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Formali Mér er pad mikil dnagja ad 6ska sudur-afriskum listaménnum til ham-
ingju med pa stadfestu sem peir syna i listsképun sinni og fyrir ad
deila hugmyndum sinum med félki um allan heim.

Sudur-Afriku hefur midad drjagt dfram vid ad umbreyta sér sem pj6d, og bodid um ad syna
sudur-afriska myndlist & Islandi er adeins seinasta stadfestingin 4 med hvada hatti
heimurinn er ad opna hug sinn og hjértu fyrir hugmyndum fra Afriku. Pad leidir af sjilfu sér
ad pad er mjog Grvandi ad sjd ad helmingur peirra listamanna sem eiga verk 4 syningunni
eru blskkumenn, og ad frumleiki var eini malikvardinn vio val peirra.

Pad er vel kunn stadreynd a0 hin myndraena imynd byr yfir sérstokum hafileika til ad tjs
6hlutleegar hugmyndir. Hinir fornu San listamenn okkar hafa ni hlotid vidurkenningu fyrir
ad hafa skapad myndlist 4 heimsmalikvarda, sem einkenndist af miklum finleika og
hdpréudu tiknmali. Pessi fagurfraedilega hefd kemur fram i kraftmiklum formun i ymsum
peim verkum sem eru hlutar af syningunni A.R.E.A. - Art Region End of Africa - Listheim-
urinn vid enda Afriku.

Hastvirtur M.C. Ramaphosa,
Radismadur Islands { [6hannesarborg

Preface ![am pleased to join in congratulating South African artists on their commit-
ment to the cause of creativity and the sharing of ideas in a global context.

South Africa has gone a long way towards transforming itself and the invitation to exhibit
South African art in Iceland is but the most recent affirmation of the extent to which the
world is opening its arms, and minds, to ideas from Africa. It follows that we all derive com-
fort from the knowledge that half of the 47 artists represented on this exhibition are black
and that originality was the only yvardstick.

The power of the visual image to express abstract ideas, is well known. Our earliest San
artists are now credited with having produced a world-class art of great subtlety and intel-
lectual symbolism. This aesthetic legacy finds compelling form in many of the works form-
ing part of the exhibition A.R.E.A. - Art Region End of Africa.

The Honourable M. C. Ramaphosa
Consul to Iceland
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Inngﬂngur Hugmyndin ad baki syningunni A.R.E.A200 kviknadi fyrir nokkrum drum,
pegar ég eignadist fyrir tilviljun bék, sem bar pad einkennilega nafn Ar tof the

South African Townships eftir Gavin Young, préfessor vid Listadeild Haskélans i Hofdaborg i Sudur-

Afriku. Pad var undarlegt og um leid heillandi ad sjd, ad jafnvel vid par 6gnvekjandi adstadur, sem

adskilnadarstefna stjornvalda par i landi bj6 landsménnum, gat listin prifist og jafnvel dafnad;

skdpunargledin lét ekki kiga sig, jafnvel fyrir

lagreglurikinu i hinni gémlu Sudur-Afriku,

[ Sudur-Afriku d sér nii stad einhver merkasta tilraun 20. aldarinnar 4 svidi piadfélagsuppbyggingar,
sem er sidan endurspeglud i myndlistinni. Par eru nyir straumar i myndlist ad taka patt i samfélagi
sem er ad leita eftir ad proast d jafnréttisgrunni, par sem adur rikti skarpur adskilnadur kynpdtta um
dratuga skeid og samhlida pvi stridsdstand um margra dra timabil. List samtimans par i landi parf pvi
ad takast 4 vid langvarandi afleidingar nylendustefnunnar, stigu landsins og leit ad nyju pjoderni, ef
svo ma segja. [ samtimanum eru pad listamenn af ensku og hollensku bergi brotnir sem burfa ad leitast
vid ad skilgreina sig sem Afrikumenn, jafnvel pott fjslskyldur peirra hafi biiid i Sudur-Afriku { margar
kynsladir,

Vid afndm adskilnadarstefnunar var sem pj6din vari leyst dr laedingi, og pritt fyrir margvisleg vanda-
mal sem pvi fylgdu hefur listin verid mikilvagur hluti af pvi pjodfélagi sem er ad proast i landinu. Pad
er vel pess virdi ad bjoda [slendingum ad sjd med eigin augum, hvernig ungt listafélk er ad takast 4 vio
nyja tilveru. Gavin Young t6k mélaleitan okkar um ad stjérna sliku verkefni af stakri ljiifmennsku, og
ég vil pakka honum sérstaklega fyrir samstarfid, sem hefur gert syninguna A_R.E.A.2000 38 veruleika.

Foreword The idea behind A.R.E.A.2000 goes back a few years, when I, quite by chance,
aquired a book with the strange title Art of the South African Townships by

Gavin Young, Professor at the School of Art at the University of Cape Town in South Africa. It was

curious and at the same time exciting to see thal even under the horrible circumstances that the

Apartheid

policies of the government created for the people, art survived and even flourished; creativity was not

subdued, even in the police state of the old South Africa.

South Africa is now the home of one of the most remarkable experiments of the 20th century in social
re-building, an experiment that is in turn reflected in the visual arts. There, new currents in art are tak-
ing part in a society that is attemting to develop on the basis of equality, where there was before a clear
seperation of races for many decades, resulting in a virtual state of war for many years. Contemporary
art in this country therefor needs to confront the longterm consequences of colonialism, the history of
the country and the search for new national identity, so to speak. Today, it is artists of English and Boer
decent, that need to define themselves as Africans, even though their families have lived in South
Africa for many generations,

With the abolition of Apartheid it is as if the nation has been set free, and in spite of the numerous dif-
ficulties associated with that art has been an important part of the society that is developing in the
country. It is well worth it to invite Icelanders to see with their own eyes how young artists are con-
fronting this new existence. Gavin Young accepted our
proposal with pleasure, and | want to thank him for all the cooperation
that has helped make the exhibition A.R.E.A.2000 become a reality.

Eirfkur Thorlaksson

Forstodumadur / Director






Gavin Younge

A.R.E.A.2000
Art Region End of Africa

Pegar gerd er grein fyrir listskopun & afmorkudum landsvadum kemur fljétt ad peim vanda
ad pessi listsképun er sjaldnast einsleit.

I margbrotnu pj6ofélagi eins og Sudur-Afriku, sem er i drri préun - og & auk pess ad baki
sogulega fortid sem einkennist af adskilnadarstefnunni - pa er skorturinn & gloggri sam-
félagslegri og menningarlegri heildarmynd afar augljés. Vegna pess ad listin hefur ekki
gengid i gegnum hreinsunareld byltingar par sem nyjar viglinur hafa verid dregnar i friéum
jardvegi Kynpattanna, er enn of snemmt ad raeda um ,sudurafriska list". Til ad slikt veri haegt
pyrfti ao lita framhja of mérgu og gera of miklar malamidlanir. Pad mundi einnig kalla 4
gildismat sem vaeri um of markad af evrépskum menningarbakgrunni.

Samt sem d0ur bidur heimurinn um ,sudurafriska list’. Ekki i sama skilningi og sudurafriska
staerofradi eda i formi pjédernisyfirlysingar, heldur i vinsamlegum og auknum skilningi a
hinu sérstada. Andstett pessu er ad sjilfsigou hagt ad benda 4 straum alpjédavadingar og
heimsmenningar sem pvar burt pjédleg einkenni og dregur upp mynd af sumum listaménn-
um sem hreinlega ,alpjodlegum’.

A.R.E.A*" er syning 4 samtimalist i alpj60legu samhengi og pvi verdur i tengslum vid hana
ad spyrja annarra og kannski erfidari spurninga. | framhjihlaupi vidurkennum vid ad pad
eru harla litlar likur til pess a0 myndmal verdi afl i samskiptum milli félks sem talar u.p.b.
ellefu 6lik tungumal, sérstaklega pegar haft er i huga ad sjonlistum er ekki gert hatt undir
hifdi i hinu nyja pjodfélagi okkar. Pegar milin eru skodud frd dkvednu sjénarhorni gera
listamenn sér grein fyrir pvi ad prétt fyrir knyjandi parfir er erfitt ad gera mikla fjarhags-
legar krdfur til rikis og sveitarfélaga. Skortur d ligmarkshisnadi 4 sumum svadum og heil-
brigdiskerfi og skélakerfi i fjarsvelti letja menn medal annars til sliks. A hinn béginn harma
listamenn pd séun d almannafé sem hlyst af spillingu.

Pad er einnig bagalegur skortur d framsyni og vilja til ad notfaera sér pad sem vid bium ad.
Um pad eru drlog tvieringsins i J6hannesarborg skyrt dami.

Eftir adra syninguna, drid 1997, sem var ekki eins yfirgripsmikil og hin fyrsta en pé afar vel
heppnud, dkviadu yfirvéld i Jéhannesarborg ad stytta tvizringinn um manud. bvi var haldio
fram ad dkvdrdunin hafi verio tekin af fiarhagsdstadum (syningin 4 ad hafa verid of dyr og
sogd hafa skort hljomgrunn medal almennings). Samt sem adur var ekkert tillit tekid til pess
ad vid petta topudust taekiferi til ad proa listalif Sudur-Afriku i alpjédlegu samhengi. Né
heldur ad hiin veitti taekifeeri til ad upplysa almenning og studla ad betra myndleasi.



Sem mikilvaegur alpjédlegur vidburdur blés tvieringurinn lifi i nidurniddan midba
J6hannesarborgar og veitti folki atvinnu. Med lokun tvieringsins hafa eydilendur
borgarinnar stekkad og nd nu yfir gamla fidrmdla- og vidskiptahverfid, par sem
hofudstodvar nokkurra storfyrirtaekja hvila rykfallnar. [lla var komid fram vid forstbdumann
tvieringsins 1997, Okwui Enwezor. Nu hefur honum b6 sjalfsagt verid fyrirgefid allt eftir ad
bj6overjar vidurkenndu hafileika hans med pvi ad gera hann ad forstédumanni hinnar
vidkunnu Documenta-syningar. Sinnuleysid gagnvart tvieeringnum i Jéhannesarborg var hvort-
tveggja i senn, heimskuleg politik og heimskuleg hagfradi.

Pydir petta ad sjonlistum sé ad hnigna { Sudur-Afriku?

bvert & méti. Nylegir vidburdir hafa slegid a slikar dhyggjur. Returning the Gaze, The One City
Festival (sem Zaid Minty skipulagdi) og Soft Serve i Hofdaborg. Retreks-verkefni Rodneys
Place (sem unSUNg CITY var hluti af), Tour Guides of the Inner City eftir Stephen Hobbs og
Two Icons eftir Kathryn Smith i Jéhannesarborg. Allar pessar syningar nadu til fjolmenns
hops dhorfenda og morkudu sér ny svadi, tekni og hugtakanotkun. Pratt fyrir hunsun af
halfu stjérnvalda (i samanburdi vid annad) eru sjonlistir i Sudur-Afriku a uppleid.

Listmennirnir sem eiga verk 4 A.R.E.A.*"" syningunni vinna allir med grunnhugmyndir hins
stadbundna. Peir skilja hina ségulegu pydingu Sudur-Afriku og reyna ad sporna vid pvi ad
verk peirra verdi nyrri nylendustefnu ad brad. Allir vita peir ad par til nylega var
sudurafrisk list ad miklu leyti skopud eftir forskrift rikisins, uppfull af taknmyndum valda-
kerfis sem stjérnadi ferdum félks innan riksins, og ad sjalfsogdu hdad nefndum sem hofou
umsjén med adskildri listmenntun og listalifi. Hvert svid sem hver listamadur um sig ein-
beitir sér ad er vettvangur par sem hagt er ad vinna ad nyju samkomulagi. P6 ad stefna
gamla valdakerfisins hafi dtt ad vera hvita minnihlutanum i hag var sman pess slik ad
enginn hagnadist 4 pvi. Kerfid var mdttvana og allir sem komu nalaegt pvi urdu fyrir bardinu
& pvi, hvitir jafnt sem svartir. Pegar vid horfum 4 midba J6hannesarborgar, eins og Stephen
Hobbs og fleiri hafa gert med ymsum listvidburdum, pa vitum vid ad vid erum ad verda vitni
ad einhvers konar endanlegri refsingu. Rodney Place sér Jo'burg sem (stkkvandi)
skemmtiferdaskip og ndgranna pess i nordri (Sandton) sem nytt ,bantustan’ (leppriki par
sem svertingjar rédu ad nafninu til) fyrir tiskumedvitada ,umlungus’ (hvitingja). Oseljan-
legar og énothafar hifudstodvar storfyrirtaekja standa a vio og dreif um snyrtilegt net straet-
anna, Flotti fjarmagnsins er audsar hvert sem litid er.

