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Alla pessa old hefur éhlutleeg myndgerd verid veigamikill pattur i vestraenni listaségu. | fyrstu voru formin hladin frumspeki-
legum hugleidingum, sidan 16gdu listamenn sig fram vid ad taama merkingarsvidid og bodudu algildi formsins. Na & sidastlidnum
aratug hefur abstraktlistin aftur komist [ forgrunninn en ba med endurnyjudum formerkjum. Allan pennan tima hafa
islenskir myndlistarmenn af mismunandi miklum krafti tekid patt | alpjodlegu mvintyri abstraktlistarinnar. A pessari syningu
gefst okkur teskifzeri til ad skoda hvernig islenskir samtimalistamenn hafa endurskodad hid ohlutlaega myndmal og gaett pad
persénlegum hugmyndum sinum. Pad er okkur sdnn anzegja ad kynna verk vidkomandi 14 listamanna sem sameinast i hinu
ahlutbundna myndmali en pd dvallt a élikum hugmyndalegum forsendum.

Throughout this century, Abstract art has been an important area of Western art history. Abstract artists began by charging
their forms with metaphysical speculations, and later declared the universality of form as they strove to empty their warks
of all meaning. Now, over the past decade, Abstract has moved into the spotlight again, approached from new angles.

Al this time, Icelandic artists have been involved to varying extents in the global Abstract adventure. The present exhibi-
tion gives an opportunity to see the way lcelandic contemporary artists have reviewed the Abstract pictorial language and
endowed it with their own personal ideas. It is a sincere pleasure for the Cultural Committee of the City of Reykjavik to
give visitors 1o Kjarvalsstadir the opportunity to see the works of fourteen artists, all working in the common language of
Ahbstract but on their own different conceptual terms.

Formadur menningarmalanefndar Reykjavikurborgar / Chairman, Cultural Committes of the City of Reykjavik
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Gunnar B, Kvaran: Islensk abstraktlist — endurskodun

I
i byrjun aldarinnar komu fram & sjénarsvidid margar, merkar uppgotvanir, teknilegar
nyjungar og ddur opekktar hugmyndir sem brugdu nyju ljosi a 1ifid og tilveruna. Einstein
setti fyrst fram hugmyndir sinar um afsteediskenninguna arid 1905; Darwin syndi fram &
proun mannsins i lifskedjunni; Freud upplysti félk um Jhinn innri mann”, undirmadwit-
undina og Nietsche sagdi Gud daudan.

Andspanis pessum nyja veruleika komu ennfremur fram efasemdir um gildi hefa-
bundinnar myndlistar og tengsl hennar vid varuleikann. Menn settu spurningarmerki vid
ba vidteknu hugmynd ad listin stti ad lysa hlutveruleikanum & myndfletinum. A pessum
tima virtist veruleikinn annad og meira og listamenn foru dlikar leidir i leit ad nyju mynd-
mali, sem ha&fdi best pessum nyju kringumstadum.

Pegar drid 1910 var Picassd kominn fram med malverk | Frakklandi, par sem hlut-
veruleikinn er brotinn upp | frumeindir sinar & tvividum myndfletinum. Pessar hugmynd-
ir, sam kenndar eru vid kibismann, varu bd oftast umskrift 4 hlutveruleikanum, par sem
listamenn reyna aftir matti ad samrema olik sjdnarhorn — tima — & myndfletinum,
Kubisminn byggir ad hluta 4 rannsdknum Cézanne sem hafnadi fiarviddarkenningum
Endurreisnarinnar og lagdi aherslu & ad s&tta struktirinn — myndbygginguna — vid tvi-
vidan myndflétinn jafnframt pvi sem hann i seinni verkum sinum innleiddi fleira en eitt
sjonarhorn | sama malverki. Med kubismanum fardist malverkid fra pvi ad vera endur-
byaging & sjénraenni skynjun yfir i ad vera fullkomlega hugmyndaleg uppfinning. Horfib
var fra eftirlikingu en myndefnid pd gefid | skyn. Pau malverk, par sem Picasso og Bragque
ganga hvad lengst i umbreytingu myndeafnising, eru adi toriesin en po aldrai fullkomisga
ahlutleeg. | pessum formrannsdknum kibismans er bad vafalitid Fernand Léger sem
gengur hvad lengst | pvi ad hafna hlutveruleikanum i verkum sinum fra 1914 |, par sem
hann tjair einfaldlega hugmynd um sprengikraft nitimalifsins. Pad ma pvi seqgja ad
kubisminn — mad nidurbroti og myndbrotasamsetningum — hafi verid afgerandi leid ad
hinu hreina, dhlutleega malverki.

Arid 1909 birtu itdlsku fatdristarnir manifesto | franska dagbladinu Le Figaro og opin-
berudu nyjar hugmyndir um fegurdina og malverkid, List peirra tengdist ymsum nylegum
teekniuppgdtvunum likt og rafmagni og rontgangeisium i mélverkinu vildu peir fjar-
laagjast hefdbundid myndefni og pess | stad tjg akvedin huglik likt og hrada og hijgd.
Myndmal futiristana, sem fakk ad léni hluta af lita- og ljoskenningum Delaunay, var likt
og kibisminn oft erfitt aflestrar an pess po ad verda nokkurn timann fullkomlaga
abstrakt. Umskrift futdristana 8 myndefninu var fyrst og fremst ddur til nutimatakni-
samfélagsins en ekki leid til ad rjufa tengslin vid hlutveruleikann.

Mokkrum drum sidar, arid 1912, | Russlandi, skapa Nathalia Gontcharova og Mikhail
Larionov liststefnu sem nefnist Rayonnismi, sem minnir um margt & formspil faturist-
anna,

¥Ymsar visindalegar rannséknir & ljosi og litum voru einnig mikilvaegar fyrir fram-
gingu mala. A 19, éld hafdu verid settar fram margar, merkar uppgotvanir um eali litar-
ins og tengsl hans vid ljosid, sem sid-impressjonistar, likt og Seurat og Signac, hofdu m.a,
nytt sér i nyrri syn sinni & hlutveruleikann. | byrjun 20. aldarinnar eygdu listamenn enn-
fremur, { tengslum vid margs konar litfraedikenningar, moguleika a sjalfstadu hlutverki lit-
aring ohad hlutnum, Og arid 1911 malar tékkneski malarinn Frantisek Kupka (1871-1857),
sam basettur var | Paris, hreina litabstraksjon sem atti adeins ad tja tilfinningalegt myn-
defni 548 med auga hugans”. A sama tima og Kupka, Delaunay og fleiri franskir lista-
menn (sem franska skaldid Appollinaire nefndl, arid 1913, Orphistal |6gdu sig fram vidad
atlista wvisindalegar forsendur madlverksing med tilvisunum | litfrezdikenningar visinda-
manna a bord vid Ogden Rood og Michel-Eugene Chevreul, var rissneski malarinn
Wassily Kandinsky (1866-1944) | Minchen ad lesa litakenningar Goethes fréa 1810 og
skrifa bok sina Uber das Geistige in der Kunst, par sem hann leggur fradilegan grunn ad
ohlutleegu malverki sem byggist umfram allt & hlutsteedum og frumspekilegum (meata-
fysiskum) eiginleikum litarins.

Pegar hér var komi® og listameann héfdu medvitad rofid tengslin vid hlutveruleikann
purftu peir oftast adrar freedilegar forsendur fyrir malverkid. Flestir peirra, likt og Kupka,
Kandinsky og Dalaunay, visudu til tonlistar, beedi | fredilegum Gtlistingum og nafnagift-
um. Fyrir listamenn og heimspekinga hafdi tdnlistin um langan aldur verid so listgrein
sam stod sem sjalfsteed, lifren helld andspeanis nattdrunni. (Og & 4. dratugnum verdur



byggingarlistin ekki sidur raunveruleg vidmidun). | skrifum Kandinsky ma ennfremur
merkja skyr tengs| hans vid pysku heimspekingana Hegel og Schopenhauer, pegar hann
reedir um tvirsedni formsins. Annars vegar um formid sem tdkn og hins vegar sem . innri
naudisyn®, fullkomlega hlutstett form. P& fengu hugmyndir listamannsins um Linnri
naudsyn® ennfremur studning | hugmyndum gudspekinga (theosophista) & bord vid Rud-
olf Steiner, Annie Besant og C. W. Leadbetter, en | verkum sinum fra 1911, pegar Kand-
insky lm@tur litina sprengja af sér formid og flada hvern inn | annan a myndfletinum,
myndgerir hann hugmyndir Annie Besant og C.W. Leadbetters um ,hugsanaform”
{Thought Forms). Likt og gudspekingar tradi Kandinsky pvi ad litur og form hefdu dulran-
an matt. Og ad litur og form gaetu likt og ténlistin framkallad bylgjur sem géfgudu sélina.

Hallendingurinn Mondrian {1872-1944) var annar listamadur sem ték mid af dul-
spekilegum hugmyndum. Hann hafdi | fyrstu tileinkad sér myndmal sidkubismans bar
sem hann leysti upp myndefni og endurbyggdi 4 kerfisbundinn hétt a myndfletinum. Sid-
ar atti hann eftir ad broa ohlutl=ga myndgerd sem byggdist 4 l6dréttum og laréttum form-
um og notkun & premur grunnlitum: guly, blau og raudu. Formheimur Mondrians, sem
settur var fram i .dynamisky jafnvaegi”, hafdi ennfremur til ad bera dulrenar merkingar
sem visudu i rit heimspekingsins og staerdfradingsins M, H. J. Schosnmaekers.

| Risslandi var Malavich {1878-1935) ad mdla atta rauda rétthyrninga a hvitan grunn.
Gedmeatriskar myndir sem sottu andagiftina m.a. i hugleidingar rissneska heimspekings-
ins Ouspenskys um fjordu viddina. Hér var po vidfangsefnid ekki timinn, likt og hja kibist-
unum, heldur nytt vitundarstig milli dauda og eilifs lifs. Malevich sa i hugmyndum heim-
spekingsins sjonrana moguleika fyrir mélverkid, par sem hann lét formin fljdta a hvit-
um grunni, sem einn lita gat gefid ahorfendum innsyn inn i hid dendanlega dypi. Likt og
Mondrian &leit Malevich ad dhlutleegt malverk hefdi matt til ad flytja einstaklinginn inn 4
adra vitundarstig.

