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Sélveig Abalsteinsdottir er | hopi efnilegustu myndlistarmanna okkar af yngri kynsléd. Han fer dtrobnar slodir i list-
skiipun sinni, velur sér vidfangsefni med djipa pjodfélagslega skirskotun/ opnar syn inn | veruleika sem fzer nyjar
viddir vegna pess ad hann er fram settur af sképunargledi og miklu listragnu innsasi.

Menningarmalanefnd Reykjavikurborgar fagnar pvi ad fa ad kynna verk Solveigar Abalsteinsdottur her ad
Kjarvalsstédum.

Hulda Valtysdattir,
formatiur

Sdlveig Adalsteinsddttir is one of the most promising of the younger generation of Icelandic artists. She takes an
original approach in her work, choosing subjects with deep social allusions, to unfold a view of reality which acquires
new dimensions through its creativity and artistic insight.

The Cultural Committee of the City of Reykjavik welcomes this opportunity to present Sélveig Adalsteinsdottir's work
at Kjarvalsstadir.

Hulda Valtysddttic
Chairman
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Olafur Gislason

AUDUR IMYNDUNARAFLSINS

bvi hefur verid haldié fram, ad kreppa mynd-
listarinnar | samtimanum s€ Oorum praedi
kreppa imyndunarafisins. Hid nyja geti ekki
faedst, vegna pess ad vid seum haett ad geta
imyndad okkur sjalf i nyjum heimi.

Hvada sdgulegu pydingu hefur imyndunaraflid?
imyndunarafli® er | rauninni pad sem greinir
manninn fra dyrunum. Pad gerir honum kleift
ad sja ekki bara sjalfan sig i annarra sporum,
heldur lika ad imynda sér verbldina 6oruvisi en
han er. Ad imynda sér heiminn eins og hann
geeti verid. Ad sja ut fyrir ramma og sjondeildar-
hring pess efnislega og samfélagslega veru-
leika sem umlykur okkur og sja um leid maégu-
leikana a ad breyta honum. Ad sja leidir til ad
gera hid omoégulega magulegt.

imyndunaraflid er 6grun vid Gbreytt astand,
bad knyr & um breytingu og an pess vaeri ekki
nein skapandi framvinda.

Imyndunaraflid er i raun orkuverid sem leysir
hinn skapandi kraft mannsins ur leedingi, og
bad hefur birst okkur | draumsynum mannsins i
gegnum aldirnar. | godségum, traarbrogdum,
listum, skaldskap, stjornmalum, visindum og
heimspeki. Og einnig i skapandi vinnu og hand-
verki.

| myndlistinni er imyndunaraflid hafid til nys vegs
& barokktimanum. Aldrei hafdi madurinn reist ser
sambaerilegar skyjaborgir, skyjaborgir sem sam-
einudu himneska szelu og likamlega munud.

Framtidarutopia barokkstimans var himnarikis-
vist full allsnaegta og likamlegrar munudar og
fegurdar. HUn hafdi bara einn galla: hun var
reist a himnum.

Til lengdar seettu menn sig ekki vid slika talsyn,
og imyndunaraflinu vard | auknum meaeli beint
ad hinni jardnesku paradis i nafni skyn-
seminnar og visindalegrar rokhyggju og i nafni
politiskra hugsjona um frelsi, jafnrétti, brasdra-
lag, og sidar sosialisma og kommunisma: para-
disin skyldi reist & jérdu nidri, hér og nu.

Hid teeknivaedda neyslusamfélag samtimans er
medal annars afrakstur pessarar draumsynar
um jardneska paradis.

Su paradis, sem s6fnudurinn fann i hvelfingum
kapdlskra domkirkna a 17. éldinni, er nd komin
nidur & jérdina, og vid purfum ekki annad en ad
fara | Kringluna | joladsinni til ad sja pessa
draumsyn fyrir okkur i veruleikanum.

Med hinni margbrotnu, tréllauknu og godumliku
framleidsluvél idnadarpjodfélags samtimans hef-
ur madurinn skapad sér pa paradis allsnaegt-
anna, sem a 17. éldinni var einungis himneskt
fyrirheit fyrir hinn snauda fjdlda.

Gallinn er bara sa, ad neyslusamfélagid skapar
og neerist & stédugri vanlidan neytandans. bPad
er ofullnaegjan sem knyr okkur i Kringlurnar og
heldur framleidsluvélinni gangandi. Ofullneegja
neytandans er jafnframt sjukdomseinkenni hins
beelda imyndunarafls.



