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Sjmingarstidrar /' Exhibition curated by: Audur Olafsdétti og Eirikur Porliksson
Siningin ar samvinnuverkefni MyndhBggvarafélagsing | Reykjavik og Listasafns Reykjavikur
The exhibitian is the joint profect of the Assocfation of Reykjavik Sculstors ond the Reylfovik Art Museum
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Audur Olafsdottir
Eirikur borldksson

Flaggskip

Afmalissyningum Myndhbagvarafélagsins i Reykjavik i Listasafni Reykjavikur arid 2002 er 2tlad ad end-
urspegla ba miklu fjélbreytni sem rikir innan félagsins med tilliti til adferda, efnividar, framsetningar
verka, inntaks og aldurs félagsmanna, en elsti patttakandinn er feddur arid 1929, sa yngsti drid 1970,
Eins og verkin & syningunum bera med sér eru islenskir prividdarlistamenn ad fast vid hvers kyns til-
raunir og tilhneigingar i samtimalist - annad en oliumalverk.

A syningunni i Hafnarhisinu er ad finna hefdbundna® privida hluti, ljssmyndir, myndbandsverk og Gnn-
ur rafren verk, hljédverk, textaverk, innsetningar, gblfverk, vegamyndir, inni-og dtiverk. I ljasi pess mé
segja ad Myndhiggvarafélag Reykjavikur sé flaggskip sem sameini undir sinum merkjum &ll myndlistar-
verk er taka til prividdarupplifana.

Fyrir premur dratugum virtist myndlistin almennt stefna Gt Gr fletinum, dt § hid privida rymi, til ad
mynda var algengt ad aukid vaeri § malverk prividum fylgihlutum. Eftir mikinn uppgang prividdarlistar §
heiminum s.l. dratugi, sem var jafnframt ein helsta astzdan fyrir staekkun helstu ndtimalistasafna heims
4 timabilinu, mé spyrja hvort teikn séu & lofti um breytingar & nyjan leik, Ad minnsta kosti virdist hluti
prividdarlistar vera ad dragast saman i tvividd og er ni kominn upp & veggi i formi ljésmynda, sem oft
eru menjar prividdarsvidssetninga eda gjérminga, annar hluti er kominn inn i sjonvarpstaekin og hatalarana.

En pott einhverjum kunni ad virdast sem hgamyndalistin s& bannig farin Gt dr sjalfii ser er ekki allt
sem synist. Pannig ery vidbotarviddir prividdarverka 1 samtimanum nanast dendanlegar eins og fram
kemur § syningarskranni. Enn er pé notast vid hugtakid hdggmynd, samanber Myndhiggvarafélagid i
Reykjavik. Pad ma ef til vill snda deminu vid og velta pvi fyrir sér, likt og einn listamannanna gerir i
minnispunktum med verki sinu, hvort si stadreynd ad allir myndlistarmenn ,leiti sér efnividar i viddum
hugans® og .hbgavi bar Gt hugleg form” geri ef til vill alla myndlistarmenn ad .myndhdggvurum®?*
Stofnmerking forlidarins mynd, samanber ordin myndhbggvari, Myndhiiggvarafélag, er pa kannski kom-
in aftur til sins heima. Ad baa til hGggmynd er ad bda til mynd.

Mikill kraftur og uppaangur hefur verid i starfsemi Myndhiggvarafélagsins i Reykjavik allt fra stofnun
bess arid 1972, I agist arid 2002 eru skradir félagar eitt hundrad talsins, 58 konur og 42 karlmenn. Pad
er avallt ljést vid undirblning syninga ad syningarrymi takmarkar fidlda patttakenda. A syningunni |
Hafnarhisinu eiga fiértan listamenn verk, jafnmargir og stofnendur félagsins voru fyrir prjatiu agost-
kviildum. Pott pad hafi i sjalfu sér hvorki verid markmid né medvitud stefna, ma seqja ad kynjahlutfall
listamannanna i Hafnarhisi, atta konur og sex karlmenn, samsvari nokkud réttilega samsetningu i felag-
inu. A fyrri syningu afmalisérsins hifdu sex myndhdggvarar til vidbétar sett upp verk sin | midrymi Kjar-
valsstada, fjirir karimenn og tvar konur, Sakni menn einhverra umfram adra, pa ber pess ad geta ad pétt
Myndhoggvarafélagid 1 Reykjavik sé 6flugt og groskumikid félag, ba eru ekki allir Jprividir® listamenn
landsins 1 félaginu, endanlegt val patttakenda er ad lokum & dbyrgd syningarstjéra.

Langflest verkanna & syningunni eru ny og hafa aldrei verid synd ddur, fiein eru tilbrigdi vid nyleg verk,
adlbgud ad syningarrymi Hafnarhiss. Um leid og vid dskum Myndhdggvarafélaginu § Reykjavik til ham-
ingju med timamdtin er pad dsk syningarstjora ad syningin i Hafnarhisinu verdi gestum dalitid ferda-
lag um ofyrirsjaanlegar viddir mannshugans, um tima, efni og minningu. O

1 Boeghitcur Oukarsdgteiv



Audur Olafsdottir
Eirikur borlaksson

The Flagship

The Association of Reykjovik Sculptors’ 30th anniversary exhibition at Reykjovik Art Museum in 2002
aims to reflect the wide spectrum of technigues, materials, presentation of works and content that the
Association represents - and the oge of its members, with the eldest participant born in 1929 and the
youngest in 1970. As the works ot the exhibition show, Icelandic three-dimensional artists are engoged
in all kinds of experimentation and trends in contemporary art - everything but oil painting.

Included at the Horbour House exhibition are “conventional” 3-D objects, photographs, video and other
electronic works, sound works, text works, installotions, floor works, murals, and indoor and external
works. From this perspective, the Association of Reykjowik Sculptors can be described as the flogship
under whose banner all artworks that embrace the three-dimensional experience are united.

Three decades ago, visual art in general appeared to be heading out of the pictorial surfoce and into
three-dimensional space; 3-D objects, for example, were commonly odded to paintings. After the great
ascendancy of three-dimensional art in the world in recent decades - which was also one reason for the
enlargement of the world’s leading contemporary museums of art over this period - we may wonder
whether signs of further changes are looming. At least, three-dimensional art oppears to be shrinking
back fnto 2-D and is now being mounted an the walls in the form of photographs (which are often relics
af 3-0 performances or happenings); another part has been put into TV monitors and loudspeakers.

Anyone who feels that sculpture has left itself behind is somewhat mistaken, since os the catalogue
points out, the additional dimensions available to contemporary 3-0 works are virtually endless,
Nonetheless the concept of sculpture is still used, as in the name the Association of Reykjovik Sculptors.
“Sculpture™ derives from the Latin sculpere, to carve, just as the Icelandic term for sculptor is myndhdg-
gvari, “carver of images.” In the notes with her work, one of the artists wonders whether the foct that
all artists “seek material in the dimensions of the mind” and “carve out subjective forms there, * could
ultimately make all artists into “carvers of images”?" The meaning has thereby turned full circle: mak-
ing a sculpture is the same as creating an image.

Activities of the Association of Reykjavik Sculptors have been soaring ahead ever since its establishment
in 1972, Registered membership in August 2002 is exactly one hundred: 58 females and 42 males, It is
always clear when preparing an exhibition that the space available limits the number of participants.
Fourteen artists have works at Harbour House, the same number as the association’s founders thirty
Augusts bock. Although neither o torget nor a conscious policy, the ratio of eight women to six men at
the Harbour House exhibition quite closely matches the association’s gender composition. At an earlier
exhibition during the anniversary year, o further six sculptors installed their works in the centrol space ot
Kjarvalsstadiv: four males and two femeles. For those who regret the absence of particular artists, it
should be pointed out that while the Association of Reykjavik Sculptors may be a strong and flourishing
organization, it does not include all Icelond’s three-dimensional artists among its membership, and the
ultimate selection of exhibitors is the responsibility of the curators.

