappadur og eilitid beygdur um hnjalidinn, og yfir
peim hvilir sjélfséryggi og reisn, sem er fagset en po
fullkomlega mannleg. Peir eru um 2 metrar a haed, og a-
ferdin 4 eimum er fagurgraen og glansandi eftir vandlega
vidgerd og ljosid og birtan taka breytingum i takt vid full-
komin likamsformin pegar madur gengur umhverfis stytt-
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urnar, sem greinilega eru gerdar til pess ad standa
saman & bersvadi. Annar hermadurinn horfir djarfur og
opinn fram og upp & vid, a medan hinn beinir sjonum
sinum fram og nidur & vid eins og hann sé meira inni i
sjalfum sér. Neervera peirra er svo sterk ad hin gefur
ryminu umhverfis nytt vidmid og nyja merkingu.

Stytturnar fundust a sjavarbotni and 1972, og eru einn
merkasti fornleifafundur sidari tima i Evropu. Peer eru ni
vardveittar 4 fornminjasafni i borginni Reggio Calabria,
sydst 4 Italiuskaganum, | namunda vid fundarstadinn.

I
Pvi er petta stefnumét mitt vid pessa forngrisku hermenn
rifjad upp hér, ad pad getur varpad forvitnilegu ljosi & vid-
fangsefni pessarar samantektar, sem er islensk rymislist
sidasta aratugar, eins og hin birtist hja yngstu kynslod
islenskra listamanna. | pessu langsétta, sogulega samhengi
og ur pessari fiarlaegd vakna ymsar forvitnilegar spurningar:

* Hvada forsendur héfum vid til ad skilja pessa 2500 ara
gomlu, grisku rymislist, og ad hvada leyti er skilningur
okkar frabrugdinn skilningi héfundarins og samtima-
manna hans?

* Hvada augum myndi héfundur bronsmyndanna fra
Riace lita pessa yfirlitssyningu a islenskri rymislist frd
sidasta aratug 20. aldar, sem hér er haldin i Listasafmi
Reykjavikur? Hefdi hann einhverjar forsendur til ad skilia
pad sem par er ad sja?
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* A sl rymislist, sem ni er synd i Listasafni Reykjavikur,
eitthvad sameiginlegt med pessum grisku bronsmyndum,
eda er um fullkomlega oskyld fyrirbeeri ad reeda i einu og
ollu?

* Leggjum vid ad einhverju leyti sambzerilega meelikvarda
a rymislist samtimans og rymislist fornaldar, og ef svo er,
hverjar eru pa hinar sameiginlegu forsendur? * Ef ekki, er
ba ekkert samhengi i listasdgunni, eda hefur pad endan-
lega verid rofid?

Spurningar eins og bessar eru yfirgripsmeiri en svo, ad
peim verdi svarad til nokkurrar hlitar | pessari samantekt,
Engu ad sidur varda paer grundvallarforsendur pess vid-
fangsefnis, sem mer er setlad ad gera skil. En pad er
spurningin um pann maelikvarda og peer forsendur sem
vid notum, pegar vid leggjum mat a gildi og merkingu
pess fjdlbreytilega vidfangsefnis, sem er rymislist i fortid
og natio,

1l

Ef ég =otti ad reyna ad lysa upplifun minni af stefrumdtinu
vid hermennina fra Riace, pa yrdi pad floknara en svo, ad
um vaeri ad reeda einskaer hughrif. Pau eru hins vegar
fyrsta stig pessa stefnumots: pad ad upplifa sjdlfan sig
skyndilega i pessum nokiu ofurmennum og délast pannig
einhverja oumraedilega hlutdeild i einhverjum altaeekum og
oraedum veruleika, sem er i raun handan hins apreifanlega
og efnislega hlutar, Slikt algleymi er pad sem stundum er
kallad listnautn. Eitthvad alka og ad fara i sturtu: vid
finnum seelubrollinn medan vatnid rennur um likamann, en
svo er pad buid.
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Hvers vegna vakti sturtubadid pennan szeluhroll og petta
algleymi? Slikri spurningu verdur ekki svarad med fros-
um um fullkomid form* eda hlutlausa fullnegju” eda
gitthvad padan af verra. Hrollurinn er forbodi sem kallar a
frekari Grvinnslu eda krufningu, og suU krufning vardar
beedi skilning og snertingu og tekur jafnframt til innihalds
og merkingar. Han vardar einnig beedi tilfinningalegar og
bekkingarlegar/sogulegar forsendur bess er skodar
verkid. Hdn vardar lika (fateklega) pekkingu okkar og
skilning a grisku samfélagi fyrir 2500 arum.

Pyski heimspekingurinn Theodor W. Adorno hefur sagt
ad list fortidarinnar hijoti avallt ad vera okkur torskildari,
pvi eldri sem hin er, par sem reynslan er liggi a bak vid
hana sé okkur flarleegari. Hid audskilianlega, sem okkur
finnst vid oft sja i list fortidarinnar, sé blekking, og pessi
blekking sé jafnframt fyrsta og helsta hindrunin i vegi fyrir
raunverulegum skilningi okkar a list fortidarinnar. Hins
vegar hlidti si reynsla, sem liggi ad baki innihaldsrikri
samtimalist, ad vera okkur baedi neerteskari og audskild-
ari. ,Ofgafyllstu dgranir og framandleiki sem finna ma i
samtimalistinni ... standa okkur neer en gomul list, sem
okkur virdist einungis neerteek vegna sdgulegrar hiut-
gervingar. *')

Eftir pvi sem ég hugleiddi bronsmennina fra Riace lengur,
fannst mér ég eignast hlutdeild i tilveru, sem var mer i
raun pvi meiri radgata, peim mun meir sem ég reyndi ad
nalgast hana. Eg fann ad skilningur minn & blygdunar-
lausri nekt pessara fturvoxnu hermanna var merktur af
arfborinni, kynferdislegn beelingu og undirgefni, sem
okkar kristni menningararfur er fullur af. Hrifning min var
blandin illa medvitudum fortidartrega, er beindist ad sam-
félagi sem ég pekkti ekki af eigin reynslu, pétt slik reynsla

veeri ad ollum likindum falin i erfdavisum og omedvitadri
minningu likamans. Tregi yfir horfinni paradis, sem ég hef
i rauninni aldrei pekkt, en kannski latid mig dreyma um.
En jafnframt fann ég i koldu augnatilliti hermannanna eitt-
hvert sjalfsoryggi, sem var allt ad pvi ognvekjandi og
valdbodslegt, enda pétt vald peirra veeri greinilega af
6drum toga en peim sem sja ma i nyklassiskum hetju-
myndum sidari tima, til deemis frd timum fasismans i
Evrépu (sbr. stytturnar af ipréttahetjununum umhverfis
Olympiuleikvanginn i Rom, sem reistur var & dogum
Mussdlinis.) Hér var ekki um hefdbundna, ofbeldissefjun
ad raeda, heldur folst | bessu sjalfsdrygai eitthvert vald yfir
nattirunni og nattirudflunum, sem verkadi sem upp-
hafning yfir hid einstaklingsbundna og tilkall til hinnar
algildu mannsmyndar sem var ognvekjandi og hrifandi i
senn.

Hefdi ég pekkt af eigin reynslu pann veruleika , sem
bessar bronsmyndir eru sprottnar af, hefdi ég pa ekki
brugdist vid peim med odrum heetti? Hefdi ég kannski
gagnrynt hofundinn fyrir ad taka undir pa karlaupphafn-
ingu og kvennakdgun, sem landlaeg veeri | pjodfelaginu?
Hefdi ég kannski gagnrynt hann fyrir ad horfa framhja
peirri praelkun og pvi ofbeldi, sem veeri daglegt hlutskipti
stors hluta pjédarinnar? Eda hefdi ég kannski gagnrynt
hann fyrir sidspillandi myndlist er hofdadi til holdlegrar
muntdar & kostnad andlegra dyggda og meinlztis?

Hversu dralangt hlaut ég ad vera fra skilningi lista-
smidsins, sem steypti pessar myndir i brons fyrir 2500
arum!

Fyrir honum hafa myndirnar gegnt dkvednu hlutverki i
hinni grisku polis eda borg, hlutverki sem var baedi sogu-
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legt og samfélagslegt og skilyrti beedi merkingu og form.
Pad ber vott um snilld smidsins ad verkid skuli vera okkur
ograndi radgata 25600 arum sidar. Radgata sem kallar &
skilning, an pess ad gefa minnstu von um endanlegt svar.

v

Imyndum okkur nii ad okkur teekist ad vekja pennan 6-
kunna listasmid af 2500 dra svefni sinum og leida hann
inn i Listasafn Reykjavikur ad Kjarvalsstédum, Reynum ad
setja okkur i spor hans og imynda okkur upplifun hans af
bessan syningu. Myndi hann upplifa pad 6grandi sturtu-
bad og pann szlubroll sem ég fann til | Flérens fordum
daga? Myndi hrollurinn duga honum til frekari hugleidsiu
og krufningar a reynslu sinni og tilefni hennar?

Vid vitum ad pessi madur hefur yfirburda taeknipekkingu &
rymislist og byr yfir formskyni sem tekur flestu fram er
sest hefur hér a landi. Trilega er petta einnig hogvaer
madur og litillatur, sem litur & sjalfan sig sem fagmann er
hafi hlidsteedu hlutverki ad gegna og hisasmidurinn,
pipulagningameistarinn, skdsmidurinn og klaedskerinn: ad
smida hluti er sameini nytsemd, fegurd og merkingu. |
Grikklandi til forna voru myndlistarmenn ekki settir 4 bekk

med heimspekingum, fraedimonnum og skaldum er stérf-
udu ad  hinum frjdlsu listum®. Peir voru fyrst og sidast
handverksmenn sem unnu verk sitt af peirri list, sem
sérhvert vidfangsefni krafdist til bess ad geta fullnzegt &-
kvednu hlutverki og midlad akvedinni, samfélagslegn
merkingu og reynslu.

Pegar listasmidurinn fré Riace ndlgast Kjarvalsstadi spyr
hann sjalfan sig trilega fyrst af Gllu hvada hlutverki petta
lagreista his gegni. Og vid blasir strax ad pad er ekki
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med 6llu frabrugdid grisku hofi, pdtt inngangurinn se
6hefdbundinn. Hann veitir fanum lydveldisins og héfud-
borgarinnar athygli, par sem peir blakta vid hdn & haum
stongum i blaum, hvitum og raudum litum, og hann stikar
yfir graenar pufur Finnu B. Steinsson, sem vaxa upp ur
stéttinni fyrir framan husid. Hann gengur framhja ryd-
brenndum stalplotum  Steinunnar Porarinsdottur | for-
gardinum og stadnaemist i Vestursalnum andspaenis vin-
raudu rymi og pappirsformum Svévu Bjérnsdéttur. Par
feer hann fyrstu stadfestingu & grun sinum og telur nd
spurninguna einungis snuast um pad hvada gudi eda
gudum petta hof sé helgad. Vinur okkar myndi ekki skilja
hugtakid safn, eda tilgang pess ad safna saman verkum
er ekki hefdu heildsteeda, triarlega eda pekkingarlega
merkingu og hlutverk, og tengdust dkvednu ritiali eda
helgiathéfn. Hann reynir ad imynda sér pzer truarathafnir,
sem hér fara fram og pau triarbrogd er liggi hofinu til
grundvallar. Hvert er hlutverk prestanna | pessu husi,
hvar er stadur safnadarins, hvar innsti helgidomurinn og
hvar biétstallurinn? Ut fra verkum Svovu Bjormsdottur
myndi hann rekja raudan prad i gegnum kapellu Stein-
grims Eyfibrds med sinum rauda krossi, i gegnum
slokkvilidsstod Porvalds Porsteinssonar ad brenndu
hraungryti Halldors Asgeirssonar, sem stendur a blétstalli
i gardinum eins og endanleg sénnun pess, ad triarbrogdin
sem idkud eru | pessu hisi tengist eldinum naid. Ut fra
bessari nidurstédu myndi hann sidan skoda helgidémana
i glerskap Gudrinar Hrannar, velta fyrir sér undarlegri
uppsetningu & helgiritum Astu Olafsdéttur og komast ad
beirri nidurstédu ad hvitur kassi Olafs S. Gislasonar med
malaratrénunum umhverfis vaen, ef ekki blotstallur, pa &llu
heldur imynd sedsta gudsins. Hvitur litur hans geeti bent
til vatnsins i frosnu formi pess, enda kenni hinir innfaeddu
sjalfa sig og land sitt vid is. Hann veltir sidan vongum yfir

merkingu triarlegra takna i verkum Kristins Hrafnssonar
og hlutverki sésukdnnu Onnu Lindal i triarathofninni.
Svargreenir trjghnullungar Gudjons  Ketilssonar  yrdu
honum verdug visbending um jardnesk tengsl og frjo-
semisdyrkun, djipblatt Draumrymi® Erlu Pérarinsdottur
visadi veginn til himinsins dsamt med vindaverki Finnboga
Péturssonar. Malikvarda Rdriar myndi hann taka sem
teikn jardargudsins, og par med vaeri deemid ad storum
hluta gengid upp: Triarbrogdin, sem idkud eru i pessu
hisi, tengjast greinilega hofudskepnunum fjorum: eldi,
lofti, vatni og j6rd og samsvarandi litum: raudum, blaum,
hvitum og svortum/graenum. Ymislegt myndi einnig
benda fil pess ad samkvaemt triarbrégdum innfeeddra
hvildi viss bannhelgi & mannsmyndinni, pvi aberandi litid
vaeri um pad ad gudirnir vaeru syndir i mannsmynd.

Smidurinn fra Riace myndi trilega ekki hugleida listreent
gildi pessara verka i sjalfum sér, par sem honum veeri
bad ekki tamt ad einangra pad fra merkingu og filgangi
sérhvers fyrirbaeris i pessum annars fléknu og fidlbreyti-
legu triarbrbogdum, Hvort einstok verk myndu vekja med
honum saeluhrollinn er erfitt ad segja, en hugsanlega gaeti
bad hafa gerst andspaenis taeknilega fullkomnum slokkvi-
binadi Porvalds  Porsteinssonar, rafmagnsgaldri
Finnboga Péturssonar eda hvitum kassa Olafs S. Gisla-
sonar. Slikur hrollur veeri hins vegar ad 6llum likindum
forsenda pess ad vinur okkar héldi hugleidslu sinni afram
um merkingu og tilgang pessa hofs, og peirra framand-
legu hluta sem pad hefur ad geyma.

v
Vid sjaum na ad listasmidurinn fra Riace hefur misskilid
syninguna i Listasafni Reykjavikur i grundvallaratridum.
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Hann skilur ekki einfalda hluti eins og pa ad verkin |
husinu voru valin sérstaklega til bessarar syningar fyrir
eigin verdleika, an pess ad nokkur heildstaed triarbrogd
eda heildsteett, pekkingarlegt markmid, leegju par ad
baki. Madurinn skilur ekki fyrirbzeri eins og listasafn og
pad menningarlega hlutverk sem slikar stofnanir gegna i
upplystu nutimasamfélagi. Hann skilur ekki ad safnid a
ser lydreedislega kjorna stjorn og logverndad hlutverk
sem midill myndlistar samtimans. Méguleikar hans a ad
skilia pad sem fram fer i pessu hisi eru vaegast sagt afar
takmarkadir, og pvi kemur ekki 4 évart ad alyktanir hans
séu ad morgu leyti flarsteedukenndar.

Spurningin um pad hvort moguleikar okkar & ad skilja
bronsmyndirnar, sem séttar voru & hafsbotn eftir ad hafa
hvilt par i 2500 ar, séu & einhvern hatt meiri, verdur ad
liggja & milli hluta, pvi héfundurinn er pvi midur ekki til
frasagnar. En oneitanlega verdur reynslan af imyndunar-
tilraun okkar ekki til bess ad styrkja okkur i trinni & hinn
retta® skilning okkar, jafnvel pott vid héfum 2500 ara
sogu a okkar bandi.

vi
Pa komum vid ad naestu spurningu, pad er ad segja
hvort rymislist samtimans eins og sd, sem Listasafn
Reykjavikur bydur upp &, sé i edli sinu alls dskyld list &
bord vid bronsmyndirnar fra Riace, eda hvort par sé,
prétt fyrir gjorolikt ytra yfirbragd, um einhverjar sameigin-
legar grundvallarforsendur ad raeda?

