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|nngangur Ruiri parf vart ad kynna fyrir islenskum listunnendum.
Fréd pvi hiin hélt sinar fyrstu syningar og gjérninga fyrir
aldarfjérdoungi hefur hiin, med markvissum athugunum
sinum & ymsum helstu malikvérdum mannlegrar tilveru, markad eftirtektarverd spor i
islenskum listheimi. Hin hefur tekid fyrir timann, metrann, afsteedi og samspil pessara
patta vid umhverfid og alltaf ndlgast vidfangsefnid & ferskan og persénulegan hatt,

Syning Ririar ni ber heitid Paradis? - Hvernar? og er eitt metnadarfyllsta verkefni
pessarar mikilhaefu listakonu til pessa. Hér er um ad raeda eitt samfellt verk sem synir
framgdngu okkar mannfélksins og framkomu vid ndungann undir lok 20. aldarinnar.

Fyrir hind menningarmdlanefndar vil ég 6ska Ruri til hamingju med pessa merku

syningu sem ég vona ad liti fia dhorfendur ésnortna.

Foreword

Icelandic art lovers need no introduction to Riri. From the time when she held her first
exhibitions and performances almost a quarter of a century ago, she has made her dis-
tinctive mark in the lcelandic art world with her methodical observations on many of
mankind’s most valued points of reference. She has worked with time, the metre, rela-
tivity and how all of these correlate with the environment, always focusing on her sub-
ject with a fresh and personal approach.

Ruari"s current exhibition is entitled Paradise? - When? and is one of the most ambitions
projects this great artist has taken on to date. This is in fact one continuous work that
shows in a compelling way how we act and behave towards our neighbour at the end of

the 20th century.

On behalf of the Cultural Commitee | would like to congratulate Riri on this remark-
able exhibition which I hope will leave few observers untouched.

Formadur menningarmalanefndar Revkjavikur/ Chair, Caltural Commrittes of the City of Reykfook:

ﬁm@»ﬂm



PARADIS? - Hvenaer? Hlutamynd ur fyrsta rgymi syningarinnar
FARADISE? - When? Delail fom the first area af the axhibition



Dorothea van der Koelen

PARADiS? — Hvenazer? PARADIS? — Huenar? er yfirskrift
syningar 4 Kjarvalsstédum i Reykja-
vik i marsmanudi 1998. Petta er

meira en syning pvi hér er 4 ferdinni heildrant listaverk, umhverfisverk par sem fjoldi
olikra efna og adferda koma vid sdgu. Syningin er haldin pegar 50 dr eru lidin fra
undirritun Mannréttindasattmala Sameinudu pjédanna og ber ad lita & hana sem framlag
mikilsvirtrar listakonu a alpjédavettvangi til fridarumradunnar sem nd  sér stad um
allan heim.

[ gegnum tidina hafa listamenn ekki sist gengid fram fyrir skjoldu til varnar frelsi og
fridi enda gerir naemi peirra a hvers kyns hraeringar i umhverfinu pa betur i stakk bana
en marga adra til ad greina og skilja teikn timans med skyrum og medvitudum haetti.
Listamenn hafa lagt Amnesty International 1id, peir hafa med myndranum haetti barist
fyrir mannréttindum og krafist pess ad fornarlémbum ofbeldis og eydileggingar sé tryggd
mannvirding. [ pessu samhengi md benda 4 alpjodlega verkefnid Listamenn gegn
pyntingun sem og fiplda annarra verkefna einstakra listamanna. Ottinn vid eydileggingu
er hér frumhvatinn, sér i lagi p6 ottinn vid haettuna sem manneskjunni stafar af sjalfri
sér.

Syming eins og s sem Ruri heldur na § Revkjavik synir og er um leid heimild um hvernig
afneitun 4 annars konar menningu, traarbrogdum og hugmyndafraedi getur alid 4
tortryggni og hatri sem leidir af sér meidingar og eydileggingu, ttrymingu hins
dkunnuga og 6pekkta. Listakonan reynir med peim myndraenu adferdum sem hian hefur
tileinkad sér ad tjd 6tta sinn og hrylling og kn¥ja um leid dhorfendur til ad bregdast vid
pvi sem er ad gerast i heiminum. Petta er dhrifamikil syning sem hofdar til fislmargra
patta skynjunar og tilfinningalifs og hefur pannig mun varanlegri dhrif en daglegur
fréttaflutningur getur nokkurn tima haft.

Fyrir hartnaer halfri 61d, pann 10. desember 1948, var Alpjodlegi mannréttindasattmalinn
sampykktur samhljoda & Allsherjarpingi Sameinudu pjédanna. Sidan hefur engin
heimsstyrjold verid had, en engu ad sidur virdist ad na vid lok aldarinnar, sem einnig
markar lok drpuisunds, sé dkvedin hnignunarkennd ad na yfirhondinni. A pessum sidasta
dratug aldarinnar hafa brotist dt fjolmorg ny strid 4 grundvelli traarlegs og
hugmyndafradilegs ofstakis, strid par sem mannréttindum er varpad fyrir réda i
bardttunni um voldin. Fléabardagi i byrjun dratugarins er eitt deemi pessa en einnig
dtokin i Bosniu—Hersegovinu sem eru kjarni pessarar syningar.



SYNINGIN

Syningin tekur yfir 500 fermetra sem skiptist i fjogur, jafnvel ma segja fimm adskilin
rymi. Gengid er inn { vestursal Kjarvalsstada, vid vegginn gegnt innganginum ber fyrst
fyrir augu stalbord, sem var sérstaklega gert fyrir syninguna. A pvi hefur verid stillt
upp gridarmiklu upplysingakerfi, par sem er ad finna 100 kassa med um pad bil 100 000
spjoldum. Spjildin eru flokkud eftir I¥dveldum og hérudum. Pau eru télusett og a peim
ma lesa néfn fornarlamba stridsins § Bosniu-Hersegdvinu dsamt peim upplysingum um
kyn, feedingardag, tegund pyntinga, pjéderni o.s.frv. sem tok voru 4 ad afla.

Upplysingarnar eru alla jafna 6fullkomnar. Pvi eru jafnvel innanum aud spjold sem
einasta merkid um manneskju sem ekki var unnt ad fd nanari upplysingar um. Af
tislfreedilegum dsteedum eru pessi spjild hofd med { gagnagrunninum sem nokkurs konar
eintaks-niimer. A vegg haegra megin vid spjaldskrarkassana hanga kort af svadinu dsamt
upplysingum og textum sem tengjast einstokum spjoldum,

A veggnum & mdti eru allmargar stérar ferstrendar malmplotur — likastar toflum —
med silkiprentudum textum. Parna er m.a. ad finna lista yfir paer pjodir sem eiga adild
ad Sameinudu pjédunum, einnig lista yfir strid sidasta dratugar og datlad mannfall i
peim, sem og fleiri lista sem tengjast mannidarmalum,

Ur pessu rymi er gengid til hasgri inn i naesta hluta syningarinnar. Inngangurinn er
lokadur, pannig ad ekki sést inn i rymid utan frd, heldur verdur ad ganga inn i pad til ad
sjii myndbandsverkin sem par eru. Premur myndbindum er varpad samtimis 4 veggina,
og syna 6ll eydileggingu Bosniu-Hersegovinu og Krdatiu, adallega ristir, Ligvar hljodris
heyrist sem tengist atridum myndbandanna og pau virdast kalla 4. Myndatridin a
veggjunum umlykja dhorfandann hljédum og hreyfingum likt og umhverfisverk og flvtja
hann pannig & vettvang adburdanna sjalfra, Hann skynjar dpreifanlega, { ordsins fyllstu
merkingu, pad sem gerist i kringum hann, og verdur hluti af umhverfinu. Ognin gasti
beinst ad honum. Upplifunin verdur honum sem eigin reynsla.