The overwhelming majority of works at the exhibition are new and have never been shown before, while
o few ore varigtions on recent works, odapted to the Harbour House exhibition space. As we congratulate
the Association of Reykjevik Sculptors on their anniversary, the curators trust thot the exhibition ot
Harbour House will offer visitors a little journey through the unforeseeable dimensions of the human
mind, through time. material and memory. O

1 Bomghildur Qekorsddttir



Eirikur Porlaksson

FELAGAR

MEMBERS

FitlagarMembers 28, febuiar -
Halksteinn Sigurdsion of Pér Vighisaon

L. april 2000,

Syningardd i midrymi Kjarvalsstada 26. jandar - 5. mai

Ferli félaga og samtaka er 1 raun ekki svo Olikt [ifsferii
mannsins. Pau verda til, eiga sér uppvaxtardr og taka ot
broska - og pritugsafmalid er yfirleitt timi fagnadar, peg-
ar kraftur @skunnar og proski fullordinsiranna matast.

Vid undirbiining pessa afmalisars Myndhbggvarafiélagsins
i Reykjavik var strax akvedid ad hafa fagnadinn ad minns-
ta kosti tvipattan; annars vegar skyldi litid um Bxl til
peirrar listskdpunar sem félagar hefdu prdad 1 prjatiu dra
sogu félagsins, og hins vegar litid til samtimans - hvad
félagar varu ad fast vid 1 dag.

A Series of Exhibitions in the Central Hall in
Kjarvalsstadir 26th of January - 5th of May.

The development of associations and movements is in fact
not so different to the life cycle of the human being. They
come into being, have their growing pains and mature,
The thirtieth birthday is usually a time of jubilation, when
the forces of youth are fused with the maturity of aduit-
hood.

Early on in the preparations for the anniversary of the
Sculptors’ Association in Reykjavik it was decided that the
celebrations should be ol least twofold: on one hand the
focus would be on achievements in creative development
in the association’s thirty year old history, and on the
ather hand attention would be drawn to the present time
- what members were up to today.



Syningarddin Félagar, sem stdd fra jandar fram i mai &
bessu ari, gegndi fyrra hlutverkinu. { stad pess ad leitast
vid ad taka saman umdeilanlegt yfirlit yfir proun higg-
myndalistar & Islandi & peim prjétiu Srum sem lidin eru fra
stofnun Myndhéggvarafélagsing var akvedid ad velja sex
listamenn Or rodum félagsmanna til ad syna saman a
bremur adskildum syningum, Skyldu hverjir tveir sam-
synendur vera pannig valdir ad annar hefdi komid snem-
ma ad starfi innan Myndhtiggvarafélagsins, en hinn sidar.
Med pessu moti yrdi leitast vid ad skerpa syn okkar & pann
margbreytileika sem prifst innan hogamyndalistarinnar,
um leid og hver syning kalladi 3 samvinnu listafélksins um
uppsetningu, bannig ad verk beggja fengju notid sin.

Myndlistarfalkid sem tok patt | pessu verkefni var:

Niels Hafstein og Solveig Adalsteinsdottir (26. jandar -
24, febrtar), Hallsteinn Sigur8sson (stofnfélagi) og Pér
Vigfiisson (28, febriar - 1. april), Porbjorg Palsdottir
(stofnfélagi) og Asmundur Asmundsson (5. april - 5.
mat).

The exhibition series Members which lasted from Jonuary
till May of this year, fulfilled the former function. Instead
of trying to compose @ controversial summary of the
development of sculpture in Iceland in the thirty years
that have passed since the founding of the Sculptors’
Associgtion, it was decided to pick six members in the
association to exhibit in pairs at three seporate exhibi-
tions. Each pair was to be composed of a member that
joined the association early on and another that joined
{ater. This would make apparent the diversity that flour-
ishes within the field of sculpture in addition to demand-
ing cooperation between the artists on the instalment of
the works so that both would be exhibited in the best
possible way.

The artists that participated in this project were:

Niels Hafstein and Sdlveig Adalsteinsddttir (26.01 -
24.02) Hallsteinn Sigurdsson (founding member) and Por
Vigfilsson (28.02 - 01.04) Porbjdrg Pdlsddttir (founding
member) and Asmundur Asmundsson (05.04 - 05.05)

Fitlaguas ‘Members 26, |aniar - 14, lebetiar 3007,
Niels Hafutein, Sgstar, 1970

Vi uppsetningu syninganna voru settar vinnureglur sem
m.a, folu i sér krofu um samvinnu listafolksins, ad adal-
lega yrdu synd eldri verk, og ad rymid yrdi ekki hlutad
sundur og verk samsynenda ekki einangrud hvert fra ddru.
Markmidid var ad lita verkin vinna saman fremur en ad
skilgreina pau sem andstadur 1 rgminu. Syningarddin
vakti verulega athygli gesta safnsins, badi hvad varfadi
gildi einstakra verka sem og fyrir pa heildarsyn, sem syn-
ingarnar gafu um proun hdggmyndalistar & Istandi undan-
farna prja aratugi.

pad var ef til vill dumflyjanieat ad pau Niels Hafstein og
Solveig Adalsteinsdottir yrdu fyrst til ad syna verk sin
saman | pessari syningaridd. Niels hefur tekid patt i starfi

Certain guidelines were set for the installation of the exi-
bitions, such as the demand for cooperation between the
artists, that the main exhibits should be old works and
that the space would not be divided or the works af the
two artist isolated from eoch other. The goal was to let
the works interact rather than define them as contrasts in
the spoce.



Myndhoggvarafélagsins allt fra fyrstu drum pess, og S6l-
veig hefur unnid ad list sinni § nima tvo aratugi. Badi
hafa einkum verid kennd vid tera, einfalda framsetningu
a almennum gildum i verkum sinum, en verk peirra voru
sett upp med peim hatti ad pau kblludust & yfir gangveq
gestanna, sem fyrir bragdid urdu ad snda sér sitt & hvad
til ad fylgjast med umradunni, Pad var einnig ljost af
pessari fyrstu syningu, ad skilmingur & heitinu ,mynd-
hoiggvari® og par med skilgreiningin &  héggmynd” var
eitt pad fyrsta sem gestir purftu ad vera tilbanir til ad
taka til endurskodunar, ®tludu peir sér ad upplifa pad sem
fyrir augu bar.

The exhibition series received a lot of ottention from the
museum’s quests, both in regards to the value of individ-
ual works and the overall view the exhibitions offered on
the development of sculpture in Iceland in the past three
decades.

It was perhaps inevitable thot Niels Hafstein and Sdiveig
Adalsteinsddttir should be the first artists to exhibit their
works in this series. Niels has been with the Sculptors’
Association from the early days and Sdlveig has worked as
an artist for over two decades. They have both been asso-
ciated with cleor, simple expression of general values in
their work ond their works were set up in such a way that
they called out to eoch other over the pathway the guests
followed. Guests then had to tum this way and that to

Falagar/Members 26. janilar - 24, Febniar 2002,
Shiveiy Adalsteinsdbtti, Upppufode votmlitir d papplr

A langvegg syningarsvaedisins var ad finna myndarédina
<Uppgufadir vatnslitir & pappir* eftir Salveigu, setta fram
i margbrotinni linu eftir endiléngum veggnum. Verkin voru
unnin med peim hetti ad listakonan lagdi pappirsblod i
vatnstitabad, og pegar vatnid gufadi upp af blédunum
vard til figlbreytt litafléra. Pappirsblodin voru sidan sett i
plast og pannig fest i tveimur viddum, § stad priggja. Vid-
burdurinn - uppgufunin sjalf - var hins vegar virkur og
synilequr pattur § framkvamdinni.

Andspanis langveggnum hafdi Niels sett upp réd af syn-
ingarkiissum. I peim var ad finna ymis smaverk, marg-
breytileg ad lit sem m.a. snerust um vaeqi forma, efna og
upprodunar i pvi takmarkada rymi kassanna, sem lista-
madurinn hafdi valid sér sem syningarvettvang.

