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Snilldin, hlyjan og hjartalagid kemur skyrt
fram i verkum veflistakonunnar Kristinar
Jdnsdottur fra Munkapverd. Fridtt hug-
myndaflug einkennir verk hennar, og par
koma skyrt i Ijds pekking listamannsins &
sdgu, hefdum og efninu sjélfu sem unnid er
med, dsamt namri skynjun & samtimanum
og dirfskunni vid ad flétta saman dlikar list-
greinar.

[ lysingum & badstofulifi 4 Islandi fyrr-
um er ullin, fraségnin og hid ritada mal likt
og sampeett. Vid ad stefna saman i nutima-
myndverki pessum oliku efnispattum —
vefnadinum og hinu ritada ordi, sem hvor-
ugur hefur nokkra sérstaka skirskotun ut
af fyrir sig, naer Kristin fram i verkum
sinum alveg nyrri merkingu, nyju sam-
hengi.

Menningarmalanefnd Reykjavikur er
bad i senn dnasgja og heidur ad kynna gest-
um Kjarvalsstada verk Kristinar Jonsdottur
fra Munkapvera.

ngenuity, warmth and compassion are clearly
revealed in the works of textile artist Kristin
Jansdéttir from Munkathverd. Fertile imagina-
tion, knowledge of history, tradition and the
medium she is working in, sensitive percep-
tion of the modern age and bold combination
of different media: these are the hallmarks of
her warks.

in accounts of life on the old lcelandic
farms, wool, storytelling and the written
language are in effect spun together. By
combining, in a8 modern work of art, these
different elerments - textile and the written
word — which separately have no special
allusions, Kristin Jonsddttir's works create a
completely new meaning, a new context.

It is both a pleasure and an honour for
the Cultural Commmittee of the City of Reykja-
vik to present the works of Kristin Jonsddttir
from Munkathverd to visitors to Kjarvalsstadir

Formadur menningarmalanefndar Reykjavikur-

borgar / Chairman, Cultural Committee of the City of
Revkjawik



Olafur Gislason: Oroi® og mynd pess — um textann i veflist Kristinar
Jénsdéttur fré Munkapvers / The Word and Its Image — onthe textin

the textiles of Knstin Jonsddttir fra Munkathvera

Hvernig verdur merking til i myndlistinni?
Petta er spurning sem varla a sér aitt ein-
hlitt svar, en hlytur b6 ad vera meginvidfangs-
afni allra peirra sem lita & myndlist sem alvar-
lega og krefjandi idju, hvort sem peir eru i hlut-
verki listamannsins eda pess sem medtekur
verkid og leggur i pad sinn skilning. Pvi hvort
tveggja er krefjandi ferli & sinn hétt: rétt eins
og listamadurinn leitast vid ad skapa nyja merk-
ingu i hverju verki parf sa sem medtekur verkid
ad lesa ar pvi sina merkingu & skapandi hatt.
En pad er medal annars petta sem greinir lista-
verk fré neysluvoru, og pann sem les verkid fra
hinum ovirka neytanda & vorumarkadnum.

Spurningin um merkingu i myndlistinni, og
hvernig hdn verdur til, vaknar ohjakvaemilega
begar vid sténdum andspeenis veflist Kristinar
Jonsdottur fra Munkapvera. En pad sem ein-
kennir verk hennar er ekki sist afar dvenjuleg
blanda efnisadfanga, par sem annars vegar er
paefdur ullarfioki og hins vegar textar ymsir og
letur sem han felur i ullarflokanum og gefur
honum pannig grafiska og myndraena aferd.
Pad kann ad freista sumra ad lesa pessar myndir
sem hreint form, par sem textinn gegni fyrst
og fremst eins konar skreytihlutverki. Sem slik
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How does meaning onginate in visual art?

Although this is a question that can hardly be
given a single, unaguivecal answaer, it must surely
be the preoccupation of everyone who regards art
as a serious and demanding subject, regardless of
whether they are in the role of the artist or the
person who looks at the work and puts his inter-
pratation on it. Each is a demanding process in its
respective way, just as the artist strives to create
a new meaning in each work, so the spectator
needs to read his own meaning from it creatively.
This is one of the features that distinguish art from
consumer goods, and the reader of the work from
the passive consumer in the marketplace.