Ur fyrsta syningarryminu er einnig innangengt i rymi & vinstri hond. betta er fjiilpasttasti
hluti syningarinnar og kannski sd dhrifarikasti. Hér hefur verid sett upp annad bord,
svipad pvi sem spjaldskrirkassarnir st6du a i fyrra ryminu. A pessu bordi er rid af
tolvum med tengingu vid veraldarvefinn. Sérsték forsida hefur verid hiénnud til ad
audvelda notendum ad dtta sig 4 gagnagrunninum. Allar upplysingarnar af spjoldum
spjaldskririnnar sem adur var lyst hafa verid vistadar i samtengdum télvunum, en
nokkud itarlegri. Hér ma til ad mynda finna upplysingar um aldur férnarlambanna og
ymislegt fleira. Tolvurnar eru auk pess tengdar ymsum heimasidum, eins og til daxmis
heimasidu Sameinudu pjodanna, Amnesty International Online og dagbladsins The
Washington Post 0.fl. Hér eru ekki einungis gdgn hvers spjaldskrarspjalds sett fram af
meiri nikvaemni heldur er hér lika ad finna ljosmyndaefni sem heimild um 6likar
tegundir ofbeldis; pad er jafnvel hagt ad lesa sendibréf frd einu fornarlambinu.



i gegnum télvurnar gefst syningargestum aukin heldur tackifeeri til ad afla sér upplysinga
um fyrri verk Rariar og dtta sig 4 tengslum eldri verka hennar vid pad heildraena listaverk
sem pessi s¥ning er.

i pessum sal er og ad finna steekkanir af ljosmyndum svokalladrar Dagbokar 1994, Heér
er ad vissu leyti um samklippuverk (collage-verk) ad razda, samsett tir dagbdkarbrotum
og minnispunktum listakonunnar, sem eru sidan tengdar bladafréttum vidkomandi dags
ur Morgunbladinu.

Dagbdkarbrot listakonunnar, tengd stad og stund med Morgunbladsfréttunum, eru sett
upp hagra megin { opnu en andspanis peim efnislega samsvarandi bladaefni 4 ensku.
Hver dagur drsins i sér slika opnu og saman mynda allar opnurnar bok upp a 732 sidur,
Staerd bokarinnar er 30x27 sentimetrar og hefur hin verd fjolfoldud { 100 eintékum.
Békin liggur frammi til skoDunar 4 syningunni en jafnframt eru staekkanir af einstikum
sidum til synis 4 veggjunum,

[ pessum sal hefur einnig verid komid fyrir litlu, teningslaga r¥mi undir yfirskriftinni
Augliti Hl auglitis. Pessi ferningur er myrkvadur og lokadur pannig ad engin hljod fra
syningunni utan vid berast inn. Inni i pessu rymi eru syndar skuggamyndir i raunstaerd
sem eru pess edlis ad dhorfandinn upplifir neyd falks sem ordid hefur fyrir vopnavaldi
ninast sem sina eigin. Skipt er 4 myndum med longu millibili og eru pessi skipti gefin
til kynna med litlu neydarljosi sem megnar ad kveikja vonarneista hji dhorfandanum,

syningargestinum, sem er parna aleinn med sjalfum sér.

A titvegg pessa rymis hefur verid komid fyrir stéru afar grofprentudu heimskorti,
dbending um pad ad 6llum stundum, alls stadar { heiminum megi félk sacta meidslum,

litilsvirdingu og mispyrmingum.

Sidasti hluti syningarinnar, sem einnig ma ganga inn i um hlidarinngang, samanstendur
af ligsmyndum, baedi svart/hvitum og i lit. [slenskur ljgsmyndari sem fyrir nokkrum
drum ferdadist um Riaanda og Somaliu sem og islensk /jagéslavneskur ljGsmyndari sem
var i Jugdslaviu pegar dtékin brutust par Gt hafa linad myndir til pessa hluta
syningarinnar. Adaldherslan er pé 4 myndum sem listakonan Ruri tok sjdlf 4 ferdalagi
um Bosniu-Hersegovinu, Serbiu og Kréatiu fyrr d drinu. Hver heild d veggjum salarins
er annad hvort ein steekkud ljosmynd eda samsetning einnar stérrar og nokkurra minni
mynda sem teknar voru 4 sama timaaf sama vidfangsefninu. Samtimis heyvrast til skiptis
raddir litsmyndaranna priggja, sem greina fra tilfinningum sinum, reynslu og upplifun
d peim tima sem myndirnar voru teknar. Hér eru engar dletranir né adrir textar.

| 6llu sem listakonan hefur tekid sér fyrir hendur hér leggur hiin megindherslu & ad
baedi inntak syningarinnar og efnin sem hin notar i samtima sinn. Hin notfarir sér
nitimatazkni og efnivid sem er laus vid alla tilgerd og rémantiskar tilvisanir, rétt eins
op vidfangsefnid sjalft er fullkomlega dréomantiskt. Hér er ekki verid ad visa til hins
fagra i verdldinni, heldur pvert 4 méti. Umhverfisverkid i heild sinni verdur pannig ad
heimild, vitnisburdi um samtimann. [ verkinu er ad finna stadlada skrifstofuinnréttingu,



tolvuitstodvar sem likjast stjornstod, tengingar vid veraldarvefinn, tackifaeri til ad afla
sér upplysinga, skjalasafn; kvikmyndir og hreyfingu, hljéma og kyrrd, ihugun, ljos og
myrkur.

Ahorfandinn parf ad aetla sér tima til ad skoda pessa syningu, en hann fer ekki ad gera
pad ddareittur, Innihald syningarinnar er sambaerilegt vid pad sem pyski listamadurinn
Giinther Uecker gerdi tilraun til ad lysa med eftirfarandi orbum: ,, List getur ekki bjargad
folki, en listaverk skapa grundvoll samradu sem getur hvatt til adgerda til ad vidhalda

hinu mannlega, vidhalda manneskjunni.”

GILDI VIDFANGSEFNISINS

Vidfangsefnid i ljési annarar listskGpunar Ruariar

~Eybdilegging” er mikilvaegt pema i verkum Ruriar pott fjdlmorg peirra virdist eiga sér
mun dhlutbundnara inntak. Petta er pd adeins nidurstadan eftir lauslega skodun, pvi
begar grannt er ad gdd kemur i 1jos ad fjdlpatt og margbreytileg verk hennar tengjast
med skyrum og greinilegum heetti. Sjalf segir hin: ,,Fyrir mér er list heimspeki. Verk
min fjalla um tengsl manns og jardar sem og alheims, manninn i Gratima veraldar,
mannlegar skynjanir. Verk min eru einungis 6rsmitt brot af heildinni. Hversu frumleg
sem vid viljum vera pd vinnum vid { raun avallt it frd sému grunnforsendunum sem
eru jordin { alheimnum og tilvera mannanna 4 jordinni; madur og menning i tengslum
vid nattiru, jorou og alheim. Listamenn eru sifellt ad velta upp nyjum flétum a sama
veruleikanum og skoda hann fra n¥jum sjénarhornum.*(Rari 1992)

A sidustu darum hefur Rari lagt rika dherslu 4 ad skoda menningarséguna allt fra fyrstu
tid og fram til okkar daga. Vidfangsefni sbgunnar er i hennar augum fyrst og fremst
tHimi, og timinn er — eins og brdatt mun ljést verda — grunnpema { allri listsképun hennar,
Timi merkir breytingu, hreyfingu. Panta rei ,allt fram streymir” og er stédugum
brevtingum undirorpid. Verundin byr i verdandinni, eins og Heraklitos dttadi sig a fyrir
margt longu. Rari tekst 4 vid hugmyndir, adstaedur, atburdi og adra patti sem hafa
orsakad menningarsagulegar breytingar. Hin gerir sifelldar tilraunir til ad dtta sig a
hvad tengir manneskjuna, jordina og alheiminn saman, hvada samband rikir milli
mannlegrar tilveru og émealanlegs aldurs, langaeis alheimsins, sem og milli hins
endanlega og hins éendanlega og pess sem mannlegur skilningur faer dorkad.

Ruri hefur til daemis komist ad pvi ad einféld, ad pvi er virdast traust gildi, 6yggjandi
dkvordud og nidurnjorfud, eins og til ad mynda lengd tommustokksins, geta vid dkvednar
adstadur breytt um mynd sem opnar leid fyrir margvislegar hilkanir og par med nyjan
skilning.

Riri notar visindalega grundvalladar malieiningar — eins og til daemis lengd
tommustokksins sem skipt er nidur i 100 til 200 sentimetra — sem grunn til ad gera

afstadi slikra skilgreininga synilegt. Vio hljotum ad fallast 4 ad jafnvel samanbrotinn
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tommustokkur (af stadladri gerd) er 200 sentimetrar & lengd. (Eg visa hér til Nelsons
Goodman: , Ad finna upp stadreyndir”) bannig virdist meira en rokrétt ad verk sem er
samsett Gr tveimur laréttum og tveimur [60réttum tommustokkum (af stadladri gerd)
beri titilinn Fjdrir fermetrar, Onnur tilbuin mynd dr samtals 26 tommustokkum (af
stadladri gerd) heitir 52 metrar og visa talan og formid til viknanna i drinu, hinnar eilifu
hringrdsar upphafs og pess sem lidur frd byrjun til enda og pa um leid til timans an
endimarka.