Nidurstada syningar peirra S6lveigar og Nielsar var i senn
einfild og flokin, visadi til hefdar higgmyndalistarinnar
um leid og hin braut hana: Pad er hagt ad lita & papp-
irsirk sem hoggmynd, vegna peirra agna sem & henni
hwila. Smair hlutir verda starir ef peir fjalla med myndran-

follow the dialogue. It was also evident in this first exhi-
bition that one of the first things that the guests had to
be ready to revaluate was the understanding of the word
"sculptor” and the definition of "sculpture" if they want-
ed to enjoy and experience in full the works on display.

On the long wall of the hall was the picture seguence
"Evaporated wotercolours on paper” by Sdlveig, which was
displayed in an frrequiar tine along the wall. The method
she used was to sook sheets of paper in a bath of water-
colours; when the water evaporated o multiform sphere of
colour remained. The sheets of paper were then placed in
plostic and thus fived in two dimensions instead of three.
The happening - the evoporation itself - was however an
active and visible part of the process.



um hatti um verdug vidfangsefni, badi i formi og fram-
setningu. Hoggmyndalistin byr ekki adeins ad méguleik-
um steintegunda, malma og trjategunda - i henni ma
skapa leik lita ekki sidur en forma.

Segja ma ad syning peirra Hallsteins Sigurdssonar og Pors
Vigfiissonar hafi tekid upp pann prad leiks lita og forma,
sem Solveig og Niels hifu ad spinna. Pratt fyrir ad skapa
olik verk, sem po falla vel innan hefdbundins ramma
hidggmyndalistarinnar, tokst peim ad fylla syningarsvadid
af gaska og leik. Verk peirra Pors og Hallsteins eru afang-
ar a langri leid hvors um sig, en peir félagar eru hvor med
sinum haetti ad fist vid grunnatridi sem héggmyndalistin
hefur verid ad velta fyrir sér a.m.k. fra midri sidustu Gld:
samspili forms og rymis annars vegar, og tengsl forms og
lita hins vegar, Létt grindarverk Hallsteins svifu um loftid
eda tylltu sér nidur & stipla og golf, & medan litrik teng-
ingaverk Pors skbpudu heildinni festu og reglu, sem kem-
ur jafn mikid a dvart og hin er sjalfsdgd.

Opposite the long wall Niels had installed a serfes of exhi-
bition coses, These contained various small works, diverse
in colour, that i.o. focused on the importance of form,
materials and line-up in the limited space of the coses
that the artist had chosen as his exhibition arena.

The outcome of Niels' and Sélveig's exhibition was at the
same time simple and complex, it referred to the trodition
of sculpture at the same time as it broke with it: it is
possible to see a sheet of paper as a sculpture because of
those particles that rest on it. Small things become lorge
if they address a worthy subject in a metaphorical way,
both in relation to form ond presentation. Sculpture is not
only found in the possibilities of stone, metal and wood -
it can also be used for play on colour just as much as on
farm,

It can be said that Hollsteinn Sigurdsson’s and Pdr
Vigfiisson's exhibition continued the play on colour and
form where Sdlveig and Niels left off. Despite their differ-
ent works, which fall well into the traditional frame of
sculpture, they managed to fill the exhibition space with
vivacity and delight. The works of Hallsteinn and Pdr are

Felagar/Mesbers S.aqril - 5. el 2001,
hamundor Asmundasan og Pochijdeg Phlsddtth



Sidasta par synenda i syningartdinni Félagar voru aldurs-
forsetinn og yngsti patttakandinn, pau Porbjirg Palsdott-
ir og Asmundur Asmundsson. Hér métti vanta spennu

kynslodanna og andstadna vegna gjirélikra vinnubragda |

listafblksins, en pad for & annan veg. Godur undirbdning-
ur, samvinna og gagnkvam tillitssemi skiladi peim drangri
ad ahold voru um, hvort Asmundur hefdi skapad umhverfi
fyrir folkid hennar Porbjargar, eda hvort bessi birn, ung-
lingar og fullordid folk hefdu einfaldlega gengid inn § ein-
hvern @vintyraheim maladra likama,

Pad var athyglisvert, ad pessi sidasti hluti syningarradar-
innar var sa eini, sem byggdi & formi manneskjunnar - var
figirativur. Pad skal dsagt latid & pessari stundu, hvort
bad er visbending um ad ni sé islensk hoggmyndalist
komin hringinn og sé ad hefja nyja hringferd - figarativt,
formrannséknir, fighrativt - en pd ma lita & petta atridi
sem stadfestingu pess, sem mestu skiptir: ad listamenn
eru ni dfeimnir vid ad leita peirra leida og vinnuadferda,
sem henta peim hverju sinni vid sina listskBpun.

Syningarodin Félagar bar med sér, ad frd pvi ad Mynd-
htggvarafélagid | Reykjavik var stofnad fyrir 30 arum, hef-
ur proun hoggmyndalistar hér a landi verid fjolbreytt, lif-
leg og litrik - en po fyrst og fremst persdnuleg. Hver ein-
staklingur hefur haft tekifer til ad syngja .med sinu
nefi*, Slikt er ometanlegt. Ur sliku fralsi spretta meistar-
ar framtidarinnar. O

phases on their long road, respectively, but the two are
each in their own way dealing with the basics that sculp-
ture has been experimenting with since the middle of the
lost century: the interoction of form and space on one
hand and the relotion of form and colour on the ather.
The light grid-works of Hallsteinn hovered in the air or
perched on pedestals and the floors while the colourful
works of Por created o general tenacity ond order that is
as surprising as it is natural,

The last pair to exhibit in the Members seres was com-
posed of the oldest and the youngest participant, Porbjdrg
Pélsdattir and Asmundur Asmundsson. One could have
expected tensions between generations and opposites in
their works due to radically different methods, but things
turmed out quite differently. Good preparation, coopera-
tion and mutual consideration proved so successful that it
was hard to tell whether Asmundur had created an envi-
ronment for Porbjdrg’s people or if these children,
teenagers and adults had simply walked into some fantasy
world of painted bodies.

It was interesting that thiz lost part of the exhibition
series was the only one thot was based on the human
form - i.e. was figurative. It is too soon to say whether it
is an indication that Icelandic sculpture has come full cir-
cle and is setting out on another round trip - figurative,
Sform experiments, figurative - but it is possible to view
this as a confirmation of that which is mast important:
that artists are now unafraid to seek those means and
methods that suit them at any given time in their creative
work.

The exhibition sequence Members proved that since the
founding of the Sculptors' Association in Reykjavik 30
vears ago the development of sculpture in the country has
been diverse, vibrant and colourful - but above all person-
gl. Each individual hes hod the opportunity to play by his
own rules, That is priceless - becouse such freedom breeds
the masters of the future, O
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Audur Olafsdottir

LOGUN TIMANS

THE SHAPE OF TIME

Nidendugata 15 4rid 1939

el adeins viddunum fekkad | tvier pd mymd &g verd Ghidtur
e wviddttan er flatneskjan er hamid

en sjd par stendur timinn grafkyer & hann glottir kalt

E ig get i ekiert flGld nema § rimid.”