Madurinn sem neytandi a pad & haettu ad tapa
imyndunarafli sinu i hendur framleidsluvélinni,
sem framleidir stodugt nyjar draumsynir fyrir
okkur | peirri godmognudu framleidsluvel sio-
kapitalismans, sem stundum er kollud pvi
skelfilega nafni ,vitundaridnadur”.

| .vitunaridnadi® samtimans verdur hénnun
imyndarinnar lykilatridi og neyslan felst i pvi ad
brenna imyndirnar jafn6dum og peer birtast a
skjanum. Notagildid hverfur fyrir markadsgildi
hinnar nyju Imyndar, sem arodursvélin endur-
skapar | sifellu. Andspaenis pessari framleidslu
a hid frjalsa imyndunarafl i vok ad verjast.
Madurinn glatar smam saman eigin imyndunar-
afli um leid og hann er matadur [ sifellu a nyjum
imyndum.

| Astandi pessu getur madurinn ordid ad grimmu
og tortimandi randyri a safnarastigi.

Munurinn & safnara neyslusamfélagsins og
safnara steinaldarsamfélagsins er hins vegar
sa, ad neyslusafnarinn lifir | tilbdnum heimi.
Nattaran er honum ekki lengur heildg, né held-
ur samfélagid vid naungann.

Uppfylling draumsynar neysluvélarinnar felst i
bvi ad fylla sorphaugana hér og ni og med
siauknum hrada, hvad sem pad kostar.

Hvernig tengjast pessar vangaveltur myndlist
Solveigar Adalsteinsdottur?

Myndheimur hennar er eins og andsvar vid
pessum adstzdum.

| stad pess ad seekja Kringlumidin | efnisleit
fyrir drauma sina gerir hun sér yrkisefni ur pvi
sem rekur a fjorur hennar af leifum allsnaegta-
bordsins mikla. Séfnunararatta hennar beinist

ad peim urgangi neyslusamfélagsins, sem er i
pann veginn ad gera jordina obyggilega. Af
stoiskri rd tinir hdn af gbtu sinni Atbrunnar leifar
bessarar tortimandi vélar, tekur paer likt og i
fostur um leid og hun beitir imyndunarafli sinu
til pess ad gefa peim framlengt Iif T nyju sam-
hengi. Samhengi sem visar Ut fyrir rikjandi
astand. Hun beinir imyndunarafli sinu ad nyju
gildismati a listina og fegurdina, sem felur jafn-
framt [ sér nytt gildismat a mannlegu samfélagi
og nattdrunni.

Pott sméaskulptarar hennar lati litid yfir sér, hvort
sem litid er til staerdar peirra eda efnislegrar
gerdar, pba eru peir engu ad sidur dgrun vid
draumsyn neyslusamfélagsins og hinar tilbanu
imyndir ,vitundaridbnadarins”.

Peir eru einnig dgrun vid hdnnunarmaelikvarda
vitundaridnadarins, sem eiga sina forskrift |
LKitschinu®,

beir eru jafnframt dgrun vid hina hefébundnu
hugmynd okkar um listmuninn sem sedsta stig
hénnunar og umframneyslu og hugmynd okkar
um listina sem virdulega stofnun | samfélaginu
og hlekk I framleidsluferli pess.

Efnividur pessara skulptara er hvorki marmari
né brons, og vid getum hvorki fundid i peim
edalmalma eda edalsteina.

Form peirra er hvorki upphafin mynd af af-
morkudum veruleika, né uthugsud imynd eda
still, og peir eru lausir vid pa aru heilagleikans,
sem hin heilaga kirkja listarinnar sveipar list-
muninn a markadstorginu og er til pess fallin ad
veita okkur falska Grygaistilfinningu.

pratt fyrir augljosa ,hénnunargalla” bua pessir



hlutir yfir einhverri tviraedri en jafnframt sjalf-
steedri naerveru, sem er ertandi og verdur til
bess ad raska ro okkar og knyja okkur til end-
urskodunar a afstddu okkar til hiutanna og um-
hverfisins | kringum okkur.

Efnividurinn i myndverkum Solveigar er hinn
-audmjukasti og leegst setti af ollum efnisvid:
jafnvel firusandurinn verdur gofugur | saman-
burdi vid plastid, jarnaruslid, glerid og tusk-
urnar, sem ganga nidur af framleidsluveél vitund-
arionadarins.

Engu sidur neer Soélveig ad gefa pessum ut-
slitnu efnisbutum endurnyjad lif og nytt mal.
Peir talast ekki bara vid innbyrdis, rétt eins og
onytu bradurnar | ruslakistunni i aevintyri Ander-
sens, heldur tala peir einnig til okkar med
ismeygilegum haetti.