Med pessum hatti setur Riri fram sina eigin ,afstaediskenningu” sem hin lysir pbannig:
LAllt er afstaett. Upplifun og skilningur a tilverunni veltur d pvi fra hvada stad og hvada
sjdnarhorni, eda afstodu, athugun er gerd, og jafnframt pvi hver athugandinn er.” Riri
hefur sinn eigin skilning d tolum. Segja ma ad télur bai ekki yfir neinni eigin merkingu
fyrir utan pa tdknraenu. Télur fa ekki hlutlarga merkingu nema ad visa til einhvers sem
Iy¥tur ad magni, p.e.a.s. steerd og fjolda eda geedum i merkingu stigveldis.

En pyding talna sem malieiningar eda magns i verkum Ruriar opinberast ekki
einvordungu i tommustokkum eda reglustikum. Umhverfisverk hennar, sem stodugt
hverfast um hugtakid tima, byggja ekki sidur d tolum sem malikvarda tima. |
innsetningunni PARADIS? — Hvenar? sem ni er synd koma télur lika fyrir sem
malikvardi tima. Petta 4 til ad mynda vid um dagbokarbrotin sem eru tolusett dogunum,
p.e.a.s. dagsetningunni. Pa ma benda a télurnar a spjaldskrarkortunum sem hvert fyrir
sig er stadgengill einstaklings sem hefur ordid férnarlamb pjdninga og tortimingar. |
fleiri verkum Ruriar er ad finna télur sem tikna maelanlegan samanburd, hlutfall eda
malikvardaeiningu. Loks ma svo minna & ad tilefni syningarinnar nd er dkvardad af
magni tima, p.e. peim 50 drum sem lidin eru fra pvi ad Mannréttindasattmalinn var

undirritadur.

Auk pess sem hér hefur verid sagt verdur ad skoda petta ahrifarika og vidamikla verk
Ririar i samhengi vid dlika flokka verka hennar frd fyrri drum, verka sem hin hefur
gefid yfirskriftina Time and possible Threats (Timi og allt sem getur 6gnad). Eitt elsta
verkiD i pessum flokki er hluti af um pad bil 15 dra gamalli innsetningu med yfirskriftinni
Desolation (Eyding). Brot ar steinsteyptum mirum og hisveggjum, likt og rastum
daudrar borgar sem hafdi ad mestu verid byggd Gr jdrnbentri steinsteypu, voru sett upp
i gongugitu i lifandi borg i Danmorku. [ kjolfar pessa umhverfisverks fra drinu 1984
fylgdi sidan 1986 verkid Time (timi). Par voru ljosmyndir af follnum og eydilégdum
hiisum framkalladar & gagnseear glerplétur sem héngu eins og svifandi § ryminu. AD
lokum ma svo benda & verkid Museum (Safn); sem er samsett verk tr 15 syningarkissum
sem minna d likkistur. [ kbssunum syndi Ruri tilblina hluti sem hin hafdi safnad og
skipt nidur i flokka samkvaemt akvednu skipulagi og merkt télulegum upplysingum
um landfraedilegan fundarstad. Petta verk er med 6drum ordum einnig skrasetningar-
og heimildverk eins og PARADIS? - Huenar?, en i pessu verki gegndu télur og timi lika
mikilvaegu hlutverki.

Pad verk sem pé stendur nast PARADIS? — Hvenar? hvad vardar hugmynd og fram-
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setningu er verkid Innocent? (Saklaus?) frd drinu 1993, sem er innsetning med
skuggamyndum af stridum og orustum listasGgunnar. Par getur medal annars ad lita
verk eftir Rubens, Goya og Manet; deemi um verk pess sidastnefnda var myndin Aftaka
Maximillians keisara.

Verk Rdariar i ordraedu listar og listamanna i samtimanum

Eins og pegar hefur komid fram er pad ekki adeins { listasogunni sem finna ma deemi
um hvernig listamenn taka a vidfangsefninu eyding og evdilegging. Eitt pekktasta daemi
um slika umfjillun eru liklega verk Christians Boltanski. Séd fra sjonarhdli listarinnar,
eDa Gllu fremur listsagnfraedinnar, heyrir hann til pess hops listamanna sem leggja stund
d yvardveislu ummerkjanna®, Daudinn vard snemma midlasgt pema i verkum Boltanskis.
Upphaflega einbeitti hann sér ad gydingum og Helforinni, en fljdtlega vikkadi skirskotun
hans og nadi til fleiri hépa félks 4 mismunandi aldri, af mismunandi pjéderni og tr
mismunandi starfsstéttum an tillits til pess hvernig dauda peirra hafdi borid ad hondum.

Eitt pekktasta da2mid um rannséknar- og heimildavinnu Boltanskis er hid umfangsmikla
verk 3000 (litnir) Svisslendingar: svartfhoitum myndum var komid fyrir med dramatiskri
Iysingu i notudum og rydgudum kexddsum i miklu heildarverki upp vid vegg. Tengslin
vid raunveruleikann verda hér enn greinilegri fyrir dhorfandann en i 4durnefndu
verkunum og Boltanski skyrir dhrifamaitt innsetningarinnar med eftirfarandi ordum;
»Paudur gydingur er sjilfsagdur hlutur, Daudinn og gyvdingarnir skilja hvor annan. Hver
getur hins vegar imyndad sér ad Svisslendingar séu lika daudlegir? Svisslendingar eru
svo venjulegir. Pad er i raun engin dstazda til pess ad einmitt peir skuli deyja. Okkur
stafar pvi enn meiri 6gn af latnum Svisslendingum vegna pess ad peir eru eins og
vid."{Boltanski)

Hanne Darboven og On Kawara hafa lika lagt stund 4 ,,vardveislu ummerkjanna” og
hafa skapad heimildir um samtimasogu med dagatals- og dagsetningarverkum sinum.
Hji badum pessum listamdnnum verdur pd nidurstadan mun dhlutbundnari, sem
sjonraent leidir athyglina fra hinu eiginlega vidfangsefni. [ verkum Hanne Darboven
eru athugasemdir vid dagsetningareitina, sem virdast staerdfracdilegar einingar, sem og
titreikningarnir og timamismunurinn midad vid hnattstodu vart til pess fallid ad tulka
inntakid. Hji On Kawara verda veruleikatengslin sem skapast med pvi ad setja
dagsetninguna & myndunum og dagsetningu myndanna i samhengi vid bladagreinar
og fréttir adeins tilfallandi, einn af mirgum mégulegum leidum. Med kerfisbundnum
adferdum sinum vid skrdasetningu lidins tima eru pad liklega listamennirnir Hanne
Darboven og Christian Boltanski sem standa verki Ruriar nasst. [ verkum peirra er reynsla
einnar einstakrar manneskju, einstaklings sem nafnlaus er einhver veginn horfinn i
tjoldann, felldur i télur og gerdur merkingarbzer fyrir heild, akvedinn hap félks, hluta
mannkynsins. Sameiginleg reynsla margra einstakra verdur ad sdgu, ad menningarsogu
mannkynsins. Breytingar verda merkjanlegar i timans rds. Sagt er ad ,, Timinn lakni 611
sdr” og ad  hinir daudu hvili § fridi.”. Pratt fyrir pad verdur ad vekja okkur til vitundar
og vidt verdum ad halda voku okkar, vera d vardbergi gagnvart adstaedum sem leida til
eylileggingar,
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Sérstik ndlagd verka Rariar vid verk Gilinthers Uecker kemur fram med 6drum hastti.
Allt fra byrjun niunda dratugarins hefur hann fengist vio haettuna sem manneskjunni stafar
af sjdlfri sér. Kjarni pessa starfs er umfjollun um strid, 6ttann vid eydileggingu og eydingu,
og med hvada haetti er haegt ad viohalda mannlegri virdingu,

Merkt deemi um petta er verkefni sem hann st6d fyrir § Koln og kalladi Kilnisch— Klause—
Phobien undir slagordinu ,,Strid @tti aldrei ad eiga sér stad”. Onnur verk af svipudum
toga eru Das Tor verlorener Trawer (HID glatadrar sorgar) fra drinu 1981, Briefe an Peking
(Bréf til Peking) fra drinu 1994 og ylirmaladar ljosmyndir Kambodiu-seriunnar undir
yfirskriftinni Wind der Seelen der Toten fiir die Kinder der Khmer (Vindur sdlna hinna litnu
handa bérnum Kmeranna) fra drinu 1993, Syningin Der geschundene Mensch (Hin kvalda
manneskja) sem var skipulgd af IFA (Institut fiir Auslinderbeziehungen —
Nybiastofmun} og hefur verid a ferd um heiminn fra drinu 1993, leidir gloggt { 1jos hversu
hugfolgiod petta pema er Giinther Uecker og hvernig hann hefur reynt ad tilka 6tta sinn
og hrylling i myndum.