[Megas, Gr Fraegur sigur, hljamplatan SjilFmond)

pad hefur vart

farid fram hja nokkru mannsbarni sem ratad hefur inn a
bridr til fjorar myndlistarsyningar um dagana og kannski
flett 7 gegnum nokkrar myndlistarumsagnir § blédum, ad
gitt helsta lausnar-og lykilord samtimamyndlistar er hid
bgnarstora og alltumvefjandi rymi. [ ljési pess umfangs,
sem hugtakid rymi hefur haft i myndlistarumradu s.1. dra-
tugi, mé sjalfsagt skoda pa fromu dsk rithGfundar/mynd-
listarmanns nokkurs vid upphaf nyrrar aldar ad par sem
tuttugasta Bldin hafi verid dld rymisins, pa wverdi s
tuttugasta og fyrsta vonandi 6ld rimisins med einfdldu.’
Fyrir fimm hundrud drum eda svo var hugtakid rymi fyrst
og fremst notad um myndrymi malverks og var pa framar
Bllu tiknraen, hugleg sterd. Medan héggmynd var enn
efnismassi, form og yfirbord og stod ohreyfanleg & sttpli
sinum, meitlud i stein, smidud | malm eda tré, var hug-

Hardly anyone who has ever chanced to visit three or
four art exhibitions and maybe browsed through a few art
reviews in the papers can hove helped noticing a great
penacea and keyword in contemporary ert: the gigantic
and all-embracing space. Around 500 years ago the con-
cept of spoce was primarily used for the pictorial spoce of
the painting. and was above oll a symbolic, subjective
notion. While sculpture was still comprised of material,
form and surface, and stood immavable on its pedestol,
carved in stone, wrought from metal or wood, the concept
of space was nothing more thon the interval between the
sculpture and the spectator. that colourless and immater-
al “nothing” which no-one noticed. Space was the void
separating the graspable three-dimensional work on 1ts
pedestal from the person who enjoyed looking at art from
g reasonable distance and at leisure. Through the expen-
ments af several pioneers of modern sculpture in the 20th
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takid rymi ekki annad en bilid milli héggmyndar og &horf-
anda, petta litlausa og efnislausa ,ekkert” sem enginn tok
eftir. Rymi var témarGmid sem skildi ad arennilegt prividd-
arverk a stopli og pann sem kunni ad njota listar | pokka-
legri fiarlaegd og ro. Vid tilraunir nokkurra frumkvodla ni-
timaskilptirs a 20.6ld og ekki sidur fyrir dhrif frd Austur-
lindum par sem tomid” er olikt okkar tomi, jakvatt og
skapandi, vard rymid smam saman ad synilegu byggingar-
efni, ekki sidur en efnismassinn sjdlfur,

Pegar komid er

fram undir 1960 hefur ordid byltingarkennd breyting &
skilningi manna @ inntaki rymishugtaksins. [ stad pess ad
vera einungis Jhlutur” er héggmynd jafnframt ordin stad-
ur par sem allir hlutir eru stadsettir og allir hlutir gerast,
og par sem fram fer raunverulea, likamleg upplifun & rym-
inu. Hlutverk verksins er bd m.a ad setja fram spurning-
ar um edli pess rymis sem ahorfandi hreerist 1. Hin nyja
vidbdtarvidd, sem bar med baetist vid skilptarinn, nar um
leid til flestra patta athafna og upplifana mannsins. {
samhengi vid timann sem hefur fengid aukid vegi § sam-
timamyndlist, verdur umfang rymisins jafnvel enn rausn-
arlegra. Hvad sem lidur efnislequm eiginleikum eda .Gt-
liti" prividdarverks i dag, b& er engum bladum um pad ad
fletta ad hugmyndin, konseptid er | fyrirrimi. Pad sem
getur litid at fyrir ad vera listhluturinn sjalfur parf ekki ad
vera annad en hluti af ferli verks eda verkhugsun, 1 8llu
falli er hann ekki ,allt og sumt”. Um leid og hugmynda-
batturinn, p.e. hid hugl=ga rgmi verks, er farid ad auka
merkingarviddum vid hid synilega, hlytur athafnasvadi
myndlistarmannsins ad vaxa ad sama skapi. Nidurstadan
er pvi si ad alla vinnu | og med rymi ma skilgreina sem
skilptar, allt sem sett er fram 1 samhengi einhvers konar
prividdarupplifunar, ,Rymi* er  rauninni langstersta hug-
tak sem dottid hefur ofani islenskan myndlistarheim & sid-
astlidnum dratugum. Fyrir bragdid er athafnarymi félaga f
Myndhiiggvarafélagi Reykjavikur risastort, i raun opid i
allar attir.

Fram yfir 1960 eru

peir fau fslensku myndhtggvarar sem hér storfudu ad
takast 4 vid fremur hefdbundin form hoggmyndalistar. Ef
horft er til torgalistar sem hluta af verksvidi myndhogav-
ara, pd er starstur hluti Gtilistaverka i borginni fram yfir
1970 minnismerki um pjodpekkta menn. Vid stofnun
Myndhoggvarafélags Reykjavikur arid 1972 voru pbrivid
verk i borgarlandslaginu ad miklu leyti . Frakkakleddar
styttur baefarins” eins og Spilverk pjédanna séng um &

century and not least due to the influence from the Orient
where the “void, * unlike ours, is something positive and
creative, space gradually became a visible building materi-
al, no less than the materal mass itself.

By around 1960,

a revolutionary change had taken place how the concept
of space was understood. Instead of being solely an
“object,” the sculpture hod also become a venue where all
objects are located and all things happen, and where a
real, physical experience of space occurs, The functions of
the work then include questioning the nature of the space
in which the spectator moves. This new dimension added
to the sculpture embroces most aspects of human action
and experience at the same time. Compared with time,
which has been given increasing impartance in contempo-
rary art, the scope afforded to space has become possibly
even more generous. Regardless of the material properties
or “look” of three-dimensional art today, it is beyond
doubt that what takes pride of place is its concept. What
may appear to be the art object itself need not be any-
thing more than part of the creative process or the idea
behind the work; in any case, the object is not “oll there
is to it.” As soon as the conceptual element, i.e. the sub-
Jective space of the work, begins to add dimensions of
signification to the visible, then the artist’s behavioural
space must surely grow comrespondingly. The result is that
all work in and with space may be defined as sculpture,
everything that is presented in the context of some kind
of three-dimensional experience. “Space” is really by for
the largest concept to descend upon the Icelandic art
world in the past few decades. In turn, the space in which
members of the Association of Reykjavik Sculptors can act
is gigantic, and in effect opens out in all directions.

Until the late 1960s,

Iceland’s handful of practising sculptors were dealing with
fairly conventional forms of their craft. If manuments are
considered to constitute a branch of sculpture, the lion’s
share of environmental art in Reykjavik until after 1970
was in commemoration of well-known individuals. When
the Association of Reykjavik Sculptors was founded in
1972, three-dimensional works in the urban landscope
were in the main "overcoated statues in the city,” as a
well-known song from the 1970s put it. In accordance
with the principles of classical sculpture, their subject was
primarily man and the human anatomy in various forms,
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bekktri plitu & attunda dratugnum. I samrami vid ahersl-
ur klassiskrar hbggmyndalistar var vidfangsefnid fyrst og
fremst madurinn og likami hans i ymsum myndum, verkid
stod & stipli og hafdi eina adalhlid, framhlid. Pjbdernis-
vitundin hvildi pungt & listambnnum i ardaga islenskrar
higamyndalistar og vidfangsefnin voru 1 upphafi sjalf-
staedishetjur, skild og landndmsmenn, sidar battust vid
prestar og radherrar. Hjd rétgrénum evropskum menning-
arpjadum voru styttur & opinberum vettvangi framar Gllu
dyrlingar, hershifdingjar og grisk god. Atkvaedamestur i
gerd frakkaklzddu styttnanna framan af éldinni var braut-
rydjandinn Einar Jénsson (1874-1954). Ymist var pad rik-
id sem borgadi fyrir verkin, likt og fyrir Jon Sigurdsson,
eda pau voru sett upp fyrir samskot almennra borgara, ikt
og landnamsmadurinn @ Amarhéli, Minnismerkjum var
®tlad ad hafa rimt umleikis, pau voru ekki adeins upp-
hafning tiltekinna einstaklinga heldur lika sjalfsimyndar
pjodar, takn borgaralegrar samkenndar. I samrami vid for-
milugerd minnismerkja ati 1 heimi, pad var mikilmennid
oftast hetjulega yfirstzkkad eda monimental, uppnumid
og fjamnt. Olikt samtimahbggmyndalist var verki og
dhorfanda ekki ®tlad ad blanda rymi saman og pa voru
verkin heldur ekki unnin sérstaklega i samhengi umhverf-
is sfns, shr. algengar hrokeringar minnismerkja milli std-
pla i Reykjavik & fyrstu dratugum tuttugustu aldar. Timi
hinnar klassisku higgmyndar var skyr og tengdist upphaf-
legum tilgangi hennar, sem s& ad vera taknmynd pess sem
endist, imynd varanleikans, upphafning kyrrstzdunnar.
bvi leitudust myndhiggvarar vid ad nd fram imynd hins
timalausa, algilda forms. Varanleikinn var beinlinis inn-
byggdur i fagurfredi verks. Segja ma ad styttuvading
Reykjavikurborgar hafi allt fram & attunda dratuginn farid
fram - med drfdum undantekningum- nanast eingdngu i
gegnum brautrydjendurna pria: Einar Jonsson, Asmund
Sweinsson (1893-1982) og Sigurjon Olafsson (1908-
1982). Starfsvettvangur fyrstu kvenna i stétt islenskra
myndhaggvara, peirra Ninu Semundsson (1892-1965) og
Gerdar Helgadattur (1928-1975) var hins vegar ad mestu
leyti erlendis, Med Asmundi og verkum hans ma greina
nokkra vidleitni til ad proa pjodlegan stil med visun i
nattiruleg form landsins, og var pess pd stundum getid ad
bad vaeri landid sem hefdi motad formskyn myndhiggvar-
ans. Helsti hvatamadur bess ad vinna med eigindir efnis
og form & mbderniskan hatt var hins vegar Sigurjén Olafs-
son sem reyndar tok einnig patt § dtisyningunni a Skola-
visrduholti med yngra félkinu arid 1969,