Petta er erfid spurning, en afar mikilveeg, hvort vid setlum
okkur ad finna haldbaeran meelikvarda & pad vidfangsefni,
sem hér er til umfjollunar.

Pad liggur i augum uppi ad sldandi munur er & brons-
myndunum fra Riace og pessari syningu. Sa munur skyr-
ist ekki eingdngu af pvi ad fyrirbeerin séu fiarlaeg i tima og
rumi. Pad eru ekki nema 100 - 150 ar sidan menn séau
helsta meelikvarda a listraena fegurd einmitt i styttum a
bord vid pessar. Naegir par ad nefna Bertel Thorvaldsen,
sem lest anid 1844, adeins 100 arum fyrir stofnun islenska
lydveldisins. A pessum 150 &rum hefur heimurinn reyndar
breyst mikid, sennilega meira en a naestu 2400 arum par
a undan. En engu ad sidur getur skyringin hvorki legid |
timanum né fiarleegdinni. Vid hijétum ad leita hennar i
olikri afstodu, dlikum skilningi & merkingu og tilgangi, inni-
haldi og formi, fegurd og ljétleika. Og umfram allt: likum
skilningi & nattdrunni og ségunni.

A bak vid iturvaxin form bronsmyndanna fré Riace byr
eins og adur var sagt bjargviss tri og ograndi sjilfs-
dryggi, sem birtist okkur | alteeku formi er sameinar hid
einstaka og hid almenna: hermennimir eru i upphafningu
sinni_hafnir yfir hid einstaklingsbundna og brotakennda,
peir eru imynd heildstaedrar synar a néttiruna og peir eru
jafnframt imynd peirrar nattiru, sem madurinn hefur
hamid og steypt i brons. Rymislist samtimans einkennist
af hinu gagnstaeda: hin er brotakennd og gerir ekki tilkall
til pess ad endurspegla algildan veruleika og alteek sann-
indi. Hinn algildi og altseki sannleikur, sem liggur til grund-
vallar bronsmyndunum fra Riace, er ekki lengur til stadar.
Su framtidarsyn, ad madurinn og nattiran eigi sér full-
komna og algilda samsvérun | sbgunni og ad sagan sé
opinberun & guddomlegum vilja, er ekki lengur haldbzer.

Asteedan er margbeett. Vid getum leitad hennar i visinda-
byltingu peirra Képernikusar og Galileos, sem hrifsudu
jordina Gt Gr midju fastmdtadrar heimsmyndar og virpudu
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henni {og gjorvollu mannkyninu med) & sporbraut Gt i 6-
meelisviddir 6endanlegs rymis, sem a sér engin skiljanleg
takmork. Vid getum leitad hennar i peirri uppgétvun ad
frelsi mannsins og logmal nattGrunnar falli ekki saman,
heldur birtist okkur i illleysanlegri métségn. Vid getum
leitad hennar i firingu mannsins fra nattGrunni, vinnunni
og sjalfum sér, par sem hid einstaka og brotakennda
hefur komid i stad hins algilda og altseka, magnid fyrir
ga®0in og yfirskinid fyrir hinn trausta kjarna. Myndlistin
endurspeglar adstaedur mannsins, og meelikvardar mynda-
smidsins fra Riace gilda ekki lengur & okkar veruleika.

Vil
Eru pd myndirnar fra Riace og samtimalistin alls Gskyld
fyrirbeeri? Er ekki um neinn sameiginlegan meaelikvarda ad
raeda?

| fljétu bragdi getum vid séd einn slikan. | badum tilfellum
er um akvedna fullyrdingu eda yfirlysingu ad raeda, sem
vid getum lika kallad tjaningu & afstodu til umhverfisins.
Fullyrding Grikkjans fra Riace er jakveed eda triarleg, a
medan samtimalistin er fyrst og fremst veraldleg, neikvaed
og afhjipandi eda gagnrynin. Alla tuttugustu éldina hefur
matt lesa Gt dr hinum dliku myndlistarstefnum og ismum
hofnun i dlikum myndum & peim jakveedu, altzeku og al-
gildu sannindum, sem hin klassiska list stendur fyrir. Pau
standast ekki lengur prof pess veruleika sem vid blum
vid, hvort sem wvid litum til visindalegrar pekkingar eda
samfélagslegra adstaedna. Par sem hinum altaeku
sannindum hefur verid haldid & lofti i listum, stjdrnmalum
eda triarbrogdum i okkar samtima hefur pad vend gert
med ofbeldi og i nafni politisks alreedis eda i nafni
bokstafstraar truarrikisins.

57

Hin neikvaeda og afhjipandi fullyrding nitimalistarinnar er
bvi til komin af naudsyn, og pad er ekkert sem segir
okkur ad hin neikvaeda yfirlysing eda tjaning, sem byggir
4 gagnryni og afhjipun, geti ekki verid jafn ahrifamikil og
markteek og su jakveeda. Pvert a moti hafa samfélags-
legar og stigulegar adstaedur gert hina jakvesdu/triarlegu
framsetningu beedi dsannfarandi og pdlitiskt heettulega
vid rikjandi adstaadur.

Samhengid i listasdgunni er pvi fyrir hendi, prétt fyrir allt.
Meelikvardinn verBur ekki settur a verkid i einangrun fra
umhverfi sinu, heldur & ba afstédu til umhverfisins sem
verkid endurspeglar. Munurinn a hinni klassisku hefd og
samtimalistinni er folginn i dlikum skilningi & sambandi
mannsins vid nattiruna og sbguna. Pad var hlutskipti
maédernismans og framurstefnulistar 20. aldarinnar ad
afhjipa pa félsku mynd af nattdrunni, sem hin klassiska
list bydur okkur upp & andspasnis veruleika okkar sam-
tima: med bvi ad hdggva nattdruna i marmara eda steypa
hana | brons, eins og listasmidurinn frd Riace gerdi, var
madurinn | raun ad fjdtra nattiruna og gera listina ad
stadgengli hennar. Hin fridlsa og dbeislada nattira var
dgnvekjandi & medan madurinn hafdi ekki taknilegt vald
til ad beygja hana undir vilja sinn. Listin vard honum taeki
til ad bjdda nattdrunni birginn. Pegar manninum s
asmegin og teeknikunnattan gerdi honum kleift ad ganga
af nattlrunni daudri, heetti hin fridlsa nattira ad vera
ognvekjandi, en var hafin & stall i stadinn sem eitthvad
eftirsoknarvert i sjalfu sér, sem madurinn gat maelt sig
vid. Taeknikunnattan og teekniveedingin, sem adur hafi
verid manninum naudsynlegt hjalpartaeki i barattu vid illvig
natturudflin, var skyndilega ordin ad ognvekjandi fyrirbaeri
sem stadfesti firringuy mannsins frd nattdrunni i um-
hverfinu og honum sjalfum. A3 steypa nattdruna i brons
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eda hoggva hana | marmara med peim haetti sem lista-
smidurinn frd Riace gerdi veeri 4 okkar timum ekki
frelsandi, heldur beelandi list. List sem bjonadi best
fasisku ofbeldi eda homlulausr vélveedingu og taskni-
vaedingu samfélagsins og nattirunnar.

Myndirnar fré Riace verda hins vegar ekki lagdar & sama
maelikvarda, pvi paer eru unnar Gt fra 6drum sdgulegum
forsendum sem riktu vid upphaf blématima griskrar
menningar.

Vil

Gildi listaverksins hefur pa ekki med efnislega gerd pess
ad gera, ekki med formid i sjalfu sér, heldur hvada af-
stédu verkid markar til umhverfis sins og hvernig st
afstada er sett fram i formi og efni. Efnividurinn og formid
bjona pessu hlutverki. Verkid hefur ekki gildi i sjalfu ser
sem sjdlfsteedur og einangradur hiutur, heldur verdur ad
leita gildisins i peirri samraedu sem verkid kallar & vid
umhverfi sitt. Par héfum vid sameiginlegan melikvarda
sem hzagt er ad leggja jafnt & bronsmennina fra Riace og
sldkkvilidsmenn Porvalds Porsteinssonar, svo daemi sé
tekid. Vidfangsefni okkar andspeenis listaverkinu er ekki
folgid i ynautn®, heldur i skilningi. Andspeenis samtimalist-
inni beinist sa skilningur ad afhjipandi og gagnrynu
innihaldi, sem medal annars hefur beinst gegn hinni klass-
isku listsyn og peirri hugsun ad gera listina ad stadgengli
nattirunnar,

| augum margra stefnir pessi afhjipun og gagnryni endan-
lega ad sjalfstortimingu listarinnar. Ad hin geri sjalfa sig
Gparfa. Pessar hugmyndir urdu fyrst til fyrir um 150 drum,
en peirra gaetir mun meira i samtimanum: a biennalnum i

Feneyjum sidastlidid sumar syndi israelskur listamadur
(Gideon Ofrat) grédurhis og fiskabir, par sem fram foru
tilraunir med nattirulega lidstillifun, razktun 4 grédri og
fiskum. | stad pess ad lata listina vera stadgengil nattir-
unnar, eins og vid sjaum | hinni klassisku listhefd, var
nattiiran ordin ad stadgengli listarinnar. Og i syningarskra
sbmu syningar er haft eftir gagnrynanda einum: Pegar
ég heyri listamann tala um ad fylla eitthvert rymi verdur
mér alltaf hugsad til herteknu svaedanna.”) Listin er | edli
sinu andstaeda vid nattaruna. Hdn fyllir upp hid nattiru-
lega rymi, manngerir pad og bindur & sinn hatt. S0 aratta
sidari tima ad hefja hina obeisludu nattiru a stall sem
heilagan Gud andspeenis sora hins synduga mannkyns er
dnnur hiid & hinni alteeku békstafstrd sem a endanum
keefir samraeduna og bannfeerir listina. Endanlega er
rymislist, eins og s0 sem vid sjdum hér 4 Kjarvalsstddum,
kannski fyrst og sidast leit ad formi fyrir samrasdu.
Samraedu er hafi samfélagslegt gildi um leid og hin
afhjipar og bendir okkur & vissar illeysanlegar pver-
staedur | mannlegri tilveru. Endanlega er pessi samraeda
dkall um mannlega samstodu, sem vid getum pratt fyrir
alit ekki verid an.

1 T.W. Adormna: Aesthobc Thoory, bis. 262.
2 Tilvitnun | Phlippe Parmeno Or inngangi Micolas Bowrnaid ad syningunni

JStandards . i fyrra bandi symngarskrar La Biennale di Venezia, bls 322
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OLAFUR GISLASON:

FROM KIJARVALSSTADIR TO RIACE

In search of a criterion for understanding
contemporary spatial art

[

One of the most memorable experiences of spatial art |
have had in recent years, was the opportunity | had to
sea the Riace bronzes. They were on show in Florence
in the mid-eighties after they had been lying for up to
2,500 years on the seabed off the shore of Riace Marina
in Calabria. Depicting two naked Greek soldiers, these
statues date from the beginning of the classical era of
Greek culture (around 500 BC). They bear the stamp of
the Greek epoch that reflects the happy equilibrium that
reigned between man and nature on Mt Olympus, when
the gods had defeated the giants, Titans and other ap-
paritions of malicious natural forces in the infancy of
Greek mythology and history.

These naked Greek soldiers are perfectly physically de-
veloped, totally relaxed and in mental and physical equilib-
rium. Their bedies are moulded with a meticulous knowl-
edge of anatomical construction, with each detail repro-
duced, not least in their bearded faces and long curly
hair, where the whites of their eyes and their brass-
coloured lips stand out from the wverdigris copper.
Beneath their smooth flesh, there are hints of pulsing ar-
teries, their chest muscles well developed and firm, their
stomachs soft and smooth, their beautifully fashioned
phalluses uncovered. Both of them are bending their left
arms at the elbow, stretching out the forearm that has
clearly held a shield that is now lost, while their right arms
fall loosely down at their sides. One of them seems to
have had a spear in his right hand pointed to the ground,
but it is now lost. He has also lost one of his eyes, so that

instead of the white there is now a hole into his empty
head, enclosed by a beautifully shaped socket. In other
respects these statues are perfectly preserved, apart
from standing barefoot on artificial stands: their base has
been lost, and with it their spatial relationship to each oth-
er. They are both putting their weight on their right feet,
their left legs relaxed and slightly bent at the knee, and a
rare yet completely human air of self-confidence and dig-
nity encompasses them. They measure some two metres
high, the texture of the copper is rich green and shiny af-
ter careful restoration, and the light and brightness alter in
key with the perfect physical forms when you walk around
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them. One of the soldiers is looking boldly and openly
ahead and upwards, while the other is looking ahead but
down, as if rather more introspective. Their presence is
so strong that it gives a new reference and new signifi-
cance to the space around them.

Discovered on the seabed in 1972, these statues are
one of the most remarkable archaeological findings in
Europe in recent times. They are now preserved at the
archaeological museum in Reggio Calabria, on the
southern tip of Italy, close to where they were found.

Il
The reason for recalling my meeting with these Greek
soldiers is that it may shed a curious light on the subject
of this essay, which is Icelandic spatial art over the past
decade, as it appears in the work of the youngest gener-
ation of Icelandic artists. In this long historic context,
from such a distance, a number of interesting questions
arise:

*On what terms can we understand this 2,500-year-old
Greek spatial art, and to what extent does our under-
standing differ from that of the sculptor who made them,
and his contemporaries?

*How would the sculptor of the Riace bronzes regard
this retrospective of Icelandic spatial art from the final
decade of the 20th century? Would he have had any
terms for understanding what is on show here?

*Does the spatial art now being shown at the Reykjavik
Municipal Art Museum have anything in common with

these Greek bronzes, or are they completely unrelated
phenomena in all respects?

*Do we in some way apply comparable criteria to con-
temporary spatial art and classical spatial art, and if so,
what is the common basis for them?

*If not, is there no continuity in art history, or has the ulti-
mate breach been made?

Questions such as these are too extensive to be an-
swered in any detail in this essay. Nonetheless, they con-
cern the fundamental principles behind the topic at hand.
This is the question about the criterion and principles that
we use when assessing the value and meaning of this di-
verse topic; ancient and contemporary spatial art.

The experience of my rendezvous with the soldiers from
Riace merits a more complex explanation than mere in-
spiration. However, inspiration is the first phase of this
encounter: suddenly experiencing oneself through these
naked supermen, and thereby acquiring some inexpress-
ible share in a universal and cryptic reality which in effect
lies beyond the concrete and material object. Such obliv-
ion is sometimes termed aesthetic rapture. Something
similar to taking a shower: we feel a shudder of ecstasy
while the water is running across our bodies, then it is
over.

Why did the shower arouse that shudder of ecstasy and
that oblivion? Phrases like “perfect form" or “neutral sat-
isfaction” do not give a sufficient answer to that question.
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The shudder is a foreboding that calls for elaboration or
further analysis, which involves both understanding and
sense and at the same time extends to content and sig-
nificance. It also concerns both the emotional, epistemo-
logical and historic preconditions of the viewer.
Furthermore, it concerns our (scant) knowledge and un-
derstanding of Greek society 2,500 years ago.

The German philosopher Theodor W. Adorno has said
that the older artworks are, the more difficult it must al-
ways be for us to comprehend them, since the experi-
ence underlying them is more remote from us. The
straightforwardness which we often imagine we see in
ancient art is often an illusion, and at the same time the
first and greatest obstacle to proper understanding. The
experience that lies behind substantial contemporary art,
on the other hand, must inevitably be both more immedi-
ate and comprehensible to us. “The most extreme
shocks and gestures of estrangement emanating from
modern art ... are closer to us than past art which merely
seems close because of its historical reification.”’)