Kathryn Smith tekst & vid petta vidfangsefni i verkum sem hin kallar Lethal Places
(Daudagildrur). Listasafni Johannesarborgar er eins og dllum borgarlistaséfnum i Sudur-
Afriku komid fyrir i gardi alsettum skipulegum grasreitum med blomskryddum utlinum. An
pess ad fara beinlinis 1t i frisign af stadreyndum notferir Smith sér pessa imynd af opnum,
greenum svaedum. Hin gadir par dypri merkingu sem ad sumu leyti & raetur ad rekja til pess
Gtta sem getur laedst ad konum a yfirgefnum stodum, en tengist ad 6dru leyti vidfangsefnum
sem er ad finna { bokmenntum og peim hugmyndatengslum sem vakna 4 tilteknum stodum.
Verkid visar einnig til myndskeids i kvikmyndinni Blowup (Stekkun) eftir Michelangelo
Antonioni fra sjounda dratugnum. Par tekur ljgsmyndari myndir af elskendum i almenn-
ingsgardi en pegar komid er i myrkraherbergid uppgotvar hann lik manns i bakgrunni
myndarinnar. Smith notar Kodachrome-liti sjbunda dratugarins i stafrenum staekkunum
sinum & sakleysislegum gordum Jéhannesarborgar.

Hinar munudarfullu ljosmyndir Stephens Hobbs af pekktum stédum i Jéhannesarborg vekja
jafnframt 6hug. Myndband hans 54 Storeys (54 hadir) er adeins dtjan sekiindna langt. En
négu langt pegar sjalfsvig er annars vegar. I pessari hverfulu 8 mm kvikmynd sjdum vid i



einu lagi syndarmynd af sidustu augnablikunum i medvitudu frjdlsu falli (moérg sjilfsvig
hafa dtt sér stad i Ponte-byggingingunni), og greinargerd um deyjandi byggingu. Hér eru
umskiptin alger. Ponte-turninn er sivalur og lykur um inni kjarna sem er ordinn fullur af
rusli, og Hobbs dregur upp mynd af hiisi sem er fallid i valinn.

Marlene Dumas er hagt ad finna stad badi innan Sudur-Afriku og utan. I vidtali vié Anton
Corbijn lysir hin nylegum verkum sinum sem ferli sem ,afhjapar par til komid er inn ad pvi
dapurlega kynferdislega addrdttarafli sem madir at o6ll eftirnéfn og gerir nafnid sjdlft ad
skaldskap”.! A einhvern hatt virdist pessi hugsun eiga vid um verk Terrys Kurgans, Hann
vinnur med fjdlskylduljosmyndir, stundum ljGsmyndir af eigin bérnum, en hja honum er
einnig ad finna tekiferisljosmyndir i verkinu Lost and Found (Tapad-fundid), sem hefur yfir
ser bla skdldskapar. Slikjur af ljésum, dokkum og aflitudum litum virka eins og hindrun a
minningar. Alex Dodd likir peim vid ,gong’?, leidslur sem liggja ad hinu hardneskjulega lifi
gitunnar par sem enginn gengur undir fullu nafni og par sem sveipir kladanna verda ad
likkldum. Vié kénnum eigin minningar um dstvini og séknud. Myndir geymdar, til or-
yggis'. Pegar vid leitum ad peim pa finnum vid ekkert annad en trkastid; fjolskyldu-
myndirnar sem er safnad saman dsamt negativunum ef vera skyldi ad einhver vildi fa
stekkanir. | myndum Kurgans finnum vid brosandi andlit, en vid sjaum lika lykilinn i
gamaldags gluggaumbanadinum. Ljosmyndavél i hindunum & barni eda fraenda. Vid minn-
umst pess med eftirsjd ad vid hofum gleymt.

Thembinski Goniwe vinnur ndid tr peirri spennu sem enn hefur ekki tekist ad draga ar milli
hefdbundins afrisks samfélags og nitimans. Hann beinir sjénum sérstaklega ad sidvenjum
sem tengjast umskurdi og hudrispun, og pvi hlutverki sem sidirnir gegna fyrir par vant-
ingar sem gerpar eru til sjdlfsmyndar karlmanna.

Goniwe rannsakar peer veentingar i r6d storra bleksprautuprentadra mynda sem likja eftir
glansmyndunum sem beint er ad svartri borgarastétt og upprennandi svartri elitu. [ mynd-
rodinni, sem hann kallar Face Value (Vid fyrstu syn), er hadst ad fijorum slikum glanstima-
ritum - Bona, Pace, Thandi og Drum — med pvi ad skipta & venjulegum ungum tisku-
fyrirsetum og ,abakweta’ (innvigdum ungum karlmanni med andlitid mdlad &sku). A
forsidu Drum eru fyrirsagnir i eesifregnastil, eins og ,Hvernig ég slapp iir einangrun
vigslunnar - serdur lerisveinn segir frd”, ,Hryllingsmedferd hja hinum mordédu ,sango-

B

mas

Storar prentmyndirnar med djipum, sterkum litum og skdérpum dtlinum gefa til kynna heim
handan vigslunnar, handan sidvenjunnar, inni i hinu nyja lifi sem vestraen samfélég neita ad
vidurkenna ad kunni ad vera upprunalegt.

Tengslin milli synar og ofbeldis birtist { undirlégum imyndanna og i sannfaringunni sem
skin dr nyjum manngerdum Goniwes. Augnardd fyrirsatunnar matir hinu vestrana af heill-
andi jafnadargedi. ,Raunsai’ peirrar myndtakni sem hann notar gerir triverduga upplausn
pess sem vanalega er litid 4 sem tvo heima - heim hefdarinnar og hinn vestraena heim sem
dregur kennivald hins fyrrnefnda i efa.

Gofgandi ljosmyndir Zwelethus Mthethwas rannsaka hugmyndir um likamann, sjalfsmynd
og pad sem Octavio Zaya kallar ,tdkn um aud, fegurd og glasileika”.’ Pessar myndir eru
ekki ,teknar’ i peim skilningi ad einhver taki mynd ,af’ fyrirmyndinni, heldur frekar ,gefn-
ar’. Peir sem sitja fyrir i myndum Mthethwas eru ekki tregir til né heldur samstarfsmenn.
beir afhjipa allt sem er ad sjd i svefnherberginu og virdast taka patt i gerd ljosmyndarinnar.



Petta atti ekki ad koma & dvart pvi Mthethwa stadfestir ad hann leyfir fyrirmyndinni ad
koma sér fyrir ad eigin vild. Sumir hafa pvi dregid samlikingu vid Seydou Keita fra Mali,
sem leyfir peim sem hann tekur myndir af ad velja sér sjalfir stellingar og svidsetningu. 54
munur er 4 ad Mthethwa er ekki atvinnuljésmyndari og er ekki ad gera heimildarmyndir.

Mthethwa er umhugad um ad endurreisa sjalfsvirdingu peirra sem litid er 4 sem férnarlémb
vegna atvinnuleysis og litid annad en numer i télfradi fatektarinnar.® Mthethwa tekur sér
nagan tima til ad vinna med midil sinn og snyr margsinnis aftur til ad taka myndir af sdému
félagslegu og persénulegu adstadunum. Oformleg hibylin eru ad morgu leyti einangradar
rymiseiningar. Adgangur fra vegum og skipulag styrkja adskilnad fra formfestu. Liosmyndir
Mthethwas rjufa morkin og gefa sterri dhorfendahép adgang ad sundrudum og sundur-
leitum stil.

Umbiaefnid sem ibuarnir nota til ad pekja veggina 4 tveggja herbergja ibudunum ad innan
er einn pattur i dgruninni. Sjalfséryggi peirra sem sitja fyrir 4 myndunum er mikilvaegur
hluti af pvi drama sem ljosmyndirnar i heild gada lifi. Raunseer still hans er hvorki hlutlaus
né ttsmoginn. Par er heldur ekki ad finna hadsadeilu eda ihugula eftichermu ad haetti
Honorés Daumiers. Pess i stad uppfylla verk Mthethwas pa hugmynd sem hann gerir sér um
hvad aetti ad sjast, sem er i samrami vid pad sem hann veit fyrir satt.

Myndasyning Williams Kentridge er i premur hlutum og heitir Echo: Scan/Slide/ Bottle
(Bergmal). Hiin endursegir soguna af Odysseifi. Echo er ekki 6lik teiknimynd hans, History
of the Main Complaint (Sagan af helsta umkvértunarefninu), hvad vardar grannskodun i
likamsbyggingu, notkun CCD-myndefnis og tifandi kolateikningar, sem eru einkennandi
fyrir hann. Pad eru einnig sterk tengsl vid samstarf hans vid uppsetningu Handspring's
Puppet Company 4 Il Ritorno d'Ulisse, eftir Monteverdi. Echo og leiksyningin eru badi byggd
& 6peru Monteverdis fra 1641. [ Gperunni segir frd pvi pegar Odysseifur snyr aftur dr
Tréjustridinu og endurfundum hans og Penelépu. Kentridge segir ad Monteverdi og texta-
héfundur hans, Badoaro, ,hafi batt vid forleik par sem edlispattir Mannlegs veikleika,
Timans, Gaefunnar og Astarinnar deila um hvernig Odysseifi muni farnast. Pad var pessi for-
leikur, par sem meginvidfangsefnid var veikleiki mannsins, sem ladadi mig ad éperunni,
frekar en hetjulund. I allri 6perunni, badi i tonlist og ordum, takast stoougt d hin bjartsyna
vissa Odysseifs ad hann muni bjarga sér og su forlagatri ad allt sé honum ofvida.”s

[ gegnum fjdlskyldu og vinnu hefur dhugi Kentridge d leeknisfraedi vaknad. A sama hatt og
likaminn getur gefid til kynna med ytri sjikdomseinkennum ad ekki sé allt med felldu i
likamsstarfseminni, pa ber landslagid med sér visbendingar um félagslegan sjikleika eda
droa. Kentridge hefur fundid nyjar hlidstadur milli hinnar einmanalegu athafnar ad teikna
og peirrar félagslegu athafnar ad sakja leikhus, med pvi ad vinna med eiginleika landslags,
oftast nar ur J6hannesarborg, og leknisfredilegar myndatokur.

Hluti af undirbiiningi hans fyrir Echo félst i pvi ad skoda myndbdnd gerd med takni sem
notud er vid ad taka myndir af mannslikamanum, eins og magaspeglanir og hjartaprad-
ingarmyndir. Hann hafdi sérstakan dhuga 4 hjartapradingarmyndum, sem eru rintgen-
myndir af krans@dum hjartans, og eitt af pessum myndbondum af hlykkjottum ®dum vard
ad imynd eldingar.

Pad er mikilvaegt ad hafa petta i huga til ad skilja frekar 6krasilegan dhuga Kentridge a
likamsstarfseminni i samhengi vio sioferdilegt landslag. Hann sér pessa mynd fyrir sér sem
seldingu i likamanum”.t Hlidstedan gefur okkur frekari innsyn inn i adrar athugasemdir
hans; hann hefur sagt ad ,vid getum fridpagt innri starfsemi likamans - en erum ad sjalf-
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sogdu d valdi hennar og hin mun d endanum tortima okkur”. Hann segir einnig: ,,Vid erum
i stédugri hattu, badi ad innan og ad utan. Badi eru annad ... og hvar er pa si granna lina
sem adskilur ytri og innri eldingar sem vid eignum okkur?”?

Med pvi ad beina sjonum ad pessum ummelum er ef til vill verid ad leggja of mikla dherslu
a hina angistarfullu eiginleika i verkum Kentridge. 5¥n hans er heildsteed. Verk hans spanna lifid, hid
mannlega, i lagskiptri verold par sem ekkert er einfalt. Petta er sa kross sem hann ber. Hann
tekur ekki af skarid og dhorfendur verda pvi ad velja sjdlfir. Petta er vandinn i nanast 6llum
hans verkum,

.Rakar og mannlegar.” Pannig |y¥sir Julian Engberg® myndum Angelu Ferreira af husi fédur
sins { Maputo. Hiin er dn efa ad bregdast vid hitabeltisgrodrinum sem einkennir héfudborg
Mésambikur, sem gekk undir nafninu Lourenco Marques @ medan Mésambik var portiugolsk
nylenda. Greinarmunurinn er mikilvaegur fyrir rannsékn Ferreira 4 sambandinu milli landa-
kortagerdar og nylendustefnu, og hvernig ,sannleikurinn’ verdur vafasamur pott hann sé
sannreynanlegur d nanast sjalfsevistgulegan hatt.