Tilvisunin til heimilda i myndverkum Giinthers Uecker er pd mun veigaminni en i
verkum Ruriar, Heimildirnar { verkum hans eru hvorki flokkadar kerfisbundid né er
peim atlad ad vera temandi vardandi vidkomandi personur. Aherslan er miklu fremur
i heildarstemninguna sem peim er atlad ad midla. Pritt fyrir petta er augljost ad i verkum
allra listamannanna fjogurra sem hér hafa verid nefndir er verid ad fjalla um atburdi i
samtimanum, samtimasogu. En hver listamadur gerir pad hins vegar med sinum haetti.

Samtimaskirskotun

Eins og ma ljost vera er pad ekki adeins vidfangsefnid sem tengir syningu Ririar vid
verk annarra samtimalistamanna. Efnividurinn sem er notadur, tazknin og fyrirkomulag
syningarinnar er einnig augljos skirskotun til samtimans. Listakonan beitir 6likustu
medulum eins og textum, ljosmyndum, kvikmyndum, alnetinu o.s.frv. til ad gera
yfirgripsmikid inntak s¥ningar sinnar synilegt og dypka skilning a pydingu pess.
Eftirtektarvert er hversu hlutlaust Riri dstundar ,,vardveislu ummerkjanna® i peirri
merkingu ad listakonan sjdlf er &td { bakgrunninum med sinum persénulegu einkennum
og listraena handbragdi, nema i faeinum undantekningartilfellum,

Til ad mynda eru bordin par sem tilvunum og spjaldskrarkéssunum er komid fyrir
serstaklega honnud og smidud fyrir pessa syningu. En par sem bordum er yfirleitt ekki
atlad ad fanga athygli med neinum haetti né ad vera midpunktur syningarinnar — heldur
dllu fremur hlutunum sem & peim eru — vikur petta listraena framlag til hlidar og verdur
a0 bakgrunni. Athygli dhorfandans er beint fra bordunum og ad hinu eiginlega inntaki.

Svipad ma segja um stdlploturnar i fyrsta ryminu. Par eru vissulega gerdar af
listakonunni en pad er heimildagildid sem er adalatridid. Upplysingarnar eru i
svidsljosinu, og pess vegna geetu gactu paer eins hangid i stodludum upplysingaskiltum,
Eina visbendingin um listreena vidveru Ririar eru steekkadar ljgsmyndir samklippu-
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verksins med bladagreinunum fra drinu 1994 dsamt dagboékarfeerslunum. Ahorfandinn
stendur andspeaenis minnispunktum og upplysingum i ofursteerd, sem annars vegar eru
afar personuleg endurspeglun a samlifi listamannsins med verkefnum sinum, daetlunum,
hugleidingum, uppsetningaraformum og minnisatridum, en hins vegar er hér lika verid
ad midla upplysingum um heimsvidburdi sem dttu sér stad 4 sama tima par sem lifandi
félk kom vid ségu, nafnlaust og 6pekkt, ad minnsta kosti fra sjonarholi skodandans.

Med pessum haetti verdur til dkvedin samraeda; Lif listakonunnar er sett i samhengi vid
heimsséguna. Listin hefur alltaf verid heimild um sogu heimsins sem listamenn hafa
greypt i verk sin — og hér i verki Ririar er petta sérlega dberandi.

Ljosmyndirnar i sidasta ryminu, sem Riri ték sjalf i Bosniu-Hersegovinu, na vissulega
einnig ad bera hennar eigin syn gloggt vitni. En par sem pessar ljgsmyndir eru syndar
asamt ligsmyndum tveggja annarra ljosmyndara verda paer hlutlausari, p.e. heimildagildi
peirra verdur adalatridid. Pad er pvi ekki listamadurinn sem slikur, heldur heimssagan
sem er pungamidjan.

HUGMYNDALEGT SAMHENGI OG HUGLEIPINGAR

St spurning hlytur ad vakna, hvernig beri ad tilka listaverk sem er svo markvisst byggt
a hugmyndum; hvernig ber ad skilja pad? [ skrifum sinum og minnispunktum hefur
Riri hvad eftir annad tekid fram ad henni sé timinn, sagan og menningarlegar breytingar
i timans ris sérstakt hugdarefni, sem og hugmyndir, adstaedur, atburdir og ahrif sem
kalla fram breytingar i menningarsigunni,

Midad vid framsetningu verksins og 1t fra titli pess PARADIS? — Huenar? er naertackt ad
atla ad Hinn Gudddmlegi gledileikur eftir Dante liggi pvi til grundvallar, en { honum verdur
fyrst ad komast i gegnum helviti og hreinsunareldinn til ad komast loks i Paradis. Ef til
vill mi skilja framsetningarmdtann og skipan syningarinnar sem stefnuyfirlysingu,
motmaeli, og pa tilka verkid sem grundvallarafstodu listakonu sem ekki vill skerast ar
leik, heldur taka pdtt i ad vekja folk til vitundar um adstaedur i heiminum, um naudsyn
pess ad gera sér grein fyrir hattunum sem alls stadar eru fyrir hendi, og taka pdtt { pvi
ad vekja skilning 4 peim sem eru 6druvisi. Um leid er verkid pd dkall um frid, akall um
ad virda mannréttindi og tryggja mannlega virdingu, um frelsi og samhljom. Vid getum
sennilega einnig fundid hér ad baki hugleidingar um ad ekki er alltaf audvelt eda einfalt
ad segja hvad sé gott og hvad illt, hvad rétt og hvad rangt, hvad svart og hvad hvitt. Vid
dkvednar adstaedur eda 1t fra dkvedinni hugmyndafrazdilegri rokhugsun breytist vaegi
gilda eins og hendi sé veifad. Férnarlambid getur breyst i pann sem glapinn framdi.

Triaarbrogd, 61l triarbrogd { heimi, byggja gildi sin almennt sé0 4 fridarbodskap. Markmid
peirra er fridur; megininntak vidleitni peirra ndungakaerleikur og viturlegur skilningur
gagnvart 6drum. Eigi ad sidur — sé dstaedurnar ekki ad finna i palitiskri hugmyndafraedi
eda pjodraknislegum metnadi — eru ogurlegustu styrjaldirnar einatt hadar i nafni
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triarbragda. Pessi motsogn er jafngomul traarbrégdunum sjilfum og nasgir bar ad minna
d krossfarir midalda sem deemi. Og petta & vid enn i dag.

[ heimi par sem vid eigum i vaxandi samskiptum um alnetid og adra slika midla standa
ekki lengur neinir dyfirstiganlegir erfidleikar § vegi fyrir pvi ad vid getum aflad okkur
vitneskju um annad félk og framandi fyrirbaeri, um 6lik triaarbrigd og menningar-
sogulegar forsendur. Pritt fyrir petta eru enn i dag hadar o6taldar styrjaldir i nafni
tritarbragda — a Irlandi, i hjarta Evrépu, 4 Vesturbakkanum, vid Persaflda og loks i
Bosniu-Hersegovinu, sem er umfjillunarefni pessarar syningar,

Hugsjon fridar er bodskapur manna um allan heim; folk fordamir mord og manndrap
og refsar fyrir ofbeldi. En um leid og sérstok hugmyndafraedi er kynnt til sdgunnar, par
sem sidferdileg, menningarsoguleg og pjodreeknisleg sérkenni eda dnnur adgreining
gagnvart hinu dpekkta er undirstrikud, sniast 61l slik gildi upp i andhverfu sina. ba
nytur hinn vantriadi hvorki sama réttar og hinn triadi { augum yfirgangsmanna, né
heldur sému stédu | samfélaginu,

LIST SEM BODSKAPUR

List (myndlist) er dkvedin tegund samskipta og getur sem slik verid hluti af samradu i
besta skilningi pess ords. Listamadurinn er ,,skjilftaneminn sem bodar addraganda
stortidinda § mannheimi“(Uecker). Hann gripur teikn timans 4 lofti og umbreytir peim
i myndir. Sjénran skynjun getur komid hlutum til skila & altaekari hatt en ordlangar
lysingar 4 dkvednu astandi. Myndlist er ekki kreddubundin, hin gerir hlutina einfaldlega
synilega. Hun 1¥sir { gegnum fyrirbacrin til hins Gséda sem hvilir ad baki.