CQuestions about meaning in visual art, and its
provenance, inevitably arise when we are con-
fronted by the textiles of Kristin Jénsddttir from
Munkathvera. One of the main characteristics of
her work is her highly unusual combination of
materials, consisting on the one hand of felted
wool and on the other hand of various texts and
letters which she conceals within the woaol and
grants a graphic and visual texture. Some people
may be tempted to read these works as pure form
in which the text has a primarily decorative func-
tion. As such, the works would lack all allusion to



hefdu bessi verk ekki neina skirskotun til hins
ytri veruleika adra en pa ad vera misjafnlega
aferdarfallegt eda smekklegt skraut sem kalladi
ekki & neinn dypri skilning. Pannig vaeri haagt
ad umgangast pessi verk sem neysluvoru. En
bad vaeri frekleg yfirsjon, og ekki i samraami vid
yfirlystan vilja listakonunnar.

i vidtali sem birtist i Morgunbladinu 1988
segir Kristin Jonsdattir ad med pvi ad tengja
saman ritlist og veflist sé hin ad skapa nyja
merkingu. ., Hvorug hefur merkingu ut af fyrir
sig hja mér (veflistin og ritlistin), heldur 6dlast
paer adeins merkingu saman.”

Vidfangsefni okkar, sem skodum veflist
Kristinar, er pa ad rada i pessa merkingu, marg-
razdni hennar og skirskotun til veruleikans.
Ekki Gt fra textanum einum og seér, og ekki it
fra ullarvodinni sem slikri, heldur Gt fra stefnu-
moti pessara oliku efnispatta i einu mynd-
verki. Yfirlyst aetlun Kristinar er ad gefa ullar-
vodinni nyja merkingu med textanum og text-
anum nyja merkingu med pvi ad fela hann i ull-
arflokanum.

Eitt af verkum Kristinar hefur ad geyma tor-
lsesilegt ordasafn sem vid nanari adgat er nafna-
runa byla og eydibyla dr fjorum landshlutum,
og skiptist hin a jafn marga myndfleti. Nafna-
listi pessi er skrifadur med formfastri hefdbund-
inni handskrift i beinum og jofnum linum eins
og nafnaromsa i pulu eda eddukvaedi. Textinn
er allur lodinn og vida dskyr eda clesilegur, en
b6 vitum vid ad & bakvid hvert basjarnafn byr
saga, sem a sér djupar reetur pott fatt minni a
hana i samtimanum. Vid erum komin langan
veq fra pvi landslagi og fra peirri mannlegu
reisn og mannlegu nidurlagingu sem eitt sinn
tengdust pessum beejarndfnum érofa bondum.
Enn lengra erum vid pé komin fra gagnsaerri og
upprunalegri merkingu sjalfra beejarnafnanna.
Eftir stendur stakt ord eda takn, sem ordid er vid-
skila vid hinn upprunalega veruleika sinn, en
hefur dalast nyja merkingu sem grafiskur og
myndrann pattur i listaverki. Baejarnafnia
breytist i mynd, sem leggst yfir soguna eins
og grasid sem greer 4 gdmlu leidi eda gamalli
taft.

Pad er greinilega ekki setlun Kristinar ad vid
farum ad ryna i textann til pess ad greina tengsl
einstakra orda vid sina sérstoku sogu og upp-
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external reality apart from the different degrees to
which they have pleasant textures or are tasteful
deco, neither of which would call for a deeper
understanding. It would be possible to treat these
works as consumer articles in such terms, but
this would be a gross misunderstanding of the
artist's own declared intention.

In an interview with Morgunbladid daily in
1988, Kristin Jonsdottir says that by linking wirit-
ing and textile she is creating a new meaning.

" Neither fwriting nor textile art] has a meaning of
its own in my work. They only assume a8 meaning
together.