the work was mounted on a pedestal and had one main
side, the frant. Ethnicity loomed heavily overiartists in
the infancy of Icelandic sculpture and the initial subjects
were heroes of the compaign for independence, poets and
Viking settlers, later joined by clergymen and government
ministers. In European countries with deeper rooted cul-
ture, public statues were above oll saints, generals and
Greek gods. The most prominent producer of “overcoated
statues™ in the early port of the lost century was the pio-
neer Einar Jonsson. Either the state commissioned works,
as it did for the statue of Jdn Sigurdsson, or they were
set up after a public fundraising campaign, like Ingdlfur
Armarson on Amarhéll, Memorials were supposed to be
grand, they were a glorification not only of specific indi-
viduals but alse of national awareness, symbols of bour-
geois identity. In line with the formulaics of memarials
elsewhere in the world, as a rule the man of stature was
heroically monumental, enraptured and remote. Contrary
to contemporary sculpture, the work and the spectator
were not supposed to share space, nor were the works cre-
ated with any particular reference to their environment,
cf. the way that memorials were juggled back and forth
between pedestals in Reykjavik during the first decades of
the 20th century. The age of classical sculpture was clear
and identified with its original purpose, which is to serve
as a symbol of lasting things. an image of permanence, a
glorification of stasis. Sculptors therefore strove to cap-
ture the image of the timeless, the umiversal form.
Permanence was simply inherent in the aesthetics of the
work. Right up until the 1970s, the statues in the city of
Reykjavik - with a handful of exceptions - were to all
intents and purpases the work of the three pioneers: Einar
Jdnsson (1874-1956), Asmundur Sveinsson (1893-1982)
and Sigurdn Olafsson (1908-1982), The first Icelandic
female sculptors, Nina Szmundsson (1892-1965) and
Gerdur Helgaddttir (1928-1975), largely worked abroad.
Asmundur Sveinssan’s works reveal some efforts to evolve
a natural style with allusions to the natural form of the
land, and it wos sometimes said of him that the lond had
shaped his formal perception os a sculptor. The main
champion of working with the properties of material and
form along modernist lines was Sigurjon Olafsson, who as
it happened also joined young artists in their outdoor
exhibition on Skdlavirduholt in 1970.
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Fyrsta frahvarfid i islenskum

myndlistarheimi frd klassiskri hoggmyndalist er ad finna
hja nokkrum ungum myndlistarménnum um midjan sjé-
unda aratuginn, sem sidar voru sumir hverjir kenndir vid
S(M. 54 prividdarlistamadur sem margir myndu sjalfsagt
kalla fremstan medal jafninga 1 peim hépi var Jon Gunnar
Arnason (1931-1989) Segja ma ad sem listamadur med
frabara pekkingu 3 edliseiginleikum og moguleikum dlikra
efna annars vegar og med nystarlequm hugmyndum sinum
um virkni rymisins hins vegar, hafi hann | raun briad bil-
id milli klassiskrar hdggmyndalistar og samtimahugmynda
um edli og hlutverk prividdarlistar. Sjbundi aratugurinn
var timabil vaxandi andstédu vid sjdnarmid efnishygaju
hja ungu folki, hér a landi sem annars stadar & Vesturlgnd-
um, Flixusblondnum konseptverkum Simmara var po ekki
beint sérstaklega gegn brautrydjendum okkar § prividdar-
list, miklu fremur gegn cliumalverkinu, sem kennt var vid
Jsofastykkid®, gegn  pringsynum smaborgaraskap i
listsmekk og gegn . daudans-alviru-listarinnar. Med
«sofastykki” var badi itt vid abstraktmalverkid og fagur-
fraedileg gildi pess og landslagsmalverkid og pjodleg gildi
sem tengdust pvi. En flestir yngri myndlistarmenn tildu
fremur eftirsbknarvert ad vera hluti af alpjodlegu sam-
hengi listarinnar. Ein helsta afleiding pessa uppbrots inn-
an islensks myndlistarheims var si ad 6ll efni verda nd
jafngild i stad nokkurra léghelgadra efna myndhoagvara
adur, par med taldir svokalladir fundnir” hlutir og ymiss
konar dlistren og forgengileg efni. Pad var po umfram allt
hugmyndin sem skyldi helga midilinn. Med nyjum hug-
myndum um samband raunveruleika og listar og samband
raunveruleika og raunsais purfti hinn efnislegi veruleiki
ekki lengur ad tilheyra skilptdroum, Hugmynd er jafn
raunveruleg og dpreifanlegur massi, par af leidandi raun-
s& ef pvi er ad skipta. Vid pad opnast i fyrsta skipti i ségu
islenskrar prividdarlistar skilningur & pvi ad skilptir veeri
lika verknadur eda athéifn i ndnum tengslum vid upplif-
un. Ad vissu leyti ma segja ad s0 kynsldd listamanna sem
bar steig & stokk hafi tekid sér fyrir hendur ad opna list-
inni leid Gt dr hinu lokada fagurfreedilega rymi Gt § hid fé-
lagslega rymi, brda bilid milli listarinnar og lifsins® eins
og pad hét | pa daga, faera listina Hl folksins®

Addragandann ad stofnun Myndhiggvarafélagsins 1
Reykjavik ma medal annars rekja til dtisyninga a Skbla-
viirduholti @ sjounda dratugnum. Pott par hafi vissulega
kennt ymissa grasa, voru syningarnar natengdar SOM-and-
anum,

The first abandenment

of classical sculpture on the Ieelandic ort scene is found
among several young artists in the mid-1960s, some of
whom would later form the SUM group. The three-dimen-
sional artist who widely springs to mind as first ameng
equals there was Jdn Gunnar Armason (1931-1989). As an
artist with an outstanding knowledge of the physical prop-
erties and potentiol of different materiols, and with inno-
vative ideas about the function of space. in a sense he
bridged the gap between classicol art and contemporary
fdeas of the noture and role of three-dimensional art.