Metnadur listamanns er ekki bundinn pjédernislegum uppruna. Andstaett ipraottamann-
inum leitar listamadurinn eftir tengslum vid pa sem eru frabrugdnir sem og vid soguna.
Pannig gengur hann erinda fridar { heiminum pvi ad listin er pess megnug ad stofna til
skoDanaskipta sem allir geta tekid patt i hvar sem peir eru staddir i verdldinni, dn tillits
til pjédernis, triarbragda, sidakerfa eDa menningarlegra réta, samraedna sem mida ad
hugsjénum sem eru 6llu ofar og fela { sér gildi frelsis, fegurdar, samramis og fridar.

Syningu Rariar md skilja sem andd6f gegn stridi. Hana ma einnig skilja sem hvatningu
til fridar og skilnings manna § medal { heiminum, hvatningu til umburdarlyndis og

mannvirdingar, til frelsis, sem getur aldrei nad lengra en ad morkum frelsis nassta manns;
og loks sem hvatningu til ad s¥na ndunganum tilltitssemi og virdingu.

(byding: [drunn Sigurdarditti)
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PARADIS? - Hvenasr? Hlutamynd: Silkiprant, rybiritt stal. Haad 200 sm
PARADISE? - When? Detall: Silk screen, stainiess sfteel, Height 200 cm
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PARADIS? - Hveneer? Hiutamynd; Talvuver, | bakgrunn staskkanir ar Dagbok1994
PARADISET - When? Detail: Computer terminals. Background: enlarged pages
from Diary 1994
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PARADIS? - Hvenaar? Hiutamynd: Spjaldskra. 170 x 460 sm
PARADISE? - When? Detail: Index-card system. 170 x 460 cm
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PARADIS? - Hyensar? Hiutamynd dr [josmyndarymi
PARADISE? - When? Delail from the pholographic area
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PARADIS? - Hvenaar? Hiutamynd: Ligsmyndarymi. Myndir 180 x 120 sm
PARADNSE? - When? Detail: Photographic area. Photographs 180 x 120 em
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PARADISY - Hvenaer? Hlutamynd dr ljosmyndarymi: Fldttamannabadir | iprottahdsi | Sremski
Karlovci

PARADISE? - When? Detail from the photographic area. The Sremski Karlovel sportshall
refugee camp
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Dorothea van der Koelen

PAHADISE? - When? PARADISE? — When? is the title of an ex-

hibition taking place in March 1998 at

Kjarvalsstadir, the Reykjavik Art Museum.
More than an exhibition, this is an overall work of art, an environment in which numer-
ous and diverse materials and techniques are put to use. The exhibition takes place as
we mark the 50th anniversary of the signing of the UN Declaration of Human Rights,
and should be regarded as a contribution by an international artist of high repute to the
worldwide peace discussion.

Artists, who perhaps through their seismographic capability of perceiving can read and
understand the signs of ime more clearly and more consciously than most of us, have
always taken up the cause of peace and freedom. They have supported Amnesty Inter-
national, stood up for the maintenance of human rights through visual means, and de-
manded the preservation of human dignity with regard to the victims of vielence and
destruction. One could mention, for example, the worldwide project Artists against Tor-
ture as well as innumerable efforts on the part of individual artists. Fears of destruction

are the central focus here, especially the threat posed to man by mankind itself.

An exhibition of the sort held by Riiri in Reykjavik presents and documents the extent
to which the rejection of other cultures, religions and ideologies can lead to alienation
and hate, resulting in injury and destruction, the annihilation of what is foreign and
unknown. The artist attempts, with her own visual means, to give expression to her
horror and shock, while at the same time drawing the observer into a dialogue with
what is happening in the world. It is a highly impressive presentation, which addresses
numerous components of perception, touching a number of sensual levels at the same
time and thus creating a much more lasting effect than perhaps the daily news report
could ever accomplish.

Almost half a century ago, on December 10th, 1948, the Universal Declaration of Hu-
man Rights was adopted unanimously by the UN General Assembly. Since then we
have not had another world war but it nevertheless seems that at the end of this cen-
tury, which also marks the end of the millennium, a fin de sidcle mood pervades. In this
final decade of the century innumerable new religious or ideologically motivated con-
flicts have arisen, which have jettisoned the cause of human rights in favour of amass-
ing political power. They include the Gulf War at the beginning of the decade, as well as
the conflicts in Bosnia-Herzegovina, which are at the centre of this exhibition.
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THE EXHIBITION PROJECT

The 500 m?® of exhibition space are divided up into four or five areas. From the main
entranceway the visitor enters the first area of the exhibition. Here the opposite wall
catches the eye first. On a specially made steel table an index-card system has been
placed, which will comprise 100 file boxes and a total of about 100,000 index cards. The
index cards are arranged by province and region. They are numbered and each of them
represents one victim of war, for example, in Bosnia-Herzegovina. The person’s name,
sex, date of birth, type of torture, nationality, etc. and any further information available
is written on the card.

The information is as a rule incomplete. There are also cards representing persons for
which no detailed information could be obtained, but were on the basis of statistical
criteria included as item numbers in the total collection of data. To the right of the in-
dex-card system there is a wall with maps showing the region and data and text which
refer directly to the individual index cards.

On the opposite wall there are a number of large rectangular metal plates, like tablets,
upon which various texts have been silk-screen printed. There is, for instance, a list of
the names of the nations which are members of the United Nations, followed by a list of
armed conflicts during the past decade and number of fatalities, and other references
from humanitatian conventions.

From this area we come to the second part of the exhibition, the entrance of which is
concealed. As a result the area is not visible from outside. We have to enter in order to
be able to see the video presentation there. Three video films are shown in parallel on
three different walls. They show the destruction in Bosnia-Herzegovina, principally
ruins. Under the entire scene a soft noise can be heard, which is connected to the scenes
in the films and seems to be called forth by them. The film scenes which, like an envi-
ronment, move about the observer and are audible, place this same observer directly in
the events themselves. We can tangibly realise, in the truest sense of the word, what is
happening around us. We become a part of the scene. The threat could affect us our-

selves. We are able to relate what is going on to ourselves.

The most multivarious and perhaps most highly charged area of the exhibition is en-
tered from the left side of the entrance area. Here there is another table, similar to the
table upon which the index-card system has been arranged. On this table there is a row
of computers linked to the Internet. A special title home page has been created to help
the user find his way through the system. All the data which was contained on the
index cards is also stored in the memory system of these computers, which are all linked
together, but here the data is more extensive. There is, for example, information on the
age of the victims, etc. In addition there are direct links to various home pages, for
example, that of the United Nations, Amnesty International On-line, the Washington
Post, etc. Not only is the data on the individual index cards presented here in much
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more extensive detail, there is also photographic material, which documents the vari-
ous types of violence. There is also a letter from one of the victims.

In addition to this observers have the possibility, with the help of the computers, of
acquainting themselves with Ruri's earlier works, and thus forming a connection be-
tween older works and the unified work of art presented here.

A further component of this area is the photographic enlargements of the so-called Di-
ary 1994. This consists of a special collage put together from the daily diary entries and
notes of the artist, in combination with actual contemporary articles of that year from
the lcelandic daily Morgunbladid.

The diary jottings of the artist on the right side, which are placed in an actual temporal
frame of reference by means of the newspaper article, become the thematic equivalent
of a newspaper article in English presented opposite on the left side. There is a double-
page spread for each day of the year, now collected in a book of 732 pages, 30 x 22 cm in
size, produced in an issue of 100 copies. The book can be paged through at the exhibi-
tion while at the same time the individual pages, reproduced in an enlarged format, can
be seen on the walls.