Qur task in observing Jonsdottir's textiles is
to elucidate this meaning, its ambiguity and allu-
sion to reality. Mot on the basis of the text alone,
nor from the woollen felt as a material, but rather
from the conjunction of these different elements
in a work of art. Jonsdottir's declared intention is
to give the woollen felt a new meaning with the
text, and the text a new meaning by concealing it
in the fel

One of Jonsddttir's works contains a not particu-
larly legible glossary which on closer examination
turns out to be a registry of names of inhabited
and abandoned farms from different regions of
lealand, one for each of four pictarial surfaces.
The list is written in formal, conventional hand-
writing in straight and even lines, like one of the
lists of mnemonic epithets in anclent verse. The
text is vague and in many places unclear or illege-
ble, but we know that behind the name of each
farm there i1s a narrative with deep roots, although
Iittle evidence of it remains today. We have come
a long way from the landscape and the human
dignity and humiliation which were once directly
connected with these farm names. Yet we are
farther still from the transparent and onginal
meanings of the names themselves. What
remains is an individual word or symbol which
has become separated from its original reality, but
has acquired a new meaning as a graphic and
visual element of a work of art. The name of the
farm changes into an image, which spreads over
the story like the grass growing on an old grave
ar ruin.

It is clearly not the artist’s intention that we
should pry into the text to identify the direct links
af individual words with their own specific



runalegu merkingu. En engu ad sidur verdum vid
ismeygilega vor vid ad pessi saga og pessi
merking eru til stadar, rétt eins og beinin undir
grzenni torfu leidisins og askan undir grasi gro-
inni baejartoftinni. Pannig fa pessar textudu
vodir Kristinar margraeda dypt, og vekja spurn-
ingar sem varda ekki bara aferd og form, heldur
visa til landslags og sogu, og snaast jafnframt
um merkingu og 6rlog ordanna og tungumals-
ins i okkar samtima.

En pad er ekki bara paefdur textinn sem gefur
verkunum pessa margraedu dypt, heldur studlar
sjalfur ullarflokinn ad pvi lika med sinum sér-
staka haetti; paefdur ullarfloki mun vera elsta
adferd mannsins til bess ad gera sér vodir og
klzedi, og sjalf ullin felur i sér sina sérstoku
sogu par sem hin tengist islenskum buskapar-
héattum med sérstokum haetti, auk pess sem
ullin vex a saudfénu i takt vid arstidirnar. Pannig
verdur ullin til bess ad gefa pessum texta merk-
ingu sem aldrei mundi nast ef hann vaari til
daemis maladur med oliulit eda prykktur med
silkiprenti eda ljosprentadur, svo deemi séu tek-
in af neerteekri adferd vid (tfeersiu.

Eins og adur var getid er pad er ekki bara
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Duwlsmdl | Concealments, 1987, (Muti / part)
Ui, fiksilin, merkiblek / Wool, cotton fabric, ink
1562114 cm

narrative and original meaning. Monethelass, we
become hauntingly aware of the presence of this
narrative and this meaning, just like the bones
beneath the green turf of the grave or the bowl
hidden beneath the overgrown ruin of a farm. In
this way, Jonsdottir's text/textiles acquire a subtle
depth and raise guestions concerning not only
texture and form, but also their allusion to a land-
scape and a narrative, and at the same time their
allusion to the meaning and fate of words and lan-
guage in the age we live in.

Howaever, it is not only the felted text which gives
the work this subtle depth, because the felt itself
also contributes to this effect in its own special
way: fulling of wool is man’s oldest method of
producing blankets and clothing for himself, and
inherent in the wool itself is a separate narrative,
by virtue of its special association with lcelandic
farming methods, and also because it grows on
sheep in pace with the changing of the seasons.
Wool thereby serves to lend the text a meaning
which would never be achieved if it were painted
in oils, printed by silk screen or photocopied, to
cite a few examples of more immediate methods
of developing it.



landslagid og biisetusagan sem larir einhvers
stadar & bakvid pessi myndverk. Pau bregda lika
liosi 4 orlbg og sogu ordanna sem slikra. Sama
ordid getur haft margreeda merkingu og olik
merkingarmid. | raun er Kristin ad taema ordin af
fyrri merkingu sinni med pvi ad fela pau i ullar-
flokanum og gefa peim nyja merkingu i nyju
samhengi. Hin umbreytir merkingu ordanna i
form.