The 1960s in Iceland, just like everywhere else in the
west, were a period aof growing dissent by young people
against materialist attitudes, However, the SUM group did
not direct its Fluxus-influenced concept works specifically
against Icelandic pioneers of three-dimensional art, but
much more against oil painting, which was dubbed “din-
ing room pieces, " against narrow-minded petit bourgeois
artistic taste and ogainst the “deadly serousness of art.”
The “dining room piece” referred equally to abstract
painting and its aesthetic values, and to londscape paint-
ing and the ethnic values it enshiined. Most young artists
at that time considered it guite desirable to belong to the
international artistic context. One of the chief conse-
quences of this upheaval in the Icelondic art world was
that all materiols assumed equal value, supplanting the
severol officially sanctioned sculptural matenals of earlier
times. These included trouvé abjects and various kinds of
unartistic and ephemeral matenals. Above all, however,
the concept was supposed to justify the medium. With
new notions of the relotion between reality and art and
between reality and realism, material reality no longer
needed to belong to the sculpture. The concept is just as
real as a tangible maoss, and consequently realistic if it
comes fo that, For the first time in the history of
Icelondic three dimensional art, this opened up an under-
standing of sculpture as an oct or action in close relation-
ship with experience. To a certain extent the generation of
artists who came forth then can be described as hoving
undertaken to open a path for art out of the closed aes-
thetic space and into the social space, bridging the gap
between “art and life” os it wos called then, taking art to
the “people” One of the impetuses behind the establish-
ment of the Association of Reykjovik Sculptors was the
outdoor exhibitions on Skdlovirdufrolt in the 1960s,
Diverse as they certainly were, the exhibitions were closely
linked to the spirit of the SUM.
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Svo aftur sé visad til Otilistaverka i borginni, pd hafa
nokkur verk af annami kynsléd islenskra prividdarlista-
manna skilad sér inn i borgarlandslagid. Reykjavikurvarda
Johanns Eyfells var sett upp & Miklatiini arid 1970, dtitafl
Jans Gunnars Arnasonar vid Laekjargttu arid 1981, Solfar
hans vid Sabraut arid 1991 og fyrsta Otiverk Sigurdar
Gudmundssonar i borginni var sett upp vid Gerduberg arid
1991, bad er i raun ekki fyrr en med premur stbrum Gti-
syningum Myndhggvarafélagsins i Reykjavik, sumrin
1998, 1999 og 2000 i tilefni aldarfjérdungsafmalis fé-
lagsins ad tala prividdarverka i borginni eftir samtima
myndlistarmenn margfaldast i einu vetfangi, en syning-
ammar urdu einhverjar fidlsottustu myndlistarsyningar sem
haldnar hofdu verid & landinu § draradir. I samrami vid
verklag flestra myndhiggvara i dag, voru verkin unnin
med hlidsjon af pvi umhverfi sem beim var ®tlad ad
Lirka® 1. Ad sdnnu var hluti verkanna timabundinn, p.e.
hugsadur | samhengi einnar syningar, en & annan tug pri-
viddarverka af margvislegum toga vard po eftir | borgar-
landinu til frambodar. Seqja ma ad pad hafi verid adals-
merki Myndhiggvarafélagsins fra upphafi hversu olik sjén-
armid vardandi edli og hlutverk prividdarlistar hafa par
komid saman i satt og samlyndi. Parf i pvi sambandi ekki
annad en ad horfa til nokkurra af fjortan stofnfélogum;
Ragnars Kjartanssonar (1923-1988) Jons Gunnar Amason-
ar, Porbjargar Palsdottur, Hallsteins Sigurdssonar og 5ig-
minar Gudmundsdottur. Engu ad sidur pd er stofnun fé-
lagsins fyrir prjatiu dghstkvdldum til vitnis um pad ad ord-
id var brynt ad auka vid inntak pess tjaningarmata sem
kenndur var vid higgmyndalist, ad endurskilgreina sam-
band prividdarverks vid umhverfi sitt, vid ahorfanda, ad
skoda upp & nytt fegurdargildi verks. Pott hér ad framan
hafi verid minnst & nokkur Gtilistaverk eftir islenska
myndhbgavara, pa er par fremur um undantekningu en
reglu ad rda a ferli peirra, lunginn af skbpunarverkum fs-
lenskra myndhéggvara i dag er af ddrum toga. Utiverk
purfa edlis sins vegna ad vera Gr varanlegum efnum, ad
minnsta kosti efnum sem pola islenskar veduradstazdur.
Pad sem skiptir pd mestu mali er ad slik verk eru dkaflega
dijr i framleidslu og bjéda sjaldan upp a ad myndhdggvar-
ar vinni til a8 liggja med verk 3 lager 4n pess ad hafa
tryggt sér verkkaupanda.

Verkin & syningunni i

Hafnarhisine syna wvel par oliku myndir sem sam-
timaskilptar getur tekid & sig med tilliti til efnividar,
takni, framsetningar og inntaks, en pau spanna allt frd
Jhefdbundnum® prividum hlutum, til ljésmynda, mynd-

Te return to outdoor works of art in the city, several by
the second generation of Icelandic 3-0 artists have
become part of the urban landscape. Jéhann Eyfells’
Reykjovik cairm was set up in Miklattn in 1970, Jdn
Gunnar Arason’s outdoor chess set on Lakiargata in
1981, his Solar Craft on Saebraut in 1891, and Sigurdur
Gudmundsson’s first environmental art work in the city
was set up at Gerduberg art centre in 1991, In foct it was
only with the three large outdoor exhibitions by the
Reykjavik Society of Sculptors in the summers of 1998,
1999 and 2000 to mark its guarter-centenary that the
number of 3-0 works in the city by contemporary artists
multiplied overnight - as well as attracting one af the
largest attendances of any art exhibition in Icelond for
many years. In line with the approoch of most sculptors
today, works were made with reference to the environment
they are supposed to “function” in. Admittedly some were
temporary, i.e. conceived in the context of a single exhibi-
tion. but more than o dozen three-dimensional works of
various kinds remained in the city permanently. The hall-
mark of the Association of Reykjavik Sculptors has always
been its harmonious combination of different ideas about
the nature and role of three-dimensional art. Suffice it to
name enly o few of the fourteen founding members:
Ragnar Kjartansson (1923-1988), Jén Gunnar Amason,
Thorbjdrg Palsddttir, Hallsteinn Sigurdsson, Sigrin
Gudmundsddttir ... Nonetheless, the Association’s estab-
{ishment in August thirty years ago reflected o pressing
need to augment the content of the form of expression
known as sculpture, to redefine the relationship that 3-0
art has with its environment and its spectotors, to re-
examine the oesthetic value of the work. Although several
outdeor works by Icelandic sculptors were mentioned
above, they represent the exception rather than the rule
in these artists’ coreers, because the bulk of sculpture
today is of o different kind. By their very nature, outdoor
works need to be made from permanent materials, or at
least materials that con withstand the weather conditions.
The cruciol foctor, however, is that they are extremely
expensive to make, so sculptors rarely hove the chance to
work on them and store them away without having
secured a buyer in advance.

The works on exhibit in

Harbour House illustrate well the different aspects thot
contemporary sculpture can assume in terms of material,
technigue, presentation and content, ranging from “con-
ventional® three-dimensional objects to photography,
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bandsverka og annarra rafr@nna verka, par eru hljodverk,
textaverk, innsetningar, gdlfverk, veggmyndir, inni-og
itiverk. P& endurspegla verkin pa stadreynd ad samtima-
hiaggmyndalist tekur til mun feiri skilningarvita, - eda ber
ad segja skynvidda - en adur tidkadist. Skyrasta damid
eru sjalfsagt hljodverk, bar sem badi er unnid med hijod
i rymi og hljéd § tima. Annad demi er texti sem berst ar
hatalara/heyrnartélum. Pa ma nefna ymis Gnnur skynsvid
sem verkin visa til, eitt verkanna fjallar til ad mynda bein-
linis um lykt og lyktarskyn, bleyta kemur vid sogu i 6dru.
Flest verkanna d syningunni eru baedi rymis-og timaverk,
raunar ma segja ad timinn hafi fengid aukid vaegi i mynd-
listinni, til jafns vid yfirburdastidu alltumlykjandi rymis-
ins. 54 timi eda peir timar sem birtast 1 verkunum eru med
ymsu méti og ymissi logun; timi sem breyting eda hreyf-
ing sem getur visad badi til pess tima sem innbyggdur er
i verkid og til upplifunartima verks, timi sem minning,
hinn tilvistarlegi timi, timi sem upplifun, maldur timi og
timi handverksins. Oll pau verk, sem setja mé i samhengi
vid pad ad skapa prividdarumhverfi og prividdarupplifun,
falla innan ramma sképunarverka félaga i Myndhiggvara-
falagi Reykjavikur.