Within this larger area a small, cubical space has been constructed with the title Eye to
Eye, which is in complete darkness and separated from other sounds of the exhibition.
A slide projector shows life-size photos through which we can empirically experience
the desperation of a person oppressed by armed force and transfer this to ourselves. A
change of photos occurs at lengthy intervals, only interrupted by a small emergency
light, which gives the now deserted observer, the visitor to the exhibition, a spark of
hope.

The outer walls of the small cubicle show a large, very coarsely printed map of the
world, pointing out that throughout the world, at all times, in every spot, people are
wounded, neglected and ill-treated.

The last area of the exhibition, which can also be reached by a second entrance, shows
photographs, both black-and-white and in colour. Many of them are the works of an Ice-
landic photographer, who was in Rwanda and Somalia a few years ago, and an lcelandic-
Yugoslavian photographer, who was in Yugoslavia when hostilities broke out. Both have
contributed their photographic works to the project and this exhibition. The major point,
however, is photos which Riri herself brought back from her trip to Bosnia-Herzegovina,
Serbia and Croatia earlier this vear. Each of these photo panels distributed over the vari-
ous walls of the area consists either of individual, enlarged photos or a combination of
one large photo plus several smaller ones, which were taken at the same time, at the same
place, on the same theme. At the same time we hear, at changing intervals, the voice of one
of the three photographers, expressing his or her feelings, experiences, sensations at the
time of photographing. There is no writing or text in this area.
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In all her actions the artist has placed prime emphasis, in accordance with the materials
and the theme of the exhibition project, on using contemporary techniques and materi-
als which are at the same time unpretentious and unromantic - just as the theme itself is
unromantic. This is not a question of pointing out the beauties of the world, quite the
opposite. The entire environment becomes a documentation, a sign of the time. It con-
sists of standardised office furnishings, computer terminals of the command-central
sort, Internet-connections and information-search possibilities; it consists of an archive,
film and movement, noise and quiet, contemplation, light and darkness.

The visitor needs time for this exhibition, and he will not be left in peace. The contents
are a reflection of what the German artist Giinther Uecker was trying to express, when
he said, “Art cannot rescue people, but through the means of art a dialogue becomes
possible, which can call out for action to preserve people.”

THE RELEVANCE OF THE THEME

The theme seen from the framework of Ruri's own artistic work

The theme of destruction is an important component in Ruri’s works, even though many
of them appear to be formulated much more abstractly. This is perhaps only a first im-
pression, for upon closer examination it becomes clear that all of Riri's very diverse
and changeable works are tightly interlocked. She states: “For me, art is philosophy. My
works are concerned with the connections between man, the earth, and the universe;
between the existence of mankind and the inestimable age of the universe; human per-
ceptions. My works represent only a tiny fragment of the whole. No matter how origi-
nal we imagine ourselves to be, our works are always based on the same fundamental
premises, ... of man and human culture in relation to nature, the earth and the universe,
Artists are constantly turning up new facets of the same reality and observing it from
new points of view.” (Rari 1992)

Especially in more recent years, Riri has been dealing extensively with cultural history,
from the earliest times to the present. Cultural history is for her Time, and Time is the
basic theme of her entire artistic effort. Time means change, motion. Panta Rei, “all is in
flux”, and is grasped under constant change. As Heraclitus already recognised, being is
becoming. Riri deals with the ideas, situations, cccurrences and other influences which
have brought about changes in our culture. She is always attempting to work out what
links together human beings, the Earth and the Universe; for what connections there
are between human existence and that immeasurable age, the time span of the Uni-
verse; between the finite and the infinite and what human perceptions are possible,

She maintains, for example, that quite simple, apparently safe units of value, which are
clearly definable and fixed, such as for example the length of a carpenter’s yardstick (a
metre}), can under certain circumstances lead to diverse phenomena and thus to diverse
meanings and realisations,
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Riiri has thus taken scientifically based units of measure = such as the 100 to 200 cm
length of a carpenter’s yvardstick — as a basis for making the relativity of such defini-
tions visible. We can agree that even a folded-up carpenter’s yardstick (of standard
size) has a length of 200 cm. (I refer here to Nelson Goodman’s “The Invention of Facts”).
It thus seems only normal as a result, that a work of two horizontal and 2 vertical yard-
sticks (of standard size) should be entitled Four Square Metres. A further constructive
work of a total of 26 yardsticks (of standard two-metre size) is called Fifty-fuwo Metres,
indicating in number and form the weeks of the year, and thus also the cycle of coming
and passing away, of beginning and end, to time as infinity.

Riiri has in this way advanced her own “Theory of Relativity”, which she describes as
follows: “Everything is relative. The experience and understanding of existence depends
upon the place and point of view from which it is observed. As well as when the ob-
serving was done, and who the observer was.” Rari has a quite specific relation to num-
bers. We could say that numbers observed in isolation have no meaning, except for a
symbolic one. Numbers only acquire a reference when they refer to something — in which
case they can be interpreted quantitatively, in the sense of a measure or number of some-
thing, or qualitatively, in the sense of a hierarchy.

That numbers function as units of measure or number in Rari’s works is not only ap-
parent in the yardsticks or centimetre rules. Her environments, which again and again
deal with the theme of time, are also not least involved with numbers as a quantity of
time. Thus in the present installation, PARADISE? — When?, numbers appear as indica-
tions of time, measure or number. This is exemplified in the diary entries, dated with
the help of numbers. There are also numbers on the index cards, here representing a
human individual, who became a victim, his or her suffering and annihilation. In other
works by Riri numbers also appear in the form of mass relationships, proportions or
measures. Finally, the actual occasion of this exhibition was, naturally, prompted by the
50th anniversary of the UN Declaration of Human Rights.

Even apart from this, this impressive and expansive work of art must be seen in the
context of various groups of earlier works which Riri has described with the title Time
and Possible Threats, Among the earliest works of this group is an installation done al-
most 15 years ago, entitled Desolation. Fragments of concrete walls, like the ruins of a
dead city, reminiscent and indicative of house and stone walls of a city built primarily
of concrete, were erected in a pedestrian area of an actual modern city in Denmark. This
environment (created in 1984) was followed in 1986 by the work Time with photos of
crumbling or destroyed houses, illuminated on transparent glass plates suspended in
the air. This was then followed in 1987 by the work entitled Museiin, consisting of 15
coffin-like display cases. In these boxes Ruari presented her collection of objects created
by human hands, sorted and arranged by category and accompanied by a numerical
indication of the location of their geographical origin. It is another example of an archi-
val, documentary work, similar to PARADISE? — When? Here numbers and time also
play an important role.

29



However, the most direct forerunner of the planning concept of PARADISE? - When?
was the work Innocent? dating from 1993, which presented a slide show of war and
battle scenes from art history. Included were works by Rubens, Goya and Manet, for
example, Manet's work The Shooting of the Emperor Maximilian.

Ruri's work in the context of contemporary art and artists

It is not only in the history of art of former centuries that we can — as just demonstrated
- find examples of artists dealing with the theme of annihilation and destruction. The
most prominent examples in this respect must certainly include Christian Boltanski.
Viewed from an artistic, or perhaps an art historic perspective he belongs to the cat-
egory of one “recording the tracks”. From very early in his career his works were the-
matically concentrated on death. While they were at first concentrated on the Jews of
the Holocaust, a short time later they expanded to include very varied groups of di-
verse ages, nationalities and professions, irrespective of the way in which they had met
their fates,

One of the best-known examples of his documentary research is a comprehensive work
3000 (dend) Stoiss which he placed as black and white photos in a mysteriously dramatic
lighting in rusty, used biscuit tins and presented against the wall in an overall environ-
mental art work. Here the reference to reality becomes even more clear to the observer,
and Boltanski explains the effect of his installation as follows:

"Thus a dead Jew is only a matter of course. Death and the Jews are too well acquainted
with one another. Who, on the other hand, could ever imagine that the Swiss are also
mortal? The Swiss are so normal. There is really no reason why they especially should
have to die. Dead Swiss thus are so much more horrible to us, because they are like us.”
(Boltanski)

Hanne Darboven and On Kawara have also contributed to “recording the tracks” and
documenting contemporary history with their calendar and date works. In the works of
both of these artists, however, there is a comparatively abstract presence, which dis-
tances them visually from their actual content. In the case of Hanne Darboven the nota-
tions on the date fields, the apparently mathematical constructions, the calculations
and displacements of time, are thematically scarcely interpretable. On Kawara's news-
paper articles and news documented actual relations between picture date and the date
on the picture, but should be seen as only one of many potential possibilities.