Kortagerdarmenn nota ymsar adferdir til ad syna hnétt 4 flétum pappir. Gridarlegar ykjur
eru Ohjikvamilegar, Pott nikvaemni og hlutféll eigi ad vera markmidid. Misramid verdur
pvi meira sem nar dregur pélunum, sem verdur til pess ad ,gamli heimurinn’ virdist miklu
starri og landfradilega mikilvagari en pau svadi sem liggja naer midbaug. Innsetning henn-
ar, House Maputo, notferir sér 4 skoplegan hatt tveer dlikar adferdir vid kortagerd sem
baksvid fyrir hus fédur sins. Hisid var byggt 1958 og aftur 1999, tuttugu og fjorum drum
eftir ad landid hlaut sjalfstedi. [ annarri dtgafunni andar myndin mjiklega inn og it en i
hinni er sjonrant tif. Uppsetning Ferreira er gerd til ad leggja dherslu 4 ;skodun’ sem ferli.

Allen Feldman er ad gera pjédhattafraedilega dttekt 4 Sannleiks- og sattanefnd Sudur-Afriku.
Hann litur svo 4 ad frasagnir’ sé elsta adferdin til ad hafa stjérn d politiskum synileika og
osynileika.” Hann var nadttirlega ad skrifa um Nordureyju (Northern Island), en dhrifin &
adskilnad landanna tveggja eru svipud. Andries Botha og Senzeni Marasela vinna badir med
Jfrasagnir’.

Marasela skodar politiskar minningar i gegnum grafikmyndir og blindusaum gerdan til
minningar um bardttumenn sem tyndu lifi i dt6kunum. Botha er ad vinna ad verkefni sem
felst i pvi ad safna stgum hja konum sem bda i Kwa Zulu Natal-héradi i Sudur-Afriku. Pessi
vinna hefur skilad sér i stéru verki i niu hlutum sem heitir Handan fédurlands. Verkid visar
til umdeilds landsvadis Zulu-pjodarinnar, nylendustjérnarinnar og vidvarandi ofbeldis
milli pélitiskra andst®dinga & undanférnum drum. Med pvi ad vinna med finridid net af
bomullarpappir, mannshdrum og latexi hefur hann safnad saman lagskiptum vitnisburdi
sem er fenginn frd kortum, munnlegri geymd og skrifudum textum. Gegnt peim setur hann
prii. myndbénd med karlmannlegum imyndum. [ DAKart 2000-syningarskrinni bendir
Marilyn Martin 4 ad rymid milli kortanna og myndbandanna sé ,stadur framandi langana og
ofbeldis”. Med pvi ad vera fundinn stadur & milli verkanna er dhorfandinn ,fastur i deilunni”.0

Sue Williamson er einnig vidridin ferli frasagnar’. Williamson, sem hefur léngum verid
bardttukona i listum, rith6fundur og listamadur, hefur tekid fyrir HIV-veirusjiikdominn og
alnamid. A0 hennar mati er bardttan vid alnami ni mikilvagasta vidfangsefni Sudurafriku-
manna. Aatlad er ad tiundi hver Sudurafrikubii sé smitadur af HIV-veirunni. | verkum
sinum, sem heita einfaldlega Adeline, Busi og Benjy, segir Williamson fra premur smitudum
einstaklingum sem eru négu hugrakkir til ad tjd sig opinberlega med veggjakroti. Venjulega
er veggjakrot nafnlaust - en i pessu samstarfsverkefni, sem ber heitid From the inside (A0
innan), skrifar hofundurinn undir eigid veggjaverk. Med pessu moéti vonast Williamson til ad
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+hvetja til umradu, stadfesta rétt almennings og brjota nidur pagnarmurinn sem umlykur
alna@mi”.!! betta virdist &tla ad bera drangur. Williamson hefur sagt ad samvinnan hafi gefid
sumum peirra HIV-smitudu sem hiin vann med nyjan kraft.

Sem kona sem tilheyrir tveimur menningarheimum getur Berni Searle, notad nafn sitt, sem
er hefdbundid enskt attarnafn til pélitisks hagradis. Hin getur notad pad, eda lyst pvi vfir
ad hin sé litud eda svort, til pess ad hin verdi skodud i 6dru ljési. Petta likamlega astand
pess ad tilheyra eda tilheyra ekki, er lykilatridi vid ad skilja verk hennar, sem lokkar fram
ymsar utgdfur af borgararéttindum i ,gémlu’ Sudur-Afriku og hvernig peim er hagad i
niaverandi astandi. Med pvi ad lita hendur og faetur og med pvi ad pekja likamann i
litarefnum og ilmefnum kannar hin oélikar hugmyndir um sjalfsimynd. Searle segir:
~Kynpattur er einn lifseigasti pdtturinn sem hefur midlad og métad sjilfsmynd”!? i Sudur-
Afriku. Enda var ,ekki-hvitur’ (Non-White) heitid sem notad var um fjélskyldu hennar og
milljonir annarra Sudurafrikubda 4 timum adskilnadarstefnunnar. A sama hatt og
sudurafriskt samfélag hefur purft ad vinna sig dt Gr peim deiluefnum sem hafa fylgt
afneitun og asokunum fjallar han i verkinu Red Pool, Blue Mark, Black Stain (Raudur pollur,
blatt merki, svartur blettur) ur Disclosure Series (Afhjupunarrédinni) um pessi vidfangsefni i
gegnum landslagsmyndir og med pvi ad gera myndir af eigin likama. Prétt fyrir ad Searle
haldi pvi fram ad pad sé enginn ,upprunalegur’ sjonarhéll sem haegt er ad tja sig frd er hin
gagnrynin 4 pad sem hin kallar ,gapandi gja’ milli peirra sem gera skapa myndirnar og
peirra sem myndir eru gerdar af, og hvernig fleiri raddir fd ni ad heyrast i umradunni um
moétun sjalfsmyndar i Sudur-Afriku.!3

Greg Streak fjallar einnig um ,rymid inn d milli". Myndbandssyning hans sem er i premur
hlutum, Dreams in Red, Leaving (blue) (Draumur § raudu, (bldr) yvfirgefinn), og Jaundiced (yel-
low) (Med gulu (gulur)), syna pad sem Virginia MacKenney kallar ,priskipta mynd i tima”.14
[ pessari tilfinningana@mu og bokmenntalegu syningu spilast prjdr Jleiksyningar’. Allar visa
til litefnis sem geranda og allar vekja upp vidbrigd mannlegrar nalagdar.

Athuganir Stephens Inggs & hversdagslegum hlutum bjéda upp 4 samanburd vid pa dherslu
sem er ad finna i verkum svissnesku listamannanna Peters Fischlis og Davids Weiss & hlut-
um sem okkur sést yfir. P2er minna einnig 4 mdlverk Giorgios Morandis sem eyddi fimmta
dratugnum i ad mdla somu kyrralifsuppstillinguna aftur og aftur. Inggs hefur dhuga a pvi
sem Norman Bryson kallar rhopografiu’ og skilgreinir pannig ad ,rhopografia finnur
sannleikann um mannlega tilveru i peim hlutum sem mikilfengleikanum hefur yfirsést”.1
Adalatridio er ekki ad upphefja disk, eda gaffal, eda skeid, heldur ad afmarka hid synilega til
ad skapa skilyrai fyrir sjdlfskodun og hugleidslu.

Claudette Schreuders finnur pdélitikina i hinu persénulega og verk hennar spyrda
sudurafrisk sérmalefni saman vid pann bilk malefna sem hefur hlotid almenna vidurkenn-
ingu. [ verkum hennar renna saman skarpur skilningur & hinu stadbundna og menningar-
legu yfirvaldi og hin breida hefd figuratifs tréskurdar i Afriku. Vid fyrstu syn virdast verk
hennar personugerving (amma, fodurimynd, sélbadsdyrkendur), en breytast i kriftugt
olnbogaskot pegar dhorfandinn dttar sig 4 hddinu.

Hlidstedan vid vesturafriskar ,metano’-figirur (notadar til ad ,syna’ eda kenna i vaVenda-
menningu) er sliandi og medvitud. Meistaraprofsverkefni Schreuders fjalladi um petta efni
og hun hefur i framhaldinu préad margbrotid listform. Figiirurnar eru alltaf vel atfaerdar og
samofnar. Vidfangsefni rotleysis og sinnuleysis er ofnar saman vid hugleidingar hennar um
,uitlander’.'® Sem persénur i ségu virdast paer koma tr bokmenntum frekar en fraségnum.

Mynstur pjédernisstefnu og yfirvalds, sem naudsynlegt er til ad skilja ofbeldid i Sudur-
Afriku, hefur verid sérstaklega til skodunar i einstiku verkefni med patttiku sagnfradinga
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og grafiklistamanna sem bia vio austanverdan Godrarvonarhéfda. Fine Line Press & Print
Research Unit og Underpressure Agency stofnudu sagnfradilegan vinnuhép sem fjalladi um
bardagan vid Grahamstown. AmaXhosa-kynpdtturinn rédst undir forystu hofdingjans
Ndlambe & breska vigid vid Grahamstown 22. april 1819 med hormulegum afleidingum.
AmaXhosa-stridsmennirnir voru strifelldir og drds peirra var notud til ad réttleta
hardneskjulegar adgerdir i kjolfarid. Allir AmaXhosa-frumbyggjar voru reknir yfir
Keiskamma-dnna i adgerdum sem liktust kynpadttahreinsunum nutimans.

Verkefnid var kallad Egazini sem var nafn Xhosa fyrir bardaga. Bokstafleg merking pess er
Jblédvollur’. Tuttugu og niu listamenn (badi menntadir og émenntadir) logdu fram
hugmyndir og myndir sem komu 1t hja dtgafufyrirtekimnu Fine Line Press, en pad tengist
Rhodes-haskola.

Pott hin hafi ekki beinlinis tekid patt i Egazini-syningunni vann Sophie Peters med atvinnu-
grafiklistamanni!? vid ad framleida framirskarandi IEsn?rﬁ.ijnnultega grein sina um, ad vera lista-
madur’. Silkiprent hennar, I'm lost inside my tears (Eg er tynd i tirum minum], setur hjarta
hennar 4 bord prentpressunnar, reidubdid til ad férna 6llu sem hin hefur glatad og
endurheimt i leit sinni ad eigin sjalfi.

Mark Haywood og Jeremy Wafer virdast vinna i anda naumhyggju. Vid nanari skodun er pvi
aliti dhorfandans kollvarpad. Med pvi ad ljésmynda sandéldurnar vid Dias-skard fyrir utan
Port Elizabeth tekur Haywood stokk aftur { timann til 1488 pegar Bartolomeo Dias helgadi
sér par land med steinkrossi, eda ,padrdo’. Hann notar badi pésitivar og negativar filmur til
ad visa til hrjéstrugs og ad pvi er virdist yfirgefins landsins. Fyrir Haywood er ekki lagour
sami skilningur i imyndir ,6snortins’ lands i norurevropskri og sudurafriskri myndhefd. Pott
segja megi ad med pvi ad gera frumbyggja 6s¥nilega | malverkum nylendusinna hafi menn
verid ad sjd fyrir dtrymingu peirra (eda a.m.k. hluta af menningu innfeddra) pd eru
mannlausar svidsetningar 4 villtri ndthiru, sem urdu vinsalar pegar Vesturlandabuar
komust fyrst i snertingu vid landsvadid, notadar til ad vekja upp tilfinningu fyrir ,gofug-
lyndi og mikilfengleika’.1®

Jeremy Wafer hefur framleitt kvikmynd f fullri lengd um maurapifu. Petta minnir 4 sigilda
mynd Andys Warhols fra sjounda dratugnum, Sleep (Svefn). Myndavélin er last i l6dréttri
stodu fyrir ofan eitt opid, og prengir pannig - eins og Stephen Inggs gefur i skyn - ad sjon-
reenu areiti dhorfandans til ad hann geti leitad inn 4 vid og hugleitt.

Ipréttadhugamenn kannast vid auglysingar sem eru maladar & leikvelli og virdast svifa yfir
vellinum pegar horft er & paer fra dkvednu sjénarhorni. Bonita Alice hefur tekid upp pessa
takni og notar hana i tveimur nylegum verkum. Alice likir eftir takninni ad fullu og 6llu
leyti og i réttri sterd. Arid 1998 tbjo Alice tvo knattspyrnulid { sérstokum biiningum, og
arid eftir tok hun langt viotal vid yfirvallarvordinn & dadasta rudningsvelli Sudur-Afriku.
Var pad hluti af undirbaningi hennar fyrir verkid Turf (Véllur).

Turf samanstendur af premur utgdfum af verki sem hiin vann vid Barnato Park-skélann i
Berea, i J6hannesarborg. [ samvinnu vid adstodarmenn sina 1tbjé Alice prjar dtgdfur af
demigerdri sudurafriskri tiknmynd, bédrujdrninu. Myndir hennar af barujarnsplétum sem
snuid hefur verid upp 4 koma stédugt & 6vart, jafnvel pott par séu skodadar fra dkjosanlegu
sjonarhorni. Par eru sannarlega leyndardémsfullar.