Pegar raatt er um dhlutlega myndgerd fra Gdrum dratugnum eru listamennirnir
Kandinsky, Malevich og Mondrian gjarnan teknir Gt Ur og stilit saman sem fradilegum
frumkvBdlum abstraktlistarinnar. bPeir dttu pad allir sameiginlegt — pd peir faeru olikar
leidir — ad vilja afhjipa innra edli veruleikans, endurspegla hid innra |if og léta dhorfand-
ann verda patttakanda i hreinu, [j68raenu atstreymi listaverksins.

Pott listfreedingar séu ekki allir sammadla um pad hvenzr dhlutleeg myndlist kom
fyrst fram — sumir nefna 1909 begar Picabia maladi éhlutlaega vatnslitamynd sem nafn-
ist Caoutchouc, adrir nefna 1910 &rid er Kandinsky maladi sina fyrstu dhlutizgu vatnslita-
mynd — pa vidurkenna flestir peirra ad upphafid eigi sér stad a arunum 1912-1913. En um
gitt eru allir sammala og bad er ad & pessum tima kemur fram myndmal, éhlutleeg list,
sern umbylti &llum fyrri hugmyndum manna um myndlist. Petta var ny tegund mynd-
listar sem spratt fram samtimis vids vegar um verdldina, sem vildi ekki lengur likja eftir
hilutveruleikanum heldur fyrst og fremst tja tilfinningar og hugsun listamannsins.

I
Arid 1945 var efnt til yfirlitssyningar | Paris sem bar yfirskriftina ,Art Concret” og par
kam fram s myndgerd sem &atti eftir ad setja mestan svip a listina i Paris na2sta aratug-
inn. Arid 1946 var sidan listamannahdpurinn Réalites Nouvelles stofnadur, en hann ad-
hylltist strangt flatarmalverk og hélt drlegar syningar. | pessum hopi voru listamenn af
ymsum pjédarnum og urdu félagarnir, begar flest var, 4 fimmta hundrad. Af peim lista-
ménnum, sem mest kvad ad & pessum darum og hofdu mest ahrif, ma nefna Auguste Her-
bin (1882-1960), Serge Poliakov (1908-1969), Jean Dewasne (1921), Victor Vasarély
(1908} og Richard Mortensen (1910-1992). Pessir listamenn fengu einnig ahrifamikinn
vettvang pegar listaverkasalinn Denise René hof syningar og kynningar & verkum peirra.
Helsti hugmyndafraxdingur bessa gedmetriska flatarmalverks var gagnrynandinn Léon
Degand sem lagdl rika dherslu 4 ad listin stti ad vera hrein og 6had og hofda til listraenn-
ar skynjunar en ekki vekja upp tilfinningar eda skirskotanir sem vaeru mélverkinu fram-
andi. Ennfremur var André Bloc {1889-1966) mikilvaegur talsmadur. Hann var ritstjori list-
timaritsins Art d'Aujourd hui, sem haf gongu sina 1949 og var pad timarit mikilveagur
malsvarl bessa nyja malverks. Megineinkenni pessa geometriska flatarmalverks er ad
formin hafa enga skirskotun til veruleikans, pau eru hvorki umskrift ne dregin af veru-
leikanum heldur eru pau hlutstad (konkret) | sjdlfum sér og pvi var hugtakid konkretismi
oft notad sam stilheiti yfir pessi verk. Med peim hastti skyldi listamadurinn adeins nota ,hid
hreina mal myndlistarinnar”. Petta stranga, gedmetriska malverk, sem kemur fram i



Paris eftir strid, 4 sér fyrst og fremst listsGgulegar reetur i rissneska konstraktifismanum
og De Stijl hreyfingunni & 88rum og pridja dratugnum. Verk De Stijl listamanna — eins
og Piet Mondrian (1872-1944) og Theo van Doesburg (1883-1931) — einkannast pé fyrst
og fremst af samreemdum og kyrrstaedum formum, en pad sem aftur 4 moti einkennir
hina nyju gedmetriu eftir strid er &8ru fremur flakid myndrymi sem felur | sér talmynd af
hreyfingu og tima. Formgerd pessara verka sinkennist af gedmetriskum strangleika,
sléttum, eintdna litaflotum og hugmyndafraedingar pessa nyja malverks lagdu fyrst og
fremst dherslu & frumpeetti myndmalsins | ritum sinum, eins og form og lit og mynd-
byggingu. Kemur petta gloggt fram | verkum Herbin, Danans Richards Mortensens og
Ungverjans Vasarély. Vasarély atti sidan eftir ad prda éfram eiginleika forms og lita og
framkalla malverk sem bygajast & sidnvillu formanna. Pessi tegund abstraktlistarinnar
fékk heitid ,op-list™ og var pad fyrst notad af gagnrynanda Time 1964 sem stytting &
enska ordinu optical ada sjénrasnn,

Pad er ekki fyrr en 4 Septembersyningunni 1951, sem gedmetrisk flatarmalverk
komu fyrst fram & Islandi, en pa syndi Valtyr Pétursson verk — t.d A svirtum grunni”
— par sem ollum kennisetningum gedmetriska malverksins er fylgt; formin eru skyrt af-
maorkud og &n efnisverkunar. Valtyr dvaldi i Paris 1948-50 og sotti syningar | Galerie Den-
is Rene og Galerie Arnaud og kynntist verkum listamanna gins og Richard Mortensen,
Victor Vasarély og Serge Poliakov og hugmyndum Léon Degand. Ba héfdu verk Porvalds
Skilasonar & syningunni 1951 sterk einkenni bessa nyja malverks. A syningu hépsins
arid 19562 syndu ennfremur Porvaldur Skilason, Nina Tryggvaddttir, Karl Kvaran (1924-
19839}, Hjdrleifur Sigurdsson (1925), Gudmunda Andrésddttir og Kjartan Gudjonsson verk
af pessum toga. Pessir listamenn hofdu pa allir dvalid um lengri eda skemmri tima i Paris
— fyrir utan Karl Kvaran — og hdfdu kynnst bar hinu gedémetriska malverki, Til marks um
ba fotfestu sem gedmetriska malverkid nadi medal islenskra listamanna | upphafi sjétta
aratugarins var ad a darinu 1953 var efnt til tveggja samsyninga par sem synd voru verk
af pessum toga. A Vorsyningunni syndu Porvaldur Skdlason, Valtyr Pétursson, Hjdrleif-
ur Sigurdsson og myndhdggvarnir Asmundur Sveinsson (1893-1982) og Gerdur Helga-
déttir (1928-1975). A Haustsyningunni syndu Hbrdur Agustsson, Karl Kvaran, Sverrir
Haraldsson (1930-1985), Eirikur Smith og Svavar Gudnason.

Pd svo ad abstrakt expressjonisminn hafi um drabil verid rikjandi myndmal | banda-
riskum listaheimi er vart haagt ad tala um hreyfingu gedmetriska malara samanborid vid
pad sam gerdist i Evropu eftir seinni heimsstyrjold. Fremur ma tala um nokkra einstak-
linga likt og Rothko, Clifford Still og Barnatt Newman sem attu eftir ad hafa umtalsvard
ahrif 4 ohlutleega myndlist naestu dratugina.

patt finna megi akvedin tengs! vid evropsku gedmetriuna fra 4. dratugnum i verkum
Newmans afneitadi hann pvi sjalfur. Hann lagdi dherslu & ad verk sin hefdu til ad bera
dramatiskar tilfinningar og ad formgerdin hja honum byggdist fullkomlega & 68rum for-
sandum. Hann syndi fram & ad | verkum sinum veeri ekki um ad rsda samspil geo-
metriskra forma likt og i evropska, gedmetriska malverkinu og taladi um formin sin sem
formleysur. Hann hafnar fagurfradinni | hefdbundnum skilningi og talar bass [ stad um
hid gofuga og haleita (sublima) i tengslum vid formgerdina. Pessi afstada hans kemur
fyrst fram i peim verkum par sem hann teflir saman stérum, afgerandi einlitafldtum og
hing vegar IGdréttri linu eda formi § Gdrum lit. Hér er pad l68rétt lina sem beedi opnar og
heldur malverkinu saman. En pad sem meira ar, pessi verk hafdu til ad bera mjog rika,
taknfrmdilega merkingu sem tengist gydingauppruna listamannsins og kemur m.a. fram
i nafngiftum verkanna sem flest eru tekin Ur Gamlatestamentinu. Lodrétta linan er oftast
takn fyrir ljosid og undirstrikar ennfremur hugmyndir Newmans um hid haleita | verkinu.
| seinni tima verkum sinum leggur Mewman aukna aherslu & steerd myndflataring med
sterkum, glansandi litum, pannig ad myndin tekur eda fyllir ut i allt sjonsvid ahoerfandans
og [ raun er pad par sem rymi malverksins og dhorfandans byrjar ad ridlast. Patta nyja
hlutverk rymisins og pessi heildarahrif formgerdarinnar urdu afgerandi uppspretta fyrir
minimalismann.