| merkri ritgerd fra arinu 1957 um godsdgur i
samtimanum hefur franski bokmenntafrading-
urinn Roland Barthes lyst pvi hvernig ord geta
breyst i godségn. Hann tekur par medal annars
daemi af gamalli setningu sem hann lardi utan-
bokar pegar hann var ad tileinka sér latneska
malfra=di i menntaskéla: quia ego nominor leo.
Setning pessi hefur annars vegar einfalda
merkingu: ,hvers vegna kallast ég ljon.” Hins
vegar segir Barthes ad i sinum huga sé merk-
ing setningarinnar fyrst og fremst tengd akved-
inni malfreedireglu og um leid pvi andrumslofti
sem rikti i menntaskdélanum a skéladrum sin-
um. Pannig hafi setningin taeemst af uppruna-
lagri merkingu sinni. Setningin hafi pvi baedi
frummerkingu (&g heiti ljon) og afleidda merk-
ingu (ég er malfraediregla) par sem form setn-
ingarinnar hefur verid taemt af sinu gamla inni-
haldi og fengid nytt hlutverk og nytt innihald
(sem malfraedireglal.

Greining Barthes & sogu og merkingu ord-
anna i pessari ritsmid getur komid okkur ad
gagni vid ad skilja ullar-textaverk Kristinar
Jonsdottur. bvi ad i raun afhjupa pau hid god-
stgulega innihald eda merkingu i tungumalinu
samkvaemt skilgreiningu hans 4 godségninni.

Vid getum tekid daemi: Baejarnafn eins og
Modruvellir 4 sér upprunalega og gagnsasja
merkingu. Vid getum sé3 fyrir okkur litskridugt
og grosugt engi sem vaxid er hvitmédru og gul-
modru. Nanar getum vid sidan skilgreint stadinn
sem hid s6gufraega hofudbal | Hérgardal undir
Stadarhnjik i Eyjafirdi. | pvi samhengi verdur
petta litskriduga og grosuga engi hluti af til-
teknu landslagi og langri og merkri s6gu, sem
hvort tveggja er longu ordid érjifanlegur hluti
af ordinu i vitund peirra sem & annad bord
pekkja stadinn. Pad er hin godsbgulega merking
ordsins samkvaamt greiningaradferd Barthes.
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As mentioned above, it is not only landscape
and demographic history that slumber some-
where behind these visual works. They also shed
light on the fate and history of words as such.
The same ward may have an ambiguous mean-
ing, or different semiological references. In effect,
Jonsdattir is emptying the words of their former
meaning by concealing them in the felt and giving
them & new meaning in a new context. She trans-
forms the meaning of words into forms.

In & noteworthy article written in 1957 on con-
temporary myths, the French critic Roland
Barthes has descrnibed the process whereby
words can bacome transformed into a myth. One
of his examples is an old sentence which he
learned by heart when studying Latin grammar at
school: "quia ego nominor leo.” This sentence
has the basic meaning “because of which | am
called a lion,” but also, says Barthes, it is above
all connected in his mind with a specific grammat-
ical rule and at the same time to the atmosphere
which prevailed in the school when he was there
The sentence has therefore been emptied of its
original meaning. It has both an original meaning
(| am called a lion) and a derivative meaning (I am
a grammatical rule), in which the form of the sen-
tence has been emptied of its old content and
been assigned a new role and new content (a5 a
grammatical rule)

Barthes’ analysis of the history and meaning
of words in this essay can prove useful to us in
understanding Kristin Jonsdottir's text/textiles.
Because in effect they disclose the mythological
content or meaning in language, according to his
definition of myth

We can take an example: an lcelandic place name
like Madruvellir has both an original and a transpar-
ent meaning. Literally, it means “Plain of bed-
straw” (a genus of plant, Lat. Galium). We can
visualize a colourful and grassy meadow covered
with mountain bedstraw and ladies’ bedstraw.
Furthermore, we can identify the place as the his-
toric farm estate in Horgardalur, beneath Mt.
Stadarhnjukur, in the north lceland fjord of Eyja-
figrdwr. In this context the colourful and grassy
meadow becomes part of a specific landscape
and of a long and remarkable history which has
long been an inseparable part of this word in the
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Skrifad i ull | Wool scripe, 1588
LI, Higilin, merdablek [ wool, cotton fabric, ink
52x75 cm

Godsagan um Modruvelli hefur sitt eigid gildi og
sina eigin sdgu og landslag, 6had allri médrunni
sem par kann ad vaxa a vollum. Pannig hefur
sagan teemt ordid af hinni gagnsaju og upp-
runalegu merkingu sinni og breytt pvi i form
ada ilat fyrir nyja merkingu.