Jane Alexander vinnur med myndir sem eru & morkum orvantingar og hattu. Stundum
fullar af heimséséma, og stundum miskunnsamar, en alltaf er atilokad ad gleyma samsettum
imyndum hennar eda lita framhja peim. Alexander vinnur sem skiilpturisti og ljosmyndari.
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I myndrod sinni African Adventure: Cape of Good Hope (Afriskt @vintyri, Godrarvonarhofdi)
brasdir Alexander sérstaka tegund af borgarlandslagi saman vid télvuunnar myndar af eigin
skiilptirum. Par sem peer hafa ordid fyrir dhrifum at veggjakroti gotugengja er talsverdur
skyldleiki milli skilptiranna og samsettu svarthvitu myndanna.

[ ,Afriska @vintyrinu” er ad finna fimm vidfangsefni. To the Cape of Good Hope (AD
Gooravonarhofda) fast vid Gtsynid sem blasir vid adur en komid er inn i Hofdaborg frd
Karoo, To Work (Til vinnu) lysir sér sjdlf og hin prji sakja titla sina i veggjakrot gétunnar og
nofn verslana i midborginni par sem Alexander bjo adur. Pessar fimmtdn ,endursagnir’ grafa
undan venjulegum, kyrrlatum lysingum a Hofdaborg og adflutningsleioum hennar, og leggja til nyjan
lestur & ,m6dur’-borginni. Myndrédin Adventure Centre (Evintyramidstod) teflir til deemis
saman andstedum milli fyrirheitsins um raunverulegar’ afriskar veidiferdir og samanklipptra
lysinga 4 peim vaxandi fjilda sem hrekst til Hofoaborgar fra heimaslédum sinum.

Alexander finnur til sterkrar samkenndar med heimilislausum. Figiirur hennar virdast vita
hvernig pad er ad vera sifellt 4 jadrinum og par hafa yfirbragd hins pogula og chagganlega
sjalfséryggis utlendinga. Ef vid purfum lykil til a0 skilja naprar myndlysingar Alexanders,
pé er hann si uppgotvun af halfu dhorfandans ad peir eru einnig péatttakendur i pessu ,afriska’
@vintyri sem eru heimkynni okkar.

Jo Ractliffe er annar listamadur sem vid getum sagt ad vinni ur myndum af heimkynnum og
hinu stadbundna, Med pvi ad vinna med vitt svid 6likrar ljdsmyndatakni og stilbragda, par
med talid ,camera obscura” (,pin hole’) og taekiferisljosmyndir, hefur Ractliffe fullkomnad
hina éndkvamu ljésmynd. A vefsidu Sue Williamson, Artthrob, skrifar Ractliffe ad hin hafi
ahuga 4 ,pra, missi og longun’. Pessa hverfulu eiginleika er ad finna i syningu hennar End of
Time (Endalok timans) i Nieu-Bethesda arid 1999. Prju fardnleg auglysingaskilti skryddu
Karoo-landslagid, sem er nanast eydimérk, eitt peirra med mynd af asna. Pessi visun i karr-
etjie mense’1? med jadarslifstil sinum & sér hlidstaedu i liosmyndum hennar it um bilglugga
af hinu alremda Vlakplass a kjordegi 1999.20

Nyjasta verk Ractliffes, Minedump (Namuhaugur), flytur fraegasta kennimerki
J6hannesarborgar til {slands. Verkid var hluti af syningu sem Stephen Hobbs stjérnadi og hét
Tour Guides of the Inner City (Leidsdguferdir um midborgina). Med pvi ad kjosa ad vinna med
namuhaug vildi Ratcliffe ,afmarka eitthvad sem vardadi uppruna borgarinnar - borg sem a
uppruna sinn greedgi ad pakka - avallt ad endurskapa sjalfa sig, en 4 margan hatt tra
uppruna sinum”.2! Mynd hennar af haugnum, sem er eins og ligmynd, er gefid lif med
opnun og lokun ljésopsins. Fléttud kaldhaoni og skuggalegum pram verdur pessi taknmynd
Egoli - borgar gullsins - ad pvi sem Allen Feldman gaeti hafa kallad .adskiljanlegan hluta af
augnarddi valdastéttarinnar og nafnhverfingu fyrir kigun & rymi”.??

Reykjavik, Hofdaborg — oktober 2000

Gavin Younge vinnur & alpjédavettvangi sem myndhdggvari, rithéfundur og syningarstjori. Medal
nyjustu syninga hans eru patttaka i Champs de la Sculpture 2000-syningunni i Paris og tvar
einkasyningar i Frakklandi: Gilets du Sauvetage i Nimes og Collection Privé { Paris. Hann er priofessor
vid Haskolann i Hofdaborg par sem hann kennir higgmyndalist og radgjafi vid Rikislistasafnid {
Amsterdam.
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Tilvisanir:

I Marlene Dumas, 2000 ‘Live Acts, Silent Studios’, | Stripping Girls, Anton Corbijn, Marlene Dumas. Amsterdam.

2 Alex Dodd, ,A tunnel to the voices and images of a distant past’, myndlistargagnryni, Mail & Guardian, dgast 2000,
3 Detavio Zaya 1999, Identity Webs®, { Zwelethu Mthethwa, Marco Noire Editore, Torind (bls. 2).

4 Opinber fyrirlestur, dgdst 2000, Michaelis School of Fine Art, Hiskdlinn i Hofdaborg. 5jd einnig Thomas Mulcaire, . Zwelethu
Mthethwa’, Home. Art Gallery of Western Australia, 2000, bls. 54-61.

5 William Kentridge 1998. . The Body Drawn and Quartered’, dbirt grein,

B Sama

7 Sama

8 Signs of Life. Syningarskra fyrsta alpjodlega Melbourne-tvieringsins. Melbourne 1999,

9 Allen Feldman 1997 Public Culture 10 (1): bls 24-60, Duke University.

10 Marilyn Martin, ddagsett, dbirt athugasemd um listamanninn, 2000,

11 5ue Williamson, dbirt athugasemd, 2000,

12 Einkabréf, 17. okt. 2000,

13 5j4 Kathryn Smith, ,Berni Searle’, | FNB Vita Art Prize Exhibition Catalogue, FNB Vita Art Awards & Sandton Civic Gallery, 2000,
1 Wirginia MacKenney, ,Divine’, syningarskrd fyrir s¥ningu Andries Botha og Greg Streak i§ NSA Gallery, april /mai, 2000,
B, Bryson, Looking at the Overlooked, Harvard Univ, Pross, Mass,, 1990,

16 itlendingur’ & buiamali, afrikaans. Schreuders litur & Englendinga og Bia sem ttlendinga.

17 Malcolm Christian rekur Caversham Press § Caversham i Natal-midlandum. Hann hefur starfad med mérgum listaménnum vid
gerd graffkmappna.

16 Einkabref, dgist 2000,
19 Bein pydin: asnakerrufdlk’ - farandverkafolk sem ferdast milli biagarda § leit ad vinnu

20 Nafnid & leynilegel gassiuvardahaldsstidd par sem stundadar voru pyntingar og sem starfrackt var af laggaslumannum dr fyrrum
stjfirn Sudur-Afriko.

21 Einkabréf, oktdber 2000,
22 Alfen Feldman 1997 Public Culture 10 (1), Duke University, bls, 47,
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Andries Botha

HANDAN FODURLANDS / BEYOND A HOMELAND, 1999
Blondud taekni / Mixed media, (hluti / part)
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Angela Ferreira
MAPUTO HUSID / HOUSE MAPUTO, 1999
Myndband, innsetning / Video installation (hluti / part)



Bernie Searle

UMMERKI / TRACES, 1999
Hluti dr verkinu ‘Litaradir' / Detail from ‘The colour series’
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Bonita Alice

VOLLUR / TURF, 2000
Litljésmyndir, pristeda / Colour photography, triptich (hluti / part)
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Claudette Schreuders

TILHEYRAND| — SOLSTINGUR / BELONGING — SUNSTROKE, 2000
Jacaranda, jara, avokadd-vidur, smelti / Jacaranda, jara avocado wood, enamel
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Greg Streak

MEP GULU (GULUR) / JAUNDICED (YELLOW]), 2000
Kyrrmynd lr myndbandi / Video still



Jane Alexander

HEIMASTORF — UPPSKERUTIMI / HOMEWORKS — HARVEST TIME, 1999
Stafrant prent a pappir / Digital print on paper
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Jeremy Wafer

MAURAPUFA /| ANTHOLE, 2000
Myndband [/ Video projection
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Jo Ractliffe

NAMUHAUGUR / MINE DUMP, 2000
Stafrant prentad veggspjald / Digital poster print
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Kathryn Smith

DAUDAGILDRUR / LETHAL SPACES # 3, 3. 3. 2000
Stafrant prent & PVC net / Digital print on PVC mesh
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Mark Haywood

NORBUR / SUPUR / NORTH / SOUTH, 2000
Stafrant prent 4 vid og ledurkassa / Digital print on wood and leather case
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Senzeni Marasela

HINIR FJORU FRA CRADOCK / CRADOCK FOUR, 2000
Perlur, blundur, og silkiprent / Beads, lace and screenprint
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Sophie Peters

EG ER TYND | TARUM MINUM / I'M LOST INSIDE MY TEARS
Silkiprent a pappir / Silkscreen on paper
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Stephen Hobbs

54 HEDIR: TAKNMYND MIBBORGARINNAR
54 STOREYS: ICON OF THE INNER CITY, 1999
Myndband / Video



Stephen Inggs

SAMFELLA I, 11, 111, IV / CONTINIUM 1, 11, Ill, IV, 2000
Litégratia (hluti) Lithograph (detail)
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Sue Williamson

ADELINE, 2000
Ljésmynd a spjald / Photograph on board
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Terry Kurgan

TAPAB-FUNDIE / LOST AND FOUND, 2000
Stafran prentun & silki (hluti) / Digital print on silk organza (part)
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Thembinkosi Gonwie

VID FYRSTU SYN: BONA / FACE VALUE: BONA, 1999
Télvuunnid Gtprent / Computer manipulated inkjet poster print
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William Kentridge

BERGMAL / ECHO: SCAN / SLIDE / BOTTLE
Kyrrmynd dr teiknimynd (hluti) / Still from animation (detail)
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Zwelethu Mthethwa

AN TITILS — UR KARLMENNSKU-SERIUM, 2000
UNTITLED — FROM THE MASCULINITY SERIES, 2000
Litljosmyndir / Colour photography



Listamenn/ Artists:

G. Baille, D. Beyi, V. Booi, G. Clarke-Brown, C. Dixie, R. Dardagan, B. Fatman,

T. Foulds, R. Gongga, H. Graham, ]J. Kloppers, V. Khumaleo, N. Lindi, A. Loubser,

P. Lubelwana, 5. Mamani, M. Mazungula, A. Mlisana, M. Mngcongo, N. Mullins,

R. Ngxingo, M. Nyumka, C. Starke, A. September, N. Tana, V. Teyise, D. Thorburn, Z,
Toyi, C. Xonxha

EGAZINI — BARATTAN UM GRAHAMSBORG

EGAZINI — THE BATTLE OF GRAHAMSTOWN

Prykk a Fabriano pappir / Print on Fabriano paper.

Samvinnuverkefni sagnfradinga og grafiklistamanna. Alls 29 myndir (Hluti)
Collaborative project involving community historians, academics and both
community and professional artists. Consisting of 29 prints. (Details)
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Gavin Younge

A.R.E.A.2000
Art Region End of Africa

The challenge for a study of a specific, geographically centred art practice is that its forms
of representation are rarely univocal. In a complex, evolving society such as South Africa -
one which, more over, is surfacing from a deep and divided past-the lack of a defining social
and cultural cohesion is even more apparent. Without having passed through the purifying
process of a revolution, and with new battle lines drawn in fertile racial grounds, it remains
too early to talk of a ‘South African art’. To do so would inveke too many elisions and
approximations. It would also invoke values and qualities determined by a Eurocentric past.

And yet the world does want a ‘South African art’. Not in the sense of a South African math-
ematics or some nationalistic manifesto, but in the warmer, less ghetto-ized sense of particu-
larity. Against this, of course, is the stream of internationalism and globalisation, which
washes away geographic biography and renders certain artists cleanly ‘international’.