Tweir adrir bandariskir listmalarar eru einnig lykilmenn i préun formraennar abstraki-
listar naestu dratugina. Ad Reinhardt (1913-19667) er annar peirra. Hann tileinkadi sér
strax | upphafi ohlutlegt myndmal og & 6. dratugnum maladi hann tvi-téna myndir par
sem formin eru vart greinanieg. B2ai einfaldleikinn i formgerdinni og staard verka hans
atti eftir ad hafa afgerandi ahrif 4 mynd- og rymishugsun minimalistana um midjan
7. aratuginn. Hinn listamadurinn var Frank Stella (1936). Arid 1960 var haldin timamdta-
syning 8 verkum eftir Stella i Museum of Modern Art | Mew York sem olli straumhwvarf-



T

um innan abstraktlistarinar, | verkum sinum lagd Stella megin dherslu 4 ad endurnyja
formgerdina og gerdi pad fyrst og framst med pvi ad breyta hinu hefdbundna, ferhyrnda
myndformi og bua til samspil milli bass og formgerdarinnar. Allar pessar myndir voru
maladar med glerungi | svortu og hvitu, Formgerdin | pessum verkum matadist af hvitum
linum sem ldgu samsida myndrammanum pannig ad aldrei myndast neitt stigveldi (higr-
arki} | neinum myndheimi. Petta er rokratt uppsetning og einféld i framsetningu. Og par
eam listamadurinn byr aldrei til sjdlfstadan myndheim innan rammmans verdur aldrei til
neins konar munur @ forgrunni og bakgrunni. Sjalfur lysti Stella pessari myndgerd sem
non-relational eda samhaengislausri en evropska, geometriska malverkid byggdist fyrst og
fremst & pvi ad bua til samhengi og afstodu i hinum innra myndheimi. Po svo ad pessi
hugmynd minni um margt 4 verk Barnett Newmans ba eru verk Stella umfram allt and-
frumspekileg, dpersdnuleg og firrt dllum tiltfinningum.

Arid 1966 var haldin syning | New York sem bar yfirskriftina Primary Structures. Par
kom fram hépur listamanna, sem syndi ahlutlag myndverk, par sem |6gd var dhersla a
ad einfalda formgerdina | frumpastti sina. A sama tima og pessir listamenn voru ad praa
Afram hina sogulegu, gedmetrisku myndgerd komu peir fram med frumlegar hugmyndir
vardandi hlutverk rymsins og tengslin vid ahorfendur. passi myndlist fékk snemma heit-
ia ABC list eda minimalismi og hefur si nafngift fest vid pennan oformlega listhdp. Peir
listamenn sem mérkudu stefnuna voru Carl Andre, Donald Judd, Robert Morris, Larry
Bell og Dan Flavin. Po svo ad flestir pessir listamenn attu uppruna i malverkinu syndu
peir allir skdlptara, an minimal-hluturinn var og er afar frabrugdinn odrum hoggmynd-
um. hvad vardar myndbyggingu, tekni og stadsetningu | ryminu.

Pa® aru einkum prid atridi sem eru talin farsenda bandariska minimalismans: i fyrsta
lagi ahugi listamanna & 6. aratugnum & laikhusinu, happening og Gdrum uppakomum
sem opnudu myndlistarmannum adur opekkta reynsiu sem var medvitud tengsl peirra vid
rymid umhverfis likt og 4 leiksvidinu. i 8aru lagi hinn einfaldi myndheimur Black paint-
ings Ad Reinhardts og svértu, al- og koparmyndir Frank Stella fra pvi um 1960, Pessi
gridarstdru verk andspzenis aharfendum gefa paim maguleika 4 ad stiga inn i myndrym-
id, eda dllu heldur bjoda dhorfendum ad samsama gigid rymi ryminu | myndinni. Pessar
myndir hifdu hafnad innr rokvisi verksins og hefabundinni myndbyggingu fyrir nyja
skipan par sem myndfléturinn var i senn flatur og Gxull milli myndarinnar og dhorfand-
ans. bridja forsenda, uppspretta minimalismans, er an afa lerddmur sem menn dragu
af riissneska konstroktifismanum og Brancusi. Minimalistarnir strokudu ot dr verkum
Brancusi pessa mystisk-eldfornu tilfinningu og litu 4 verk hans sem hreinan farmalisma.
par sem formin baru enga merkingu adra en ad vera i ryminu — vera | akvednu efni |
akvednu rymi.

Minimal listhluturinn byggist ekki & Innri tengslum vidkomandi forma heldur er pad
heildin andspaenis ahorfandanum sem skiptir megin mali, Hluturinn hefur varid einfald-
adur efnislega | grindur eda byggingar eda dsnertanlegt fyrirbaeri eins og t.d. ljos. Form-
in eru idulega hlutlaus, geometrisk og larétt, (Sjaldnar l6Brétt vegna pess ad slikt er dkved-
inn snertiflétur vid manninn og hefur frekar taknreaent gildi), Allt er nékvamlega utmasit
og pwvi er i raun ekki hagt ab staskka eda minnka pessi verk. Pau eru aftast unnin | verk-
smidjum bar sem hond listamannsins er hvargi sjdanleq.

Fram ad pessum tima hafdi rymi | malverki og hoggmyndalist varid skilgreint inn-
an myndrammans og | skilptarnum. Pad var pvi rammi myndarinar og stopull skalpturs-
ins sem adgreindi rymi verksins fra rymi dhorfandans. | pessu samhengi er gjarnan tal-
ab um sjonrant rymi par sem ahorfandinn nytur verksins fyrst og fremst sjonrant. En
minimalistarnir toku stépulinn undan verkinu og bjuggu til til nyja tegund af myndrymi,
par sem ahorfandinn og listaverkid deila sama rymi. | pessu samhengi hefur verid talad
um tilvistarrymi par sem ahorfandinn og verkid broast sameiginlega { vidkomandi rymi.
Ahorfandinn er | pessum verkum ordinn likamlegur hiuti af listaverkinu, Pessar hug-
myndir voru reyndar komnar fram i tengslum vid stdru verkin gftir Newman og Ad Rein-
hardt.

i hinum afdrattarlausu hugmyndum minimalistanna um formgerdina og hlutverk
rymisins, settu peir ennfremur spurningarmerki vid hina hefdbundnu faguriraedi par sem
beir stgdu ad biid veeri ad kerfisgera mannlegar tilfinningar og upplifun. Peir hfnudu pvi
hefdbundnum skilgreiningum fagurfrasdinnar en Ibgdu pess | stad aherslu & ad minimal-
listin vildi samtengja skynjun dhorfandans & listhlutinn og & eigin likama i ryminu.

ba svo ad minimalisminn hafi hafnad fagurfreadinni sem slike verdur ekki umvillst ad
pessir listamenn hafdu mikil ahrif & fagurfraedilega upplifun og framsetningu almennt |



listinni og reyndar | samfélaginu almennt. Minimalisminn var og er listform sem nadi
mikilli Gtbraidsiu, og er pad ekki sist ad pakka skrifum listamannanna sjélfra.

| byrjun 9. dratugarins komst abstraktlistin enn og aftur | svidsljosid en pd med nyj-
um formerkjum. Na gilti ekki lengur hreintriarstefna modernismans um sérgildi forms-
ins, heldur var unnid medvitad med stilfraadilega lykla gedmetriunnar og l6gd dharsia a til-
ginkunina og eftirlikingar | anda post-madernismans. Mikilvagur pattur | hugmynda-
fraedi nyju gedmetriunnar {Neo-Geo) var ad stefna saman tveimur pélum sem oft hafa
verid adgreindir | ha- og ldgmenningu, p. 8. annars vegar vidkenndum, liststgulega skrad-
um liststefnum, likt og abstraktlistinni, og hins vegar alpydumenningu nutima idnadar- og
neyslusamfélags, Nyja abstraktmalvarkid, eins og pad birtist m. a. i varkum Tim Ebner,
Ross Bleckner, Sherrie Levine, Philip Taaffe og Peter Halley, er pvi oftast formrant, en
jafnframt pvi byr pad yfir skyrum merkingarsvidum. Allt er gert til ad afhjupa algildi
formsins an pess | stad er unnid markvisst Ot fra neyslusamfélaginu og hluta-menning-
unni (oft & einkar gagnryninn hatt) og medvitad visad i fagurfradilegar klisjur, pbekkt stil-
brigdi, jafnvel onnur listaverk, oft med haednislegum undinténi, A pbennan hatt ar hinn
ahlutbundni formheimur hefdbundinnar abstraktlistar ordinn raunverulegt vidfangsefni
og inntak nyju gedmetriunnar med dllum peim aukamerkingum, menningar- og félags-
legum, sem hann ber i sér.

I
Vist er ad listin hér a landi sidastlidna pria aratugi hefur verid margpaett. Par hafa farid
samhlida olikar liststefnur — hefdbundin abstraktlist, fluxus-vidhorf, efnishugmyndir Arte
Povera, |jodreen conceptlist, endurdmur minimalismans, figaratift mdlverk — sem runn-
ity hafa saman eda smitad Gt frd sér. | feestum tilfellum getum vid talad um listrena brein-
reektun | takt vid erlendar fyrirmyndir.

A sidastlidnum drum hefur matt sja ad dhlutlaagt myndmal hefur | auknum maali kom-
i upp & yfirbordid | verkum islenskra myndlistarmanna. Vist er ad hugmyndalegar for-
sendur pessara listamanna og leidir peirra ad pessu myndmadli eru afar olikar. En mad
nokkurri einfaldun getum greint tvo megin pastti. Annars vegar aru pad peir listamenn
sem vinna upprunalaga Ot fra formranum forsendum og takast 4 vid efni, lit og form-
gerd, og hins vegar éru pad peir sem ganga ut fra skyrum, hugmyndalegum oda taknfrasdi-
legum forsendum par sem myndmalid hefur visanir handan vid myndfiotinn.

54 listamadur sem fremur 6&rum tengir pessa nyju, ohlutlEegu myndlist vid hefdina,
jafnframt pvi sem hann gefur henni endurskodada merkingu, er Svava Bjornsdortir
{f. 1952), sem haf snemma & 9. dratugnum ad steypa | pappamassa litadar, ohlutlsegar
lagmyndir, sem i fyrstu byggdust 4 lifrenum formum, en 4 seinni hluta dratugaring vard
formgerdin meir og meir gedmetrisk. | bessum verkum ar dherslan I6gd &4 sampeatt sam-
spil efnis, litar og formgerdar sem listakonan skapar og broar | moderniskum skilningi,
{formraen uppfinning listamannsing er avallt | forgrunnil pé svo ad framsetning og af-
stada | ryminu taki ad hluta tillit til hugmynda minimalismans um virkni umhverfisins.