As | went on pondering the Riace bronzes, | felt | was
partaking of an existence which in effect became more
puzzling the closer | attempted to approach it. | realised
that my understanding of the shameless nudity of these
strapping soldiers was branded by the hereditary sexual
repression and submissiveness in which our Christian
cultural heritage abounds. My admiration was mixed with
an only marginally conscious nostalgia directed towards
a society that | did not know from my own experience,
even though such experience was probably hidden away
in genes and unconscious bodily remembrances.
Mostalgia for a lost paradise that | have in fact never
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known, except maybe in my dreams. Yet at the same
time | found in the soldiers' cold glares a certain self-con-
fidence that verged on the menacing and authoritarian.
This authoritarian expression was anyhow clearly of a dif-
ferent sort from what may be seen in neo-classical heroic
art of later times, for example from the age of Fascism in
Europe (cf. the statues of sports heroes around the
Olympic Stadium in Rome, erected in the time of
Mussolini). This was not a conventional rhetorical and
demagogic exhortation to violence; instead, their self-
confidence implied some kind of power over nature and
natural forces that acted like an exaltation beyond the in-
dividual, as a claim upon the absolute human image that
was menacing and impressive at once,

Had | known from my own experience the reality from
which these bronzes are bomn, would | not have reacted
differently to them? Would | perhaps have criticised the
sculptor for endorsing the elation of the male and repres-
sion of the female that was endemic in that society?
Would | perhaps have criticised him for ignoring the slav-
ery and violence that were the everyday lot of a large
proportion of the population? Or would | perhaps have
criticised him for being morally corrupting with certain
appeal to carnal lasciviousness at the expense of spiritual
virtues and humility?

How remote | must still be from the sense of the artist
who cast those bronzes 2,500 years agol

From his point of view, the images probably played a
definite historical and social role in the Greek polis that
imposed conditions on both meaning and form. It is a
testimony to the genius of the sculptor that his works are
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still a challenging puzzle, 2,500 years later. A puzzle that
demands to be understood, without giving the slightest
hope of a categorical answer.

v

Now let us imagine that we were able to awaken this un-
known artist from his 2,500-year sleep and take him
along to the Reykjavik Municipal Museum at
Kjarvalsstadir. Let us try to put ourselves in his position
and imagine his experience of this exhibition. Would he
experience that challenging shower and that shudder of
ecstasy that | felt in Florence once? Would that shudder
be enough to prompt him to ponder and analyse further
his experience and its cause?

We know that this man has an outstanding technical
grasp of spatial art and possesses a perception of form
almost unrivalled among anything ever seen in lceland.
Probably he is also a modest and unassuming man who
regards himself as a craftsman with the same kind of role
to perform as a carpenter, plumber, cobbler and tailor:
making things that combine utility, beauty and meaning.

In ancient Greece, artists were not ranked with philoso-
phers, scholars and poets who worked in the “free arts”,
Above all they were artisans who dispatched their task
with the artistry demand by each subject to be able to
fulfil a certain role and mediate a definite social meaning

and experience.

When the Riace artist approaches Kjarvalsstadir he is
likely to ask himself first of all about the role of this low
building. The first notice might be that the building is not
entirely removed from the Greek temple, despite its un-
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conventional enfrance. He notices the flags of the repub-
lic and capital of Iceland flapping on high flagpoles in
their blue, white and red colours, and he wends his way
over Finna B. Steinsson's green tussocks that grow up
through the terrace in front of the building. He walks past
Steinunn Thérarinsddttir's rust-eaten steel plates in the
courtyard and stops in the West Hall facing Svava
Bjornsdéttir's crimson space filled with abstract paper
forms. There his hunch is first confirmed and he now
thinks it is merely a question of to which god or gods this
temple is dedicated. Our friend would not understand
the idea of an art-gallery or museum, nor the purpose of
collecting works that lack a comprehensive religious or
epistemological meaning and function associated with a
specific ritual. He tries to imagine the rituals enacted
here and the faith on which the temple is founded. What
is the role of the priest in this building, where does the
congregation gather, where is the consecrated space
and where is the sacrificial altar? From Svava
BijGrnsdattir's works he would pick a thread through
Steingrimur Eyfjord's chapel with its red cross, through
Thorvaldur Thorsteinsson's fire station to Halldor
Asgeirsson's lava work standing on a sacrificial altar in
the garden, like a final confirmation that the religious wor-
ship practised in this building is closely connected with
fire. On the basis of this conclusion he would then exam-
ine the holy relics inside Gudrin Hrénn's and Daniel
Magnisson's glass cabinets, contemplate the peculiar
arrangement of Asta Olafsdéttir's scriptures and deduce
that Olafur S. Gislason's white box with easels around it
was, if not a sacrificial altar, at least an image of the high-
est divinity. Its white colour might suggest water in its
frozen form, in keeping with the natives' association of
themselves and their country with ice. Then he would

ponder over the significance of the religious imagery in
Kristinn Hrafnsson's works and the role of Anna Lindal's
sauceboat in the holy rite. Gudjon Ketilsson's dark green
wooden boulders would rightly suggest contact with the
earth and fertility worship, Erla Thoérarinsdottir's blue
“Dream-Bed" would point the way to heaven together
with Anna Eyjolfsdéttir's wind-propelled works. Ruri's
rulers would be seen as a Saturnine token of measure
and earth, by and large completing the model: the reli-
gion practised in this building would clearly be linked to
the four elements of fire, air, water and earth, and in cor-
responding colours: red, blue, white and black/green.
There would also be various hints of a taboo on human
representation in the natives' religion, for depiction of the
gods in human form would be noticeably absent.

It is not certain that the Riace sculptor would contem-
plate the aesthetic merit of these works as such, since
he would not be in the habit of isolating such values from
the meaning and function of each phenomenon in this
otherwise complex and variegated religion. Whether indi-
vidual works would inspire a shudder of ecstasy within
him is difficult to say, although this might conceivably be
the case with for example Thorvaldur Thorsteinsson's
fire-brigade, Finnbogi Pétursson's microphones or Olafur
S. Gislason’s white box. Such a shudder, however,
would in all probability prompt our friend to continue his
contemplation on the meaning and function of this tem-
ple, and the peculiar objects that it contains.

v
We now see that the Riace artist has fundamentally mis-
understood the Kjarvalsstadir exhibition. He fails to com-
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prehend something as simple as the fact that the works
in the building were selected specially for this exhibition
on their own merits, without any comprehensive underly-
ing religious belief or epistemological purpose. He does
not understand phenomena such as an art gallery and
the cultural role that such institutions perform in our en-
lightened modern society. He does not understand that
the museum has a democratically elected board and a
legally mandated role as a medium for contemporary art.
His chances of understanding what goes on in this build-
ing are limited, to say the least, and it comes as no sur-
prise if his conclusions are in many respects far-fetched.

Whether we in some way have a greater chance of un-
derstanding his bronze statues dredged up from the bot-
tom of the sea after they have stayed there for 2,500
years is a question that will have to be glossed over, be-
cause their creator is unfortunately not around to tell us.
But undoubtedly the outcome of our experiment does lit-
tle to reinforce our faith that we have understood them
“correctly,” even though we have 2,500 years of history
on our side.

Vi
This leads us to the next question, namely whether con-
temporary spatial art such as that presented at this exhi-
bition is essentially totally unrelated to classical art such
as the Riace bronzes, or whether, despite their com-
pletely different characters, there are some common fun-
damental principles that link them together.

This is a difficult but crucial question, if we intend to find
a reliable criterion for the topic being discussed here.

Obviously there is a striking difference between the
Riace bronzes and the present exhibition. Nor is it ex-
plained simply by the temporal and spatial difference
separating these phenomena. Only 100-150 years have
passed since the main criterion of artistic beauty was
seen in just such statues as the Riacebronzes. A case in
point is the Danish/lcelandic sculptor Bertel Thorvaldsen,
who died in 1844, exactly a century before the establish-
ment of the Icelandic republic. Over the past century and
a half the world has probably changed more than during
the preceding 2,400 years. Nonetheless, the explanation
cannot lie in time or distance. We must look for it in dif-
ferent standpoints, different understanding of meaning
and purpose, content and form, beauty and ugliness.
And above all: our different understanding of nature and
history.

Behind the gigantic forms of the Riace bronzes lies a firm
conviction and menacing self-confidence which ap-
pearsto us in a form that unites the particular and the uni-
versal: the soldiers in their exalted form are elevated
above the individual and fragmentary, they are the image
of a universal view on nature and at the same time an im-
age of the nature that man has harnessed and cast in
bronze. Contemparary spatial art is characterised by the
opposite: it is fragmentary and does not claim to reflect
absolute reality and universal truth. The absolute and uni-
versal truth underlying the Riace bronzes is no longer
present. The utopian view of a perfect and absolute cor-
respondence between man and nature in history, of his-
tory as a revelation of divine will, is no longer tenable.

There are many reasons. We can look for them in the
scientific revolution of Copernicus and Galileo, who
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snatched the earth away from the centre of a fired cos-
mogony and hurled it (with all mankind on board) on orbit
into the immeasurable dimensions of infinite space that
has no comprehensible limits. We can also look for them
in the discovery that human freedom and the laws of na-
ture, instead of being compatible, appear to us as a
problematic contradiction. We can look for them in
man's alienation from nature, from his work and from
himself, where the individual and fragmentary have sup-
planted the universal, quantity has replaced quality and
superficiality the solid essence. Art reflects human cir-
cumstance, and the criteria of the Riace sculptor no
longer apply to our reality.

Vil
So are the Riace statues and contemporary art com-
pletely unrelated phenomena? Is there no common crite-
rion to apply to them?

For a start, we can see one. In both cases a specific
statement or declaration is made, which we may also call
expression of a standpoint towards the environment. The
Greek from Riace makes a positive or religious statement,
while contemporary art is above all secular, negative re-
ductive and critical. All the different artistic movements
and -isms throughout the twentieth century have implied a
rejection in various ways of the positive, universal and ab-
solute truths that classical art stands for. The absolute
and universal premises of classical art do not stand up to
the test of the reality of our time, regardless of whether
we see them in terms of scientific knowledge, social con-
ditions or art. Where universal truths have been promoted
in the arts, politics or religion in our modern age, this has

been in the name of political dictatorship or the funda-
mentalism of the totalitarian religious state.

The critical and unveiling statement made by modern art
has come to us from necessity, and there is nothing that
tells us that a negative statement or expression based on
criticism and reduction may not be just as effective and
palpable as a positive one. On the contrary, social and
political circumstances have rendered the positive/reli-
gious presentation both unconvincing and politically dan-
gerous under prevailing conditions.

A context is therefore available within art history, in spite
of everything. Criteria cannot be imposed on a work in
isolation from its environment. We have to take into con-
sideration the attitude towards the environment that the
work reflects. The difference between classical tradition
and contemporary art lies in different understandings of
man's relationship with nature and history. It was the role
of twentieth century modernism and avant-garde to re-
veal the false image of nature that classical art shows us
in confrontation with the reality of our times: by carving
nature into marble or casting it in bronze, as the Riace
artist did, man was in effect fettering nature and making
art into its surrogate. Free and unbridled nature remained
an object of terror for as long as man lacked the techno-
logical power to subdue it to his will. Art became an in-
strument with which he challenged nature. As man went
into ascendancy and his technological skill gave him the
power to kill nature off, free nature ceased to be terrify-
ing and became instead exalted as something desirable
on its own merits, something that made an absolute mea-
sure for man. Skills and technological developments that
had formerly been one of man's vital aids in his battle
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Eldhuslif / Kitchen Life

1984

gdsuskal, sykur, gafflar, tvinni / sauceboat, sugar, forks, thread
h. 18 em

Eldhislif / Kitchen Life

1994

supuskal, sykur, gafflar, tinni / soup bowl, sugar, forks, thread
h. 22 cm

An titils / Untitled

1984

kdbain, tvinni | crowbar, theead
56x 7.3 x 4,6 cm

Y An titils / Untitled
1994

skdfla, mold, tvinni / spade, earth, thread
h. 102 cm
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Daniel Magnisson

Minnisvardi um Snorra Sturluson [/
Monument to Snom Sturluson

1694

vithur, tau, lidsmyndir { wood, cloth, photographs
345 x 200'x 43 cm




. —

B SR,

——










la.ndbumi.'ﬂ Mmba:mn'm‘eﬂﬂ'mﬁuﬂwhhutamﬂdmmmhﬁ
_hafdi sést & pridia dratug pessarar aldar og ma Ma & hann sem takn

wonar urm biartan framtid § s&gu piddannnar.

V.

i seinni tid-hitur pofan 4t umf hogg ad smkja, ekki adeins | sveitum “_

landsina par sem myrar og méar hafa vikid fyrir eltekum njrasktum,

heldur einnig | burgum par sem ny Iwerﬁ el skipuldgd og sléttar stéttar

Iagﬁan‘ S

A]'It fram um madibik bﬁsaar adda,r ﬂ:h hmnda.ﬁrn huﬂmgum

sinu, jafrval eftir dralanga dvil | erlendum borgum, NG hata menn af byl

dhypgjur ad borgarbdm kunni ekki lengur ad ganga | pyfdu landi. Pad

segir sina s6gu um s168u pifunnar og proun byggdar i landinu,

lcedanders have had a very close relationship with tussocks for
centuries, They are associated with industry, poetry and folklore.
Folktales describe *money tussocks™ which conceal treasure troves full
of siver. Hidden people often showed humans the way to these
tussocks, which generally boded good fortune.

Tha tussock s closely connected with the major technologseal”
advances which have taken place in agricullure. The “tuasock Hllér"*-

(leveBer) was one of the most productive pieces of mathinery s mn ln

lcnlmﬂlnmﬁﬂ.dﬂaandmaybﬁmga:dadaanambd

history of the hope of a brighter future. :

In recent times, the tussock has been on the da!mmmm'

argas whore marshes and moors have gwven way to mechanissd

cultivated land, but-also in the cities ud'ggre.mw resigential quarters are

planned and flat pavements m{#; x0T

Right up until the middie %
mymu @it wllnamd by,

ahnmmmﬂﬂﬁlumbkanddanugmph:. yment in

lealand. i

. _Finna B. Steinsson . il e
o Drem steua / Mounds
- ig’ﬂ::" et = : . S ‘ : ) . ?:_) i
" pafir MUSsoakss ¢ - 5 Toarl i - .
X - ".l






i
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Attir / Directions

krossvidur, hatalarar / plywood, | eakers P
250x 480 x540cm .

= ‘*i_\_" .






- Gudjén Ketilsson

Nafnlaust / Untitled
1901-1994

malad tra/ painted wood
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Halldér Asgeirsson

An titils / Untitled

_ 1994
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! welded purmice blocks, mortar, Gorylics on plexiglass
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Hiynur Helgason

Matturinn og dyrdin / The Power and the Glory

1994

bémullarjersay, texti, festingar / cotton jarsey, text, mountings
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Kristinn E. Hrafnsson
CITAT / CITAT
g 1992
mélad MDF / painted MDF
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-
MOTUS TERRAE / MOTUS TERRAE
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Landslag # 1,1,/ Lar

tré, olia, vax ( wood, oi, wax
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Oléf Nordal
| rékkrinu / In the Dusk

1992
trés, lakk, postulinsfiisar, lysi / wood, varnish, porcelain tiles,

cod-ver od
300 x 45 x 30 cm






Ragnheidur Hrafnkelsdottir

Priti sky / Three Clouds

1994

sang, koddi, svaefill, heftiplaster / quilt, pillows, sticking plaster
49 x 25 x 15 cm
















Bl6d krists - Banakerfi o : /
og heimurinn a hvolfi -

Beanaklefinn er _sturtuklefi* par sem (j6s Drottins badar syningar-
gestinn og hann hreinsast af syndum sinum fyrir biod krists, Pegar
syningargestir fara inn i klefann snyst heimurinn a hvolf og &l gildi fara
ior skorBum, Viska verdur ad heimsku og heimska verdur ad visku. Hinir
vitru og voldugu fa kinnroda.

1. Haed & inngangi klefans er 101 sm, Priggja dra barn gengur upprétt
inn - Eknmynd avdmyktar og bamsiegrar einlagnil.

2. Jesls tolf dra - Lok, 2:41 - 51

3. Hinn fyrn Adam - Gamli sattmalinn

4, Efe. 6:10 - 20 Alveepni Guds

5. Halgidémur & himni og jorou - Heb. 914

6. .Camera Obscura®™ gerd al ljésopi sem synir heiminn & hvolfi inn |
klefanum

7. haimurinn & hvolfi eins og endurvarp i .Camera Obscura®

- 1. Kor, 1:26-31

8. Hinn nyi Adam - Tala Jest er 888 (haed 4 bordi inn | benaklefa 33 sm
- Kristur var krossfestur 33 ara) - Rom. 10:9 nyi sdftmdlinn

9. Syndafyrirgefningarsturta - Blod Krists - Matt. 26:28

10. Hin eina fdrn - Heb. 10:1 - 18

Blood of Christ — Prayer-Booth
and the world upturned

The prayer-booth is a “shower cubicle” where the light of the Lord
bathes the exhibition visitor, purifying him of his sins through the blood
of Chrst. When exhibition wvisitors enter the booth, the world is
uptumed and all values are confounded. Wisdom becomes folly and
folly bacomes wisdom, The wise and the mighty blush.