Barthes likir pessari umbreytingu ordanna
vid pad ad horfa a landslag i gegnum bilrGdu. Vo
getum ad vild beint sjonum okkar ymist ad flatri
glerridunni eda dypt landslagsins handan henn-
ar. Glernidan verdur pa ad formi sem landslags-
myndin fyllir. Hun er hvort tveggja i senn, tomt
hulstur og full af merkingu, rétt eins og stadar-
heitid.

i daglegri notkun okkar 4 godsdgulegum
ordum og myndum hugsum vid ekki (it i pad
sogulega og merkingarlega ferli sem ad baki
liggur. Hid godsogulega ord eda mynd verdur okk-
ur med einhverjum haetti edlilegt eins og nattir-
an sjélf, pvi godsagan umbreytir merkingunni i
form sem verbur eins og hluti af 6umbreytan-
legri nattaru.

Vid getum tekid otal daemi dr samtima okk-
ar um petta: kokakdla-flaskan er ekki bara um-
budir fyrir vokva. Hin ber med sér imynd dkved-
inna lifshatta, sem tengjast yfirpjodlegum
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consciousness of people who know it in the first
place. This is the mythological meaning of the
word according to Barthes™ analytic technigue.
The myth of the “Bedstraw Plains® of Madruvellir
has its own value, narrative and landscape, irre-
spective of all the bedstraw that might grow on
the plain there. Thus history has emptied the
word of its transparent and original meaning, and
transformed it inte a form or a receptacle for a
new meaning.

Barthes compares this transformation of
words to looking at 8 landscape through a car
window. We can direct our vision as we please
either at the flat pane of glass or the depth of the
landscape beyond it. The pane becomes a form
that the image of the landscape fills. It is simulta-
neously an empty container and full of meaning,
just like the place name

In our everyday use of mythological terms
and images we do not consider the historical and
semiological process underlying them. The
mythelogical word or image becomes to us, in a
way, as normal as nature itself, because a myth
transforms meaning into form, which then be-
comes like a part of immutable nature.

We can cite countless instances of this effect



neyslumarkadi. A bak vid form hennar hvilir
akvedid gildismat og saga, sem er ordid okkur
svo sjalfsagdur veruleiki ad vid greinum ekki par
a milli i daglegri umgengni okkar vid petta
gagnsaeja glerilat. Godsdgurnar i umhverfi
okkar eru svo margar og svo agengar ad vid
eigum i raun oft erfitt med ad greina peer og
skapa okkur skilning @ merkingarlegu sam-
hengi peirra.

Barthes segir ad arangursrikasta adferdin til
pess ad afhjupa godsagnirnar i umhverfi okkar
sé ad likja eftir peim med pvi ad godgera sjalfa
godstgnina. A sama hétt og godsagan stelur
merkingunni Or tungumalinu, til pess ad fylla
pad med nyju innihaldi, sé haegt ad stela inni-
haldinu dr godsogninni og setja hana i nytt
samhengi. Med pvi ad setja baejarnofnin i sam-
hengi vid ullina sem hluta af myndverki hafa
pau verid taamd af sinni godsdgulegu merkingu
{sem er baedi sagan og landslagid) og fengid
nytt hiutverk i nyju formi (listforminu), sem
jafnframt er godsaga i 68ru veldi. Vid horfum a
myndverkid sem myndlist, en ad baki liggur
godsaga baejarnafnanna med alla sina sogu og
allt sitt landslag, og par & bakvid er svo hin
upprunalega og gagnsaeja merking stadar-
nafnsins eins og gulmadra a graenum velli.
Barthes segir ad pad sé edli og hlutverk god-
sdgunnar ad teema veruleikann af sogulegu
innihaldi sinu. Upprunalega er tungumalid hluti
af hinum ytri veruleika a sama hatt og ljosid er
hiuti af solinni. Tungumalid er pannig uppruna-
lega taeki til pess ad takast beint 4 vid pad sem
er. Med godsogunni skopum vid okkur akvedna
fjarlaegd fra hinum ytri veruleika, gefum honum
umbreytta mynd i nyju formi, sem um leid er
chondlanlegt og cbreytanlegt. Sa sem lifir full-
komlega i heimi godsdgunnar er pvi fullkom-
lega firrtur fra beinum tengslum vid veruleik-
ann sem vidfangsefni. Hann lifir vid oumbreyt-
anlegt astand, sviptur pvi virka tungumali sem
i sann er gagnsaett og nytilegt til ad skynja og
takast a vid pad sem er.