Forsendur Erlu Pararinsddttur (f. 1955) eru ennfremur formraenar, po svo ad hér sé
megin aherslan |0gd 4 konnun rymising sam byr yfir tvéfaldri virkni. Annars vegar eru
pad litadir punktar eda hringform sem sameiginlega mynda flot, hins vegar blatt hyldypi
rymisins. Po svo ad verkin beri nofn likt og Kort, og gefi pannig til kynna visanir i fraadi-
legar cg/eda frumspekilegar forsendur — stjérnufraedi/stjiornuspeki/dulspeki — pa eru
pessi vark fyrst og fremst formraen og fialla um liti og form og hvernig petta tvennt
skapar dskilgreinda rymismoguleika, likt og vid sjaum ennfremur i 68rum verkum lista-
konunnar par sem formin eru hugsud sem [lat fyrir afmarkad eda skilgreint rymi.

Sigrun Olafsdattic (f. 1963) kannar ennfremur rymid [ einkar efnisryrum verkum sem
byggjast & fagudu linusamspili. Varkin eru annad hvort eintal linunnar eda samraedur lina,
sem nalgast eda skarast 4 myndfletinum. Petta eru ljodranar, munadarfullar linur, sem
ekki ateins skilgreina akvedid ramtak heldur gefa fremur | skyn fiarleegd og nédlagd | rPm-
inu. Petta eru rymislinur par sem innri tengs| reyna & tilfinningalega hluttekingu og
skynjun ahorfandans til hins ytrasta. Sjalf segir listakonan ad linurmar séu eindir [ form-
reenu fréasagnarkerfi likt og bokstafir fyrir [jod, eda tonar fyrir tonverk.

| teikningum Ingdlfs Arnarssonar (f. 1956) nalgast listamadurinn 6endanlega null-
punkt skopunarinnar badi efnislega og formrant. Vid fyrstu syn virdast pessar teikning-
ar vera geometriskar samstillur, kaldar og fjarlaegar. Margt ytir undir pessa upplifun:
Teikingarnar eru byggdar upp af l6dréttum-, laréttum- og skastrikum sem listamadurinn
dregur & hvita drk (21.3 x 15.3 sm) sem IGgd er & glerplotu til ad koma i veg fyrir . frottage®,



b.e. ad undirlag verksins taki fram fyrir hendur listamannsing. En [ raun er petta kross-
skygging sem gerir peer krofur ad listamadurinn vinni i fullkomnu jafnveegi — likamlegu
og andlegu — milli sin og midilsins, Vinnuferlid er hagt, s16dugt, jafnt par til ad listamadur-
inn hefur mettad teikninguna eda verkid. Petta jafnveegi, sam vid eigum ad geta lesid it Or
teikningunum, milli listamannsins og efnis, gefur til kynna lifraenan patt, sem verdur til
i sampattingu eda jafnvaegi milli ljéss og skugga, reglu og oregly, stadfestu og tilviljun-
ar, hagt og hratt, pess ad opna eda hylja, sr@dni og veikleika. | pessum chlutizgu teikn-
ingum, par sem vid merkjum ekki stigveldi formanna, er hugmyndin, efnid og athdfnin ad
teikna samtvinnud heild og upplifun og skynjun dhorfandans tilfinningaleg. Og skynjun
ahorfandans beinist ekki adeins ad hverri teikningu heldur ekki sidur ad heildaruppsetn-
ingu myndanna, linunni i odru veldi.

Form- og rymiskannanir sem vid kynnumst i verkum Kees Visser (f. 1948) eru afger-
andi konkret eda hlutstadar. Peer hafa engar ytri visanir. [ stéru, umhverfislegu samhengi
greinir hann | verkum sinum hlutverk listhlutarins og tengsl hans vid veggi syningarrym-
igins, sem [ pessu tilfelli hefur Gdlast virkni til jafns vid listhlutinn. Og ef vid rynum nénar
inn i heildarrymid og einangrum hiutinn, likt og verkid sem vid hofum hér a syningunni,
sjaum vid ad formtilraunir listamannsins fjalla ekki sidur um formran myndhvérf — op-
tisk — par sem listhluturinn tekur breytingum eftir stodu dhorfandans. Andspeenis verk-
inu virdast hvitir rimlarnir koma saman [ einn punkt. En pegar ahorfandinn feerir sig til
hlidar koma i ljés blgir imlar sem umbreyta tvividdarvirkni myndarinnar i raunveruleg-
an, prividan hlut, flarviddarteikningu. Petta er formran hugleiding/framsatning sem kerfis-
bundid kannar sampaettingu grunnforma og rymis samtimis sem listamadurinn ytir a
undan sér, smam saman, pekktum landameerum konkretlistarinnar.

Ragna Rabertsdottir (f. 1945) hefur unnid hefur i gegnum tidina dhlutlaaga skulptira
— sem po hafa oft til ad bera fjarleega nattdruvisun — i har, torf, stein og gummi. i pessu
samhengi synum vid teikningar hennar, svartar, tvividar teikningar sem pd bera keim af
fyrri vidfangsefnum listakonunnar. Vid fyrstu syn virbast petta vera hlutstaed form, hring-
ir sern tengdir eru med linu. En pegar vid lesum verkin | gegnum fyrri verk hennar hvarf-
ast formin og vid sjaum tengslin, rullurnar {sem ganga likt og raudur pradur i gagnum
vark hennar) ennfremur sem slik skyntengsl l&@da hreyfingu inn { verkid, En par sem pessi
farm eru taiknud beint 4 vegginn draga pau ennfremur fram virkni hans og patt [ skynj-
un ahorfandans. Pannig feer pessi teikning virkni & dlikum form- og rymislegum plén-
um sem fornrzent myndhvarf, hreyfing og hiutstedur varulelki.

i verkum peirra listamanna sem hér hafa verid nefndir hefur Gtgangspunkturinn
fyrst og fremst verid formraenn, Pessir listamenn hafa lagt sig fram vid, meira eda minna,
ad finna upp form og kanna framsetningarmoguleika peirra | rymislegu samhengi. i
bessari leit hafa peir ennfremur notad margvisleg efni og adferdir, sem enn og aftur hafa
laitt af sér 8dur Gséda moguleika. | werkum sinum hafa passir listamenn framiengt hefd-
ina og gefid okkur nyja, éhlutieega syn.

En svo eru ennfremur adrir listamenn sem koma ad hinni dhlutlaegu myndgerd eftir
nokkud 6drum leidum. Par er fyrst ad nefna Kristjidn Gudmundsson (f. 1941) sem pegar a
8. aratugnum var farinn ad gera Ghlutl@gar teikningar, sem hafa po til ad bera merkingar-
svid likt og sja ma | verkinu & x 7 fafatimalinur fré drinu 1974, par sem timi og lengd lin-
anna skilgreina breidd peirra. Og sidan | verkinu Lengsta nott & Istandi (einnar mindtu
linur), bar sem listamadurinn dregur & blad svartar linur sem tdkna lengstu notlina, i
pessurm verkum hefur ahorfandinn (likt og listamadurinn} verid leystur undan éllum hug-
lmgum vangaveltum. Pessi augljdsa klifun milli heitisins og verksins, milli formsins og
inntaksins, lokar fyrir alla tulkunarméguleika hja dhorfandanum og kemur ennfremur |
veg fyrir ad hann komist upp med hreina formra&na og fagurfraedilega upplifun. i pessum
verkum @ sér stad akvedin og skyr teeming milli formsins og forsendu verksins. Form og
forsendur standast 4 og getur hvorugt an hins verid, Pessi myndhugsun hefur alla tid ein-
kennt verk Kristjans Gudmundssonar, samtimis sem han hefur | gegnum tidina vikkad
baedi hvad vardar hinar hugmyndalegu forsendur — verkin eru ordin margradari — og ekki
sidur efnislega, par sem listamadurinn hefur a sidastlidnum arum unnid meir medvitad med
sjalft syningarrymid likt og sja ma i verkinu & pessari syningu sem heitir Bratinn sjdn-
deildarhringur. Hér er teikningin kalkipappir sem klipptur er i eina langa reemu og brot-
inn [ jafnsida linur & veggnum. Po svo ad verkid virki fyrst og fremst formraent, likt og svo
mdrg fyrri verk Kristjdns, pa er efnid, kalkipappirinn, hladid merkingu sem listamadurinn
dtlistar m. a. | framsetningu verksins. Med pvi ad bridta kalkipappirinn vid enda hverrar
linu gefur hann hasvarsklega til kynna edli og virkni efnisins og verksins | heild. Verdd



vigar ut, nytir sér flutnings- og fjdlfjdldunareiginleika kalkipappirsins, frelsar sig undan
hinum tvivida fleti og undirstrikar hina hugleegu vidd sem | pvi byr og vid finnum i nafn-
giftinni: Brotinn sfondeildarhringur. Samtimis sem betta verk ar nyr afangi | listskopun
Kristjans Gudmundssonar ba visar pad aftur i eldri verk listamannsins, par sem hann mad
ohlutlagri myndgerd fjallar um timann, hradann, orsok og afleidingu, konkret-ljodraenu |
varkum par sem efnid er avallt gjornytt,

i peim dhlutlaegu verkum sem Tumi Magnisson (f. 1957) hefur verid ad proa a sidast-
lidnum drum | beinu framhaldi af hlutamalverkunum, er forsendan skyr. Han birtist ein-
faldlega | heitum verkanna. Sjonrant eru petta litasamsetningar, hugmyndalega eru
petta malverk af efnum — féstum eda fljotandi — strokledur og plast, blod og messuvin,
skordyraeitur og munnskolvatn. An pess ad verkin buil yfir peim siginleikum ad skyra sig
sjalf pa hefur listamadurinn medvitad njdrvad nidur merkingu peirra. Ad pessu leyti ery
tengslin vid conceptlistina skyr. Ahorfandanum er ekki gefinn kostur & pvi ad framlengja
eda tilka pa dreedu merkingu sem byr | andraomsloftkenndu litafleedinu, Aftur & mdti hef-
ur ahorfandinn vissa Utgdnguleid | gegnum nafngiftina, sem hann getur tOlkad eda lesid |
Ofru veldi. P& svo ad pessi verk Tuma hafi til ad bera mjog sterka, dhlutbundna, fagur-
freedilega nélagd, ba er bad ekki | raun malverkid sem skiptir listamanninn mestu mali,
heldur hugmyndin, sem hefur margvislegar visanir og tengingar | sdgunni og i fyrri
verkum listamannsins. Pad hversu langt listamadurinn gengur | pvi ad ldta reyna 4 ,heillag-
laika™ malverksins | pessum verkum minnir okkur 8 naesta fluxus-kennda afstodu til list-
arinnar, pad ad rjufa pessi hefdbundnu landamazri milli lifsins og listarinnar. Og annad —
pad er humor | pessum verkum, en slikt dirfska var fremur sjaldséd i hinni hefédbundnu
abstraktlist.