Ekki po pannig, ad efnid sé ad reyna ad vera
eda synast eitthvad annad en pad er - eins og
marmarinn eda bronsid gera.

Ekki pannig ad skulpturarnir séu ,mynd af ein-
hverju* eda  takn" fyrir einhvern dulinn veru-
leika, er bui handan hins synilega yfirbords.
Pessir skilptirar tala til okkar | efnislegri nekt
sinni af frumstaedri einleegni og hreinskilni.

| myndheimi Sélveigar er bad ekki hlutverk list-
arinnar aod tja persénulegar tilfinningar og lang-
anir hennar sjalfrar i anda hinnar borgaralegu
einstaklingshyggju, heldur leitast han vid ad
uppgbtva langanir, tilfinningar og skodanir efnis-
ins og lata peer njota sin.

| myndheimi Sélveigar er pad ekki hlutverk
listarinnar ad bua til mynd af heiminum, heldur
er heimurinn sjalfur efnividur, sem hefur sjalf-

steett gildi og sjalfstestt tungumal sem hdn
hvetur okkur til ad hlusta eftir.

Vid skynjum héfund pessara skllptira einungis
i gegnum vidhorf hennar til efnisins og i gegn-
um pann neéemleika og pa nsergsetni sem hun
synir pwi.

List Sélveigar Adalsteinsdottur er fatask list og
nytin, en i fataekt sinni bendir hun okkur & aud-
legd imyndunaraflsins sem valkost vid tortim-

andi neyslu imynda vitundaridnadarins.



Olafur Gislason

IMAGINATIVE WEALTH

It has sometimes been claimed that the con-
temporary crisis faced by art is in part a crisis
of the imagination: nothing new can be creat-
ed, because we have lost the capacity to
imagine ourselves in a new world.

So what is the historical significance of the
imagination?

Essentially, it is the imagination that distinguish-
es man from animals. Not only does it allow man
to see himself in the position of other people,
but also to imagine a diferent world from the real
one, to imagine the world as it might be. To look
beyond the framework and horizon of the mater-
ial and social reality that surrounds us, and at
the same time to see ways of changing it. To
see ways of making the impossible possible,
Imagination is a challenge to the status quo, a
call for change. Without it there would be no
creative progress.

In effect the imagination is a power station har-
nessesing the human creative power which
has appeared to us through the ages in man’s
visions. In mythology, religion, art, fiction, poli-
tics, science and philosophy. And also in cre-
ative work and handicraft.

In art, the imagination was elevated to new
heights in the age of baroque. Never before
had man built himself such castles in the air,
fantasies which combined divine ecstasy with
physical pleasure.

The utopian future envisaged by baroque was a
heaven of plenty, of voluptuousness and beauty.
There was only one flaw: it was built in heaven.
In the long run such an illusion ceased to be
acceptable, and the imagination turned increas-
ingly towards the earthly paradise in the name
of rationalism and scientific logic, and in the
name of political ideals of liberty, equality, frater-
nity, and later socialism and communism: par-
adise was to be built on earth, here and now.
Today's technological consumerist society is
one of the products of this vision of paradise
on earth.

The paradise which the congregation saw dis-
played on the domes of Catholic cathedrals in
the 17th century has been brought down to
earth, and we only need to walk through a
shopping mall to see the form that this vision
assumes in reality.

With the complex, gigantic and godlike pro-
duction machine of contemporary industrial
society, man has created for himself a paradise
of plenty which in the 17th century was only a
heavenly promise for the impoverished mass-
es:

But the problem is that the consumer society
creates, and thrives upon, the continuous dis-
content of the consumer. It is dissatisfaction
that forces us out to the shopping mall and
keeps the production machine running. At the



same time, consumer dissatisfaction is a
symptom of the repressed imagination.

Man the consumer is at risk of losing his imagi-
nation to the production machine which contin-
uously manufactures new visions for us, the
divine force of late capitalism that is sometimes
known by the appalling name of “the con-
sciousness industry.”

In the "consciousness industry” today, the
design of an image is crucial and consumption
involves eradicating the images the moment
they appear on the screen. Usefulness yields
to the market value of the new image which the
propaganda machine is continuously recre-
ating. Faced with such production, the free
imagination is losing ground. By being con-
stantly fed with new images, man is gradually
losing his own power of imagination.

Such a situation can turn man into a ferocious
and destructive predator at the hunter and
gatherer stage.