Einhverjir kunna ad sakna .gamla géda® prividdarhlutar-
ins innan um tvivida isynd margra verka & syningunni,
myndbind, hijodverk og adra rafrna midla, Ekki er ni
hluturinn alveg horfinn & kostnad .syndarprividdar”, enn
eru verk sem standa Oti @ golfi (eda hanga Gr loftinu) i
Jfaun-prividd” sinni, verk sem eru efnismassi med dkved-
na lagun, en einnig yfirbord, aferd, verk par sem rotgrinu
handverki er gert hitt undir hifdi, Ymislegt virdist raun-
ar benda til heldur vaxandi dhuga medal yngri prividdar-
listamanna & ad vinna med rotgréna tzkni og adferdir
haggmyndalistarinnar, svo sem ad steypa efni i mét (oft
tilraunir med ny efni), skera Gt, smida, sjoda saman, slipa,
piissa. An pess ad spa nokkru um hvort had sé lysandi fyr-
ir had sem koma skal, pa er efnid og snertigildid ofarlega
i huga tveggja yngstu pattakendanna & syningunni i Hafn-
arhiisinu, ad fara hondum um efni, hafa bad & milli fingr-
anna”, eins og komist er ad ordi.* Annar peirra hefur val-
it sér ad yrkisefni fyrir Gtskurd sinn sterstu skepnu jard-
ar. .Pad skiptir mig miklu mali®, segir héfundur rimlega
sex metra langs tréhvals sem hangir Gr lofti syningarsalar,
a8 hann er gerdur dr efni sem ber med sér handverk. Mer
finnst pad gefa verkinu pann punga sem pad parfnast, EF
g hefdi haft hann Gr plasti hefdi &g audveldlega getad
gert hann likari frummyndinni eda alviru hval en pad
hefdi ekki ordid pad sem &g vil na fram. Mig langar til ad
folk komi upp ad honum og vilji '

strjika honum.” *

video art and other electronic works, including sound
works, text works, fnstallation, floor works, murals, indoor
and outdoor works. They also reflect the fact that contem-
porary sculpture embraces far more senses - or should
they be called perceptual dimensions? - than before.

The clearest example is obviously sound sculpture, which
works both with sound in spoce (as a sculpture) and
sound in time. Another example is o text delivered by
loudspeaker/headphones. Other fields of perception are
invoked as well, for example one work deals directly with
smell and olfactory sense, while moisture plays a role in
another. Most works ot the exhibition have both spatial
and time references; in foct it con be said that time has
been gaining o higher profile in art, on a par with the
overwhelming and all-embracing spoce. The time or times
that appear in the works ossume different natures and
shapes: time as change or motion can refer both to the
time inherent in the work and the time in which it is
experienced; time as memory, existentiol time, time as
experience, measured time and the time of craftsmanship,
All works that can be linked to creating o three-dimen-
sional enviranment and three-dimensional experience
belong in the creative realm of the Association of
Reykjavik Sculptors’ members.

Some people may wonder where the “good old” 3-D object
has gone amang all the two-dimensional aspects of many
works on exhibit, videos, sound sculptures and other elec-
tronic medio. But the object has not entirely disappeared
at the expense of “virtugl three-dimensionality, * there are
still works standing on the floor {or suspended from the
ceiling) in their “real three-dimensionality, works which
are a material mass with o specific shope but also a sur-
face and a texture, works where traditional handicraft
takes pride of place. In fact there are various signs that
younger 3-D artists are toking o greater interest in work-
ing with the conventional techniques and methods of
sculpture such as casting (often experimenting with new
materials). carving, carpentry, welding, grinding, polish-
ing. Without any prediction os to whether this is illustra-
tive of things to come, two of the youngest exhibitors at
Harbour House are preoccupied with material and toctile
qualities - handling material, having it “between your fin-
gers” as one of them says.' The ather has chosen as the
subject for her carving the largest creature on earth, "It is
very important for me,* says the creator of this more than
six-metre-long wooden whale suspended from the ceiling
of the exhibition room, “that it is made of o handicraft

16



Tiltdlulega sjaldg=ft

er ad myndhiggvarar 20, aldar vinni med manninn og
mannslikamann & sama hatt og kollegar fyrri tima, skiln-
ingur tuttugustu aldar listamanna & likamanum og hlut-
verki hans er af allt 8drum og tilvistarlegri toga. Breyting-
ar a sjalfsskilningi mannsins, heimsmynd og lifsafstodu,
breytingar & samfélagslegum gildum og vidmidum, breyt-
ingar & inntaki og stard timans hafa gjbrbylt pvi hvernig
madurinn hugsar likama sinn og innihald hans i listinni.
Eitt helsta takn tilvistarkreppu notimamanning er einmitt
likami i Ggéngum, eins og raunar ma sja ad minnsta kosti
eitt d@mi um a sgningunni. Pad segir pd adeins halfa sdg-
una, pvi pott Litid fari fyrir anatémiu mannslikamans 7 pri-
viddarlist samtimans pa stendur hid mannlaga vidmid eft-
ir i ymsum myndum, til ad mynda sem stazrd og hlutfill
mannsins, taknren vidvera hans i verkinu, S6mu stiqu er
ad segja um menjar mannsins, alls kyns hluti sem tilheyra
honum, eru hluti af reynsluheimi hans og menningararf-
leifd. Pott mannskepnan sé hvergi sjdanleg, er madurinn
eftir sem adur ,malistika alls",

Sidast en ekki sist pd hefur patttaka eda upplifun dhorf-
anda ad minnsta kosti ad hluta til leyst mannslikamann
sem vidfangsefni af halmi, pvi ad ein af vidbatanviddum
myndlistar & 20.8ld er tvimalalaust pattur dhorfanda sem
hluti af hugmyndafrdi verks. Hefur hugtakid hegdunar-
rymi (& ensku behavioral space) m.a. verid notad til ad
tidkna hlutverk dhorfanda § tilurd verks (sbr. verk Richard
Serra). Um leid og baid var ad taka skilptirinn nidur af
stiplinum, pa var ekkert sem adgreindi listaverk lengur fra
dhorfanda eda ddrum hlutum, pad var stadsett .4 medal
vor”, i sama rymi. Slikt verk baud upp a allt annad og nén-
ara samband vid ahorfanda, adra nalzgd sem eins ma
kenna vid likamlegt samband, samanber verk & syningunni
par sem pungir pilsar fara 1 gegnum likama ahorfanda dr
lagtidnihdtolurum | lokudu rymi. Pad er sjaldgeeft | dag ad
prividdarverk krefjist eins fasts sjonarhorns, miklu algeng-
ara er ad dhorfandi sé likami & hreyfingu med breytilegt
sjbnarhorn & verkid, ad hann  ferdist” um verkid.

Pannig getur hreyfing verid innbygad i verkid sem breyti-
legt sjénarhorn dhorfanda. Sumum verkum syningarinnar
ma raunar likja vid leiksvid sem dhorfandi gengur inn 4.
Med ddrum ordum pa er merking verks ekki stadbundin og
ekki skilyrt eingtingu af hofundi pess, heldur er gert rad
fyrir pwvi ad patttakandi sé hreyfanleg stard sem gefi verk-
inu stefnu og inntak. Med pvi moti far huglzani sjonar-
horns dhorfanda sifellt meira vagi | skapandi tilurd mynd-

material. I feel this gives the work the weightiness that it
needs. Hod I made it of plastic T could easily have made
it resemble the original or a real whale more closely, but
that would not have been what I wanted to achieve. [
want people to come up to it and stroke it. ™

It was fairly rare

Sfor 20th century sculptors to work with the human form
and anatomy in the same way as their predecessors, and
20th century artists” understanding of anatomy and its
Sfunction is of o completely different and more existential
character. Changes in man's understanding of himself, his
warld picture and attitude to life, changes in social values
and references, changes in the content and scope of time
- these have completely revolutionized man’s notions of
his body and its content fn art. One of the main symbols
of the modern existentiol crisis is indeed a body gone
astray, as ot least one example at the exhibition shows.
But this only tells holf the story, becouse even though
anatomy is not prominent in contemporary 3-0 art, the
human reference remains in various forms, for example
the size and proportions of man, his symbolic presence in
the works. The same goes for human relics, all kinds of
objects belonging to man which are part of his empirical
world and cultural heritage. Although the human being is
nowhere to be seen, man remains “the measure of all
things.