Formin i verkum Ingu Pdreyjar Johannsdottur (f. 1966) eru hladin merkingu. Form-
in aru pensilfor. Annars vegar 28 raud pensilfor | nanast opinni merkingu. Og hins veg-
ar eru pau nakvemlega skilgreind sem 24 French Ultramarine og 32 Alizarin Crimson
pensilfar. Pessi ohlutlzegu, samsettu malverk fjalla | raun um sjalft malverkid, um sjalf-
an null-punkt malverksins, adur en hraefnid og adferdin verda ad einhverju. Enn og aftur
komum vid ad concept-tengdum hugleidingum um edli og takmarkanir listarinnar, jafn-
framt pvi sem vid greinum tengingar vid popplistina og hyperrealismann, par sem lista-
konan leetur sér ekki nagja ad setja pensilfor beint a8 vegg, heldur endurbyggir han a
upphleyptan hatt hvert pensilfar, ykir pa og magnar. | pessum verkum hefur abstrakt-
listin & vissan hatt glatad alvarleik sinum med hadsku vidhorfi sem einnig er bundid | merk-
ingu verksins.

babd er nokkru alvarlegri ténn | verkum [vars Valgardssonar (f. 1954) sem ymist vinn-
ur med ready-made hluti, beinar visanir | hversdagslegt umhbverfi okkar eda fullkomlega
ahlutisegt, pdé svo ad grunnhugmyndir listamannsins séu oftast menningarlega og fé-
lagslega tengdar. Likt og svo margir listamann af hans kynslod kemur Ivar | gegnum
conceptlistina — enn og aftur ljddrena utgdfu hennar — samtimis sem minimalisminn,
rymishugmyndir hans og einfaldur framsetningarmati hafa sett sinn svip & hugmyndir
listamannsins. | pessu verki sem nefnist Pridr - sex - niy umfardir eru hugmyndalegar
forsendur verksins skyrar. Listamadurinn velur ad nota sama lit og veggurinn er maladur
med. Hann afmarkar prja fleti. Fyrsta flotinn malar hann yfir priar umferdir af sama lit og
sidan sex umferdir 4 bann neesta og loks niu umferdir 4 pann sidasta. A pennan hatt er
varkid afgerandi hluti af umhverfinu — veggnum — samtimis sem fletirnir odlast dkvedid
sjalfstaedi | upphleyptri mynd efnisins. | pessu verki, sem & sér formreent séd visanir i
sogunni, er inntakid skilgreint efni og adferd vid gerd listaverksins. Petta er pvi & fyrsta
lestrarplani lokad merkingarferli, sam i heild sinni er pé heegt ad skoda | samfélagslegu
tilliti. Pessi opersonulegu efnistok setja listamanninn | staerra samhengi, sem sam-
kveemt honum gerir hann, til jafns vid adra pegna samfélagsins, patttakanda | umfangs-
mikilli umhverfislegri mdtun, bar sem allir bera sameiginlaga dbyrgd i dypsta og vidasta
skilningi. A pennan hatt hafa peir listamenn sem &tt hafa patt | ad andurskoda hid éhlut-
laega myndmal tengt bad aftur vid raunveruleikann med nyjum form- og efnisforsendum,
andstaett hinni hefdbundnu konkratlist 6. og 7. dratugarins, par sem listamenn l6gdu sig
fram vid ad teema verkin af allri ytri skirskotun.

Po svo ad Haraldur Jonsson {f. 1961) hafi kunnad ad skapa sérstaett, formrant mynd-
mal pa liggur hin hugmyndalega forsenda og merkingarsvidid ad hluta utan vid myndverk-
i8, Mikilveegur pattur af skdpunarverki listamannsins, sem bo er ekki langur | arum talid,
birtist i ldgmyndum, oft holum ad innan, gerBum | tex. Pessi verk, sem oftar en ekki
byggjast 4 ordaleikum eda pau myndgera | békstaflegri merkingu hugtdk, fjalla ekki sist



um pogina og hinn defniskennda veruleika likt og [ warkunum Hijdahverfi fra 1993 og
Hvérf fra 1994 par sem formgerdinni og merkingu hennar er stillt upp sem negatifu af
pekktu fyrirbari, | fyrra verkinu hverfur hljédid inn i pognina og | pvi sidara, sem synir
andhverfu hatalara, sogast hljodid, hugmyndalega, inn i formid. Verkid Pétting fra 1992,
sem sett er saman Ur ldgum af texplétum {hljodeinangrunarefni), dregur athyglina ad
pagnarpunktinum. Pessi verk, sem gera bé krifu til shorfandans ad hann lesi sig sam-
timis i gegnum nafn og formgerd verksins, virka ekki sidur | ryminu umhverfis verkid, i
hinum éefniskenndu pattum sem listamadurinn nefnir sjalfur andann i hlutnum, Pannig
tekst listamanninum ad virkja rymid, sem hann skilgreinir giarnan sem péan, og gera
aharfandann ad virkum patttakanda, likamlega og vitsmunalega, i merkingarmyndun
verksins.

Radhildur Ingadéttir (1. 19591 byggir verk sin, sem ymist eru gerd 4 striga eda beint 8
vegg, & hringformi sem hin dregur upp med sirkli. Listakonan stadsetur punkta a ferli
hringsins sem sidan verda ad midju | Gdrum jafnstorum hringum. Med skurdi hringanna
myndast form sem listakonan velur med fravarpi, | salfredilegum skilningi, sem han lit-
ar med mismunandi mérgum légum af blaum lit sem er ginkennandi fyrir verk hennar.
pessi form, sem listakonan dregur fram, geta myndhverfst fra einni imynd til annarra
sam oft geta verid skamatiskar visanir i hlutveruleikann. Formraent séd virka pessi verk &
margraedan hatt. Hringurinn sem lokad grunnform &dlast amelanlegt rymi inn i verkid
med mismunandi gegnsaerri litaaferd og i teikningunum med pvi ad opna formin Gt i rym-
i3 utan vid upphafshringl myndverksins. | pessum werkum er utgangspunkturinn
lina/hringur, sem listakonan akvardar | upphafi, en svo tekur gedmetrian fram fyrir hend-
ur hennar og leidir hana inn | sammenningarlegan og néttarulegan myndheim, Pessi
myndheimur, sem byr | heildarrymi verkins, er a sifelidri hreyfingu og sifelldum mynd-
hvarfum an pess ad merking hans verdi nokkurn timann frumspekileg. Sannleikurinn byr
i formraenum eiginleikum hringsins og tengslum hans vid umhwverfid.

Kristjan Steingrimur {f. 1957} hefur lengi unnid mad takn | verkum sinum, sem hann
hefur einfaldad meir og meir a sidastlidnum arum. Myndverk hans, sem hann vinnur med
oliulit & alplétur, eru samsett Ur taknum og margrasdum lit. Vid fyrstu syn eru verk hans
ghlutbundin, en pegar rynt er | form og munstur ma merkja akvedin, visindaleg takn, i
bessu tilfelli eru pad teikningar af rafrasum ur styrikerfi Rafmagnsveitu rikisins, sam
listamadurinn einfaldar nidur i sina frumdraetti an bess ad svipta paer frummerkingu sinni.
| 8aru varkinu, sem hann nafnir Tom, fra 1991, stillir hann saman fyrrnefndum rafrasum
og steerdfradilegu takni, sem merkir tém, & grunni sem er arfarvegur. Mad pwi adh tengja
bessi takn eda myndefnispaetti Gdlast formin afgerandi merkingarsvid. Pad sama er ad
segja um hitt verkid, sem listamadurinn nefnir Fravik, fra drinu 1993, en par teflir hann
saman rafrasateikningum og staerdfredilegu takni, sem merkir fravik, og litudum grunni
sem skilgreindur er sem jardvegur. A sidastlidnum tveimur drum hefur listamadurinn sid-
an unnid med vedurlysingatdkn sem festa annars oreeda markingu listaverksins.,

Daniel Magnusson (f. 1958) gengur hins vegar lengra [ pvi ad tengja verk sin vid
raunvaruleikann eda pekktar visanir, Myndverk hans eru samsett ar nokkrum dhlutlzg-
um myndum sem sameiginlega mynda pekktar andlitsmyndir. A pennan hatt vega
myndir salt milli 6hlutbundinnar og hiuthundarinnar upplifunar dhorfandans — par til
ad kunnugir bekkja vidkomandi einstaklinga, pa Mikka Mis og Andrés Ond. Med bvi ad
velja skematiska andlitsmynd af paim falagum mé gloggt merkja hadnistaninn i asatn-
ingi listamannsins sem leyfir sér ad nota hid ohlutbundna myndmal — séguleg bekkt —
sem hraefni | lagmenningarlegt fyrirbeeri. Hid einangrada, orada og upphafna merkingar-
evid abstraktlistarinnar er hér endurfaett en bé med fullkomlega nyjum formerkjum.