As an exhibition of contemporary art in a global setting, A.R.E.A. 209 has to pose different,
perhaps more difficult questions. In passing, we recognise that the prospect for visuality
becoming a force for communication between peoples speaking some eleven different lan-
guages is severely curtailed by the low level of priority accorded the visual arts in our new
society. On one level, artists would agree that there are other pressing claims on national and
provincial budgets. The lack of even basic housing in some areas, and the under-funded
education and health-care systems, is a measure of this. On the other hand, artists deplore
the wastage of state funds through corruption.

There is also a lamentable lack of vision and capacity in capitalising on what we do have.
The fate of the Johannesburg Biennale is a good example.

After the second, less inclusive, yet highly successful showing in 1997, the Greater
Johannesburg Metropolitan Council decided to cut short the biennale by one month. This
decision was allegedly made on financial grounds (too expensive, not enough public sup-
port). Yet no account was taken of the loss of opportunity for the development of South
African art and culture in a global context. Nor for the development of informed and visu-
ally literate viewerships.

As a large international event, the biennial brought life and jobs to a depressed, inner-city
wasteland. Following the demise of the Johannesburg Biennale, this wasteland is now
enlarged to include the old financial and commercial district where several corporate head-
quarters lie mothballed. The commissioner for the second Johannesburg Biennale, Okwui
Enwezor, was treated rudely. No doubt forgiven as the German nation recognised his special
abilities and appointed him commissioner of the more famous Documenta. Civic apathy
over the Johannesburg Biennale was stupid politics and stupid economics.



Does this mean that the visual arts are in decline?

On the contrary. The recent slew of citywide interventions dispels this anxiety. 'Returning
the Gaze’, The One City Festival (co-ordinated by Zaid Minty), and ‘Soft Serve’ in Cape
Town. Rodney Place’s ongoing ‘RETREKS’ project (of which unSUNg CITY was part),
Stephen Hobbs' ‘“Tour Guides of the Inner City’, and Kathryn Smith’s ‘Two lcons’ in
Johannesburg, all claimed wide viewerships and staked out new terrain, technologies and
terminology. Despite official neglect (comparatively speaking), the visual arts in South
Africa are burgeoning.

The artists represented on A.R.E.A. 2000 all work with interstitial paradigms of place. They
understand the historical significance of South Africa, and contest simplistic re-colonisation
of their ceuvre. Each of these artists knows that, up until very recently, South African art
was, in the main, an art scripted by the state. Full of scopic regimes of influx control, ‘pass
books’, ‘administration boards’, mielie boards, meat boards, and of course, segregated edu-
cation and performing arts councils. Each specific area of individual focus, is also a site for
renegotiation. Although the policies of the former government were designed to benefit
whites, the ignominy of that system benefited no one. The system was truly dysfunctional
and impoverished all within its reach, white and black alike. As we look at the inner city of
Johannesburg as Stephen Hobbs and others have done through various art-related interven-
tions, we know that we are looking at some final retribution. Rodney Place sees Jo'burg as a
(sinking) ocean liner and its northern neighbour (Sandton), as a new 'bantustan’ for trendy
‘umlungus’ (white people). Unsaleable, unusable corporate headquarters litter the neat grid
of city blocks. The flight of capital is obvious where ever one looks.

Kathryn Smith takes on this theme in works she calls ‘Lethal Places’. The Johannesburg Art
Gallery, like all municipal art museums in South Africa, lies in a park replete with land-
scaped lawns, and herbaceous borders. Without descending into documentary narrative,
Smith works with these benign images of green belts and open spaces. She invests them with
an ‘intent’ which is drawn partly from the fear that women might feel in lonely places, and
partly from an unravelling of themes drawn from literature and psychometry (note to trans-
lator = in the sense ‘supposed derivation of facts from associated events, or places). The
work also references a central episode in Michaelangelo Antonioni’s 1960s film classic
Blowup. In the film, trendy photographer David Hemmings lazily photographs a couple of
lovers in a park. Back in the dark room he discovers what appears to be the body of a man
in the background. Smith uses 60s style kodachrome colour in her digital ‘blow up’ of an
innocuous park in Johannesburg.

Stephen Hobbs highly sensuous photographs of Johannesburg landmarks are simultaneous-
ly images of recoil. His 54 Stories is only 18 seconds long. As far as suicides go, that's long
enough. Compressed into these fleeting 8mm moving images we have both the simulacrum
of the last moments in a conscious free fall (the Ponte building is home to many successful
suicide attempts), and an essay on a dying building. Here the substitution is complete. The
Ponte tower is circular and encloses an inaccessible central core. This has filled up with
garbage, and Hobbs gives us an image of a building, which has fallen to its death.

Marlene Dumas occupies a place inside and outside South Africa. She describes her recent
works with Anton Corbijn as akin to a process of “stripping down to that melancholy sex
appeal that makes surnames disappear and first names fictional”. ! Somehow this thought
seems appropriate to the work of Terry Kurgan. Although Kurgan works with family photo-
graphs, and sometimes with images of her own children, her work entitled Lost and Found
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includes ‘found’ family snaps and has a fictional quality. These sheaths of light and dark and
desaturated colour, act as foils to memory. Alex Dodd likens them to “tunnels’ 2 As conduits
to the hard world of street life where surnames have disappeared, these swaying cloths
become shrouds. We investigate our own remembering of ones loved and lost. Pictures put
away ‘for safety’. When we need them, all we can find are the rejects. The family photo-
graphs kept together with their negatives in case someone wants a blow up. Inside Kurgan'’s
images we find the smiling faces, but we also see the key in the old-fashioned metal window
frame. The camera given too early to a sibling or a cousin. We remember with remorse, that
we have forgotten.

Thembinkosi Goniwe works closely with the largely unresolved tension between traditional
African society and its contemporary counterpart. His specific focus is on ritualised aspects
of circumcision and scarification, and the part that these practices pla}r in framing expecta-
tions about male identity.

Goniwe interrogates this expectation in a series of large inkjet prints that emulate glossy
magazines aimed at the black bourgeoisie and growing young black elite. Called Face Value,
the series parodies four different such magazines; Bona, Pace, Thandi, and Drum.
Substituting the normal chic young model with an equally chic abakweta (young male initi-
ate, his face painted with ash). The cover of ‘Drum’ bears such racy titles as “Why I left the
ritual seclusion-injured novice tells all” and “Horror treatments of the killer sangomas”.

These large prints and their deep luxuriant colour and deep-etched profile hint at worlds
beyond ceremony, beyond ritual. Inside the new life which western attitudes refuse to recog-
nise as authentic.

The link between vision and violence finds form in the substrate of his imagery and in the
confidence of Goniwe’s new archetypes. His model’s gaze counters that of the presumed
Western viewer’s with a beguiling equanimity. The ‘realism’ of his pictorial devices gives
credibility to the dissolution of what is normally presented as two worlds-the world of tra-
dition and the Western world which questions its authority.

Zwelethu Mthethwa's dignifying photographs interrogate notions of the body, identity, and
what Octavio Zaya calls in respect of his recent work, signs of “wealth, beauty and ele-
gance”. 3 These images have less a ‘taken’ quality (in the sense that the photographer ‘takes’
an image away from the subject), than a quality of having been given. Mthethwa's sitters are
not reluctant, nor or they accomplices. They reveal almost all of what is there to be seen in
their bedrooms, and appear to participate in the making of the photograph.

This is not surprising as Mthethwa confirms that he lets his sitter arrange himself or herself.
This has lead a number of commentators (Octavio Zaya, Michael Godby, Thomas Mulcaire)
to draw comparisons with the Malian photographer Seydou Keita who lets his clients choose
props and different poses. A difference is that Mthethwa is not a commercial photographer-
he does not have clients. He is also not driven by a documentary impulse.

Mthethwa is motivated by a desire to restore dignity to people who, because of their often
job-less status, are treated as victims, or ciphers in a poverty-datum survey. * But Mthethwa
takes time to work with his medium, often returning time after time to photograph the same
socio-personal environment. The informal settlements are in many senses sealed spatial enti-
ties. Access roads and physical layout all reinforce this sense of separation from formality.
Mthethwa’s photographs rupture this border, bringing a dislocating, hybrid chic to a wider audience.
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The scrap packaging, with which residents plaster the inside wall of their two-room shacks,
is one aspect of this confrontation. The self-confidence of his sitters is the more important
element in the drama that his photographs collectively animate. His realism is not passive
or calculated as a style. There is no satire or reflective mimesis with the tradition of, say,
Honoré Daumier. Instead, Mthethwa's works match the perception of what should be seen,
because that is what he knows.

William Kentridge's three-part projection entitled Echo: Scan/Slide/Bottle, retells the story of
Ulysses. With its anatomical focus, inclusion of CCD ‘footage’, and trademark shimmering
charcoal drawings, Echo: Scan/Slide/Bottle is not dissimilar to his animated film History of the
Main Complaint. There is also a strong connection to his collaboration with Handspring
Puppet Company’s production of Il Ritorno d'Ulisse. Echo and the theatre production, both
draw from Monteverdi's 1641 opera of the same name. The opera tells the story of Ulisse’s
return from the Trojan War, and his eventual uniting with Penelope after getting rid of her
suitors. Kentridge writes that Monteverdi and his librettist, Badoaro, “added a prologue in
which the attributes of Human Frailty, Time, Fortune and Love dispute over what will hap-
pen to Ulisse. It was this prologue with its central theme and image of the human as vul-
nerable, rather than heroic, that brought me to do the opera. Throughout the opera there is
constant shifting, both in the words and in the music, between Ulisse’s optimism that he will
prevail and a fatalism that everything will be too hard.” 5

Through familial and professional associations, Kentridge has developed an interest in
medicine. Just as the body might signal some internal dysfunction symptomatically, so too
the landscape bears the trace of social malaise or unease. Working with elements of land-
scape, most often that of Johannesburg, and ‘charge-coupled-device’ medical imaging
processes, Kentridge has found new parallels between the largely solitary act of drawing
and the more social experience of theatre.

Part of his preparation for Echo: Scan/Slide/Bottle involved a study of videos on such medi-
cal processes as barium meals, gastroscopies, angiograms, and arthroscopy. He was particu-
larly interested in angiograms {X-ray images of the heart and blood stream) and one of these
sequences of jagged arteries was literally transformed into a ‘lightening bolt".

This is important to an understanding of Kentridges's faintly morbid fascination with the
internal workings of the human body in an ethical landscape. He sees this image as what he
calls “a lightning strike inside the body” ® This analogy gives a spin to other statements; he
has noted that “we can try to placate our insides - but ultimately of course we are at their
mercy and will be destroyed by them.” He also writes, “we are at risk internally and exter-
nally. Both are other ... what then, is the extremely thin line between the external and inter-

-

nal lightning bolts which we feel to be our own?" 7

Perhaps singling out these comments gives too much emphasis to the more anxiety produc-
ing elements of Kentridge's ceuvre. His vision is a comprehensive one. It takes in the gamut
of being alive, being human, in overlapping worlds that are not simple. This is his
Judea/Christian cross. In not choosing, his audience has to choose for itself. This is the dif-
ficulty of almost all his work.

‘Humid and human’ is how Juliana Engberg ® describes Angela Ferreira’s image of her
father’s house in Maputo. She is no doubt responding to the tropical verdage common to the
Mozambican capital which used to be known as Lourengo Marques when Mozambique was
a Portuguese territory. This distinction is central to Ferreira’s enquiry into the connection
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between cartography and colonialism, and the manner in which ‘truths’, be they of a verifi-
able, almost autobiographical variety, slip into a contested status.

Cartographers have different solutions to the problem of representing a geodesic shape on
flat paper. Enormous exaggerations are inevitable in an endeavour which, after all, is sup-
posed to be accurate and to scale. These discrepancies get larger the closer one is to the two
poles with the result that ‘old” world countries look bigger and geographically more impor-
tant that do those lying nearer the equator. Her installation House Maputo, wittily makes use
of the ‘Gnomonic’ and the ‘Robinson Projections’ as ‘world’ canvasses for her father’s "two’
houses. The one built in 1958 and the same house in 1999, twenty-four years after inde-
pendence. In one version, the image breathes softly in and out, and in the other, there is a
retinal tic. Ferreira arranged this in order to emphasise the process of ‘looking’.

Allen Feldman, who is writing an ethnography of the South African Truth and
Reconciliation Commission, sees “telling’ practices as the oldest organiser of the politically
visible and politically unseen™ Of course he was writing about Northern Island, but the
effects of enforced separation between the two countries are similar. Andries Botha and
Senzeni Marasela both work with “telling” practices.