In their type of systematical archiving of the past Hanne Darboven and Christian
Boltanski perhaps resemble Riri's work the most, Here the experiences of a single hu-
man being, an individual, who nevertheless remains somehow anonymous, are also
quantified and made transferable to a specific group of human beings, a part of human-
ity. The social experiences of many individuals become history, the cultural history of
humanity. Changes can be recognized in the course of time. “Time heals all wounds” it
is said, and "the dead sleep in peace”. Yet our consciousness must be shaken, must keep
awake, keep alert for the conditions which lead to destruction,
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A unique proximity between Riri’s work and that of Glinther Uecker can be seen in
another way. At least since the early 80's Uecker has dealt with the theme The Threat
posed ta Man by Man. At the centre of this engagement is war, the fear of destruction and
annihilation and the maintenance of human dignity.

Among significant examples of this are the Cologne project Kalnisch — Klause — Phobien
with the slogan “War should never happen”. Others include The Gate of a Lost Sorrow
(1981), his Letters to Peking (1994) and the painted-over photo series of Cambodia enti-
tled Wind of the Dead Souls for the Children of the Klimer of 1993, The exhibition organised
by the German institute for cultural exchange IFA {(Institut fiir Auslandsbeziehungen) en-
titled The Flayed Man, which has toured around the world since 1993, testifies to the
extent of Giinther Uecker's occupation with this theme, and how he has attempted to
give visual expression to his shock and horror.

The character of the visual works it produces is far less documentary than Riri's works.
Mor are they as systematically directed at completeness, i.e. at a complete grasp of the
people involved. They are much more dedicated to the overall mood that is to be con-
veyed. Nevertheless, all of the four artists named can clearly be seen ta deal with con-
temporary events, contemporary history. Each artist, however, formulates this in a dif-
ferent manner.

The contemporary reference

It is not only with regard to the contents that we can see similarities here to the work of
other contemporary artists, as we have just discussed, but the contemporaneity is also
visible in the materials, techniques and forms of presentation. Rari attempts to illus-
trate and make visible the meaning and scope of the theme with the most diverse me-
dia, including text, photography, film, Internet, etc. It is striking that her form of “re-
cording the tracks” possesses a considerable measure of neutrality. In other words, she
draws back from leaving her own specific signature or artistic stamp on the theme, with

a few exceptions.

Both of the tables, for example, upon which the computers and the index card system
are placed, were created and produced especially for this exhibition. But since tables do
not stand at anyone’s focal point of interest, or form the actual centre of the exhibition
— but rather that which is placed upon them — these contributions by the artist retreat
into the background. The eye of the observer is released from them to fix upon the
central contents.

Certainly, the metal plates in the first entrance area were created by the artist. But here
as well the documentary character dominates; the information steps to the foreground,
and the plates could just as well be standard information boards. The only indication of
Riiri’s artistic presence here is in the photographic enlargements of the collages of news-
paper articles from 1994 with her diary entries. The observer is confronted with notes
and information in superdimensional format, which are very personal in character, since
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they reflect the life of the artist with her projects, plans, thoughts, constructions and
notes and at the same time give an indication of contemporary events in the world of
humans who, from the point of view of the observer, are anonymous, unknown.

In this manner a dialogue is created; the life of the artist is placed into context with
world history. Art has always documented history and made it permanent in its works
— and such is the case to an exceptional extent in Ruri's work here.

The photos of the final area, taken by Rari herself in Bosnia-Herzegovina, also manage
to show her personal view. But since these photos are presented together with the picto-
rial records of two other photographers, this should also convey a neutral, i.e. a docu-
mentary, impression. At the centre stands not the artist herself, but world history.

CONTEXTS AND CONTEMPLATIONS

The question then arises how such a purposely conceived work of art should be inter-
preted, be understood? Riri has always emphasised in her comments and notes that
her special interest is time, history and the cultural change occurring through the course
of time, as well as the ideas, circumstances, events and influences which bring about
change in this cultural history.

There might be a hint of a Dantean perspective behind this type of approach - as in The
Diwine Comedy— first through Hell and Purgatory in order to eventually reach Paradise,
suggested in the title PARADISE? — When? of the entire exhibition. Perhaps, however,
this type of approach and form of presentation could also be understood as taking a
stand, as a protest; to be read as the view of an artist who does not want to exclude
herself. A contribution to raising consciousness of the situation, to understanding any-
thing and anyone whao is different, to making us aware of the danger which lurks every-
where. An appeal for peace and the maintenance of human rights, for human dignity,
for freedom and harmony. Probably we can also make out the thought behind this that
it is not always easy or unambiguous to distinguish between what is good or evil, right
or wrong, black or white. In certain circumstances or specific ideclogical frameworks,
these values can quickly be displaced. The victim can become the perpetrator.

Religions — throughout the world — are generally messages of peace. They focus on
peace; loving our neighbours and wise understanding of others is the centre of all their
efforts. Nevertheless, if they were not based on political ideologies or national ambi-
tions, many of the greatest wars were conducted in the name of religion. This phenom-
enon has existed ever since religions have existed. It is enough to recall the Crusades of
the Middle Ages. But we still experience this today.

In a world where we can communicate worldwide via the Internet or similar media,
there are no longer any obstacles to learning about other people and things foreign to
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us, other religions and other ethical contexts. In spite of this there are innumerable wars
being fought even today in the name of religion, whether in Ireland, in the heart of
Europe, on the West Bank, the Persian Gulf, or Bosnia-Herzegovina, which is the focus
of this exhibition.

The ideal of peace is proclaimed worldwide by the great majority of people; murder
and death are condemned, aggression is punished. As soon as a specific ideology raises
its head, however, an ethical, national, religious or any other sort of demarcation of
others, of what is foreign — at that time all values are reversed and transformed into
their opposites. From the perspective of the aggressor the infidel does not have the

same rights as the faithful, does not have the same status.

ART AS A MISSION

{Visual) Art is a form of communication and as such is capable of dialogue in the best
sense. The artist is a “seismographic perceiver, the anticipator of human drama” (Uecker).
He receives the signs of the times and formulates them in images. Visual perception can
be more comprehensive than a verbal description of a situation. Visual art is not doctri-
naire, it makes things visible. It points through phenomena at what they conceal from
sight.

The ambitions of the artist are not nationally aimed. Contrary to the athlete, for exam-
ple, the artist seeks to link up with those who are different, as well as with history. This
method of approach becomes a mission of peace in the world, for the means of art make
possible a worldwide dialogue, heedless of national, religious, ethical and ethnic ori-
gins, a mission which aims at higher ideals: values such as freedom, beauty, harmony,

peace and the absolute.
This exhibition can be understood as a protest against war. [t can at the same time be
understood as an appeal for peace and understanding in the world; an appeal for toler-

ance and the maintenance of dignity; for freedom which can only extend as far as the
limits of freedom of others; and for respect and concern for our neighbours.

{gding: Kemeva Kunz)
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Fadd i Reykjavik 1951 / born in Reykjaoik 1951,
Byr i Reykjavik [ lives in Reykjavik.

Stundadi listndm 4 [slandi og § Hollandi / Studied in lecland and the Netherlands,
Hefur biid og starfad { Hollandi, Danmorku, Finnlandi og Svipjod /
Has liped and worked in the Netherlands, Denmark, Finland and Sweden.

Helstu einkasyningar / Selected One-man exhibitions:
1978  De Appel, Amsterdam, Hollandi.
1979  Galerie Loa, Amsterdam, Hollandi.
Galerie 38 og Galerie Kanal 2, Kaupmannahifn, Danmdrku.
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1987 Timi | Time, Kjarvalsstadir, Reykjavik.
1989 Fragments of Tise, Konstakademien, Stokkholmi, Svipjod,
1991 Mjdit | Cosmos, Nylistasainid - The Living Art Museum, Reykjavik.
1992 Afstaedif Relativity, Kjarvalsstadir, Revkjavik,
1994 Values, Kuvataideakatemian Galleria, Helsinki, Finnlandi.
1996 Gildi I, Gallerie Ingdlfsstraeti 8, Reykjavik,
1997 Relativity, Galerie Bossky, Kaupmannahofn, Danmérku.
Afskeda, Synirymid 20 m?® - the Gallery 20 m?, Reykjavik.