1. The height of the entrance to the boath is 101 cm. A three-year-old
child can enter it without stooping - a symbol of humility and childlike
sincerity.

2. Jesus at the age of twelve. Luke 2:41-51.

3. The early Adam - the first testament.

4, Ephesians 6:10-20, The armour of God.

5. Holiness in heaven and on earth. Hebrews 8:14

6. "“Camera obscura” created by an aperture of hght which shows the
worlkd upturned inside the boath,

7. The world confounded like a reflection in the *Camera obscura”

« 1 Connthians 1:28-31.

B. The new Adam - the number of Jesus is B88 (the height of the fable
inside the booth is 33 om - Jesus was crucified aged 33)

- Romans 10:9. The New Testament,

9. The blood of Christ shed for the remission of sing - Matthew 26:28,
10. The ona sacrfice - Hebrews 10:1-18,
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bigd Krists, baenaklefi / Blood af Gl'ﬂﬁl‘ Prayer-Boath

g i 1994

krossvithur, phaxgler, pler, lakk, bransdift, Blyantut; olulitur /
phywoaod, plaxiglass, glass, varnish, I:!‘l.'uﬁa, , pencil, oils
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Porvaldur Porsteinsson

A-vakt / A-Shift

: i 1994

| afingaibud fyrir reykkatara, libemyndir og texti /

Traming Apartment for Smoke-Divers, pholographs and text
432 x 1185 % 252 cm







Péra Sigurdardottir

hom { Corner

1994

pappirsmass, krosevidur | paper mache, plywood
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Anna Eyjolfsdottir
f. 1948 | Reykjavik/born 1948 in Reykjavik

Menntun/Education:

1986-88 Myndlistaskalinn | Reykjavik/Reykjavik Callega of Art
1288-91 Myndlista- og handidaskdli Islands/lcelandic College of Art
and Handicraft, Reykjavik

1891-93 Disseldorf Akademie

Samsyningar/Joint exhibitions:

1994  SKULPTUR/SKULPTUR/SKULPTUR,* Listasafni
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1963 Hverager®, samsyning Myndhoggvarafélagsmns i
Reykjavik/Reykjavik Sculptors' Association show, Hveragerdi

1982 Prag/Prague

1992 Tréjuhastunnn, Akurayn

1900 Borgarspitahnn, Reykjavik

1980  Selitjarnameskirkja

Verk i opinberri elgu/Works in public collections:
Fluglaidir/|celandair

Anna Lindal
f. 1957 i Vididal/born 1957 near Reykjavik

Menntun/Education:
1975-78  1dnskolinn | Reykjavik/College of Trades

1982 Meistarabréf | fataidn/Apprenticeship in garment making
1584 AKI, Enschede, Holtandi, skiptinemi/exchange student
1981-86 Myndlista- og handidaskéli islands/Icelandic

College of Art and Handicraft
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1887-30 The Slade School of Fine Ant, University College of Londan,
Higher Diplama in Fine Art

1988 Hochshule der Kunste Berlin, skiptinemifexchange student

Einkasyningar/Solo exhibitions:

1994 JKonan sem vidgerdarmadur,” Nybstasafnid/Living A
Museum, Reykgavik

1882 Kennslustund | stiormufrzedi,* Galleri Seevars Karls, Reykjavik

1981 Grafik, malverk, tetkningar, Vorvaka Vestur-Hinvetninga,
Hvammstangi/Graphic art, paintings and drawings,
narth lceland

1990 Grafik, skulptir og rymisverk, Mylistasafnid/Graphic art,
sculpture and spatial works, Living Art Museum Reykjavik

Samsyningar/Joint exhibitions:

1994 SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstadi/Reykjavik Municipal Art Museum

1894 Verk Or eigu Nylistazafnsing, Nylistasafnid/Living Art
Musaum, Reykavik

1994 Tviskinnungur kvanholdsins® (samt/with Astu Olatsdétiur
og Hirpu Bjornsddtiur), Mokka, Reykjavik

1902  _lslensk grafik,* Vaxid Konsthall, Vaxja, Svipjéd/Sweden

1980 Slada Post-Graduate Printmaking Show," Slade Schoal of
Fine Art, London

1980 MNew Gratuated,® Intaglio Printmakers, London

1980  ,Slade Printmakers," Open Hand Studios, Reading, England

1980 .Open Print Exhibition,” Bankside Gallary, London

1989 A project through 4 fioors,” Slade School of Fine Art, London

1989 Jslensk Grafik’89 - 20 éra,* Norrazna hisid/
Mordic House, Reykjavik

1989 JMenningardagar herstodvaandstadinga,” Listasafn
A.S.|./Labour Unions' Art Gallery, Reykjavik

1888 «Slade Printmakers,” Pakistan

1987 .The Animal Show," The young unknown Gallery, London

1987 Samsyning, Gallery by the poal, Londan

1985 Samayning, Salurinn, Vesturgata 3, Reykjavik

18B5 Grafiska meyjatélagid og Magnis,” Salurinn,
Vesturgata 3, Reykjavik

1885 Samayning, Salurinn, Vesturgata 3, Reykjavik



Asta Olafsdéttir
f.1848 | Reykjavikiborn 1948 in Reykjavik
Fullt nafn/Full name: Astridur Olafsddtir

Menntun/Education:

1869

Kennaraskali [slands, alm, kennaraprof/Teacher training,
Icetandic College of Education

1971-74  Parisarhdskdli, ndm | frénsku og kennslufradum/University
of Paris, French and Education

1874-78  Myndlista- og handiaskéli Islands, nylistadeild/icelandic
College of Art and Handicraft, Reykjavik (New Art)

1981-84 Jan van Eyck Akadamis, Maastricht

Einkasyningar/Solo exhibitions:

1983 Menningarmidstddin Gerduberg, Reykjavik

1882 Nylistasafnid/Living Art Museum, Reykjavik

1989 Bokhladan, Akranes

19686 Shinkariki, [safjdrbur

1986  Nyfistasafnid/Living Art Musuem, Reykjavik

1986 JFastival Kijk Muziek,” Galleri de Gele Rijder,
Amhem, Holland

1584 JFPramiara.” Time Based Art, Amsterdam

1883 «Theatercale,” Maastrict

Heistu samsyningar/Main joint exhibitions:

1984
1994
1893

1883
1992

1985

1985

SKULPTUR/SKULPTUR/SKULPTUR,” Listasain
Reykjavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum
My adfong,” Listasafn [slands/Mational Gallery of
Iceland, Reykjavik

~Samsyning 13 listakvenna,* Mokka, Reykjavik

« 16 dagar® Nylistasafnid/Living Art Museum, Reykjavik
mmynd,® ny skjalistaverk, Rikissjonvarpid/Screan work,
Mational TV Service, Reykjavik

Mob shop,® Malmé Konsthal, Malma

My verk B listamanna,” Nylstasafnid/Living Art

Musewm, Reykjavik

Hex® Kutturhuset, Stokkhoimur/Stockholm

nternational video-festival,” Kulturhuset,
Stokkhdimur/Stockholm

LHér og nd," Listahétid kvenna™omen's Art Festival,

Kjarvalsstadir, Reyljavik

1985 .12 jonge kunstnarar,” 5.B.K., Amsterdam

1864 JIslenskir listamenn,” Palazzo, Liestal, Sviss/Switzerland
1883 Time Based Art, Amsterdam, Holland

1881 .3 listakonur,* Nyhistasainid/Living Art Museum, Reyljavik
1881 Syning Myndhbggvarafélags Reykjavikur &

Listahatid/Reykjavik
Sculptors’ Association Arts Festival, Korpllisstadir

Verk | opinberri elgu/Works in public collections:
Akraneskaupstadur

Listasafn [slands/National Gallery of Icaland
Nylistasafnid | Reykjavik/Living Art Museum
Sticting Baeldenda Kunsten, Amsterdam, Holland

Annad/Other:

1981-82  Utgifa 4 B videdwerkum, 2 hijd8snzsidum og 3
skaldvarkum/Published B video works, 2 cassettes
and 3 books

Menntun/Education:

18687-82 Glasgow School of Art, B.A. Fine Art

1992-94 Glasgow Schoal of Art, M.F A, Fina Art

1980 Gestanemandi prif. G. Uecker/Private tuition by invitation,
Kunstakademie Dusseldorf

Einkasyningar/Solo exhibitions:

1693 ~Saira,” Galleri 11, Reykjavik

1883 hite river...,* White Room, Glasgow

Samsyningar/Joint exhibitions:

1904 LSKULPTUR/SKULPTUR/SKULPTUR,* Listasafn
Reaykjavikur, Kjarvalsstadir/ Reykjavik Municipal Art Museum

1994 ~Vitnesses of Existence,” Reichstag, Berdin

1993 itnesses of Existence,” Sarajevo

1993 «Witnesses of Exstence,” Knights Park Gallery, London



1883 MNewberry Show, Glasgow School of Ar

1262 MNewberry Show, Glasgow School of Art

1931 Corridor Exhibition,* Glasgow

1991  _Pentagonale Plus,* Demarco Gallery, Edinborg/Edinburgh
1881 ~Speed,” Transmizsion Gallery, Glasgow

1881 Budapest Academy, Ungverjaland/Hungary

1981 International Science Festival, Edinborg/Edinburgh

1990 Creacite, Tours, Frakkland/France

1989 Newberry Show, Glasgow School of Art

Brynhildur Porgeirsdéttir
f. 1955 & Hrafnkelsstodum, Amessyshu/
born 1955 in Hrafnkelsstadir, Amessjsla

Menntun/Education:
197478  Myndiista- og handidaskdli Islands/Icelandic College

of Art and Handicraft, Reykjavik
1979-80 Garrit Rietveld Academie, Amsterdam
1980 Orrefors Glass School, Orrefors, Svipjod/Sweden
1980-82 Calfornia College of Arls and Crafts, Oakland, California
1982 Pilctuck Glass School, Stanwood, Washington

Einkasyningar/Solo exhibitions:

1883 JStrandhigg,” Mylistasafnid/Living Art Museum, Reykjavik

1983 «Skilptir,” Gallery Okra, Yanda, Finnland

1980 «Skilptir,* Kjarvalsstadir, Reykjavik

1080 LIn the Viking Tradition,” New York Experimental Glass
Workshop, New York

1968 «Skilptar,* Galleri Svart 4 hvitu, Reykjavik

1988 Visiting Artist,” New York Experimantal Glass Workshaop,
Mew York

1983 Skilptir,” Galler Langbrok, Reykjavik

1983, Skiiptir, Nylistasafnid/Living Art Museum, Reykjavik

Samsyningar/Joint exhibitions:

1994  _SKULPTOR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstalir/ Reykjavik Municipal Art Museumn

1983 <Lt Sichten,” Fraven Musaum, Bonn

19092 Morsken-Biennal For Ung Konst,* Kunsthallen

Kunstmuseum, Gautaborg/Gothenburg

1902  Figura, Figura,® Fruitmarket Gallery, Edinborg/Edinburgh

1992  Listmunahisid | Tryggvagétu, Reykjavik

1992 Islensk higgmyndalist | Kringlunni,* Listahatid {
Reykjavik/Reykjavik Arts Festival

1981 JFigura, Figura,” Kunsthallen, Kunstrmusaum,
Gautaborg/Gothenburg

1991 JNorthen winds,* Nissanhaus, Nordfriesischen Museum

199 Listahatid i Halnarfirdi/Hafnarfidrour Arts Festival

1990 JFocus pé lsland Huset,* Alaborg/Aalborg

1980 «On Common Ground,” One Main Street Windows,
Brooklyn, New York

1990 LFragments aus dem Norden,” Kultur Favoriten, Vin/Vienna

1880 Fragments of the North,* AFS Gallery, New York

1988 10th Anniversary BWAC Group Exhibition & Tth Annual
Qutdoor Sculpture Show, Brookhyn, New York

1988 The All Male Faminist Art Show," The New Brooklyn
Waterfront Museum, Brooklyn, New York

1988 Vital Signs.” One Main Street Windows, Brooklyn, New York

1987 7th Intermational Small Sculpture Exhibition, Place of
Exhibitions, Budapsast

1987 LListamenn framtidarinnar,* Kjarvalsstadir, Reykjavik

1987 SJUMBO-DUMBO BWAC Group Exhibition,” Brooklyn,
Mew York & .BWAC Outdoor Sculpture
Show,” Brooklyn, New York

1987 JFive lcelandic Artists® in New York Privatbanken, New York

1986 Miklatin - Manhattan,” farandsyning um
Merduridnd ravaling exhibition in Scandinavia

1985 .Hér og ni,* Kjarvalsstadir, Reykjavik

1885 Kunst Mit Eigen-Sin," International Women Exhibition
Museum ,Des 20 Jahrhunders,” Vin\ienna

1984  _Fjortan listamenn,” Listasain [slands, Reykjavik/MNational
Gallery of lceland

1984 Llcelandic Arists in Palagge,” Kulturhaus Pakaggo.
Ligstal, Sviss

1883 LGullstréndin andar,” Jotunhis:d, Reykjavik

Werk i opinberri eigu/Works in public collections;

Eimskipafélag Islands/Eimskip

Flugleidir/lcelandair

Listasafn Gautaborgar, Svipjod/Gathenburg Art Museum, Sweden
Listasafn Istands, Reykjavik/National Gallery of lceland

Listasatn Reykjavikur, Kjarvalsstadir, Reykjavik/Reykjavik Municipal Art
Misseum, Kjarvalsstadic

Listasafn Vanda, Finntand/Vanda Gallery, Finland

The Museumn of American Glass at Wheaton Village, USA

Verk | aigu ymissa einkaadila 4 lstandi og | Bandarikjunum/Various
private collections in Iceland and the USA



1982 Listmunahdsid, Reykjavik

1990  Galleri Nyhiin, Reykjavik

1990 Over Gaden Naden Vandet*(Kaupmannah&in)/Copenhagen
1987  Hafnargaller, Hafnarstraati 7, Reykjavik

1983 . U.M. B3," Kjarvalsstadir, Reykjavik

Annad/Other:
1988 Smidadi risa-paskaegg fyrir Noa-Sirius med Hiber
Daniel Magndsson MNoa/Giant saster agg, with Hibert Noi

f. 1958/born 1958

Menntun/Education:

1876-77  Idnskalinn | Reykjavik, malmidn/Reykjavik
College of Trades, metalwork

1977-79  Vilskal Ishnda!{}nlhga of Mechanics

1979-81 Teekniskli Islands/icelandic Technical College

1983.87 Myndiista- og handidaskoli lslands/lcalandic
College of Art and Handicraft

1987-88 Adstodarmadur Jéns Gunnars Arnasonar,

myndhggvara/Assistant to sculptor 16n Gunnar Arnason Erla Porarinsdottir
f. 1855 i Reykjavik/born 1955 in Reykjavik
Einkasyningar/Solo exhibitions:
1893 Ligtasain Reykjavikur, Kiarvalsstadir, Reykjavik Menntun/Education:
1993  Gallery Van den Berge, Holland 1976-81 Konstfactskolan i Stokkhélmi/Stockholm
18892 Kaifi Splitt, Reykjavik Gemit Rietveld Akademie | Amsterdam,
1991 Gallery Westlund, Stokkhdlmur
1891 Nylistasafnid/Living Art Museum, Reykjavik Einkasyningar/Solo exhibitions:
1991 Kaffi Spiitt, Reykjavik 1994 Mylistasafnid/Living Art Museum, Reykjavik
1991 Slunkariki, lsafjrdur 1991 Galleri Saevars Karls, Reykjavik
1880 Menntamalaraduneytid/Ministry of Culture and Education 1981 Morreena hisidfNordic House, Reykjavik
1890  Galleri Swevars Karls, Reykjavik 1989  Listasafn Reykjavikur/Reykjavik Municipal Art Museum,
1980 Nylistasafnid/Living Art Musaum, Reykjavik Kjarvalsstadir, Reykjavik
1889 Skipulagsrad Reykjavikur og nagrennis/Greater Reykjavik 1889 Galleri Gangurinn, Reykjavik
urban planning committesa 1668 Slunkariki, [safjoriur
1986  Galleri Borg, Reykjavik
Samsyningar/loint exhibitions: 1986 World's End, Kaupmannah&in/Copenhagen
1004 LSKULPTUR/SKULPTURISKULFTUR, " Listasafn 1084 Eastrman Wahmendaorf Gallery, New York
Reykjavikur, Kjarvalsstadir/ Reykjavik Municipal At Museum 1983 Njlistasafnid/Living Art Museum, Reykjavik
19094 Adfang i Listasafni Istands, Raykjavik/Mational 1883 Café Opera, Stokkholmur/Stockholm
Gallery of lceland 1983 Barbar, Stokkhilmur/Stockholm
1984 Nylistasatnid/Living Art Mussum, Reykjavik 1982 Gallene Forum, Stokkhdlmur/Stockholm
1994 Listasafn Akureyrar/Akureyn Art Museum 1982 Galleri Zon, Stokkholmur/Steckhalm
1903 Butlers Whard, London 1881 Giftshop, Stokkhalmur/Stockholm
1992 Gallery Van den Berge, Holland
1992 Zesuws musaum, Holland Helstu samsyningar/Main joint exhibitions:
1982 Samtima skilptir (Listahatid)/Arts Festival, 1994 SKULPTUR/SKULPTUR/SKULPTUR,® Listasafn
Kringlan, Reykjavik Reykjavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum



1982

1680
1888
1088
1887
1887

1886
1885
1885

1885
1885
1985
1984

1884
1984
1883

1883
1963

1683
18682
1882
1982

Lhe-Inne,” Galleri Forum | Vasaparken,
Stokkhdlmur/Stockholm

«Nordisk Teckningstriennal,® Kulturbuset,
Stokkhdimur/Stockholm

F-15 Moss,* Noregur, Ardsar/Norway, Aarhus

o minningu Ragnars | Sméra,* Listasafn ASl/Labour
Unions' Art Gallery, Reylkjavik

Whan two worlds meet,” Warm Gallery, Minneapolis
PReykjavik-Helsinki, via Cairo,* Gallerie Pelin, Helsinki
Sialfsmyndir,* Kjarvalsstadin, Reykjavk

<Svarta skyid,” Kjarvalsstadir, Reykjavik
Miklatin/Manhattan,* Morreena listamibstodin, Sveaborg,
Helsinki; Upplands Konstmuseumn, Uppsala; Joensuun
taidemiseo, Finnland; Sodertalje Konsthall,

Svibjod/ Swedan;

Miklatin/Manhattan; Galleri F 15, Moss, Moregur/Morway
Pirtola and his Toverit,” Gallera Pelin, Halsinki

.Hér og nu," Kjarvalsstadir, Reykjavik

«Thera s nothing cool about war,® Food Stamp

Gallery, New Yark

.The Garbage Show," Nico Smith Gallery, New York
LLinus and Friends,” St. Mark's Gallery, New York
Freddy the Dreamer Gallery, New York - various shows
.L'esprit du Mord,” Espace Da et Du, Paris Contemporary
Jewellery; Modern Museum of Art,

Modem Museum of Art, Tokyo, Kyoto

Milvark, ung iskindsk konst; Lunds Konsthall, Lundur

En skyltfdnsterutstilining; Nordiska Galleret,
Stokkhodmur/Stockholm

Ricochat, 25 peintres et David Bowie; Gallerne Creatis, Paris
Ungt svenskt avantgarde; Skinska Konstmuseet!
Pictura, Lundur

UM-syningin; Kjarvalsstadir, Reykjavik

Toppen utan staket; Serafimeriasaretiet, Stokkhobmur
Jewallery redefined; British Crafts Centre, London

N.¥. Galleri St. Olof, Norrképing
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Finna Birna Steinsson
{. 1858 | Kaupmannahafn/born

1958 in Copenhagen

Menntun/Education:

1984-85
188589

198692

Myndiistaskalinn | Reykjavik/Reykjavik College of Art
Myndiista- og handidaskoli [slands/lcetandic College of Al
and Handicraft, Reykjavik

Listaakademian i Minchen, skdlptir/Munich Academy of
Fine Art, Sculplure

Einkasyningar/Solo exhibitions:

1903 Menningarmidstadin Gerduberg, Reykjavik

1963 . 1000 veifur | Vatnedatshdlum*/Environmental work,
Vatnsdalsholar, north lceland

Samsyningar/Joint exhibitions:

1984 LSKULPTUR/SKULPTUR/SKULPTUR, Listasafn
Reykjavikur, Kjarvalsstadir, Reykjavik Municipal Museum

1993  Myndhogguarafélagid | Reykjavik, HveragerduReykjavik
Sculptors' Association show, Hveragerdi

1993 Norraenir myndhdggvarar, Eidfjord, Noregur/MNorway

1802  Leib und Leben,* Minchen, Freising ogfand Salzburg

1982 Arssyning, Listaakademian i Minchen/Annual exhibition,
Munich Academy of Fine Art

1991 Arssyning, Listaskademian | Minchen/Annual exhibition,

Munich  Academy of Fine Art

1991 Listahatid i Manchen/Munich Arts Featival

1890 Stadtmuseum Minchen

1989 Kjarvalsstadin, Reykjavik



Finnbogi Pétursson
f, 1858 | Reykjavik/born 1959 in Reykjavik

Menntun/Education:

1979-83 Myndiista- og handidaskdli Islands/Icelandic Collage of Art
and Handicraft, Reykjavik

1983-85 lan van Eyck Akademie, Holland

Einkasyningar/Solo exhibitions:
1994  Listasaln Reykjavikur, Kjarvalsstadi/ Reykjavik
Municipal Art Museum

18891 <Hringur o lina,” Nylistasainid/Living Art Museum, Reykjavik
1988  Teikningar,” Faco - Galleri Krdkur, Reykjavik
1989 JC.RF.S N,° Galleri Birgis Andréssonar, Vesturgata, Reykjavik
1988 «Bylgpur I1,* Nylistasafnid/Living Art Museum, Reykjavik
1887 Portraits of Unknown Friends,” Time Based Arts, Amsterdam
1885 LFostival Kik Music,” Gale Ripder, Armhem, Holland
1985 Theatercafé, Maastricht
18985 C.R.F.5,, Time Based Arts, Amsterdam
Samsyningar/loint exhibitions:
1994  SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstadin/Reykgavik Municipal Art Museumn
1993 .T," Listasafn a Akureyrar/Akureyri Art Museum
1883 Borealia VI,* Listasafn Iskands/MNational Gallery of
Icetand, Roykjavik
1993  Ujazdowski kastali, Varsja/Warsaw og Gallery
Wiyspa, Gdansk
1892  Mobile," Listahatid | Reykjavik/Reykjavik Arts Festival
1887 Hee® Kulturhuset, Stokkhalmur/Stockholm
1887 Kex,* UKS Osla
1887 JPortraits of Unknown Friends,* Umedia Umed,
Svipjod/Sweden
1985 LEnn situatin-Astand,* Dominicanerkerk, Maastricht
1684 Jcelandic Arists,” Palazro, Liestal, Sviss/Switzerland
1983 UM", Kjarvalsstadir, Reykjavik
1983  ,Gullstréndin andar,” J.L. hisid, Reykjavik
1982 Biennale des Jeunes Artists, Musee de I'Anl Moderne, Paris
1881 «Bruni BB,* Nylistasafmia/Living Art Musaum, Reykpavik
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1980 < Tveir listamenn,” Galler Sudurgata 7, Reykjavik
Annad/Other:
1883 Jkon,® myndbandfvideo
1892 Odur,* myndbandivideo
1801 Kynningarmyndband. [innsetningar)/video installations
1985 Theatercafé, Maastncht (gidmingur)/performance
18983 Mab Shop, Thingummy® (teikningar og hiddrtun)
fsound drawing
1983 JGramm project,” Nylistasafnid/Living Art
Museum, Reykjavik
15983 Morreen radstefna um myndbandalistMordic video ant

conference, Helsink

Gudjon Ketilsson
I. 1956 | Reykjavik/born 1956 in Reykjavik

Menntun/Education:

1874-78  Mynditsta- og handidaskoli [slands/|celandic College of Art
and Handicraft, Reykjavik

1978-80 Nova Scotia College of Art and Design, Canada

Einkasyningar/Solo exhibitions:
1994 Gerduberg, Reykjavik

1993 Galleri Sélon Islandus, Reykjavik

1891 Listasafn Reykjavikur/Reykjavik Municipal Art Musaum,
Kjarvalsstadir, Reykjavik

1991 Mylistasafnid/Living Art Museum, Reykavik

1880 Galleri Sevars Karls, Reykjavik

1887 FiM-salurinn, Reykjavik

1986  Mokka, Reykjavik

1986 Mylistasafnid/Living Art Museum, Reykjavik

1983 <Gangurinn,* Reykjavik

1982 Nylistasainid/Living Art Musaum, Reykjavik

1881 Rauda hisid, Akureyri

Samsyningar/Joint exhibitions:

1894 LSHULPTUR/SKULPTUR/SKULPTUR,* Listasafn

Reykjavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum



1993 Portid, Hafnarfirdi

1989 JMordizk Tecknings Triennal,* Svipjod/Sweden

1988 Myndhaggvarafélagid, Korpilisstadir

1984 .14 listmann,” Listasafn [slands/National Gallery of leefand

1984 Kulturhus Palazzo, Svisa/Switzerland

1983 LM, Kiarvalsstadir, Reykjavik

1983 LGullstréndin andar,* Raykjavik

1982 JLethimiki Symposium,* Finnland

1980 Exparimental Environment,” Korpolfsstadic

1880 Myndhaggvarafélagid, Listahétid/Sculptors’ Association Arts
Festival, Kompulfsstadr

1980 Asmundarsalur, Reykjavik

Gudrin Hrénn Ragnarsdéttir
f. 1856 | Reykjavikiborn 1856 in Reykjavik

Menntun/Education:

1974-78  Myndlista- og handidaskali Islands/|celandic College of
Art and Handicraft, Reykjavik

1978-78 Den vrije academie psychopolis, Haag

1979-82 Jan van Eyck Academie, Maastricht
Einkasyningar/Solo exhibilions:

1983 NylistasafnidyLiving Art Museum, Reykjavik
1982 Galleri 11, Reykjavik

1880 Tampere-talo, Tampers, Finnland

1989 Gallari Seevars Karls, Reykjavik

1988 Nylistasafnid/Living Art Museum, Reykjavik
1988 Slinkariki, lsafjardur

1988 Boakie Woekie, Amsterdam

1986 Mylistasafnid/Living Art Museum, Reykjavik
1982 Mylistarsafnid/Living Art Museum, Reykjavik

Helstu samsyningar/Main joint axhibitions:

1994 SSKOLPTUR/SKULPTUR/SKULPTUR," Listasaln
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal At Museum

1293 Galleri Umbra, Gudein Hrénn, Radhidur Ingaddattir og
Sdilvaig Adalsieinsdattic, Reykjavik

1881 Galari Strom, Gudnin Hrann, Rina Porkelsdottir, Amsterdam

1990 Aurora 3, Norrasna hieid, Reykjavik op Fasreyjar/Nordic
Houses in Reykjavik and the Faroe Islands

1989 Aurcra 3, Mordiskt Konstcentrum, Sveaborg, Finnland

1987 Gudrin Hronn, Steingrimur E. Kristmundsson og Viggo
Andersen, UKS, Osla/Oslo

1987 Gallen Leger, Malma

1087 Artists _Statemants,” Vin/Vienna

1985 LHér og nid,* Listahatid kvannaWomen's Arts Festival,
Kiarvalsstadir, Reykavik

1984 Kulturhaus Pallazzo, ,Young lcelandic Artsts,” Liestal,
Sviss/Switzarland

1883 HAM B3." Kjarvalestadir, Reykjavik

1981 LVide Marki," Maastricht

1981 Gudrin Hrénn, Gudjon Ketilsson, Asmundarsalur, Raykjavik
Sudurgata 7, Konstgrafikergallenat, Helsinki

1881 Galleri S1. Patri, Lundur

Verk | opinberri eigw/ Works in public collections:
Listasafn islands/National Gallery of leetand

Municipal Art Musaum

Nylistasafnid/Living Art Museum

Listasafn Reykavikur/Reykjavik Municipal Art Museum

Halldér Asgeirsson
f. 1956 i Reykjavik/born 1956 in Reykjavik

Menntun/Education:

1977-80 Myndiistardeild Parisarhdskdla/University of Paris
Department of Fine Ars

1983-86 Myndiistardeild ParisarhdskdlaUniversity of Paris
Department of Fine Arts
Drvaldi | Austuridndum/Stayd in the Far East

Einkasyningar/Solo exhibitions:
1983 Listasafn ASIfLabour Unions' Art Gallery, Reykjavik
1992 Galleri Slinkariki, lsafjardur

1992  Hétel Bodir, Sneefellsnes



1801 Nylistasafnid/Living Art Museum, Reykjavik

1991  Galleri 11, Reykjavik

1988 Listasafn Reykjavikur/Reykjavik Municipal Art Museum,
Kjarvalsstadin, Reykjavik

1989  Galleri Gangur, Reykjavik

1989 Galleri Slinkariki, [safjgraur

1988 Boekie Voekie, Amsterdam

1987  Galleri Birgis Andréssonar, Reykjavik

1887 Theatre Arcane, Paris

1987 Nylstasafnid/Living Art Museum, Reykjavik

1987 Brandts Kledetabrik Kunsthallen, Odense

1986 Galleri Slinkariki, [safjaraur

1985 Nylistasafnid/Living Art Museum, Reykjavik

1883 Oey's Etalage, Amatardam

1882 Rauda hisid, Akureyr

1981  Galleri Sudurgata 7, Reykjavik

Samsyningar/Joint exhibitions:

1994 SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1993  Myndhiggaraiélagid | Reykjavik, Hveragerdi/Reykjavik
Soulptors” Association show, Hveragendi

1983 Stjormsyshutiisid BudardalWest lceland

1803 Galleri Wyspa, Gdansk

1983 Museum of Contemporary Art, Varsid/\Warsaw

1882 JIslansk nitimahéggmyndalist,” Kringlan, Reykjavik

1992 Tradgardsidretningen, Gautaborg/Gothenburg

1992 Mutimalistasafnid | Helsinki/Helsinki Modern Art Musaum

1991  Listasafn ASl/Labour Unions' Art Gallary, Reykjavik

1989  Gardyrkjuskélinn | Hveragerdi/Horticultural
College, south lcaland

1889  Myndhiggvarafélagid | Reykjavik/Reykjavik
Sculptors' Association

1888 Gallery Vanhan, Halsinki

1968 Galleri Pelin, Helsinki

1988  Islenska sendira®id i Paris/lcelandic embassy, Paris

1987  Kjarvalsstadic, Reykjavik

1886 Gallerie Beaux Arts, Bordeaux

1986 Maire de Trouville Sur Mer, Trouville, Frakkland/France

1886 Gallery Lévenadier, Stokkhalmur/Stockholm

1285 Biennale des Friedens, Hamborg/Hamburg

1985 Morreena listamidstodin, Sveaborg/MNordic Art Centre,
Sveaborg, Helsinki

1685 Cantre nationale des Arts Plastiques, Paris

1983 Kjarvalzstadir, Reykjavik

1881 Trondhesms Kunstforening, Prandheimur/Trondheim

1881 Bergens Kunstforening, Bergen

1881 Gallari Akumlatory 2, Poznan, Pdlland/Poland
1980  Galleri Kanal 2, Kaupmannahain/Copenhagen
1880 Galleri Sudurgata 7, Reykjavik

1978 Gallery Zona, Florena/Florence

Verk | opinberri eigu/Works in public collections:

Byggdasafnid, Borgarnes/Borgarmes Regional Museum
Guggenheaimsafnid | New York

Listasafn ASf/Labour Uinions' Art Gallery, Reykjavik

Listazain Flugleida/lcelandair

Listasafn Kopavogs/Kopavogur Art Musaum

Listasafn Istands/National Gallery of lceland, Reykjavik

Listasafn Reykpavikur/Reykjavik Municipal Art Museum, Kjarvalsstadir
Matimakstasainid | HelsinkifMuseun of Modern Art, Helsinki
Nitimalistasafnid | New York (MOMA)

Stitmsysluhisid, Bidardalur/Bidardalur Local Govt. Office, west Iceland

Haraldur Jonsson
f. 1861 i Halginki, Finnlandifborn
1861 n Halsinki

Menntun/Education:

1984-87 Myndiista-og handidaskali Islanda/icelandic College of Art
and Handicraft

1987-90 Kunstakademie, Disseldorf, Pyskaland/Germany

1980 Meisterschiber

Einkasyningar/Solo exhibitions:

1883 Budir, Snsfellsnas

1993 Galerie IN SITU, Aalst, Belgia/Belgium
1962 Mokkakaffi, Reykjavik

1883 Menningarmidstodin Gerduberg, Reykjavik
1880 Kunstakademie, Dussaldorf

1980 Mylistasafnid/Living Art Museum, Reykiavik
1887 Hafrargalleri, Reykjavik

Samsyningar/loint exhibitions:
1994 SKULPTUR/SKULPTUR/SKULPTUR,* Listasafn
Reykjavikur, Kjarvalsstadir/Reykiavik Municipal Art Museum



1994 Karlimyndin,* Menningarmidstadin Gerduberg

1853 JKaffi med Kristi," Mokkakaffi, Reykjavik

1893 Situation '93," Reykjavik - Kéln, Nylistasafnid/
Living Art Museum

1983 SAMTAL (Myndbandasyning),” Menningarmidstadin,
Gerduberg, Reykjavik

1902  ISLAND-USLAND,* DA Goes, Viissingen,
Middeafburg, Holland

1802 AAurora 5, Joansuu, Finnknd

1992 Listahatid, Kringlan, Reykjavik/Reykjavik Art Festival

1881 Eurape Unknown," Kraka, Pélland/Cracow, Poland

1990 Spielmihle," Salzburg, Austurriki/Austria

1989 Staattheater, Remschaid, Pyskaland/Germany

1689 Kunstakademie, Disseldord

1088 Kunstakademie, Diisseldor

Verk | eigu opinberra adila/Works in public collections:
Einkasdin | Pyskalandi, Hollandi og Englandi/Private collactions in
Garmany, the Netherands and England

Listasafn Islands/Mational Gallery of lceland

Listasafn Reykjavikur/Reykjavik Municipal Art Museum

Hiynur Helgason
f. 1861 &4 Akureyri/born 1961 in Akurayn

Menntun/Education:

1980  Stidentsprof fra edlisfradibraut Flensborgarskola
fMatnculation

Arkitekiir, Kansashaskdla/Architecture,

University of Kansas

Mélunardeild MHI/Painting Department, lcelandic College of
Art and Handicraft, Reykjavik

Uppeldis- og kennslufrasdi, Hiskal Islands/Dip. Ed,
University of lceland

MA, Fina Art, Goldsmith's College, London

1981-82
1982-86
1989-20
1902.94

Einkasjningar/Solo exhibitions:
1992 Sundursetningar,” Nyfistasafnid/Living Art Museum, Reykjavik

1881 Starmur | eydimék o fleir myndie®, AXIS-hisgign, Reykjavik
1990  Fra stbdum,® Galleri 11, Reykjavik

1989  Asmundarsalur, Reykjavik

1986 Kynning | Alpydubankanum, Akurayr

Samsyningar,/Joint exhibitions:

1904 SKULPTUR/SKULPTUR/SKULPTUR," Listasafn Reykjavikur,
1987 .Sid," Nylistasafnid/Living Art Museum, Reykjavik

fvar Valgardsson
f. 1954 | Reykjavik/born 1954 in Reykjavik

Menntun/Education:

1971-75 Myndlista- og handidaskol lslanda/icelandic College of
Art and Handicraft, Reykjavik

1977-80 Striching de Vrije Academie, den Haag

Einkasyningar/Solo exhibitions:

1984 Morrsena Hisid/Mordic Housa, Reyjavik
1991 Galleri Gangur, Reylkjavik

1991  Kjarvalsstadir, Reykjavik

1890 Galleri Augusia, Sveaborg, Helsinki
1989 Mylistasafnid, Reykjavik/Living Art Museum, Raykjavik
19688 Kalundabaorg, Danmérk/Denmark

1887  Kijarvalsstadir, Reykjavik

1984  Kjarvalsstadir, Reykjavik

1983 Galleri Gangur, Reykjavik

1980  Asmundarsalur, Reykjavik

1980  Galleri Gangur, Reykjavik

Samsyningar/loint exhibitions:

1904  SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum

1994 Joni Gunnari til heidurs,* Mylistasafnid, Reykjavik/Living Art
Museum, Reykjavik

1984 My adfong,” Listasafn |stands, Reykjavik/National Gallery of

leeland, Reykjavik



1994 Karlimyndin,* menningarmidsiodin Gerduberg, Reykjavik

1882 «Mordisk Skulptur | Parken,* Gautaborg/Gothenburg

1888 JFimm ungir listamenn,* Listasafn Istands,
Raykjavik(National  Gallery of lceland, Reykjavik

1988 «The Ars Olympics,* Seoul

1887 wAldaspeqill,” islensk myndlist | eigu safnsins 1800-1887,
Listasafn Islands, Reykjavik/Exhibition of lcelandic
callection, National Gallery of lceland, Reykjavik

1987  lslensk abstraktiist,* Kjarvalsstadir, Reykjavik

1887 Small Sculpture Exhibition, Budapes!

1887 Streif* through Nordic sculpture ‘87, Kunsthallen Brandts
Kisdefabrik, Odinsvé/Odense

18684 Mylistasainid, Reykjavik/Living Al Museum, Reykjavik

1984 » 14 listamenn,” Listasam |stands, Reykjavik/Mational
Gallery of lceland, Reykjavik

1983 « Tfir hidegisbauginn® (acroes the Merdian), Museum

Fodor,  Amsterdam

1980 «Experimental Environment 2,* Korpilfsstadir, Reykjavik

1979 Galler SUM, Reykjavik

1974 Listahatid | Reykjavik/Reykjavik Arts Festival

Verk i opinberri eigu/Works in public collections:
Listasafn lslands/Mational Gallery of lceland

Listasafn Reykjavikur/Reykjavik Municipal Art Museum
Morreena hisid, Fareyjar/MNordic House, Faroe lslands
Olymplugarburinn, Seoul, Korea/Olympic Park, Seoul

Kristinn G. Hardarson
f. 1955/born 1955

Menntun/Education:
1972-73  Myndlistaskolinn | Herk}ﬂm'k.fﬁey‘kjaﬂi Collega of Art

1973-77 Myndlista- og handidaskéli [slands/lcetandic College of Art
and Handicraft, Reykjavik
De Stichting de Vrije Academie voor Beeldende Kunsten,

Haag, Holland

1977-78

Einkasyningar/Solo exhibitions:

1993 Vinnustofa Magnisar Pélssonar, London
1993 Mokka, Reykjavik

1992 Gallen Rotor, Gaulaborg/Gothenburg
1891 Forum d'Art Conternporain, Sierra, Sviss/Switzerland
1881 Nylistasafnid/Living Art Museum, Reykjavik
1888 Galleri Sawars Karls, Reykjavik

1268 Galleri Birgis Andréssonar, Reykjavik
1988 Krikur, Reykjavik

18688 Gangurinn, Reykjavik

1968 Galleri glugg, Akureyri

1988 Nylistasafnid/Living Art Museum, Reykjavik
1988  Slinkariki, IsafiGrdur

1287 Galleri Svart 4 hvitu, Reykjavik

1986  Shinkariki, lsafisrdur

1986  Lenz-Rifrazoni, Parma, ltalia

1985 Gangurinn, Reykjavik

1984  Halle de L'lle, Genf/Geneva

1883 Studio Arti Visive, Siracusa, [talia

1883 Nylistasafnid/Living Art Museum, Reykjavik
1981 Asmundarsalur, Reykgavik

1978 Galleri Sudurgata 7, Reykjavik

Samsyningar/Join exhibitions:

1994 SKULPTUR/SKULPTUR/SKULPTUR,® Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1892 ,Det store i dat sm, tendenser | nordisk skulptur 1992,°
Arhus Kunstforeningen af 1847, Arhus

1992 Connecticut artigts, RAW, Hartford, USA

1992 Connecticut Artiste, RAW, Hartford, USA

1681 Jcelandic Contemporary Art," All-Russian Decorative and
Folk Art  Museum, Moskva/Moscow

1991 Minningarsyning Ragnars | Smira, Listasafn AS|/Labour
Unions' Art Gallery, Reykjavik

1880 MNorreena hisidMordic House, Reykjavik

1880 « 11 fra Norden,* Museet for Samtidskunst, Osld/Oslo

1889 Hotel Pulitzer, Amsterdam

1989 LAurora,” Sveaborg, Finnland

1988 <Madurinn | forgrunni,” Listasafn Reykjavikur,
Kjarvalsstadir/Reykjavik Municipal Art Museum

1887 KEX.* Konst frin Island och Morge, Kulturhuset,
Stokkhalmur/Swadan

1887 KEX.* Ung kunstnerens samfund, Osia/Oslo

1987 Jslensk abstraktmyndlist,” Listasafn Reykjavikur,
Kjarvalsstadir/Reykjavik Municipal Art Museum

1887 Gallery Leger, Malmé

1985  Mokka, Reykjavik



18684 Listasafn [slands/Mational Gallery of leeland, Reykjavik

18984 .Folo som konst,* Nordic konstcentrum/Mordic Art Centre,
Swveaborg, Helsinki

1984 Malmi Konshall, Malma

1984 Franklin Furnace, Mew York

1884 Basel Art Fair, Basol

1964 Sumarsyning Gangsins, Reykjavik

1984 Jeelandic Artists in Palazeo,” Liestal, Sviss/Switzerland

1883 MNorrana hisid/Nordic House, Reykjavik

1883 Amstercdam-Reykjavik,® Yfir hadegisbauginn, Museum
Fodor, Amsterdam

1083  .Gullstrindin andar,” JL-hisinu, Reykjavik

18683 .UM B3, Kjarvalsstadir, Reykjavik

1963 Kirkjulist, Kjarvalsstadir, Raykjavik

1863 JMobshop,” Mokka, Reykjavik

1882 _Basal Art Fair," Bassl

1880 Jeetand.” Galleria Zona, Fldrens/Florence

1878  Kjarvalsstadir, Reykjavik

1978 Galleri SUM, Reykjavik

1977 Galleri Sudurgata 7, Reykjavik

1976 Galleri SUM, Reykjavik

Verk | opinberri eigu/Works in public collections:

Listasafn lslands/MNational Gallery of lceland, Reykjavik

Listasafn Reykjavik/Reykjavik Municipal Art Museum, Kjanalsstadir
Museum d'Art Decorative, Genf, Sviss/Geneva
Mitistasafnid/Living Art Museum, Reykjavik

Kristinn E. Hrafnsson
1. 1960 & Olafsfirde/
bom 1980 in Olafsférdur

Menntun/Education:

1882-83 Myndiistaskilinn & AkureyrifAkureyri Art College

198386 Myndlista- og handidaskoli [slands/lcelandic College of Art
and Handicraft

1886-80 Akademie der Bildenden Kinste, Minchen, Pyskalandi
Garmany

Einkasyningar/Solo exhibitions:

1894 JHér getur allt gerst,* Asmundarsafn/Asmundur Sveinsson
Sculpture Museum, Reykjavik

1992 »Tilvitnanir,” Menningarmidstodin Gerduberg, Reykjavik/
Gerdubarg Arts Centre, Reykjavik

1992 Motus Terrae,* Otso gallery, Espoo, Finnland

1990  ,Stadir," Listasafn Reykjavikur/Reykjavik Municipal Art
Musaum, Kjarvalsstadic

Samsyningar/Joint exhibitions:

1984  SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, Kjarvalsstafir/Roykjavik Municipal Art Museum

1984 Liani Gunnari til heidurs,® Nylistasafnid/Living
Art Musaum, Reykjavik

1993 777" Ardsar/Aarhus, Amsterdam, Bratistava, Duisburg,
Moskva/Moscow, Portsmouth, Reykjavik

1893 Stofnsyning Listasafnains & Akureyrifinaugural exhibition,
Akurayri Art Museum

1683 Myndhagavarafitagd | Reykjavik; Gtisjning,
HveragerdifReyviqavik Sculptors' Association
show, Hveragerdi

1883 Stofnsyning Listasafns Dalamanna, Bodardalur/inaugural
exhibition, Bidardalur Art Museum

1992 JAslensk nitima héggmyndalist,* Listahdtid | Reykjavik
IReykjavik Arts Festival

1982 LTrjouhesturinn,” Akureyri

1991  .Big Scale,* Maima, Svibjod/Sweden

1991 Ungir listamenn,” Listasafn AS[/Labour Unions'
Art Gallery, Reykjvik

1900  Listahdtid | Reykjavik/Reykjavik Arts Festival

1984-90 Ymsar samsyningar & ndmsdrum heima og erlendis/various
studant exhibitions in Iceland and overseas

Verk | opinberri eigu/Works in public collections:

Listasalnid 4 AkureyrifAkureyn Art Museum

Listasafn Dalamanna, Bidardalur/Bodardalur Art Museum
Listasafn islands/National Gallery of Iceland

Listasafn Reykjavikur javik Municipal Art Museun
Menningarmidstodin Gerduberg, Reykjavik/Gerduberg Arts Centre,
Reykjavik

Olafsfiardarbeer Olafsfisrdur Town



Margrét Magndsdottir
1, 1962 | Reykjavik/born 1962 in Reykjavik

Menntun/Education:
1984-87  Myndiista og handidaskdli lstands,
Héggmyndadeild/Sculpture Department, Icalandic College

of Art and Handicraft
1988-82 Hochschule der Kunste Berlin, higgmyndadeild/
Sculpture Department
1893 Hochschule dor Kunste Berlin, Meistaragrada/MA
Einka syningar/Solo exhibitions:
1993 menningarmidstodin Gerduberg
1982 Ofeigur, Gullsmidjan og Listmunahisid
Samsyningar/ Joint exhibitions:
1584 SKULPTUR/SKULPTUR/SKULPTUR,* Listasain
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum
1883 Hochschula der Kunste, Berlin
1992 Hochschule der kunste, Berlin
1980 Produzenten gallerie Broschwitz, Berfin
1987  Hafnargalleri Reykjavik
Olafur S. Gislason
f. 1862/bom 1962
Menntun/Education:

1980-83 Myndlista- og handidaskdli [slands, Reykjavik/lcelandic
Collage of Art and Handicraft, Reykjavik
1883-88 Hochschule fiir bildende Kinste, Hamborg/Mamburg

Einkasyningar/Solo exhibitions:

1984 « Vernissage,” Listasafn Reykjavikur,
KjarvatsstadinReykjavk Municipal Art Museum, Kjarvalsstadic

1993 «» Yernissage,” Galleri Globe, Kaupmannahdfn/Copenhagen

1993 «Vermissage,” Nomreena listamidstadin/MNordic Art Centre,
Sveaborg, Helsinki

1892  Galleri Gangur, Reykjavik

1992 Shedhalle, Zirich

1892 Galleri einn einn, Reykjavik

1221 Galerie Fons Welters, Amsterdam

1990 ¥PO Galere, Hamborg/Hamburg

1868 Narrsana hisid, Reykjavik/Nordic House, Reykjavik

1886 Nylistasafnid, Reykjavik/Living Art Museum, Reykjavik

Samsyningar,/Joint exhibitions:

1984  _SKULPTUR/SKULPTUR/SKULPTUR," Listasafn
Reykjavikur, KjarvalsstadinReykjavik Municipal Art Museum

1883 Entré,* Lonnstrém Art Museum, Rauma

1943 JuxtaPosition,* Charlottenborg, Kaupmannahdin/
Copenhagen

1892 Morrsken,* Konsthallen, Gautaborg/Gothenburg

1882 Listahatid), Reykjavik/Reykjavik Arts Festival

1991-82 Blue Transparency,” Moderna museet, Stokkholimur; Museu
d'Arte, Sao Pauls; Museu d'Arte Modemna, Rio de Janeiro; Museo
Macionale de artes Plasticas, Montevideo, Museo de Arte Modemo
de la Ciudad, Buenos Aires; Museo de Arte Moderno, Bogotd; Museo
de Arte Contemporaneo de Caracas; No Centro de Arte