The difference between the gatherer in the
consumer society and the gatherer in the
Stone Age is that the consumer-gatherer lives
in an artificial world.

Nature is no longer sacred to him, nor is the
society of his fellow men.

The vision of the production machine is fulfilled
by filling the rubbish tips of today at an ever-
faster pace, whatever the cost.

So how does Soélveig Adalsteinsdéttir's art fit
into this context?

Her visual world is like a response to such con-
ditions.

Instead of hunting the material for her dreams
in the shopping mall, she takes as her subject
whatever leftovers may come her way from the
great banqueting table. Her instinct for gather-
ing focuses on waste products from con-
sumerist society which are on the verge of
making the earth uninhabitable. Stoically, she
picks up spent remnants from this destructive
machine off the street, almost adopting them
while she applies her imagination to give them
prolonged life in a new context. A context that
points beyond the prevailing situation. She
turns her imagination towards a revaluation of
art and beauty, which thereby implies a new
set of values for human society and nature.
Unassuming as her small sculptures may be in
terms of both size and material construction,
they represent a challenge all the same to the
consumerist vision and the ready-made
images of the “consciousness industry.”

They are a challenge to that industry's criteria
of design, whose principles lie in kitsch.
Furthermore, they challenge our conventional
notion of the art object as the paragon of
design and excess consumption, and our
notion of art as a respectable institution within
society and a link in its production process.
The material of these sculptures is neither mar-
ble nor bronze, and they lack precious metals
and gems.

Their form is neither a sublimated representa-
tion of a limited reality, nor a deliberate image
or style, and they are free from the aurora of
sanctity with which the holy church of art veils



its objects in the marketplace and is conducive
towards instilling us with a false sense of secu-
rity.

Despite their obvious “design flaws,"” these
objects possess a certain ambiguous and at
the same time independent presence which
provokes and disturbs, and forces us to review
our attitude to these objects and the environ-
ment about us.

The material Solveig Adalsteinsdottir uses in
her works is the humblest and lowest of all:
even sand from a beach seems noble in com-
parison with the plastic, scrap iron, glass and
rags excreted by the production machine of
the consciousness industry.

Nonetheless, she manages to endow these
worn-out scraps of material with renewed life
and a new language.

Unlike Hans C. Andersen's rag dolls in the
dustbin, they do not merely talk amongst them-
selves, but also, insinuatingly, to us.

Yet this is not to say that the material is trying
to be or seem more than it is — as marble or
bronze does — nor that the sculptures are a
"picture of something” or a symbol for some
concealed reality that exists beyond the visible
surface.

These sculptures talk to us in their material
nakedness, with primitive ingenuousness and
candour,

In Solveig Adalsteinsdottir's visual world, the
role of art is not to express her personal feel-
ings and yearnings in the spirit of bourgeois
individualism, but rather to strive to discover

the yearnings, feelings and opinions of the
material and bring them to the fore.

The role of art in her work is not to create a rep-
resentation of the world. Instead, the world
itself is the material, with an inherent value and
an independent language that the artist
encourages us to listen for.

We perceive the creator of these sculptures
only through her attitude towards her material
and through the sensitivity and tenderness
which she shows towards it.

Solveig Adalsteinsdottir's art is arte povera, the
art of poverty but thrift. In its poverty it points
out to us the wealth of the imagination as an
alternative to the destructive consumption of
the images of the consciousness industry.

Yiirlit af syningu, Musée des Baux - Arls

la Chaux - de - Fonds. Sviss. 1991

Installation from Musée des Baux - Arts

la Chaux - de - Fonds, Sviss. 1981






Vibur, glimmer / Wood, glitter 1883 27x12x12 sm






Vidur, silikon og plast [ Weood, silicon and plastic 1993 33x15x6 sm






Pappi, gifs, Candelilla / Cardboard, plaster, Candelilla 1993 43:56+56 sm
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Gler, litur [ Glass, colouring 1923 21x15x15 sm
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Limband, vidur, tuska / Cellotape, wood, rag 1993 s6whxs em






Steinsteypuborkjami, mursteinsbrot, gler, limband / Concrete drilling, lump of brick, glass, cellotape 1993 24x10x10 sm







Kaktusar, epoxy, jam og gler / Cacti, epoxy, iron and glass 1993 20:2x22 sm-
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Vidur, svampur og teiknibolur / Wood, sponge and drawing pins 1823 20x12¢12 sm

M
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Vidur, maining / Wood, paint 1993 25x12x12 sm
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Limbandsrdllur / Rolls of cellotape 1993 22x16x16 sm
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