| peirri ritsmid eftir Roland Barthes sem hér
hefur verid vitnad til er fyrst og fremst fjallad
um godsogur i samtima okkar, eda ollu heldur
hvernig godsagan verdur til i samtimanum og
pa jafnframt hvernig han verdur til pess ad firra
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from our own age: the Coca-Cola bottle is not
marely a container for liquid. It conveys an image
of specific lifestyles, which are related to the
global consumer market. Underlying its form is a
certain system of values and a narrative which
has become such an obvious part of reality to us
that we do not distinguish it in our day-to-day rela-
tions with that transparent glass container. The
myths in our environment are so numearous and
so aggressive, that in fact we find it difficult to
identify them and realize their semiological con-
text

The most successful way to disclose the myths in
our environment, says Barthes, is to imitate them
by mythologizing the myth itself, In the same way
that the myth steals meaning from language, in
order to fill it with new content, the content of a
myth can be stolen and placed in a new context.
By placing farm names in the context of wool as
part of a work of art, they have been emptied of
their mythological meaning (which is both narra-
tive and landscape) and assigned a new role in a
new form (the form of art), which at the same
time is mythological at another level, We look at
the work of art as visual art, but underlying it is
the myth of farm names with all their history and
landscape, and underlying them is the original and
transparent meaning of place names, like the bed-
straw on its grassy plain

According to Barthes, it is the nature and
function of the myth to empty reality of its narra-
tive content. Originally, language was part of
extarnal reality in the same way that light is part
of the sun. Language is thereby originally a device
for directly tackling that which exists. Through a
miyth we create a certain distance from external
reality, and give it a transformed image in a new
form, which at the same time is intangible and
immutable. Someone who lives entiraly in the
world of the myth is thereby completely alienated
from direct contact with reality as a subject. He
lives under an immutable condition, deprived of
the active language which is at once transparent
and sufficient for perceiving and tackling that
which exists.

The cited essay by Barthes deals primarily with
myths in our age, or rather the provenance of the
myth in our age, and at the same time the

—



okkur fra veruleikanum. Textamyndir Kristinar
visa hins vegar fyrst og fremst til fortidarinnar,
og pa serstaklega til islenskrar fortidar og
'sogu. En pad er ekki sist eitt af einkennum

samtimans ad hann godgerir fortidina og losar
sig pannig undan pvi ad purfa ad takast a vid
hana. Eitt af eftirminnilegri textaverkum Krist-
\inar er verkid Dulsmal, sem hun syndi i Lista-
safni alpydu 4rid 1988. Par vinnur hin med texta

- sem teknir eru upp ar domsmalum fra 19. old

- sem kéllud voru ,dulsmal”. En dulsmal voru
pau domsmal kéllud sem islensk yfirvald hafd-

- udu gegn réttlausum, eignalausum og utskuf-

- udum konum sem neydin hafdi prongvad til ad
fyrirkoma évelkomnu afkvaemi sinu. Fra pess-

“um dulsmalum er greint i athyglisverdu sagn-
fraediriti eftir eiginmann Kristinar, skaldid Jon

Oskar (Konur fyrir rétti, Almenna bokafélagid
1987). Dulsmalin eru dmurlegur hluti af is-
lenskri réttarfarssogu, sem sagnfraedingar hafa
litt virt vilits fram & okkar daga, og var hreins-
adur dr hinni opinberu islandssdgu 19. aldar-
innar. Med pvi ad nota pennan atakanlega vitn-
(isburd um mannlega nidurlaegingu sem grafiska
aferd i ullarflokamyndum sinum er Kristin ad af-
|hjipa sagnfraedilega godsogn. Jafnframt gerir