Marasela investigates political memory through a sustained series of screenprints and lace
embroidery commemorating activists who lost their lives in the struggle whereas Botha is
involved with a project aimed at collecting stories from women living in the Kwa Zulu Natal
area of South Africa. Some of this impetus has carried over into his large, nine-panel work
entitled Beyond a Homeland. This work indexes the deeply contested territory of the Zulu
nation, its colonial administrators and, in recent years, ongoing violence between political
rivals. Working on a matrix of cotton paper, human hair and latex, he has collated several
distinct levels of testimony. Theses are drawn for topo-cadastral maps, oral history, and
written texts. He sets these off against three video-based ‘masculine’ presences. Writing for
the DAKart 2000 catalogue, Marilyn Martin suggests that the space between the ‘maps’ and
the video footage “is a place of exotic desire and brutality”. In moving between these two
areas, the viewer is “caught in the area of contestation.” 10

Sue Williamson is also involved in processes of ‘telling’. A long time art activist, writer and
artist, Williamson has taken on the issue of HIV/AIDS. She sees the fight against HIV/AIDS
as one of the most important issue facing South Africa. It is estimated that one in ten South
Africans are currently living with HIV. In her work, simply titled Adeline, Busi, and Benjy
Williamson profiles three people who are HIV positive and who are brave enough to speak
out in public through the medium of graffiti. Usually graffiti is anonymous-in this collabo-
rative series entitled From the Inside, the author of each piece of graffiti has ‘signed’ her or
his own statement. In this way Williamson hopes to “encourage debate, empower the pub-
lic, and break down the silence surrounding the subject of AIDS". 1! This appears to be work-
ing. Williamson reports that the process of collaboration energised some of the HIV-positive
people she has worked with.

As a woman inside two cultures, Berni Searle’s English-sounding family name is politically
covalent. She can use it, or declare herself coloured or black to be 'seen’ in different circum-
stances. This somatic state of belonging and not belonging is crucial to an understanding of
her work, which teases out the various permutations of citizenship in the ‘old’ South Africa
and the way it is currently negotiated. Thus the intentional staining of her hands and feet,
the covering of her body with pigmented aromatics; all explore notions of identity. Searle
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writes that ‘race is one of the most enduring factors that have mediated and shaped identity’12 in
South Africa. After all, the apartheid-era term for her family and millions of other South
Africans was ‘Non Whites’. As South African society works through issues of denial and
accusal, her work Red Pool, Blue Mark, Black Stain from the Discoloured Series, explores these
issues through landscape and through imaging her own body. Although Searle does not
claim that there is any ‘authentic’ position from which to speak, she is critical of what she
calls a ‘glaring gap’ in terms of who gets to image whom, and the extent to which a wider
range of voices are being added to the debate around representation and identity in South
Africa. 13

Greg Streak is also interested in the ‘space between’. His three-part video projection Dreams
in Red, Leaving (blue), and [aundiced {yellow) presents what Virginia MacKenny calls a ‘trip-
tych in time’. ;4 In this highly sensuous and literate projection three ‘dramas’ unfold. All
index pigment as an agent, and all evoke human presence as a reagent.

Stephen Inggs’s studies of banal objects invites comparison with the concentrated focus that
the Zurich-based artists Peter Fischli and David Weiss place on ‘overlooked’ objects. One is
also reminded of the work of Georgio Morandi who in the 1940s spent his time painting the
same still-life objects, over and over again. Inggs is interested in rhopography and cites
Norman Bryson’s view that “rhopography finds the truth of human life in those things
which greatness overlooks.” !5 The point is not to resurrect a plate or a fork or a spoon, but
rather to provide limits to visuality in order that introspection, and meditation can occur.

For Claudette Schreuders the personal is the political and her work weaves particular South
African concerns into the corpus of admissible subject matter. Her works fuse a particularly
acute sense of place and cultural authority with the broad tradition of figurative wood carv-
ing in Africa. At first glance, her works offer what might be thought of as characterisation
(grandmother, father figure, people who like to tan a lot), but this hardens into a powerful
jolt to the ribs as her satire takes hold.

The affinity with West African and ‘metano’ (figures for ‘showing’, or teaching in vaVenda
culture) figures is striking. It is also deliberate. Schreuders completed a masters degree on
the subject and has gone on to fashion a richly hybrid art form. Her figures are always
deeply elaborated and interrelated Woven into her meditations on the witlander, 16 are the
themes of rootless-ness and ennui. As personages, they seem to come from literature, rather
than mere stories.

The pattern of ethnicity and ascribed power, so important to an understanding of the vio-
lence in South Africa has been investigated through a unique project involving historians
and printmakers living in the Eastern Cape. Fine Line Press & Print Research Unit and
Underpressure Agency conceived a history workshop based on the Battle of Grahamstown
in 1819. On the 22 April of that year, the amaXhosa under chief Ndlambe attacked the British
garrison at Grahamstown with disastrous results, The amaXhosa warriors were routed and
their attack was used in justification of brutal follow up operations. In an early instance of
‘ethnic cleansing’ all amaXhosa were banished beyond the Keiskamma River.

The project was collectively called Egazini which was the Xhosa name for the battle. Literally
it means, ‘place of blood". 29 artists (both formally trained and those with no prior art expe-
rience) contributed ideas and images which where then professionally editioned by Fine
Line Press, which is allied to Rhodes University.
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Although not part of the Egazini exhibition, Sophie Peters has also worked with a profes-
sional printmaker!? to execute her brilliantly personal essay on ‘being an artist’. Her screen-
print I'm lost inside my tears has her heart on the bed of the printing press, ready to give up
all that is lost and found in her search for self hood.

Mark Haywood and Jeremy Wafer appear to work with minimalism as a style. On closer
scrutiny, the viewer’s expectations are upturned. In photographing the dune fields near the
Dias Cross outside Port Elizabeth Haywood takes a leap through time to 1488 when
Bartolomeo Dias marked his landfall there with a stone cross, or padrio. He uses both posi-
tive and negative photography to index the desolate, seemingly unpopulated landscape. For
Haywood, the evocation of an ‘unspoilt’ landscape has different connotations in Northern
European and Southern African modes of representation. Whereas the absence of aboriginal
inhabitants in colonial painting could be said to have anticipated their erasure (or at least ele-
ments of indigenous culture), the unpopulated scenes of raw nature popular at the time of
‘first contact’ were used by painters to evoke ‘noble spirituality and the sublime’. 18

Jeremy Wafer has produced an epic length feature on the subject of an anthole. This evokes
Andy Warhol’s 60s film cult classic Sleep. The camera is locked off vertically over one portal
and, as [ suggest in the case of Stephen Inggs, the viewer is given limits to visual stimula-
tion in order that introspection, and meditation can occur.

Sports viewers will be familiar with the advertisements that are painted onto playing fields
and which, when viewed from one camera angle, appear to hover vertically over the pitch.
Bonita Alice has appropriated this technique and has used it in two recent works. Not only
is the borrowing performed at full-size, but Alice also follows through in other respects. In
1998 Alice equipped two soccer teams with special uniforms, and in 1999, as part of her
research for Turf, she conducted a lengthy interview with the Head Groundsman at South
Africa’s most hallowed rugby field.

Turf consists of three views of her intervention at Barnato Park School in Berea,
Johannesburg. Working with several assistants, Alice produced three views of a particularly
South African icon; namely that of a sheet of corrugated iron. Her images of curled corru-
gated iron sheets defeat expectation even when viewed from the preferred spot. They are
truly enigmatic.

Jane Alexander works with imagery that lies half way between despair and danger. At times
apocalyptic, at times merciful, it is impossible to ignore or forget her compound images.
Alexander works as a sculptor and photomontagist. In her series African Adventure: Cape of
Good Hope Alexander fuses a particular kind of urban landscape with computer manipulat-
ed images of some of her autonomous sculptures. Since these (the Bom Boys, being a good
example), originated in a reading of gangland graffiti, there is a wide interrelationship
between the sculptures and the final composite black and white images.

The African Adventure series comprises five themes. “To the Cape of Good Hope’ deals with
views leading into Cape Town from the Karoo. ‘To work’ is self-evident, and the remaining
three owe their titles to gang graffiti and to the names of shops in the inner city area where
Alexander used to live. These fifteen ‘re-enactments’ supplant regular, quiescent views of
Cape Town and its approaches and propose a new reading of the ‘mother’ city. The
‘Adventure Centre’ series, for instance, contrasts the promise of ‘real” African safaris with
amalgamated views of Cape Town’s burgeoning displaced population.




Alexander has a strong affinity with the dispossessed. Her figures appear to know what it is
like to be always on the margin and they have the quiet and impassive confidence of aliens.
If a key is needed to an understanding of Alexander's mordant renderings, then it is the real-
isation on the part of her viewers that they too are accomplices in this ‘African’ adventure
we call home.

Another artist who can be said to work with images of home and place is Jo Ractliffe.
Working with a range of photographic styles and techniques, including pin hole and so-
called ‘snap shot’ photography, Ractliffe has perfected the imprecise image. On Sue
Williamson’s Artthrob website Ractliffe writes that she is interested in ‘desire, loss and long-
ing’. These fugitive elements are present in her End of Time exhibition at Mark Wilby's Ibis
Art Centre in Nieu-Bethesda in 1999. The semi-desert Karoo landscape was studded with
three incongruous billboards, one of which featured an image of a donkey. This reference to
the karretjic mense, 1% with their marginal, interstitial lifestyle, parallels her “drive by’ photo-
graphs of the infamous Vlakplaas 2 on Election Day 1999,

Ractliffe’s most recent work Minedump has brought Johannesburg’s most famous landmark
to Iceland. The piece was part of an exhibition curated by Stephen Hobbs called ‘Tour
Guides of the Inner City’". In choosing to work with a mine dump Ractliffe wished to “mark
something about the city’s origins-a city born out of greed-always reinventing itself, but in
many ways remaining true to the original.” 2! Her frieze-like image of a mine dump is ani-
mated by the stop/start quality of the shutter. Laced through with irony and a dangerous
desire, this icon of Egoli - city of gold, becomes what Allen Feldman might have called “the
detachable part of the master gaze and a metonym of spatial domination.” 22

Reykjavik, Cape Town-October 2000
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Gavin Younge works internationally as a sculptor, author, and curator. His most recent exhibitions
included participation in the Champs de la Sculpture 2000 exhibition in Paris, and two solo exhibitions
in France: Gilets du Sauvetage in Nimes and Collection Privé in Paris. He holds a professorship at the
University of Cape Town, where he teaches sculpture, and is an advisor at the Rijksakademie in
Amsterdam.
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Patttakendur / Participants

ANDRIES BOTHA
Faddur i Durban 1952. Byr og starfar i Durban.

Andries Botha lauk BA profi i listum frd haskélanum i Natal, 1976. Arid 4 eftir vann hann
vid jarnbrautalagnir 4dur en hann lagdist i ferdalg um Evropu. Arid 1979 h6f hann
kennslu vid Technikon Natal er er ni yfirmadur héggmyndadeildarinnar. Hann vann
verdlaun d prieringnum i Héfdaborg, Vita og Volkskas syningunum og hin mikilsvirtu
verdlaun Standard bank til handa ungum listaménnum 1991, Arid 1993 fékk hann banda-
riskan styrk til pess ad starfa i Chicago og 1998 var hann gerdur ad medlimi i Civitekla
Raneiri 4 ftaliu. Botha hefur tekid patt i mérgum syningum vidsvegar um heim.

Born in Durban in 1952, Lives and works in Durban

Andries Botha completed his BA Fine Art through the University of Natal in 1976. He spent the fol-
lowing year working on the railways before travelling in Europe. In 1979 he took up a lectureship at
Technikon Natal and is currently head of the sculpture department. He won awards on the Cape
Town Triennial, Vita and Volkskas exhibitions, and the prestigious Standard Bank Young Artist award
in 1991. In 1993 he was awarded a United States Information Service scholarship to work in
Chicago. In 1998 he was awarded a Fellowship at Civitekla Raneiri in Italy. Botha has participated in
many exhibitions through out the world.

ANGELA FERREIRA
Fadd 1958. Byr og starfar i Hofdaborg, Sudur-Afriku.

Angela Ferreira lauk BA og MA nami i listum fra haskélanum i Héfdaborg drin 1992 og
1994. Ad pvi loknu héf hiin ad kenna vid ARCO i Lissabon og sidan vid haskélann par. A
pessum tima fékk hin héggmyndaverdlaun Bienal das Caldas da Rainha 1995 og var valin
til patttoku i nokkrum tvieringum par a medal i Melbourne tvizringnum. Ferreira sneri
aftur til SudurAfriku 1999 par sem hun heldur dfram ad kenna og syna. Hiin hefur haldid
fiblda einkasyninga og tekid patt i mérgum samsyningum 1t um allan heim.

Born in 1958. Lives and works in Cape Town, South Africa.