Moderna, Lissabon/Lisbon; Charlottenborg,
Kaupmannahéfn/Copenhagen

181 Gullivers Reisen,” Galerie Sophia Ungers, Kaln/Calogne

1991 Stipendiatenaussteliung, Kampnagetfabrik,
Hamborg/Hamburg

1980 SAuflagen,” XPO Galerie, Hamborg/Hambirg

1889 Nylistasafnid, Reykjavik/Living Art Museum, Reykjavik

1988 Salzgitter-Symposium



Ol&f Nordal
{. 1861 | Kaupmannahdfn/born 1861

in Copenhagen

Menntun/Education:

1981-85 Myndiista- og handidaskdl lslands/lcelandic College

of Ant and Handicraft, Reykjavik

1986-81 MFA, Cranbrook Academy of Art, Bloomfield Hills, Michigan

196183  MFA. Yake Unéivensity School of Art, New Haven, Connecticut

Einkasyningar/Solo exhibitions:

16954 Menningarmidstbtin Gerduberg, Reykjavik

1991  Galleri Seevars Karls, Reykjavik

1985 Galleri Slinkarik, [safigraur

Samsyningar/Joint exhibitions:

1994  SKULPTUR/SKULPTUR/SKULPTUR,” Listasafn
Reykjavikur, Kjarvalsstadic/Reykjavik Municipal Art Museum

1993 L Tviskinnungur kvenholdsing,” Maokka, Reykjavik

1993 <Shkulpture 1993, Art & Architecture Gallary, Mew Haven,
Connecticut

1993 JMyfestasafmd 15 ara,* Nyhstasainid/Liang Art
Musaum, Reykjavik

1999  .Norfolk Sculpture project,” Ellen Battell Stoecke! Estate,
Morfolk, Connacticut

1991 MFA Thesis Exhibition,* Cranbrook Academy of Art
Museum, Bloomfield Hills, Michigan

1990 Universidad Iberoamericano, Mexico City, Mexico

138

Ragnheidur Hrafnkelsdattir
f. 1953 i Reykjavik/born 1953 in Reykjavik

Menntun/Education:
1978-82 HKunst og Hindveerkerskolen, Kaupmannahafn/Copenhagen
1882-84 Gemit Riatfeld Academie, Amsterdam

1988-01 MFA, Pratt Institute, New York

Einkasyningar/Salo exhibitions:

1992 Nylistasafnid/Living Art Musaum, Reykjavik

1991 Higgins Hall Gallery, Brooklyn, New York (i tengalum vidlin
association with Praft Institute)

1988 Gallen Svart & hvitu

Samsyningar/Joint exhibitions:

1984 SKULPTUR/SKULPTUR/SKULPTUR,* Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Ant Museum

1094 Nylistasafnid/Living Art Museum, Reykjavik

1987 Mylistasafmid/Living Art Museaum, Reykjavik

1983 MWylistasaimid, Reykjavik

1882 Helligindshuset, Kaupmannah&fn/Copenhagen

Rari
f. 1851 i Raykjavik/born 1851 in Reykjavik

Menntun/Education:

1971-74 ndm vid Myndlista- og handidaskéla islands,
Skilptindeild/Sculpture Department, lcelandic College of
Art and Handicraft, Reykjavik

1978-78 nam vid De Vrij Academie Psychopolis, den Haag,sedn listir
{objact-project og Films-Video)



Dvalid og starfad:
| Danmérku, Finnlandi, Svipjod og Kanada auk Hollands/Lived and
worked in Denmark, Finland, Sweden, Canada and the Netherlands

Einkasyningar/Solo exhibitions:
1994 Kuvataideakatemian Gallena, Helsinki
1992  Afstedi, Listasafn Reykjavikur, Kjarvalsstadic/Reykjavik

Municipal Art Musaum
g Slunkariki, Isafjardur
1891 Motramal,* Reykjavik
- Over Klaverst, Kaupmannahafn/Copenhagen
= Midt,* Mylistasain/Living Art Museum, Reykjavik

Tidsfragmenl,” Konstakademien, Stokkhdimur/Stockhalm
1987  ,Timi," Kjarvalsstadir, Reykjavik
1984 Hjarvalsstadir,” Reykjavik

. Skipulagssiofa hifudborgarsveedising, Kopavogur/

Urban planning office, Kopavogur

1983 Regnbogil,* Korpilfsstadie
1982 Nylistasatnid/Living Art Museum, Reykjavik
1879 Galeria Loa, Amsterdam
1879 Galene 38 og Galere Kanal 2, Kaupmannahfn/Copanhagen
1978 e Appel,* Amsterdam
1977 . Walking...,* Maastricht og Harlem
1875 «Séls168ur,” Flatey 4 Breidafirdi

Helstu samsyningar/Main joint exhibitions:

1964 SKULPTUR/SKULPTUR/SKULPTUR,* Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1994 LJini Gunnari til heidurs, Nylistasafnid/Living
Ant Museum, Reykjavik

1983 L2eit-Sichtan,® Fraven-Museum, Bonn

d 777 - Distance Communcation - 3,° | Amsterdam, Aarhus,

Bratislava, Duisburg, Moskva/Moscow,
Reykjavik og Portsmouth

1892 SAjatuksia,” Norrsena menningarmadetodin/Mordic
Art Centre in Sveaborg, Helsinki
. MIMA * St, Kilda, Astralia/Ausiralia
. Wands,* Gisyning, Knislinge, Svibjod/Swaden
1991 Wish of Peace.* Pisa, ltalia
1990 »10:Konstmissan,” Stockholm Art Fair,
Specialutstaliningen, Svibjod/Sweaden
1987 A of Today II,* Budapest

1988 Bain | kildum ofni,* Sveaborg
H JConcrate-Art in the Street,” Gtisyning/outdoor
exhibition, Halsinki
1885 ~Saan-Vala," Bockholm, Bardsund
i «Big Scale 85." dtisyning, Malmd Festival

1884 <HKulturhaus Palazzo,” Liestal, Sviss/Switzerland
. .The Art Revealed,” Franklin Furnace, New York

- Flyvende Beton,* dfisyning, Kaupmannahdin/outdoor
exhibition, Copenhagen
1983 +Biennale de Pontevedra,” Pontevedra
- JIslensk Bakverk,* Gallerie A, Amstardam
= L« Tir hadegisbaug,* Museum - Stedelijk Museum, Amstardam
1982 LIt Can't Happen Here,* Sveaborg, Finnland
I Bnnale de Paris,* Beu Bourg, Paris
1881 Hslandsk Samtidskunst,” Trondheims Kunstioraning,
Prandheimur/Trondhemm
" Performance Henie Onatad Kunstsenter, Hovikodden, Osld
1980  Drakabygget 20 Years Festival, Drakabygget, Svibjod/Sweden

1879 <Mail Art,* Studio Levi, Madrid
= Galerie Zona, Fldrena/Florence
1978 <Stamp Ar,* Amsterdam

. Listahétid/Asts Festival | Reykjavik, Myndhoggvarafiélagid i

Reykjavik/Sculptors' Association, Asmundarsalur, Reykjavik

1977 Samayning | Morrsena hisinu/Mordic House, Reykjavik
(HEeF, OL, NH, BV, R)
SUM '75,* Galleri SUM, Reykjavik
Utisyming Myndhéggvarafélagsine | Reykjavik 4 Listahatia,
Reykjavik/Sculplors' Association outdoor exhibition,
Reykjavik Arts Festival

1975
1974

Verk | opinberri eigu/Works in public collections:

Henie - Onstad Kunstsenter, Hovikodden, Moregi/Morway

Listasafn [slands/National Gallery of lceland, Reykavik

Listasafn Reykjavikur, Kjarvalsstatir, Reykjavik

Museum of Modam Art, Mew York, USA

LObservatorium® | Wands, Svibjod/Sweden

Regnbogi” vidh Flugstod Leifs Eirikssonar & Keflavikurflugvelli/Ranbow
sculpture at Keflavik Airpart terminal

Safn Flugleida, Reykjavik/lcelandair

~Studlar vid Haskdlabid | Reykjavik

Time Concreta® | Hameenlinna | Finntandi (er | eigu borgarninnarl/City
of Hameenlinna

Verk i einkastfnum m.a., i safni Carl Gustav Sviakonungs, enn fremur |
safnum | eftirtdidum landum: Danmarku, Finnlandi, Hollandi, faiu,
Kanada, Spani, Ungverjalands, Pyskalandi/MWorks in private collections
include thal of King Carl Gustay of Sweden, and museums in Denmark,
Finland, the Metherands, ltaly, Canada, Spain, Hungary and Germany



Stefan lonsson
f. 1964 & Akureyrifborn 1964 in Akureyn

Menntun/Education:

1885 Kunsthejskolen | Holbaek, Danmérk/Denmark

19BB-02 Myndiista- og handidaskoli Islands/lcelandic Collage of Art
and Handicraft, Reykjavik

1852.94 School of Visual Arts, New York

Einkasyningar/Solo exhibitions:
18982 Listagl, Akureyri

Samsyningar/Joint exhibitions:

1984 SKULPTUR/SKULPTUR/SKULPTUR, " Listasafn
Reykavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum

1684 ~Selections from the MFA special projects, part 1,* Visual

Arts Gallery, New York

1803 Mational Showcasa Exhibition “93,° Aternative
Museaim, New York

16992 JHomage to Matisse,” Visual Arts Gallery, Mew York

1992 ~Lokasyning '92," Myndlista- og handidaskali
Istandsficetandic  Collage of Art and Handicraft,
Reykjavik

18480 Madur og umhwverfi,* Gratta, Seltjarnarmes

Steingrimur Eyfjord Kristmunds
{. 1954/bom 1854
Menntun/Education:
1971-1975 Myndlista-og handiiaskel [slands,

Reykjavik/lcelandic College of Art and Handicrafi
1978-80  Atensum, Helsinki
1880-83 lan Van Eyck Academie, Maasiricht

Einkasyningar/Solo exhibitions:

1904 JPilagrimsfér Stefaniu Georgaddttur,® Mokkakaffi, Rieykjavk

1993 Galleri 11, Reykjavik

1883 lialdinn og myflugan,® kaffistafa S A A, Reykjavik

1992 Nylistasafnid/Living Art Museum, Reykiavik

1987 Galler Svart & hvitu, Reykjavik

1088 Nylistasafnid/Living Art Museum, Reykjavik

1985  Galleri Gangur, Reykjavik

1984 Mylistasafnid/Living Art Mussum, Reykjavik

1984 Espace un Gallery, Genf/Genova

1983  HCAK Gallery, Den Haag

1983 Galleri bak vid bokaskap, Reykjavik

1983 Galleri A, Amsterdam, Reykjavik

1982 Den Haag Gemesntemuseum, den Haag

1978 The University of Essex, England

1978 Galler Sudurgata 7, Reykjavik

1978 A loftandaveidum,” Kjarvalsstadir, Reykjavik

1977  Galleri Sudurgata 7, Reykjavik

Samsyningar/Joint exhibitions:

1864 LSKULPTUR/SKULPTUR/SKULPTUR.® Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1883 Mylistasafnid, syning med Dietriksson, Phasutan Buzan,
Robarto Ohrt og Haraldi Jonssyni/Living Art Museum

1883 Nylistasafnid, 16 dagar, myndbénd og gjdmingar,
Reykjavik/Living Art Museum, video & performances

1943 Slunkariki, syning med Spessa, [safjirdur

1992 Kaffi Splitt, Verk unnin med Spessa, Reyigavik

1982  Nylistasatnid, safnsyning/Living Art Musaum

1992 Tregaforeningen, afmalissyning | Gautsborg/Gothenburg

1991 Afmmlissyning Ragnars | Smiéra, Listasafn ASILabour
Unions' Art Gallery, Reykjavik

1989 Listahatiy, Fyrir ofan gard og nedan,” Nylistasafnid/Living
Art Museum, Reykjavik

1988 Syning | sambandi vith radstetfnu um visindi og lstir | Varda,
Moregur/Conference on science and the arts, Vardd, Norway

1988 ~Sjatsmyndir,” Kjarvalsstadir, Reykjavik

1987 Kulturhuset, Stokkhalmur/Stockholm

1586 Nylistasaini/Living Art Museum, Reykjavik

1886 N'art, Borgarskali, Reykjavik

1985 Gallery Filiale, Basel, Sviss

1984 Malmékonsthall Kaerloiksdynid,” Malmd

1983 Kjarvalsstadir, Reykjavik



1983 Museum Fodor, Amsterdam

1882 Plus est er is meer,” Bonfante Museum, Maastrichi

1982 Weerl Museum, Weert, Holland

1982 124me Bienale de Pans, Musé d'art moderne, Paris

1982 Klamt Gallery, Aarau, Sviss/Switzerland

1881 Stadschoburg, Maastricht

1ge1 Mordiyland Kunstmuseum, Aalborg

1981 Gallery Akumulatory, Poznan, Poltand/Poltand

1881 Videa Maart,” Jan van Eyck Academie, Maastricht

1881 Bargens Kunstforeningen, Bergen, Noregur/Norway

1680 Kanal 2/Gallery 38, Kaupmannah&in/Copenhagen

1980 Galleri, Sudurgata 7, Listahitid | Reykjavik/Reykjavik
Arts Festival

1980 Taidegrafikot Gallary, Helsinki

1980 Naw Yark Art Expo, New York

1980 Galleri Suburgata 7, Reykjavik

1870  Galleri Zona, Florens, faliu/Florence

1879 U. Carrion, Amsterdam

1878 Kunstlerhaus Stuttgart

1978 Galleri Sudurgata 7, Reykjavik

1978 Stidentakjallarinn, Reykjavik

1979 Galleri St. Petre, LundifLund, Sweden

1878 Galleri Suburgata 7, Reykjavik

1877 Galleri Solon Istandus, Reykjavik

1977 Galleri Sudurgata 7, Reykjavik

1977 Galleri Sélon slandus, Reykjavik

1876 Galleri SUM, Reykjavik

1975 FiM, Norreena hisid/Nordic House, Reykjavik

1974 Hamrahlidarskoli, Reykjavik

Verk | opinberri eigu/Works in public collections:

Bonnefante Museum, Heolland

Den Haag Geemeentemuseumn, Holland

Kjarvalsstadir

Listasain lslands/National Gallary of lceland

Listasafn Reykjavikur, Kjarvalsstadir/Reykjavik Municipal At Museum,
Musa d'Art et Histoire, Genl/Geneva

Nylistasafnid/Living Art Musaum
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Steinunn Pérarinsdottir
{. 1955/barn 1955

Menntun/Education:

1974-76 Portsmouth College of Art & Design, Porismauth, England
1976-79 Portsmouth Polytechnic, Fine Arts Department, B.A. i listum
1878-80 Accademia di Balle Arti, Bologna, Italia

Einkasyningar/Salo exhibitions:
1663 Galler Slankariki, |safjérdur

1982 Listmunahiisid, Reykjavik

1890 Kjarvatsstadir, Reykjavik

1687 Kjarvalsstadir, Reykjavik

1984 Listmunahesid, Reykjavik

1984 Listmunahisid, Reykjavik

1884 Listrmunahusid, Reykjavik

1882 Galleri Egilsbid, Neskaupstadur

1982 Kijarvalastadir, Reykjavik

1979 Gallari Suburgata 7, Reykjavik

Samsyningar/Joint exhibitions:

1994  SKULPTUR/SKULPTUR/SKULPTUR,® Listasafn
Reykjmvikur, Kjarvalsstadir/Reykjavik Municipal Art Museum

1993 777 Distance Communication,* Aarhus, Amsterdam,
Portsmouth, Duisburg, Bratislava & Moskva/Moscow

1993 Zeit-Sichten,” B Listakonur fra Reyijavik,” Frauen
Museum, Bonn

1682 Listskreytingasjdiur, Asmundarsalur

1992  Nitimahoggmyndalist, Kringlan, Listahatid | Reykjavik/
Raykjavik Arts Festival

1892 .Salon International de la Sculpture Contemporaine,” Pares
& Noisy-Je-Grand, Frakkland/France

1901 Listahétid | Hafnarfidrdur/Hafnarfjordur Arts Festival

1891 JKirkjulist, Asmundarsalur, Reykjavik

1989 Télfmringurinn,* Galleri Hafrarbarg, Hafnarfidrdur

1988 Madurinn i fargrunni,” Kjarvalsstadir, Reykjavik

1988 .5 Dimensioner,” Fimm iglenskir listamenn, Rohsska

Museum, Gautaborg, Svibjod, Nordurlandahisid
Feaereyjar/Gothenburg, Sweden and Nordic
House, Faroe |slands



1988 JScandinavia Today,* New York, Cleveland & Alabama, USA

1987 «Scandinava Today,* Kyoto & Tokyo, Japan

1985 Glerbrot,® |standische Glaskinstler, Kjarvalsstadir, Reykjavik

1984 14 listamenn,” | tilefni 100 ara afmals Listasafns
Islands/Cantenary exhibition, National Gallery
of Iceland, Reykjavik

1983 UM 'B3." Kjarvalsstadir, Reykjavik

16682 Gestur FIM & Vorviku & Akureyri

1981  ,Target Earth, The Art of Survival,* Los Angeles, LISA

1880 Bodies of Artists,* Nordjyllands Kunstmuseum,
Danmérk/Denmark

1980 Myndhaggvarafélagid | Reykjavik, Listahatid |
Reykjavik/Seulptors' Association, Reykjavik Arts Festival

1878 Galenie Zona, Flarens, [talia/Florence

Verk & opinberum stédum/Works in public collections:

ATVR i Mjodd

Borgarkringlan

Flugleidir, Keflavikurflugvillur/lcelandair, Keflavik Airpart
Forsetaverdiaun Utflutningsrads Islands/Design, President of lceland's
Award for Export Achievement

HafnarfjardarbaenTown of Hafnarfjérdur

Kopavogskirkia/Kapavogur Church

Listasafn Islands/National Gallery of lceland

Listasafn Reykjavikur, Kjarvalsstadir/Reykjavie Mumcipal Art Museum
Lista- og menningarsjodur Kopavogs/Kdpavogur Art Fund
Minmisvardi | GrundarfirdiMemorial

Minmigvardi | Sandgerdi/Memonal

Rikisendurskodun

Rikisditvarpid Akureyri/State Radio, Akureyri

Sedlabanki |slands/Central Bank of Iceland

Spansjodur Reykjavikur og nagrennis, Skalavardustigur, Reykgavik
Stjtrnagalubisid isafirdiisafisrour Town Hall

Svava Bjérnsdottir
f. 1952 | Reykjavik/born 1952 in Reykjavik

Menntun/Education:

1872-74 Ecole Mationale Supérieure des Beaux Arts, Paris

1974-78 Haskoli |Hlar'ldﬂ-l'Uniu'ersit:qr of lealand, B.A.