Nafnlaus | Untitled, 1591

LH, flisilin, medablek, oiukrit, vax / wool,
cotton faboc, nk, oil crayons, wax
B4x36 cm

process whereby it alienates us from reality,
Kristin Jonsdottir's text works, on the other hand,
refer above all to the past, in particular lcelandic
past and history. One of the main characteristics
of our age is the way it mythologizes the past and
thereby escapes the need to come to terms with
itin the present time. One of Jénsdottir's more
memorable textftextile works is Dulsmal (Con-
cealments), which she exhibited at the Labour
Unions® Art Gallery in Reykjavik in 1988. In it she
works with texts taken from 18th-century court
cases known as “concealments.” which were
brought by the |celandic authorities against ostra-
cized women who had neither rights nor property
and had been forced by circumstances and adver-
sity to rid themselves of unwanted children.
These concealment cases are described in an
interesting historical work by Kristin Jonsdattir's
husband, the poet Jén Oskar (Konur fyrir rétti
[Waomen on Trial], Almenna bokafélagid 1987).
They are an appalling chapter in lcelandic judicial
history which historians have tended to try to
gloss over in the "official version” of lceland in
the nineteenth century. By using this moving tes-
timony to human degradation as a graphic texture
in her felt textile works, Jonsdattir is disclosing a



hiin séguna okkur naerkomnari og apreifan-
legri med pvi ad syna okkur fjarveru hennar. Pad
er pvi ekki sjalf grafiska aferdin a textanum i
ullarflokanum sem er kjarni malsins i pessum
verkum, heldur notar Kristin hin grafisku og
formraenu ahrif til ad kalla fram horfna sigu og
horfna merkingu, sem einmitt vegna fjarveru
sinnar verdur svo nargongul i verkunum. Adferd
hennar minnir ad pessu leyti einna helst &
bandarisku listakonuna Jenny Holzer, sem med
ahrifarikum haetti hefur notad texta i verkum
sinum til ad seida fram merkingu r ordum sem
godsagan hefur mergsogid og gert innihalds-
laus og gagnslaus sem taeki til ad nalgast veru-
leikann. Jenny Holzer er pélitiskur listamadur
sem hefur sett afdrattarlausa krofu um merk-
ingu & oddinn i pvi menningarlega umhverfi
par sem tungumalinu blaedir stodugt, og had
verdur & merkingarsnaudara og gagnslausara
taeki til ad takast & vid pad sem er. Textaverk
Kristinar Jonsdattur eru med sama hastti til
pess fallin ad vekja ordin af svefni sinum og
tengja pau & ny vid pad sem er. Hér og nu.

historical myth, At the same time she is making
this history more immediate and tangible, by
revealing its absence. It is therefore not the
graphic texture of the text in felt which is the
essence of these works; rather, Jonsdottir uses
graphic and formal effects to evoke vanished his-
tory and vanished meaning which are portrayed in
the works by their very absence. In this respect
her technique recalls that of the American female
artist Jenny Holzer, who has poweriully amployed
texts in her works to conjure up meaning from
wards which the myth has squeezed dry and
made empty and useless as devices for approach-
ing reality. Jenny Holzer is a political artist who
champions the unequivocal demand for meaning
in a cultural environment where language is wast-
ing away and becoming an increasingly impotent
and meaningless device for coming to terms with
that which exists. Kristin Jénsdattir's text/textiles
are likewise capable of waking the word from its
slurnber and relating it once again to that which
exists, Here and now.
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ki / part], 1904-05

Blds [ Blues (hiut dr v
L. plexiglar naslonk

A3xB00x2.5 em

bur [ wool, phisdglass, nylon thread



An titils [ Untitled, 1994
Llt, filsilin, merkiblak, ollukrit, litbhantur | woal, cotton fabric, oll crayons, colowned panci

26x50 cm
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An titils / Untitled, 1994
LIl Fiisiling mearkiblek, ollukrit, Btbivantur / wool, cotton fabic, oll crayons, coloured pancd
24550 cm



UN, plaxigier, naskonbradur / wool, plexiglass, mydon thread

Figa Il f Fugue I, 1995
2x112x42 e
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Faga | | Fugue I, 1994
W, plecdgler, stdhar, oliukrit f woal, :JIEx--:_;ﬂaE_E steel wire, oil crayons