Angela Ferreira completed her BA Fine Art and Master of Fine Art degrees at the
University of Cape Town in 1992 and 1994, Thereafter she took up a teaching position at
ARCO in Lisbon before being appointed to the University of Lisbon. During this period she
was the recipient of a Gulbenkian Foundation Bursary, the sculpture prize at the Bienal
das Caldas da Rainha in 1995, and was selected for inclusion on several biennales
including the Melbourne Biennale. Ferreira returned to South Africa in 1999 where she
continues to lecture and to exhibit. She has held numerous solo exhibitions and participat-
ed in many group-exhibitions around the world.

BONITA KIM ALICE
Fadd 1962, byr og starfar i J6hannesarborg.

Bonita Alicie lauk BA profi fra haskélanum i Witwatersrand og meistaraprofi i listum fra
haskélanum i Hofdaborg 1990. Hiin var vinningshafi New Signatures syningarinnar 1984
og var valin til patttoku i badi Volkaskas Atelier Award syningunni og Vita Arts Award
syningunni drid 1992. Hun hefur tekid patt i mérgum samsyningum.
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Born in 1962, lives and works in Johannesburg.

Bonita Alice completed her BA Fine Art at the University of the Witwatersrand and her Master of Fine
Art at the University of Cape Town in 1990, where she graduated with distinction. Alice was the win-
ner of the New Signatures exhibition in 1984 and was elected for both the Volkskas Atelier Award
exhibition and the Vita Arts Award exhibitions in 1992. She has participated in numerous group exhi-
bitions.

CLAUDETTE SCHREUDERS
Fadd 1973 i Pretoriu. Byr og starfar i Pretoriu.

Claudette Schreuders lauk BA proéfi i listum frd hdskélanum i Stellenbosch 1994 og tok
meistaragradu i listum vid Michales School of Fine Art 1997. Henni var bodin dvdl i gesta-
vinnustofu Gaswork Studios i Lundinum og hefur einnig tekid patt i dvalar- og
verkstadisverkefnum i Kenya og Nigeriu. Arid 1999 var hiin gerd ad fyrirlesara vio
haskélann i Pretoriu. Claudette Schreuders hefur haldid einkasyningar og tekid patt i
samsyningum vida.

Born in 1973 in Pretoria. Lives and works in Pretoria.

Claudette Schreuders completed her BA Fine Art at the University of Stellenbosch in 1994 and
gained her Master of Fine Art with distinction at the Michaelis School of Fine Art in 1997, In 1996
Claudette Schreuders was invited to fulfil a residency at the Gasworks Studios in London, and has
completed residencies and workshops in Kenya and Nigeria. In 1999 Claudette Schreuders was
appointed to a lectureship at the University of Pretoria. Claudette Schreuders has had private exhibi-
tions and participated in many group exhibitions.

JAMES GREG STREAK
Faeddur i Bulawayo 1971, byr og starfar i Durban.

Greg Streak lauk profi i listum fra Natal Technikon 1993 og tok meistaragradu vid somu
stofnun 1996. Arid eftir var hann tekinn inn i Rikisakademiuna i Amsterdam & tveggja ara
rannsoknar og dvalarstyrk. Greg Streak hefur unnid til fjolda verdlauna og hlotid styrki
frd opinberum yfirvoldum i SudurAfriku 1997/8. [ okt6ber drid 2000 lauk hann dvol vid
Open Circle i Mumbai, Indlandi. Hann hefur haldid einkasyningar og tekid patt i fjolda
samsyninga.

Born in Bulawayo in 1971, lives and works in Durban.

Greg Streak completed his National Higher Diploma in Fine Art at the Matal Technikon in 1993, and
his Master in Fine Art at the same institution in 1996 (both with distinction). The following year he
was accepted at the Rijksakademie in Amsterdam and completed a two year residency/research fel-
lowship. A multiple award winner, Streak was the recipient of a two-year bursary from the South
African Department of Arts, Culture, Science and Technology during 1997/8. In October 2000 he
completed a residency through the Open Circle initiative in Mumbai, India. He has had private exhi-
bitions and participated in many group exhibitions.



JANE ALEXANDER
Fadd i J6hannesarborg 1959. Byr og starfar { Hofdaborg,.

Jane Alexander lauk BA og MA grdoum i listum fra haskélanum i Witwaterstrand arid
1988. Eftir ad hafa kennt i Rehoboth i Namibiu um stutt skeid, fluttist hiun til Héfdaborgar
par sem hin vann fyrir UCT Irma Stern safnid adur en hin héf kennslu vid Michaelis
School of Fine Art vid haskélann i Héfdaborg. Hin er virkur pattakandi i syningahaldi
heima og erlendis. Hiin fékk verdlaun Standard Bank til handa ungum listaménnum drid
1995,

Born in Johannesburg in 1959. Lives and works in Cape Town.

Jane Alexander completed her BA Fine Art and Master of Fine Art at the University of the
Witwatersrand in 1988. After teaching in Rehoboth in Namibia for a short spell, she moved to Cape
Town where she worked at the UCT Irma Stern Museum before being appointed to the staff of the
Michaelis School of Fine Art at the University of Cape Town. A frequent contributor to local and inter-
national exhibitions, Alexander received the Standard Bank Young artist Award in 1995.

JEREMY SEAN WAFER
Faeddur i Durban 1953. Byr og starfar i Durban.

Jeremy Wafer lauk B.A. profi i listum vid hdskoélann i Natal, Pietermartzburgin 1979. Eftir
pad lauk hann B.A. i listaségu og M.A. profi i listum vid Witwatersrand hdskolann i
Jéhannesarborg 1987. Arid 1996 var hann gestakennari vid Celthenham og Glochester
College i Bretlandi. Hann er ni adstodar forstodumadur og yfirmadur listadeildarinnar
vid Technikon Natal. Jeremy Wafer hefur haldid margar einkasyningar og tekid patt i fjlda
samsyninga vids vegar um heim.

Born in Durban in 1953. Lives and works in Durban.

Jeremy Wafer completed his B.A. (Fine Art) at the University of Natal, Pietermaritzburg in 1979. He
then went on to complete a B.A. (Honours) in History of Art at University of the Witwatersrand,
Johannesburg in 1980 and his M.A. (Fine Art) at the same institution in 1987. In 1996, Wafer was a
Visiting Lecturer at the Cheltenham and Gloucester College in the U.K. He is currently Associate
Director and Head of Department at the Department of Fine Art, Technikon Matal. Jeremy Watfer
has had many private exhibitions as well as participated in group exhibition both locally and interna-
tionally.

KATHRYN SMITH
Fadd i Durban 1975. Byr og starfar i Johannesarborg.

Kathryn Smith lauk MA-préfi i listum vid haskélann i Witwatersrand 1999 og kennir par
og vid Open Window Art Academy i Pretoriu. Hin nam réttarmeinafraedi dadur en hin
dkvad ad hefja ndm i listum og sér pess merki i verkum hennar badi sem listamanns og
syningarstjéra. Arid 1999 vann Kathryn Smith Sasol New Signatures syningarsamkeppnina.
Hun var syningarstjéri vid syninguna ‘Histories of the Present’ og drid 2000 var hin
syningarstjori dsamt James Sey vid hina rémudu syningu Urban Futures 2000, “Two Icons’.
Hiin hefur tekid virkan patt i syningarhaldi.
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Born in Durban in 1975. Lives and works in Johannesburg,

Kathryn Smith completed her Master of Fine Art through the University of the Witwatersrand in 1999
and teaches there, and at the Open Window Art Academy in Pretoria. She studied forensic pathology before decid-
ing to take up visual art and this interest continues to inform her work as an artist and curator. In 1999 Kathryn
Smith won the Sasol New Signatures exhibition competition. In 1998 she curated 'Histories of the Present’, and in
2000, she and James Sey curated the acclaimed Two lcons’ exhibition for Urban Futures 2000. She is a frequent

butor 1o exhibit

MARK HAYWOOD
Faeddur i Manchester 1952. Byr og starfar i Grahamsborg, Sudur Afriku.

Mark Haywood lauk fyrri hluta hdskélanams vid Jacob Kramer College of Art i Leeds,
Manchester Polytechnic og vid hdskélann i Newcastle upon Tyne i Bretlandi. Hann er nui
ad ljika doktorsndmi vid Royal Colloge of Art i Lundinum. Arid 1997 fluttist hann til
Sudur Afriku til ad taka vid stidu professors og yfirmanns vid listadeild Rhodes hiskéla i
Grahamsborg. Hann hefur haldid einkasyningar og tekid patt i fiolda alpjédlegra
samsyninga.

Born in Manchester in 1952, Lives and works in Grahamstown, South Africa.

Mark Haywood completed his undergraduate studies at Jacob Kramer College of Art in Leeds, the
Manchester Polytechnic, and the University of Northumbria, Newcastle upon Tyne. He is currently
completing his Ph.D. through the Royal College of Art in London. In 1997 he moved to South Africa
to take up appointment as Professor and head of Rhodes University fine art department in
Grahamstown. He has had private exhibitions and participated in many international group shows.

SENZENI MARASELA
Fadd i Thokoza, Gauteng 1977. Byr og starfar i J6hannesarborg.

Senzeni Marasela lauk ndmi fra St Dominic’s High stilknaskélanum 1994, P4 dtskrifadist
hiun med BA prof i listum fra haskélanum § Witwatersrand 1998, Hiin er nii | mastersnami
og stefnir 4 ad ljika pvi 2002. | jini 2000 naut hin dvalarstyrks vid South African National
Gallery. Hun hefur tekid patt i ymsum samsyningum.

Born in Thokoza, Gauteng in 1977. Lives and works in Johannesburg.

Senzeni Marasela received her schooling at St Dominic's High School for Girls in 1994. She then
completed her Bachelor of Arts in Fine Art at the University of the Witwatersrand, graduating in 1998.
Since then she has been registered for a Master of Fine Art, and aims to complete her studies in
2002. In June 2000, Marasela completed a residency at the South African National Gallery. She has
participated in several group exhibitions.

SOPHIE PETERS

Sophie Peters feeddist i Johannesarborg. A unglingsdrum yfirgaf hin heimaborg sina og
hélt til ndms { listum § Hofdaborg. Hin nam listir vid CAP (Community Arts Project) i
Hofoaborg og lauk tveggja dra namskeidi 1987. Huin s6tti tima i leirkerasmidi hjd Barbiru
Jackson 1968 og framhaldsnam i kennslupjalfun vid CAP 1994, Hin hefur kennt & fjdlda
listndmskeida vidsvegar 4 Hofda-skaganum frd 1987.Verk hennar, ad mestu leyti oliu
mélverk, kritarmyndir, grafikverk og verk gerd med blandadri taekni, byggja 4 persénulegri
reynslu og dhuga hennar d pj6dfélagslegum malefnum i Sudur-Afriku. Hin hefur synt 4
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alpjodavettvangi; baedi i Bandarikjunum og i Evrépu. Hin hefur myndskreytt bakur og
titgdfur. Sem stofnadili ad Mural Collective (samtdk mar- eda vegglistamanna) hefur hun
hannad og skreytt fjélda mirveggja baedi ein og dsamt ddrum, baedi heima og erlendis.
Verk hennar eru i opinberri eigu og i einkasdfnum i Sudur Afriku, Evrépu og Astraliu.

Sophie Peters was born in 1968 in Johannesburg. As a teenager, she left her native township and
made her way to Cape Town on her own, determined to study art. She studied art at CAP
{Community Arts Project) in Cape Town completing a two years course in 1987, attended part-time
ceramic classes with Barbara Jackson in 1968, and a part-time advanced teacher training at CAP in
1994. She has been teaching in numerous art education programmes throughout the Cape
Peninsula since 1987.

Her work, mostly paintings in oil, pastels or mixed media and prints - linocuts, monoprints and etch-
ings - draws from personal experience and from her concern for social issues in South Africa. She
has exhibited nationally and internationally in the USA and Europe. She has illustrated numerous
books and publications. Founder member of the Mural Collective, she has designed and painted a
number of murals on her own or as a group works (among them four murals in London for the
Zabalaza Festival, realised with other South African artists in 1990).

Her work is represented in the collection of the South African MNational Gallery, as well as in private
collections in South Africa, Europe, USA and Australia.

STEPHEN HOBBS
Faddur i Jéhannesarborg 1972. Byr og starfar i J6hannesarborg.

Stephen Hobbs lauk BA-préfi i listum fra Witwatersrand i J6hannesarborg. Hann er nu
fyrirlesari vid kvikmynda- og leiklistarskéla Sudur Afriku og er framkvemdastjori Market
Theatre Galleries i Johannesarborg. Hann hefur haldid fjélda einkasyninga og tekid patt i
fijglda alpjodlegra samsyninga. Hann hefur unnid ad moérgum sérverkefnum og sem
syningarstjori i mérgum léndum.

Born in Johannesburg in 1972, Lives and works in Johannesburg.