1978-84 Akademie der Bildenden Kinste, Munchen,
Messterschulern 1883

Einkasyningar/Solo exhibitions:
16984 Mordigk Ministerriid, Kaupmannahafn/Nordic Council of
Ministars, Copanhagan

1083 Listasafn Reykjavikur, Kjarvalsstadiv/Reykjavik Municipal Art
Museum, Kjarvalsstadir

1982 » Breaking the lce,” Glasgow Print Studio, Glasgow

1990 » Coloured Paper Objects”, WaBarmann Galerie, Minchen

1989 » Pappirsskilptir,* Morreena hisid, ReykjavikiMNordic House,
Rieykjavik

1988 . Gap ginnunga,” Galleri Lars Bohman, Stokkhdlmur/
Stockholm

1987 . Papor Art." Galene Schuwirth & van Noorden, Maastncht

1987 « Logn,” Kunstverain Giannozzo, Barlin

1986 » Papierskulptur,”* WaBarmann Galeris, Minchen

1986 » Fordarprogramm Junger Kunst," Art Cologne, Kéin

Samsyningar/Joint exhibitions:

1984  SKULPTUR/SKULPTUR/SKULPTUR,® Listasafn
Reykjavikur, Kjarvalsstadin/Reykjavik Municipal Art Museum

1983 . Zait-Sichten, Kinstlerinnen aus Reykjavik,” Frauen
Museumn, Bonn

1982 Jslensk ndtimahBggmyndalist,” Kringlunni, Reykjavik/
Ieefandic contemporary sculpture, Kringlan, Reykjavik

1962 Gallan Adelgatan 5, Malmd

1891 » Configura 1,° Erfurt

1880 . Fragments from the North,* Gallery ASF, New York

1890 . Fragmente aus dem Nordan,” Kultur Favoriten, VinfVienna

1990 » Brennepunkt |sland,” Gallerihuset, Aalborg

1989  Njlistasainid, Reykjavik/Living Art Museum, Reykjavik

1989, Wertpapier," Kinstierwerkstatt LothringerstraBie 13, Minchen



1889 » Aurora,* Morraena listamidstodin/MNordic Art Centre,
Sveabarg, Helsink

1988  , Bayerische Kunst unserer Tage," Cairo

1986 . Bayerische Kunst unserer Tage," Budapest

1986 « Ansichten/ Angolature”, Pallazzo Forfi, Verona

1586 » Papier und Skulptur,* Gesallschaft fir Aktuelle
Kunst, Bremen

1866 « Internationabe Kunst aus Minchner Ateliers,
Kinstierwarkstatt Lothringerst. 13, Minchen

1986 » Preistrager 85,° Museum Villa-Stick, Minchen

1884 « Ausstellung LothringerstraBae 13,° Kinatlerwerkstatt
Lothnngerst, 13, Minchan

1983 « Papler,”" Akademie der Bildenden Kinste, Minchan

1983 «» Papser,” Royal College of Art, London

1983 « 2xd=0." WalBermann Galerie, Minchen

1882 « Kunst und/ven Frauen,” Akademie der Bildendean
Kinste, Minchen

1882 - Robert Jakobsen und seine Schiler,” Residenz, Minchen

1982 « Deutsche Bidhauerei,* Mordjyllands Kunstmusaum, Aalborg

Porvaldur Porsteinsson
i. 1960 & Akureyrifborn 1960 in Akureyri

Menntun/Education:

1977-81  Myndlistaskéli Akureyrar/Akureyri Art School

1983-87  Myndlista-og handidaskal [stands/Icelandic College of
Art and Handicraft, Reykjavik

1987-89 Jan van Eyck Akademie, Maastricht

Helstu einkasyningar/Major solo exhibitions:

1994 Lumen Travo Gallery, Amsterdam

1993 Mokka, Reykjavik

1893 Slinkariki, [saffariur

1992 Menningarmidstadin Gerduberg, Reykjavik

1892  Njlistasafnid / Mokka, Reykjavik/Living Art Museum &
Mokka, Reykjavik

1931 Memo, Eckernitrde

1991 Lumen Travo Gallery, Amsterdam

1980  Zeno-X Gallery, Antwerpen (samt/with Guillaume Bij)
1989 Lumen Travo Gallery, Amsterdam

1989 Eight installations in Credit Lyonnais Bank, Holland
1889 De Gele Rijder, Amhem (dsamt/with Brittu Huttenlocker)
1987 Nylistasafnid, Reyljavik (asamt Hiberti Noa)/Living Art

Musaum, Reykjavik (with Hibert Moi)

Helstu samsyningar/Main joint exhibitions:

1994 L SKULPTUR/SKULPTUR/SKULPTUR,® Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavik Municipal A Museum

1994 Karfimyndin,® menningarmidstodin Gerduberg, Reykjavik

1993 Equilibrium,” Riga

1982 «Threa lcelandic Artists,” Galleniet, Vaxjd

1982 JMNordisken,” Kunsthallen, Gautaborg/Gothenburg

1992 lslensk hoggmyndalist,” Listahdtid | Reykjavik/Reykjavik
Arts Festival

1881 JHlimaat,” Lumen Travo Gallery, Amsterdam

1981 .Op water gebouwd,” Goes

1891 Galerie Van den Barge, Goas

1991 urora,” Nordic Art Center, Helsinki & Kulturhuset,
Stokkhalmur/Stockholm

1980 JFor real now,” Hoom

1990  Listahatid i Reykjavik/Reykjavik Aris Festival

1920 ~Lelportretten,” Galery Rumpff, Haarlam

19689 Zeno X Gallery, Antwerpen

Verk | opinberri eigu/Works in public collections:

Bibfiotheque National, Paris

Ignatius Ziekenhis (siikrahosid), Brada, Holland

Hoorn-borg, Holland/City of Hoom, Netherlands

Listasafn Akureyrar/Akurayri Art Museum

Listasafn PTT, Holland/PTT Gallery, Netherlands

Listasafn Reykjavikur, Kjarvalsstadir/Reykjavik Municipal Art Museum
Nylistasafrid/Living Art Mussum, Reykjavik

Bdkverk | opinbern esgn/Art books in public collections:

Victoria and Albent Museum, London

og i einkasdfnum | Hollandi, Balgiu, Pyskalandi, Bandarikjunum og
Russlandi'and private collections in the Nethedands, Belgium,
Germany, USA and Russia

Annad/Other:

Hefur ad auki unnid gominga, hipddverk, myndbdnd, sjdnvarps- og
Utvarpsverk, beekur og svidsverk/performances, acoustic works, TV
and radio productions, books and plays.



Para Sigurdardaottir

f. 1854 & Akranesiborn 1854 in Akranes
Menntun/Education:
1975-78 Myndlista- og handidaskéli Islands/icelandic College of Art

and Handicraft, Reykjavik

1878-81 Myndistaskalinn | Reykjavil/Reykjavik College of Art

1976-81 Myndlista- og handiaskéh Islands/lcelandic Callege of Art
and Handicraft, Reykjavik

1988-91 Det Jyske kunstakademi, Ardsar/Aarhus

Einkasyningar/Solo exhibitions:

1993 Nylistasafnid, Reykjavik/Living Art Museum, Reykjavik

1992 Giliy, Akureyri

1992  Galleri 11, Reykjavik

1989 Kongo galler, Kaupmannahéin/Copenhagen

1988 Aarhus Statshibliotek, Arosar/Aarhus

1887  Mokka, Reykjavik

1885 Mykstasafnid, Reykjavik/Living Art Museum, Reykjavik

Samsyningar/Joint exhibitions:

1664 SKULPTUR/SKULPTUR/SKULPTUR,” Listasafn
Reykjavikur, Kjarvalsstadir/Reykjavk Municipal Art Musaum

1984 Fyns Kunstmuseumn, Odinsvé/Odense

1904 Aarhus Kunstbygning, Ardsar/Aarhus

1803 Albertsiund Radhus, Kaupmannahdfn/Copanhagen

1983 Mokka, Reykjavik

1881 Ringsted galleriet, Ringsted, Sjaland/Zealand, Denmark

1820 Aarhus Kunstbygning, Ardsar/Aarhus

1987 Ungir myndiistarmenn (L.B.M.)
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Menntun/Education:

1977-79  Myndiistaskol Reykjavikur/Reykjavik College of Art

1980-84 Myndiista-og handidaskéli Islands/Icelandic College of Art
and Handicraft

Pérdis A. Sigurdardéttir
f. 1950 | Reykjavik/born 1850 in Reykjavik

1985-86 Akademie der Bildenden Kinste, Minchen

Einkasyningar/Solo exhibitions:

1984 Speelbank, Hannover, Pyskaland/Germany

1984 Oldenburgische Landesbank, Lear, Pyskaland/Germany

1881 Mlistasafnid/Living Art Museum, Reykjavik

1991 Asmundarsalur, Reykjavik

1987 Galleri Gangskir

Samsyningar/Joint exhibitions:

1904 SKULPTUR/SKULPTUR/SKULPTUR,® Listasain
Reykjavikur, Kjarvalsstalir/Reykjavik Municipal Art Museum

1994 Nylistasafnidy/Living Art Museum, Reykjavik

1883 Mokka, Reykjavik

1903 Portid, Hafnarfirdi

18991 5.0.F.A. Art Festival, Nyborg, Danmérk/Denmark

1990 Korpiifsstadir, Reykjavik

1880 Mordform 90, Malmi

1985  Nordic Textiltrienal, Kjarvalsstadir, Reykjavik

1984 Land Art, Dalland, Mosfelisbeer

1980 Jonshis, Kaupmannahafn/Copenhagen



Eftirtaldir listamenn pakka vidkomandi adilum og fyrirteekjum
studning vid gerd verka a syningunni:

Astridur (Asta) Olafsdéttir:
Sérstakar pakkir fyrir vinnu vid bokakapur fer Snabjdm Amgrimsson,
bokautgafunni Bjarti,

Brynhildur Porgeirsdattir:
Effirtaldir adilar fi sorstakar pakkir:
Jéns Clafssonar, Einars Benediktssonar og Hauks Helgasonar,

Styrktaradili: SteypustBboin hi.

Haraldur Jonsson:

Styrktaradili: Teppabidin, Sudurlandsbraut 26, s: 681950

Ivar Valgardsson:
Swdningsadili: Harpa h.f., milningarverksmidja,

Steinunn Pérarinsdottir:

Eftirtaldir aditar 4 sérstakar pakkar:
Vétsrmidja Orms & Viglundar
Malmsteypa Porgrims Jonssonar hi.
Gudmundur Arason

Porvaldur Porsteinsson:

A-Vakt

Litsmyndun; Arnaldur Hallddrsson,
Ometanlegur  studningur  (nd
augljsingastofa.

Uppsetning efingaibidar: Bergaveinn Alfonsson, Oddur Hallgrimsson
og Pdrir Steinarsson.

Auk ofangreindra fa  Hredlfur Jonsson  slokkwlidsstpor, Eringur
Lifviksson vardstion og Jon Pétursson siokkvilidsmadur pakkir fyrir
gott samstarf.

Sidast en ekki sist fa Oddur Hallgrimsson og A-vakt Siokkvilids
Reykjavikur minar bestu pakkir fyrir sinstakan samstarfsvilja, ahuga og
polinmeedi.

sem endranger): Hvita hdsid

The artists wish to thank the following individuals and companies
for their assistance In the production of works at this exhibition:

Astridur (Asta) Olafsdottir:
Special thanks for work on the book covers to Sneebjéirm Arngrimsson,

Bjartur publishing.

Brynhildur Porgeirsddttin:
Special thanks to the following:
Jén Olafsson, Einar Benediktsson and Haukur Helgason.

Sponsor: Slaypmté.’rin concrete works

Haraldur Jénsson:

Sponsor: Teppabldin carpet store

Ivar Valgardsson:
Sponsor: Harpa paint manufacturers

Stainunn Pdrarinsddttir:

Special thanks to:

Vélamidja Orms & Viglundar, metalwork
Malmsteypa Porgrims Jonssonar, foundry
Gudmundur Arason

Porvaldur Porsteinsson:

A-Shift

Photography: Arnaldur Hallddrsson.

Invaluable support (now as always): The White House advertising
agency,

Installation of the training apartments: Bergsveinn Alfonsson, Oddur
Haligrimsaon and Pdrir Steinarsson.

In addition to the above, special thanks for their  excellent cooperaton
go to Hrdlfur Jénsson, Chief Fire Officer, Erfingur Lidviksson, duty fire
officer, and Jon Pétureson, firaman.

Last but not least, my heartfelt thanks go to Oddur Hallgrimsson and
the A-Shift of the Reykjavik Fire Brigade for their exceptional readiness
to cooparate, their interest and their patience.



Menningarmélanefnd Reykjavikur/The Cultural Committee of the City of Reykjavik:

Hulda Valtysdattr, formadur/chairman:
Gudnin Erla Geirsddttir

Ingibjérg Rafnar

Jona Gréa SigurdardGtt

Jibius Hafstein

Selma Gudmundsdattic
Tumi Magnisson

Forstidumadur Listasafns Reykjavikur/Director of the Reykjavik Municipal Art Museum:
Gunnar B. Kvaran

Ljgésmyndun/Photography:

Alda Loa Ledfsdottic (Margrél Magnisdattin)
Bonn: (Steingrimur Eyfjérd Knstmundsson)
Einar Falur Ingdifsson (Stefan Jonsson)
Grimur Bjamason (Olaf Nordal)

Jim Smart {lvar Valgardsson)

Kristian Pétur Gudnason

Svala Sigurleifsdittir (Erla Porannsdottin)

Yfirlestur handrita/Proofreading and editing:
Malvisindastofnun Haskolans

Ensk pyding/English translation:
Bemard Scudder

Yfirlestur handrita 4 ensku/English proofreading:
Don Brandt

Hénnun sfningarskrér/Catalogue design:
Birger Andrésson

Uppsetning/Typesetting:
Hoskuldur Harn

Skeyting og filmuvinnsia:
Prentmyndastofan hi,

Prantun og békband/Printing and bookbinding:
(&, Ben. Prentstofa hf.
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