A pessari syningu er reynt ad draga saman hlut peirra islenskra myndlistamanna
sem & sidactiidnum arum hafa valid sér dhlutbundid myndmal. Hér skodum vid sérstaklega
formraenar myndgerdir en latum liggja & milli hluta formleysimalverk og landslags-
abstraktmalverk sem nokkud hefur borid & hér & landi & undanférnum misserum.

Hid Ghlutbundna myndmal er ekki lengur saklaust og hreint, heldur er pad hladid
stigulegri reynslu. Pad sem adur var form, sem visadi inn a @0 vitundarsvid eda hiutstatt
i sjalfu sér, birtist nu enn og aftur | nyju, listsbgulegu samhengi sem ljeer pyi fullkom-
lega nyja merkingu. Vid sjaum tengslin vid eldri, abstrakt formgerdir, conceptlistina,
minimalismann og Neo-Geo, eda ollu heldur hvernig pessar listhugmyndir hafa haft
ahrif & vidhorf islenskra samtimalistamanna sem med alviérugefnum hugleidingum, haadni
og lifandi sképunargledi, hafa kunnad ad endurskoda hid ohiutlaega myndmal og gefa pvi
personulega asynd.
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Gunnar B. Kvaran: lcelandic Abstract art — under review

|
Around the turn of this cantury, many remarkable discoveries, technolagical innovations
and previously unknown concepts appeared which shed new light on the waorld of man.
Einstein first proposed his theory of relativity in 1905; Freud revealed “the inner man;
Darwin's demonstration of human evolution in the chain of life had become widely accept-
ed; and Nietzsche had pronounced that "God is dead.”

In light of this new reality, doubts arcse about the value of conventional art and its rela-
tion to the real world. People bagan to guestion the widely accepted notion that the role of
art is to depict concrete reality on the canvas. Reality at this time seemed to be something
alse, something greater, and artists adopted various approaches in their quest for a new pic-
torial language that was best suited to the new situation.

By 1910, Picasso had already produced paintings in France in which concrete reality is
hroken down into its basic elaments an the two-dimensional pictorial surface. The concepts
of the Cubist movement which he heralded were generally a reworking of concrete reality,
whereby artists strive to harmonize different viewpaints - time — on the canvas, Cubism is
partly based on studies by Cézanne, who rejected the Renaissance theory of perspective
and emphasized assimilating the structure, the pictorial construction, to the two-dimen-
sional canvas while also, in his later works, he introduced multiple viewpoints into the same
painting. Under Cubism, the painting shifted from being a reconstruction of visual percep-
tion and towards being a supremely conceptual invention. Imitation was abandoned,
although the subject was suggested. Picasso and Brague's most extreme transformations
of the subject are cryptic, but naver purely abstract. Fernand Léger undoubtedly took the
Cubists’ explorations of form to one of their farthest limits when he rejected concrete real-
ity with the post-1914 works in which he simply expresses the Concept Art notion of the
dynamism of modern life. Through its process of disintegration and its compositions of
fragmentary images, Cubism can be said to have been a decisive path towards the Abstract
painting.

In 1909, the Itallan Futurists published their manifesto in Le Figaro announcing new
ideas of aesthetics and the painting. Their art was linked to various new technologies such
as alectricity and X-rays. In painting, they strove to move away from traditional subjects,
and express in their place specific concepts such as speed and sound. Like the Cubists, the
Futurists’ pictorial language, which partly borrowed from Delaunay’s theories of light and
colour, was difficult to read yet never became purely abstract. The Futurist reworking of
subject was primarily an ode to modern technological society, not a breach with concrete
reality.

A few years later, in 1912, Nathalia Gontcharova and Mikhail Larionov created the
Rayonnist movement in Russia which in many ways is reminiscent of the Futurists’ play
with form.

Certain =cientific studies of the proparties of light and colour also made an impartant
contribution to this developmant. In the 19th century, many notable discoveries were made
about the properties of colours and their relationship with light, which the post-
Impressionists Seurat and Signac employed in their new representation of concrete reality.
By the dawn of the 20th century, various theories of chromatics presented artists with the
possibility of assigning colour a function independent of the object. The Paris-based Czech
Frantisek Kupka (1871-1957) painted pure colour abstraction in 1911 which was supposed
to express “an emotional subject seen with the mind's eye.” While Kupka, Delaunay and
other French artists (whom the poet Appollinaire Iabelled "Orphists” in 1913) were striving
to describe the scientific principles of the painting with references to the chromatic theories
of scientists such as Ogden Rood and Michel-Eugene Chevreul, the Russian painter Wassily
Kandinsky (1866-1944) was in Munich, reading Goethe's theories of colour from 1810 and
writing his book Uber das Geistige in der Kunst, in which he laid the theoretical foundation
for an Abstract painting based primarily on the concrete and metaphysical properties of
colours.

By this time, once artists had consciously broken the link with concrete reality, they
generally needed further theoretical grounds on which to base their painting, Most of them,
like Kupka, Kandinsky and Delauney, referred to music both in their theorizing and their
choice of titles. For artists and philosophers, music had long been the branch of the arts that
stood out against nature as an independent organic totality. In the 1930s, architecture
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became no less real a reference. Kandinsky's writings also raveal his clear links to the
German philosophers Hegel and Schopenhauer in his discussions of the ambiguity of form,
which he saw both as a symbol and a purely concrete “categorical imperative.” This artist’s
notions of the categorical imperative were further supported by the ideas of theosophists
such as Rudolf Steiner, Annie Besant and C.W. Leadbetter. In his works from 1911, in which
he allows the colours to break free from their forms and flow into each other on the canvas,
Kandinsky is pictorializing Annie Besant and C.W. Leadbetter’s notions of "thought forms.”
Like the theosophists, Kandinsky believed in the mystical power of form, and that colour
and form, like music, generated waves that enobled the soul.

The Dutchman Piet Mandrian (1872-1944) was another artist inspired by theosophy. At
first he adopted the pictorial language of post-Cubism, dissolving his subject and system-
atically reconstructing it on the canvas. Later he would develop an abstract composition
based on vertical and horizontal forms and the use of three primary colours: yellow, blue
and red. Presented in "dynamic equilibrium,” Mondrian’s formal world also contained mys-
tical allusions to the writings of philosopher and mathematician M.H..J. Schoenmaeker.

In Russia, Malevich (1878-1935) was painting eight red rectangles on a white back-
ground, Geometric works whose inspiration included the Russian philospher Ouspensky's
meditations on the Fourth Dimension, Unlike the Cubists, his subject was not time but a
new plane of consciousness, between death and eternal life. Malevich saw visual possibili-
ties for the painting in the philosopher's ideas, making the forms float on a white back-
ground, the only colour that could grant insight inta the infinite depth. Like Mondrian,
Malevich believed that Abstract painting had the power to transport the individual to a high-
er plane of consciousnass.

Discussions of Abstract art tend to highlight Kandinsky, Malevich and Mondrian as its
theoretical pioneers in the second decade of this century. Despite their differant ap-
praaches, they shared a desire to expose the inner nature of reality, raflect the inner life and
allow the spectator to partake in the pure lyrical outflow of the work of art.

Art historians disagree about when Abstract art made its debut - some date it from
1808, with Picabia’s abstract watercolour Caoutchouc, and others from 1910 with
Kandinsky’s first abstract watercolour, while most recognize it as originating in 1812-13. On
one point, however, they all agree: a pictorial language, Abstract art, appeared around this
time and revolutionized earlier notions of art. This was a new type of art that sprung up
simultaneously in many parts of the world and, instead of continuing to imitate concreate
reality, it aimed to express the artist's own emotions and thoughts,

]
In 1945, a retrospective exhibition was staged in Paris under the title "Art Concret,” which
marked the debut of the genre that would feature most prominently in Parisian art in the
following decades. In 1946 the Réalités Nouvelles group was set up, which adhered strictly
to the geometrical surface. The group, which staged annual exhibitions, consisted of artists
of various nationalities and at ene time had more than four hundred members. The most
prominent and influential at this time included Auguste Herbin {1882-1960), Serge Poliakov
{1906-1969), Jean Dewasne (k. 1921}, the Hungarian Victor Vasarély (b. 1908 and the Dana
Richard Mortensen [1910-1992). They also had access to an influential forum when art deal-
er Denise René began displaying and promoting their works. The main ideclogist of the
Geometric two-dimensional painting was the critic Léon Degand, who emphasized that art
should be pure and independent, with an appeal o artistic perception instead of inspiring
sansations or allusions that were alien to the painting. Another major spokesman was
André Bloc {1889-1966), editar of the art magazine Art d’Aujourd’hui, which was launched
in 1949 and became an important platform for this new genre. The main characteristic of
the Geometric two-dimensional painting is that the forms carry no allusion to reality - as a
reworking or derivative — but are inherently concrete, hence the name “concretism” for the
style of these works. According to its precepts, the artist should only use “the pure lan-
guage of art.” The art historical roots of the strictly geometrical painting which appeared in
Paris after the war primarily lie in Russian Constructivism and the De Stijl movement of the
19102 and 1920s. But while the main feature of works by De Stijl artists such as Piet
Mondrian and Theo van Doesburg (1883-1931) was harmonic and immabile forms, the new
postwar geometrical style hinged on a complex pictorial space involving illusions of time
and motion. In terms of formal composition, these works show strict geometricality and
smooth planes of a single colour, while the ideologists of this new painting emphasized the



basic elements of pictorial language such as form, colour and construction in their writings.
This approach can clearly be seen in the works of Herbin, Mortensen and Vasarély. Later on,
Vasarely would develop the properties of form and colour still further and produce paint-
ings based on the optical illusions of forms, a branch of Abstract art dubbed “Op Art" by a
critic in Time in 1964. Such works are based on the impact of composite colours on the reti-
na and the illusion created by the merging of colours and forms, which gives the impres-
sion that forms are in motion, lines are rippling or the whaole pictorial surface is expanding
and contracting.