Bx112x40 em
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Ferd | Journey, 1994
Uil Hitsitin, merkdblak, oliukrit / woal, cotton fabric, ink, o crayons
4 hiutar, BEx246 cm hver hiuti / 4 sections, each B8x245 cm
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Kristin Jonsdéttir frda Munkapvera Ljdsvallagotu 32
f. 1933 4 Munkapvera i Eyjafirdi / born 1933 101 Reykjavik

Menntun / Education:
1949-52 Handida- og myndlistaskélinn i Reykjavik / Icelandic College of Art and Crafts
1954-57 Kunsthandvaerkerskolen, Kaupmannahéfn / Copenhagen College of Art and Crafts

1959  Ecole des Arts ltaliennes, Paris
Einkasyningar [ Solo exhibitions:
1995 Listasafn Reykjavikur, Kjarvalsstodum / Reykjavik Municipal Art Museum
1991 Listasafn ASi, Reykjavik / Labour Unions Art’ Gallery
1989 Safnahusid & Husavik
1989 Myndlistarskdlinn & Akureyri
1988  Listasafn ASI, Reykjavik
1981 Rauda hisid, Akureyri

Verk i opinberri eigu / Works in public collections:
Listasafn islands / National Gallery of lceland
Listasafn Reykjavikur a Kjarvalsstodum / Reykjavik Municipal Art Museum

Listasafn Kopavogs
Rikisutvarpid, Efstaleiti 1, Reykjavik
Husavikurbeer

Bergens Kunstforening, Noregi / Norway

Savaria Museum, Szombathely, Ungverjalandi / Hungary
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Samsyningar / Joint exhibitions:

1993-84 Flexible [, Bayrauth, byskalandi; Tilburg, Hollandi; Wroclaw, Péllandi / Germany, Netherlands,
Paoland

1992 The 7t International Triennial of Tapestry, Lodz, Péllandi

1991-92 Contemporary Works in Felt, Kent State University, Ohio og World Gallery, Asheville, North
Carolina, Bandarikjunum

1991  Pad gefur auga leid, Asmundarsal, Reykjavik

1980-91 Il International Triennial of Mini-Textiles, City Museum, Strasbourg, Frakklandi / France

1930 When two worlds meet, Warm Gallery, Minneapolis, Minnesota, Bandarikjunum

1930 International Felt Art, Kunstnernes Hus, Ardsum, Danméorku / Arhus, Denmark

1989  Miniature Textiles, Murska Sobota, Jugdslaviu (Sléveniu)

1988 7 International Biennial of Miniature Textiles, Szomhbathely, Ungverjalandi / Hungary

1988 Textilfélagid a Listahatid, Norraana hasinu, Reykjavik / Arts Festival, Nordic House

1988 Landsyn, Wang Kunsthandel, Oslé

1987 Icelandic Textile Art, H.U.B. Gallery, University of Pennsylvania, Bandarikjunum

1987 Tvizeringur FIM, Kjarvalsstodum, Reykjavik / Artists’ Federation Biennial

1986 6t International Biennial of Miniature Textiles, Szombathely, Ungverjalandi

1985 10 ara afmalissyning Textilfélagsins, Kjarvalsstodum, Reykjavik

1984-85 Ny Nordisk Kunst, Danmdrku og Fareyjum (farandsyning) / travelling exhibition in Denmark
and the Faroe Islands

1984 Textilfélagid, Gerdubergi, & Listahatid | Reykjavik

1983 Kirkjulist a8 Kjarvalsstodum, Reykjavik

1982-83 Nordisk Textil Trienniale Il (,islenskur minitextill”), farandsyning um Nordurlénd / Icelandic
Mini-Textiles, travelling exhibition in Scandinavia

1982 Sex félagar ur Textilfélaginu, Listasafni ASI, Reykjavik

1981 Groupe Tapisserie, farandsyning um Frakkland / travelling exhibition in France

1981  Haustsyning FIM, Kjarvalsstddum, Reykjavik

1980 Myndhéggvarafélagid i Reykjavik, Korpllfsstodum, a Listahatid | Reykjavik

1978 Miniature, Galerie Sculpt, Paris

1977 Groupe Tapisserie, Paris

1975 Listsyning kvenna, Morraena hisinu, Reykjavik / Female Artists, Nordic House

1974 Myndhoggvarafélagid | Reykjavik, syning a Akureyri a lydveldishatid
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