Helstu samsyningar / Selected group exhibitions:
1974  Utisyning Myndhoggvarafélagsins & Listahatid § Reykjavik / Reykjovidk Sculptors, at the
Reykjarik Arts Festival, Ieeland.
1975 SUM ‘75, Gallery SUM, Reykjavik,
1978 Reykjavik Arts Festival, Reykjavik.
1979 Mail Art, Studio Levi, Madrid, Spidni.
Galerie Zona, Florence, ftaliu.
1980  Experimental Environment [, Korpulfsstadir, Reykjavik.
1981 Islamdsk Samtidskunst, Trondheim Kunstforening, Trondheim, Noregi.
Performances, the Henie-Onstad Art Center, Hovikodden, Noregi.
1982 Brennale de Paris, Beaubourg, Paris, Frakklandi.
It Can’t Happen Here, Sveaborg, Finnlandi.
1983 Yfir hadegisbaug / Across Hhe Meridian, Museum Fodor - Stedelijk Museum, Amsterdam,
Hollandi.
Bienmale de Ponlevedra, Pontevedra, Spani,
1984 Kulturhaus Palazzo, Liestal, Swiss.
The Art Revealed, Franklin Furnace, New York, Bandarikjunum,
Flyvende Beton | Flying Cencrete, Kaupmannahofn, Danmirku.
1985 Saari-Vale, Bockholm, Finnlandi.
Big Scale 85, Skine Art Festival, Malmé, Sweden,
1986 Bein § kildum ofui | Bone in a Cold Oven, The Nordic Arts Centre, Sveaborg, Finnlandi.
Concrele - Art in the Street, Helsinki Art Festival, Finnlandi.
1987 Art of Taday I, Budapest, Ungverjalandi.
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1990 10: Kenstmigssan, Stockholm Art Fair, Stokkhdlmi, Svipjod.
The Central Exhibition, Stokkhdlmi, Svipjod.

1991 Wish of Peace, Pisa, Italy.

1992 Ajatuksia, The Nordic Arts Centre, Sveaborg, Finnlandi.
Wanis, Outdoor sculptures, Knieslinge, Svipjod.

1993 Zeit-sichten, Frauen-Museum, Bonn, Pyskalandi.

777 - Distance conmunication - 3, Amsterdam, Hollandi: Arésum, Danmirku; Bratislava,
Slovakia; Duisburg, Pyskalandi; Moskvu, Russlandi; Portsmouth, Englandi; Reykavik.

1994 Skalptiur-Skalptar-Skalptir / Scalpture-Senlpture-Sculpture, Kjarvalsstadir, Reyvkjavik.
Saloon syning / Saleon Exhibition, Galleri Greip, Reykjavik.

1995 Visual Resonances I, Quartair Contemporary Art Initiatives, Den Haag, Hollandi.
Fragments, Contemporary Icelandic Art, Ernst Mizeum, Budapest, Ungverjalandi.
Experimental Environment - Kuopion Tienoo 1995, Kuopio Art Museum, Finnlandi.
Altitudes, Artimisia Gallery, Chicago, Bandarikjunum.

1996 NV Adféng /New Aguisitions, Listasafn [slands, Reykjavik.

Ny Adfong /New Aguisitions, Kjarvalsstadir, Reykjavik.

1997 [eelandic Contemporary Art, Kjarvalsstadir, Revkjavik.

Myndhéggvarafélagid { Reykjavik 25 dra / The Sculptor’s Union 25th Anniversary Exhibi
tion, the Sculptor’s Union, Reykjavik.

Art Cologne, Internationaler Kunstmarkt, Koln, Pyskalandi.

Isliindische Positionen Der Gegenwart, Galerie Van der Koelen, Mainz, Pyskalandi.

Verk i eigu safna / Works in public collections:
Listasafn Islands / The National Gallery of Art, leeland
Listasafn Revkjavikur / The Reykfaoik Art Museum
Nylistasafnid / The Living Arl Museum, Iceland

The Henie-Onstad Art Center, Hovikodden, Norway.
The Kuopio Art Muscum, Kuopio, Finland.

The Museum of Modern Art, New York.
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Ungverjalandi, [taliu, Spani, Svipjod og Bandarikjunum auk Islands /

Ruiri"s works are also found in private collections in Denmark, Canada, Finland, Germany, Hungary, laly,
the Netherlands, Spain, Sweden, the United States and Teeland,
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» Time Concrete” in Hameenlinna, Finland, 1986,

#Studlar” vid Haskdlabidé i Reykjavik /  Monoliths" af the University Theater and Conference Hall in
Reykjavik, Iceland, 1990,

+Regnbogi” vid Flugstod Leifs Eirikssonar, Keflavikurflugvelli / . Rainbow” outside the Interna-
tional Air Terminal Building in Keflavik, Iceland, 1991,

+Observatorium® in Wands, Sweden, 1992,

«Kuopio Observatorium® in Kuopio, Finland, 1995,

«Fyssa® i Grasagardinum i Laugardal { Revkjavik / .Fyssa® in the Reykjoork Botanic Garden, 1995,
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Vidurkenningar / Awards:

Fyrstu verdlaun { samkeppni um tillogu ad dtiskalptar framan vid Flugstéd Leifs Eirikssonar 1986
/ First prize; competition for a sculpture at the International Air Terminal Building in Keflavik, Icéland
1986,

Saenska ., Prins Eugen” ordan arid 1989 / The Swedish Royal . Prince Engen™ medal for Jvisual art par
excellence” 1989,

Sérstok vidurkenning fyrir skdlptar / Certificale of excellence” sculpture; The THh International Art
Competition, New York, 1989,

Fyrstu verdlaun { samkeppni um gtiskdlptir i Grasagardinum i Reykjavik, 1994 / First prize; com-
petition for an ountdoor sculpture in the Botanic Garden in Reykjuoodk, 1994,
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Eftirtaldir adilar hafa styrkt gerd verksins PARADIS? — Hvenar? /

The folloving have gencrously supported the creation of the work PARADISE? - When?
Reykjavikurborg

Digital 4 {slandi

Talvusalan

Morgunbladid

Landssimi [slands

Bedeo og Mathisen

Penninn

Prentsmidjan Oddi

Sérstakar pakkir fa / Special thanks are owed to:
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Islandsdeild Amnesty International, 6flun gagna
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Jéhann Fannberg, tolvulorritun
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Sigridur |, Fannberg, drvinnsla gagna

Gudrin Stella, arvinnsla gagna

Ingibjirg Einarsddttir, drvinnsla gagna

Arndis Fannberg, urvinnsla gagna

Gudrin Marteinsdottir, drvinnsla gagna

Unnur Steingrimsdottin urvinnsla gagna

Hildur Andrjesdéttin, drvinnsla gagna, télvuinnslitiur
Rannveig Fannberg, drvinnsla gagna, tolvuinnslattur
Tjorvi Jéhannsson, &flun gagna og tolvuvinna
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Egill Sigurdssonar, framkéllun ljdsmynda
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Arni H. Kristinsson, heimasida

Vélsmidja [ons Bergssonar, gerd stdlramma

Isald, heildverslun, gerd jirnborda

Trésmidjan Beyki, trésmidi

Gudbjirn Gunnarsson, frésmidi

Sigridur Bragadottin, radgjof vid hdnnun og grafiskahdnnun
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Raudi krossinn i Sarajevo, adstod

Raudi krossinn i Belgrad, adstod

Raudi krossinn 1 Zagreb, adstod

Mato Baketaric, leidsogn og akstur § Bosniu-Herzegovinu
Hulda Gudmundsdattin, Por Magnisson, leidsign, Sarajevo
Hannes Hauksson, skipulagning, Vojvodina, Jugoslaviu

Flattaminnum § badunum { Stara Pazova og Sremski Karlovei dsamit ofangreindum og figlmirgum
odrum sem adstodudu vid gerd listaverksins feerir Ruri sinar einlegustu pakkir, /

Riirf wanld like to express her sincere gratitude to the refugees in the camps al Starn Pazova and Sremski
Karlovei i addition te all Hie above and many others that assisted with the creation of the work.,

Metfang syningarinnar Paradis? - Hvenar?
Website, hitp:/ / www.isholf.is/ paradise.ruri
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