It was not until the September Group's exhibition of 1951 that Geometric two-dimen-
sional paintings first appeared in lcaland, with Valtyr Pétursson's works such as On a Black
Background, whera the forms are clearly delimited and lack all material effect. During his
stay in Paris from 1948-50, Pétursson went to exhibitions at the Galerie Denis René and
Galerie Amaud, becoming acquainted with the works of artists such as Mortensen, Vasarély
and Poliakov, and the ideas of Léon Degand. At the September Group's 1951 exhibition,
Thorvaldur Skilason'’s works also showed strong characteristics of this new painting, When
the September Group exhibited in 1952, there were works in this vein by Thorvaldur
Skilason, Nina Tryggvaddttin, Karl Kvaran (1924-1989), Hjorleifur Sigurdsson (b. 1925),
Gudmunda Andrésddttir and Kjartan Gudjdnsson. Apart from Karl Kvaran, all these artists
had been in Paris for varying lengths of time and become acquainted with the Geometric
painting there. The two joint exhibitions of Geometric works in 1953 testify to the foothold
that this style gained in lceland in the 1950s. The Spring exhibition featured works by
Thorvaldur Skilason, Valtyr Pétursson, Hjorleifur Sigurdsson and sculptors Asmundur
Sveinsson (1893-1982) and Gerdur Helgaddttir (1928-1975). At the Autumn exhibition, there
were works by Hordur Agustsson, Karl Kvaran, Sverrir Haraldsson (1930-1985), Eirikur
Smith and Svavar Gudnason,

Although Abstract Expressionism was the dominant form on the American art scene for
many years, it is scarcely possible to talk of a movement of Geometric artists there on the
scale of postwar Europe. Instead, several individual artists can be pointed out, such as
Rothko, Clifford Still and Barnett Newman, who would have a considerable impact on
Abstract art over the following decades.

Certain links with 19305 European Geomaetry can be found in Newman's works,
although he denied them himself. He emphasized the dramatic emotions inherent in his
works and that their fermal composition was based on entirely different principles. He
demonstrated that, unlike European Geometric painting, his works did not involve the
interplay of geometrical forms, and he described them as formlessness. Rejecting aesthat-
ics in the accepted sense, he speaks instead of the sublime elements of formal composi-
tion.

This approach first appears in the works where he contrasts large, decisive mono-
chrome surfaces with a vertical line or form in a different colour. The vertical line at once
opens the painting and holds it together. Furthermore, these works have a very rich sym-
bolic signification derived from the artist's Jewish background, as shown by their names,
most of which are taken from the Old Testament. The vertical line generally symbolizes the
light, and serves to underscore Newman's notions of the sublime.

In his later works, Newman places greater emphasis on the size of the pictorial surface
with strong, glossy colours, wheraeby the picture covers, or fills out, the spectator's entira
field of vision, at which point the space occupied by the work and by the spectator bacome
confused. This new spatial role and the total impact of the formal compaosition would prove
a decisive source of inspiration for Minimalism.

Two other Amarican artists are key figures in the development of formal Abstract art
over the following decades. One was Ad Reinhardt (1913-1967), who adopted an Abstract
style from the start and in the 19505 painted two-colour works with almost indiscernible
forms. Both the simplicity in formal composition and the scale of his works would have a
decisive influence on the pictorial and spatial concepts of Minimalism in the mid-1960s.
The other was Frank Stella (b. 1938), whose 1960 exhibition at the Museum of Modern Art
in Mew York marked a turning-peint in Abstract art. Stella emphasized the renewal of for-
mal compaosition, which he achieved above all by altering the conventional rectangular pic-
tarial form to allow it to interact with the formal composition, All these paintings were done
in black-and-white enamels. Their formal composition was shaped by white lines lying par-
allel to the frame which prevented the formation of any hierarchy in any of these pictorial
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worlds, a logical arrangement which is simple in presentation. And since the artist never
creates an independent pictorial world within the frame, there is never any difference
between the foreground and background. Stella himself described his art as non-relation-
al, while the European Geometric painting was primarily based on the creation of context
and relation in the inner pictorial world, Although this idea is reminsicent in many ways of
the works of Barnett Newman, Stella’s works are above all antimetaphysical, impersonal
and free from all amaotion.

In 1966, the Primary Structures exhibition was held in New York, featuring Abstract
works that amphasized the simplification of the formal structure into its primary elements.
At the same time as the artists who exhibited there were continuing to develop the histor-
ical Geometric composition, they produced original ideas about the role of the pictorial
gpace and the relation to the spectator. This informal group, soon identified with ABC art
or Minimalism, was headed by Carl Andre, Donaid Judd, Robert Morris, Larry Bell and Dan
Flavin. Although most of them had their roots in painting, they all exhibited sculptures; the
minimal object was sharply distinguished from other sculptures in terms of its pictography,
constructional location in the space, technigue, and symbolism.

Three paints in particular are identified as the precepts of American Minimalism. One
is the interest shown by 1950s artists in the theatre, happenings and other performances
that opened a previously unknown field of experience for them: tha conscious relation to
the space, as on the stage. Secondly, there was the simple pictorial world of Ad Reinhardt's
Black Paintings, and Frank Stella’s black, aluminium and copper works from about 1360.
Confronted by these vast works, the spectator was invited to enter the pictorial space, or
rather to identify his own space with that of the work. They rejected the inner logic of the
waork and conventional pictorial construction for a new arrangement in which the pictorial
space served at once as a plane and an axis between the work and the spectator. The third
principle behind Minimalism is undoubtedly the lagacy of Russian Constructivism and
Brancusi. The Minimalists purged Brancusi's works of their mystical archaic sense and saw
them as pure formalism, in which the forms had no other signification than to exist in the
pictorial space, as specific material in a specific space.

The minimal object was not based on internal relations of forms; it is the totality con-
fronting the spectator that is crucial. The object was simplified in material terms down to
frames or constructions or intangible phenomena such as light. These forms are invariably
nautral, geometrical and horizontal inot vertical since this would provide a definite point of
human contact and tend to lend them a symbolic value). Everything is precisely measured
out and they cannot really be enlarged or reduced. They are factory-made and the artist's
hand s nowhere to be seen,

Until this time, pictorial and sculptural space had been defined within the frame of the
painting and within the sculpture itself. The frame and the pedestal separated the space of
the wark from that of the spectator. In this context the term "visual space” is often used,
since the spectator’s experience of the work is primarily visual. However, the Minimalists
removed the pedestal from beneath sculpture to create a new type of pictorial space,
shared by the work and the spectator, sometimes called "existential space,” where the
spectator and the work develop jointly. The spectator became a physical part of the work,
These concepts had already appeared in connection with the large works of Newman and
Reinhardt.

Along with their uncompromising ideas about formal canstruction and the role of the
space, the Minimalists strongly questioned conventional aesthetics from the standpoint
that human emotions and experience had become systematized. Rejecting accepted aes-
thetic definitions, they emphasized instead that Minimalism should aim to link the specta-
tor's parception of the art object with that of his own bady in the space.

Despite the Minimalists’ rejection of aesthetics as such, there is no mistaking the influ-
gnce that they had on the aesthetic experience and general presentation in the world ar,
and in fact in society at large. Minimalism was, and is, a widespread art form, not least due
to the writings of the artists themsalves.

In the early 1980s, Abstract art was repeatedly in the spotlight, but in a different guise.
Now, the modernists’ orthodaxy about the special value of form had been abandoned for
conscious work with the stylistic devices of Geometry, and the emphasis shifted to adop-
tion and imitation in the spirit of postmodernism. An important element in the ideology of
Neo-Geo was 1o bring together opposing poles from what has been classified as high and
low culture, i.e, accepted movements documented in art histary such as Abstract art, along-



side the popular culture of modern industrial and consumer society. The new Abstract, as
it appeared in the works of artists such as Tim Ebner, Ross Bleckner, Sharrie Levine, Philip
Taaffe and Peter Halley, was therefore generally formal but containg at the same time time
clear fields of signification. Everything was done to expose the universality of form and sub-
stitute for it a systematic development of consumer society and object culture {often in a
sharply critical manner), with conscious references to aesthetic clichés, familiar styles and
even other works of art, often with an ironic undertone. In this way, the formal world of con-
ventional Abstract became the real subject and content of Neo-Geo, with all the cultural and
social secondary meanings that this world carries.

mn
Diversity has baen a definite feature of lcelandic art over the past three decades. Different
movements have existed side by side - conventional Abstract art, Fluxus, Arte Povera, lyri-
cal Concept, echoes of Minimalism, Figuration - and have either merged or suffused oth-
ers. In most cases it is impossible to talk of artistic orthodoxy along the lines familiar from
other countries,

Abstract pictorial language has been surfacing increasingly in the work of lcelandic
artists in recant years, Admittedly, their ideclogical precepts and approaches to pictorial
language differ widely, but for the sake of simplification we can distinguish two main
groups. On the one hand there are artists who originally work on formal principles, tackling
material, colour and formal compaosition, and on the other hand those working on clear ide-
ological or semiological principles where the pictorial language refers beyond the canvas,

The artist who most sharply links new Abstract art with the tradition, while reviewing
its signification, is Svava Bjérnsddttic (b, 1952). In the early 1980s she began producing
coloured papier maché reliefs, based at first on organic forms but emphasizing towards the
aend of the decade the interaction of material, colour and formal compaosition. This she cra-
ates and develops in a modernist vein (the artist’s formal invention is always in the fore-
ground), although the presentation and spatial relation partly acknowledge the Minimalist
notions of the active environmeant.

Erla Thararinsdottir (b. 1955) also works on formal principles, although her main
emphasis is exploring the space inherent in double activity, She uses either coloured dots
or circular forms in combination to create a surface which heads towards the blue depth of
the space. Despite their names such as Chart, suggestive of a scholastic or metaphysical
hasis - astronomy, astrology and the occult - these works are primarily formal, involving
colours and forms and their combined creation of indefinite spatial possibilities, as we see
further in other of her works whose forms are conceived of as receptacles for a limited or
defined space.