Stephen Hobbs completed his B.A. (Hons) Fine Art in 1992 at the University of the Witwatersrand in
Johannesburg. He currently lectures at the South African School of Film, Television and Dramatic Art,
and is the manager of the Market Theatre Galleries in Johannesburg. He has had many private exhi-
bitions and participated in numerous international group shows. He has been working on several
special projects and as a curator in many countries.

STEPHEN INGGS
Faeddist { Durban 1955, byr og starfar i Héfdaborg.

Stephen Inggs lauk proéfi i listum og honnun vid Technikon Natal, og lauk framhaldsndmi i
grafik vid haskélann i Brighton, Englandi. Hann lauk MA préfi i listum fra Natal
hiskolanum i Pietermaritzburg. Stephen Inggs er ni adstodarpréfessor i grafik vid
Michaelis School of Fine Art, vid haskélann i§ Héf8aborg. Hann hefur haldid einkasyningar
og tekid pdtt i morgum samsyningum.
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Born in Durban in 1955, lives and works in Cape Town.

Stephen Inggs completed his National Diploma in Art and Design at Technikon Natal, and completed
a postgraduate diploma in printmaking at the University of Brighton, England. He obtained his Master
of Fine Art degree through the University of Natal in Pietermaritzburg. Stephen Inggs is currently an
Associate Professor in Printmaking at the Michaelis School of Fine Art, University of Cape Town. He
has had private exhibitions and participated in many group shows.

SUE WILLIAMSON
Faddist i Lichfield, Englandi 1941. Byr og starfar { Héfdaborg,.

Sue Williamson stundadi listnam i{ New York og hefur lokid profum frda Michaelis School of
Fine Art { Hifdaborg. Hiin hefur synt a fjolmérgum stédum erlendis og verk hennar eru i
flestum helstu séfnum i Sudur Afriku og fjslmérgum erlendum listastofnunum. Sue
Williamson skrifar lika um listir og er ritsjori og stofnandi vikulegs timarits um samtima-
list i Sudur Afriku & Alnetinu , www.artthrob.co.za. Arid 1989 var bék hennar Resistance
Art in South Africa gefin ut af David Philip utgafunni i Hofoaborg og St Martin’s Press,
New York. Arid 1996 ritadi hian dsamt Ashraf Jamal, bokina Art in South Africa: the Future
Present sem gefin var 1t af David Philip békattgafunni.

Born in Lichfield, England in 1941. Lives and works in Cape Town.

Sue Williamson studied at the Art Students League of New York, and holds an Advanced Diploma in
fine art from the Michaelis School of Fine Art, Cape Town. She has exhibited extensively overseas,
and is represented in most major museum cellections in South Africa, and in a number of overseas
art institutions. Williamson also writes about art, and is the founder editor of a weekly online maga-
zine on contemporary art in South Africa, www.artthrob.co.za. In 1989, her book Resistance Art in
South Africa was published by David Philip Publishers, Cape Town, and St Martin's Press, New York.
In 1996, she co-authored, with Ashraf Jamal, Art in South Africa: the Future Present (David Philip
Publishers).

TERRY KURGAN
Faddist i Hofdaborg 1958. Byr og starfar i Hofdaborg.

Terry Kurgan bjo6 i tiu ar i Bandarikjum Nordur Ameriku ddur en hiin sneri aftur til Sudur
Afriku 1988. Hun lauk fyrrihluta hiaskolandms i listum i Kaliforniu en mastersnami lauk
hiin vid Michaelis School of Fine Art, haskélanum i Hofdaborg, 1992, Terry Kurgan hefur
synt vitt og breitt um Sudur Afriku og hefur tekid patt i samssyningum par asamt i
Kanada, byskalandi, Portiigal, Spani og i Bandarikjunum. Arid 1988 si hin um gerd
syningarinnar ,Ad ala upp barn: Listamenn kanna @xlun likamanns”. Til vidbotar
syningum i galleri sinu hefur Terry Kurgan nylega tekid ad sér nokkur opinber
listverkefni. Par 4 medal er verkefnid ,Maternal Exposures”; rod fastra innsetninga d
faedingardeildum i Hofdaborg og innsetningu fyrir alpjéolegu radstefnuna ,Handan
kynpadttafordoma” sem er k6llud saman af Mannréttindanefndinni. Terry Kurgan hlaut
FNB Vita Art verdlaunin drid 2000. Hiin er virkur pitttakandi i syningarhaldi heima og
erlendis.
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Born in Cape Town in 1958. Lives and works in Cape Town.

Terry Kurgan spent ten years in the United States of America before returning to South
Africa in 1988. Her undergraduate studies were completed in California and her Master of
Fine Arts at the Michaelis School of Fine Art, University of Cape Town in 1992. Kurgan
has exhibited extensively in South Africa, and has participated in group exhibitions in
South Africa, Canada, Germany, Portugal, Spain, and the USA. In 1998 she curated the
acclaimed exhibition “Bringing Up Baby: Artists Survey the Reproductive Body". In addi-
tion to her gallery based exhibitions Kurgan has recently undertaken several public art
projects. These include “Maternal Exposures”; a series of permanent installations for
maternity hospitals in Cape Town, and an installation for the international conference
“Beyond Racism” which was convened by the Human Rights Commission. Terry Kurgan
was awarded the FNB Vita Art Prize for the year 2000. She is a frequent contributor to
local and international exhibitions.

THEMBINKOSI ALFRED GONIWE
Feddur 1971, byr og starfar i Hofdaborg.

Thembinkosi Alfred Goniwe lauk mastersndami i listum vid hdskélann i Hofdaborg 1999 og
er nui skrddur i listasdgu vid sama hdskéla. Hann hefur fengid morg verdlaun, peirra a
medal verdlaun sem veitt eru af rannséknarnefnd hakélans i Hofdaborg og A. W. Mellon
stofnuninni. Hann er adstodarfyrirlesari vid Michaelis School of Fine Art, haskélanum i
Hiofdaborg. Hann hefur haldid einkasyningu og tekid patt i mérgum samsyningum.

Born in 1971, lives and works in Cape Town

Thembinkosi Alfred Goniwe completed his Master of Fine Art Degree through the
University of Cape Town in 1999, and is currently enrolled for the Honours in Art History
degree at that university. The recipient of many awards, including those offered by the
University of Cape Town Research Committee, and the A. W. Mellon Foundation, he holds
an assistant lectureship at the Michaelis School of Fine Art, University of Cape Town. He
has had private exhibition and participated in many group exhibitions.

WILLIAM KENTRIDGE
Faddur i Jéhannesarborg 1955, byr og starfar i Jéhannesarborg.

William Kentridge ttskrifadist fra haskélanum i Witwatersrand med stjornmal og afrisk
freedi sem adalgrein 1976. Hann nam lika og kenndi vid listastofnun Jéhannesarborgar. Sem
einn af stofnendum Junction Avenue leikhishépsins hof William Kentridge storf med
Handspring Puppet Company (leikbridu leikhiis) eftir 1992. Hann hefur skapad fjélmidla-
leikhiis og notad til pess leikbrudur, lifandi leikara og teiknimyndir. Hann fékk Carnegie
verdlaunin 1999. William Kentridge hefur haldid fjéldann allan af einkasyningum og tekid
patt i samsyningum, sett upp leiksyningar og gert kvikmyndir vida um heim.
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Born in Johannesburg in 1955, lives and works in Johannesburg.

William Kentridge graduated from the University of the Witwatersrand with majors in Politics and
African Studies in 1976. He also studied and taught at the Johannesburg Art Foundation. As a found-
ing member of the Junction Avenue Theatre Group, William Kentridge began collaborating with the
Handspring Puppet Company after 1992 creating multi-media theatre using puppets, live actors and
animation. In 1999 he was awarded a Carnegie Medal.William Kentridge has had numerous private
exhibitions and participated in many group exhibitions, as well created theatre productions and made
films all over the world.

ZWELETHU MTHETHWA
Faddur 1960 i Durban. Byr og starfar i Hofdaborg.

Zwelethu Mthethwa lauk framhaldsndmi i listum vid Michaelis School of Fine Art 4dur en
hann fékk stodu vid deild mennta og fraedslu sem skipuleggjandi. Hann kenndi i tvi ar vid
listaverkefni 4 vegum Hofdaborgar og for ad pvi binu til mastersndms i listum vid
Rochester Institute of Technology i Bandarikjunum 1989, Arid 1994 gerdist hann fyrirlesari
vid Michaelis School of Fine Art par sem hann kenndi ljésmyndun og teikningu par til i
byrjun drs 2000. Zwelethu Mthethwa hefur synt vitt og breitt um Bandarikin og Evrépu.
Arid 1999 gaf Editions Marco Noire tit b6k um nylegar ljioGsmyndir hans.

Born in 1960 in Durban. Lives and works in Cape Town.

Zwelethu Mthethwa completed an Advanced Diploma at the Michaelis School of Fine Art in 1985
before taking up a position with the Department of Education and Training as a Cultural Organiser.
He then spent two years teaching at the Community Arts Project in Cape Town and went on to com-
plete a Master of Fine Arts at the Rochester Institute of Technology in the States in 1989. In 1994 he
took up a lectureship at the Michaelis School of Fine Art where he taught photography and Drawing
until the beginning of 2000. Mthethwa has exhibited extensively in the United States and Europe. In
1999, Editions Marco Noire published a book on Mthethewa's recent photoghraphy.

LISTAMENN SEM TOKU PATT | EGAZINI-VERKEFNINU
PARTICIPATING ARTISTS IN THE EGAZINI-PROJECT

G. Baille f./b. 1971, B. Dumisani f./b.1981, V. Booi f./b.1940, G. Clark-Brown f./b.1965, R.
Dardagaw f./b.1962, C. Dixie f./b.1966, B. Fatman f./b.1984, T. Foulds f./b.1969, R.
Gongqua f./b.1932, H. Graham f./b.1943, ]. Kloppers f./b.1959, V. Khumalo f./b.1951, N.
Lindi £./b.1973, A. Loubser f./b.1953, P. Lubelwana f./b.1967, 5. Mamani f./b.1973, M.
Mazungula f./b.1969, A. Mlisana f./b.1985, M. Nmgcongo f./b.1983, N. Mullins f./b.1969,
R. Ngxingo f./b.1933, M. Nyumka f./b.1976, A. September f./b.1945, C. Starke f./b.1971,
N. Tana f./b. 1953, V. Teyise f./b.1959, D. Thorburn f./b.1958, Z. Toyi f./b.1975, C. Xonxa
f./b. 1984,



PAKKIR / ACKNOWLEDGEMENTS

S¢ningin var gerd ad frumkvadi Eiriks Porlikssonar. Forst60umadur, starfsfélk
Listasafns Reykjavikur og syningarstjérinn vilja pakka peim listaménnum sem
taka patt og 6llum peim sem lanudu verk d syninguna.

This exhibition was initiated by Eirikur Thorlaksson. The Director and staff of
the Reykjavik Art Museum, and the curator, wish to thank the participating

artists and individual lenders to the exhibition.

University of Cape Town Research Committee
University of Cape Town

Glenda Younge

Sabine Kampman, Bonn

Linda Givon, Goodman Galleries

Andre and Louisa Coetzee, London

Eric Liknaitsky, London

Lieschen Heinse, Chelsea Gallery

Natasha Fuller, Sandton Art Gallery

Jaco van Vuuren, Sandton Art Gallery

ki cial thank
Donna Cluney
Samstarfsadilar / Sponsors:

Stuttaford Van Lines
Deutsche Bank

The Finishing Post
South African Airways
Nyherji hf.

Fimiahing Foad
[HEuESAL BNt BReBuiDen)

55

STuTTAFORD
VAN LINES

THE SAFEST MOVE YOU CAN MAKE
EST. 1857



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

Gudran Jonsdottir, formadur /chair
Anna Geirsdottir
Ornélfur Thorsson
Eypor Arnalds
Julius Vifill Ingvarsson

Tryggvi Baldvinsson
Valgerdur Bergsdottir
Forstédumadur Listasafns Reykjavikur/Director of Reykjavik Art Museum:

Eirikur Porliksson

Syningarstjori/ Exhibition Curator:
Gavin Younge

byding/ Translation:
Gunnar ]. Arnason
Eirikur Porldksson
Yfirlestur handrita/Proofreading:
Mardur Arnason
Honnun syningarskrar/Catalogue design:
Porbjorg Br. Gunnarsdéttir
Umsjén med gerd syningarskrar/Catalogue production:
Porbjorg Br. Gunnarsdottir
Skeyting og filmuvinnsla/Colour separation and montage:

Grafik h.f.

Prentun og békband / Printing and bookbinding:
Grafik h.f.

© Listasafn Reykjavikur, 2000

ISBN 9979-874-99-6