Sigrun Olafsddttir (b, 1963) also explores the space in her exceptionally bare warks
based on the delicate interplay of red lines, which are the monclogue of a single line or the
dialogue of lines that converge or cross on the pictorial surface. These ara lyrical, sensual
lines that not only serve to define a specific area but also suggest spatial distance and prox-
imity. The inner relation of these spatial lines taxes the spectator's emotional engagement
and perception to the utmost. According to the artist herself, these lines are units in a for-
mal narrative system, like letters for poetry or notes for music.

In his drawings, Ingdlfur Arnarsson (b. 1956} approaches the infinite zero point of cre-
ation in both material and formal terms. On first impression, these drawings seem to be
geometrical arrangements, cold and remote, an experience that is reinforced in many ways.
The drawings are built up of vertical, horizontal and diagonal lines executed onto white
paper {21.3 x 15.3 cm), which is placed on glass to prevent frottage, whereby an impression
left by the surface on which the artist was working might subvert his aim. In fact, this is
cross-shading, demanding of the artist that he performs it in complete physical and mental
equilibrium between himself and his medium. It is a slow process, steady and even, until
the point where the artist has filled the drawing or the work. This equilibrium between the
artist and his material which we can read from the drawings suggests an organic element
which is created in the combination or balance between light and shadow, order and dis-
ordar, purpose and coincidence, slowness and speed, openness and concealmant, determi-
nation and weakness. In these abstract drawings where the hierarchy of forms does not
reign, the concept, the material and the act of drawing are intertwined with the whaole, to
craate an emotional experience and perception on the part of the spectator, And the spec-



tator’s perception is not only directed at each drawing, but equally at the total arrangement
of the works, the line expressed in a higher powaer.

The forms and spatial explorations that we see in the work of Kees Visser (b. 1948) are
decisively concrete with no external references. In a large environmaental context, he
defines in his works the rale of the art object and its refation to the walls of the exhibition
hall which he makes just as active as the object itself. If we probe farther into the total space
and isolate the object, for example in the work now on exhibit, we see that the artist's for-
mal experimentation is no less involved with formal optical illusions, whereby the object
changes according to the spectator’s viewpaoint. Offset by the work, the white bars seem to
merge into a single point. But when the spectator moves to one side, blue bars are revealed
which transform the two-dimensional effect of the image into a genuine three-dimensional
object, a perspective drawing. This is a formal contermplation/presentation which system-
atically explores the combination of primary forms and space, at the same time as the artist
gradually extends the known borders of Concrete Art.

Ragna Rébertsdottir (b. 1945) has worked continually in abstract sculptures - often with
a remote reference to nature - using flax, turf, stone and rubber. At the present exhibition
she is showing drawings: black two-dimensional drawings that nonetheless bear some
affinity with her earlier subjects. On first impression they appear to be concrete forms, cir-
cles joined by a line. But when these drawings are read through her earlier works, the forms
merge and we notice the rolls (a dominant theme of her work) and the motion that such per-
ceptual relations introduce into the work. These forms also enhance the effect of the wall
onto which they have been drawn, making it a part of the spectator’s perception. The draw-
ing is thereby given an effect on different formal and spatial planes, as a formal metaphor,
motion and concrete reality.

In the works of the above artists, the starting-point is primarily formal. They have striv-
en, to varying degrees, to invent forms and explore the possibilities for their presentation
in a spatial context. Furthermare, in their quests they have used a variety of materials and
technigues, which repeatedly produce previously unseen possibilities. The artists have
extended the tradition through their work, giving us a new vision of the abstract.

Other artists approach the abstract from other directions. One is Kristjan Gudmundsson {b.
1941), who as early as the 1970s was producing Abstract drawings which nonetheless have
a decisive area of signification, as can be seen in his work 6 x 7 Equal-Time Lines from 1974,
in which the time and length of the lines define their width. And again in The Longest Night
in leeland (One-Minute Line) where black lines are drawn to symbaolize the longest night. In
these works the spectator (like the artist) has been absolved of all subjective reflection. The
clear repetition between the title and the work, between form and content, precludes all
possibility of interpretation on the part of the spectator and also prevents him from achiev-
ing a purely formal and aesthetic experience. There is a firm and clear process of emptying
between the form and the premisses on which the work is based. Form and premisses are
interlocked, each indispensable to the other. Such a notion has been a consistent charac-
teristic of Kristjdn Gudmundsson’s work, while he has constantly been expanding not only
his conceptual premisses - with more ambiguous works - but also in his material, con-
sciously working to a greater extent with the exhibition space itself. This can be seen in
Folded Horizon, a drawing on carbon paper which is cut into a long strip and folded into
lines of equal length on the wall. Despite the initial formal effect familiar from much of his
sarliar work, the material hera - carbon paper - is laden with meaning that the artist depicts
through his presentation of it. By folding the carbon paper at the end of each line, he offers
gentle hints about the nature and effect of the material and the work as a whole, It refers
outwards, exploiting the property of carbon paper to transfer and copy, liberating the work
from the two-dimensionality of the surface and underscoring its inherent subjective dimen-
sion, which we discover in its title: Folded Horizon. At the same time as marking a new
phase in Kristjian Gudmundsson’s work, it also refers back to his earlier creations where he
employed abstract compaosition to deal with time, speed, causa and effect, in concrete-lyri-
cal works which always exploited their material to the full,

There are clear premisses behind the Abstract works that Tumi Magnusson (b. 1957}
has been developing in recent years in direct continuation of the object painting. These are
shown simply by the titles of the works. In visual terms these are colour compositions,
while conceptually they are paintings of materials - solid or liquid - an eraser and plaster,
blood and communion wine, insecticide and mouthwash. Without granting his works the



with schematic references to concrete reality. In formal terms, the works act on many lev-
als. The circle that closes the basic form acquires immeasurable space into the work, with
its colour texture of varying degrees of transparency, and within the drawings by opaning
the forms out into the space beyond the circle where the work starts. The point of depar-
ture is the line/circle, initially determined by the artist but then taken over by geometry
which leads her into a pan-cultural and natural pictorial world. Located in the total space of
the work, this world is in constant motion and transformation, without ever assuming a
metaphysical significance. Its truth lies in the formal properties of the circle and its relation
to the environment.

Kristjan Steingrimur (b. 1957} has long employed symbols in his works, which he has
increasingly been simplifying in recent years. Using oils on aluminium plates, his works are
composed of symbols and ambiguous colours. On first impression they are Abstract, but
closer examination of their forms and patterns reveals definite scientific symbols. In this
case, these are drawings of circuits from the control system of the State Electricity Works,
which the artist simplifies into their basic elements without depriving them of their original
meaning. In another work, Empty Set (1991) he arranges these circuits, the scientific sym-
bol for an empty set, and a riverbed as background. By linking this symbols ar subject ale-
ments, the forms assume decisive areas of signification. The same applies to Dewiation
{1993), where the artist arranges the drawings of circuits and the mathematical symbaol for
deviation, on a coloured background which is defined as the soil. During the past two years,
Kristjgn Staingrimur has been working with meteorological symbols to pin down an other-
wise cryplic signification. His forms thereby assume a double value, as concrate forms that
through reading acquire a real {social or scientific] content, which appears as Abstract pic-
torial language.

Daniel Magnisson (b. 1958) goes even further in linking his works to reality or familiar
references. His works are composed of several abstract images that combine to produce
familiar portraits. The spectator alternates betweean abstract and concrete experience of the
work, until the faces of Mickey Mouse and Donald Duck can be discerned. The schematic
choice of these cartoon characters’ portraits reveals that the artist’s purpose is clearly iron-
ic, as he takes the liberty of using historically familiar Abstract pictorial language as the
material for a low-culture phenomenon. The isolated, cryptic and sublime realm of mean-
ing of Abstract is reborn, in a completely new guise.

The present exhibition aims to present a survey of the work of lcelandic artists who

have been employing Abstract pictorial language in recent years, Formal compositions are
highlighted, but the choice does not extend to the formless painting and the Abstract land-
scape, examples of which have been appearing in lceland most recently.
Abstract pictorial language is ne longer innacent and pure; now it is laden with historical
experience, What was once form that referred to higher planes of consciousness, or was a
“thing in itself.” now appears repeatedly in a new art historical context that lends it a com-
pletely new meaning. We see links with Concept, Minimalism and Neo-Geo, or more cor-
rectly, the influence that these movements have had on the viewpoints of the lcelandic
artists involved, who with serious reflections, irony and living relish of creativity have
reviewed the pictorial language of Abstract art and given it a personal image.
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Canisl . Magnusson
Portrait, 1954

tussal MOF, ramin [ tousche, MDF
168 x 87 x 2 am
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Erla Pararinsddttir

Eort Wl J Chart VI, 18817
olla & striga | ofl on canvas
180 x 180G #m
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Haraldur Jodngson

Hwidrf [ Disappaarance, 1993
tox

40 x B0 sm
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Inga Boray Johannsdditir

24 Franch Ultramarine og 32 Alizarin Crimson pensillar / brushsirokes
olin & striga [ ol an canvas

200 x 200 sm

)






B

hvitt Kdpal ténn 4, innanhossmalning & vegg / white Kopal tone 4, interior paint

100 % 80 sm hvar fiétur { each plane
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Ivar Valgardsson . S _
Niw umferdir, hiuti ur Pridr - sex - niu umfordir | Ninw layers, part of Thrae - six - nine layers, 1995
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Kristjdn Gubmundsson

Brotinn sjondelidarhringur / Broken horizon, 1993
kalkipappir / carbon papar
240 = 570 sm
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Kristjdn Steingrimur Jonsson

Tam ! Emptiness, 1991
olla og prykk & sandblasid al / oil and print on sandblasted aluminium

50 » 160 am
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Ragna Robertsdartir

An titils [ Untitled, 1985
bBlakteikning & vegg / ink on wall
126 x 125 sm
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Svava Bjdrmsdattir
An titils | Untitlod, 1950
pappirsmassl [ papier maché
120 x 80 sm
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Tumi Magnusson

Hunang of syrdp /| Honoy and Syrup, 1983
olis & striga / oll on canvas

200 = 160 am
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