Last but not least, the spectator’s participation or exper-
ience, ot least in part, has reploced anatomy as o subject.
Ore of the odditional dimensions to 20th century ort is
undoubtedly the role of the spectator as part of the ideol-
ogy of the work, The concept of behaviourol space has
been used to represent the role of the spectator in the
work’s coming into being (cf. Richard Serra). As soon as
the sculpture was removed from its pedestal there was
nothing left to distinguish the work of art from the spec-
tator or other olbjects, it was [ocoted among us, in the
same space. That kind of work invited a completely differ-
ent and closer relationship with the spectator, o different
approach that could even be called o physical relation-
ship. as shown by the exhibited work that pumps heavy
pulses through the spectator’s body from low-frequency
loudspeakers in a closed space. It is rare today for a 3-0
work to insist on a single fixed point of vision, but much
more common for the spectator to be a body in motion
with a changeable viewpoint on the wark, “travelling”
through it.
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listarverks. Um leid og annadhvort verk eda dhorfandi er
ordinn hreyfanlegur er stutt § afstzdi sjénarhorsins.
Skref fyrir skref breytist bannig skynjun dhorfanda & skalp-
tiirnum en einnig & dllu umhverfinu.

Upplifun ahorfanda er tvimalalaust ein af mikilvagustu
visbatarviddum samtimaskdlptirs og tengist njrri teqund
af fagurfradilegri reynsiu. T stad pess ad fegurdin bai §
eigind hlutanna sjalfra er hin upplifun, i =tt vid dalitid
ferdalag par sem menn eiga helst ekki ad koma alveg sam-
ir til baka, samanber formiluna; list=ahrif af list. Heim-

spekingurinn Bergson ordadi pad svo i Le Rire ad listin

hjalpadi okkur til ad komast i beint samband vid akkur
sjalf, hafundur verks & syningunni talar um ad ahorfandi
Jhitti fyrir sjalfan sign* Pad er pvi f alla stadi eftirstknar-
vert ad setja ahorfanda Gt af laginu, sidan ef vel tekst til
ad setja hann aftur inn & nyja braut. Stundum fer jafnvel
stard eda umfang verka langt med ad skapa hina eftir-
soknarverdu tilfinningu framandleika, sem sumir kenna
vid upphafningu. Kunsten er mitt lille bidrag til & apne
slave sinn og eyne” *, sagdi Jon Gunnar Amason i vidtali
vid) norska bladid Bergens Tidende arid 1987, pegar hann
var spurdur Gt § listskbpun sina,

Listamenn hafa sérstodu sem

ginstaklingar, ekki sem hépur, og skiptir ba litlu hversu
Lalpjbdlegir’ peir kunna ad vera i adferdum sinum og
taekni. Engu ad sidur hljtur ad mega spyrja hvort haegt sé
ad benda & sameiginleg einkenni verka a syningunni,
nokkud sem kenna ma vid tidaranda eda ef til vill vid

bidalegt rymi.

Um pad leyti sem Myndhéggvarafélag Reykjavikur var
stofnad bar talsvert & pvi ad myndlistarmenn kryfdu sam-
félagid i kapp vid felagsvisindin, markmidid var ad opna
listinni leid Gt ar hinu lokada fagurfraedilega rymi inn i
hinn ,félagslega veruleika®. T dag hefur ad minnsta kosti
hluti prividdarlistar préast inn & mun érzdari, heimullegri
svid, sem ef til vill m& kenna vid innileika, persdnulegar
taknmyndir, nand, mundd, leik. bernsku, fantasiur, ®vin-
tyri, ad skapa stemningu, bia til andrimsloft.

Flestum verkanna er ®tlad ad virka & mérgum merking-
arplénum samtimis, listin skal vera margraed, ekki einhlit
og endanleg. Pegar upp er stadid ma kannski kenna pad
vid hina lifseigu stensku adrznu sem virdist vera i fullu
gildi i upphafi nyrrar aldar. Hvad hid piodlega rgmi vard-
ar er dumdeilanlega sitthvad | verkunum sem hefur beina
skirskotun til tilvistarskilyrda hér uppi 4 nordurhjara, vit-
undar okkar og sjalfsimyndar. Margir samtimalistamenn

Motion can thereby be an integral part of the work as the
changeable viewpoint of the spectator. Some of the works
on show can even be likened to a stage that the spectator
enters. In other words, the meaning of the work is not
localized and not conditioned solely by its creator, but
rather assumes that the participant is a mobile element
that gives the work its direction and content. In this way,
the subjectivity of the spectator’s viewpoint goins growing
importance in the creative act whereby the work of art
comes into befng. Once either the work or the spectator
has become mabile, the relativity of the viewpaint is never
far away. Step by step, the spectator’s perception of the
sculpture changes, and also his perception of the entire
environment.

The spectator’s experience is undoubtedly one of the most
important additional dimensions in contemporary sculp-
ture, linked to a new type of vesthetic experience. Instead
of beauty being inherent in the properties of the objects
themselves, it is an experience, akin to a kind of journey
from which people ought not to return unchanged, as in
the formula: art = the effect of art. The philosopher
Bergson said in Le Rire that art helps us to come into
direct contact with ourselves; similarly, the creator of one
of the exhibited works talks of the spectator “meeting him-
self*. So it is always desirable to put the spectator off
track, and later if the work is effective to guide him back
to a new path. Sometimes even the size or scope of the
works goes a long way to creating the sought-after sensa-
tion of remoteness which some people associate with the
sublime. “Art is my little contribution towards opening up
dull minds and eyes,” said Jén Gunnar Amason of his work
in @n interview with the Norwegian newspaper Bergens
Tidende in 1987.

Artists occupy a special position

as individuals not as o group, no matter how “internation-
al® they may be in their methods and technigues.
Nonetheless, we can surely ask whether any common fea-
tures con be identified among the works at the exhibition,
something related to the spirit of the age or perhaps eth-
nic space?

Around the time that the Association of Reykjavik
Sculptors was founded, artists were quite intensely
analysing society in rivalry with the social sciences, with
the aim of clearing a path for art out of the closed oes-
thetic space and into “social realfty”. Today at least some
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eru uppteknir af menningarlequm bakgrunni okkar, hluti
af pvi ad gera upp fortidina, menningarlega og staulega,
er ginmitt ad stadsetja sig i fjolpjodlegu menningarsam-
félagi samtimans med sina islensku sérstidu i farteskinu.
i samraemi vid Gtpensiu myndlistarrymisins inn & nanast
oll svid mannlegs lifs s.l. &ratugi ma hins vegar fullyrda
ad fmynd pjddlegs rymis hefur mirg andlit i heimi mynd-
listarinnar. Eda hvad segja menn um pjbdstgur, stafla af
gomlum Moggum, lipinufre, saudahorn, ismola, (tskorna
wmuni®, fossa, raddir sem berast Or tréhval, @ttfraedi, is-
lenskan paradisargard sem tekur mid af parfum samtimans
og er bvi byggdur dr jarnbentri grind, verksmidjusteyptum
steinum, sandi og gler, ljoéd sem lesid er af bandi um
kvigu sem leidd er til bola | fyrsta sinn, myndband af kim,
svo tilgreind séu nokkur dami Gr fldru verka, Ad auki
matti nefna fijilmargt sem telst til inntaks verka efa
hinnar huglegu viddar, svo sem sérstiik tilvistarskilyrdi
listamanns og listar hér & landi. Oneitanlega er hér um all-
morg ,fyrirberi® ad rada sem tengjast veruleika islend-
ings, hvort sem lLitid er til menningarstigunnar eda ha-
teknibinadar samtimans. Raunar kallast tvennir timar og
tvennir menningarheimar oft & i verkunum, samanber
samskeytingu & .nattirulegu” barnagulli forfedranna og
nitimaglingri § formi nedrihluta barbibdks. EF horft er til
nattiry landsins sem langum hefur verid dberandi i mynd-
listarverkum pjodarinnar, pa skirskota verkin fremur til
abstrakt eiginda & bord vid ljos, vatn. is og orku, fjalla
fremur um nattiruifl en sértakt, nafngreint landslag.

Pad hefur sjalfsagt ekki

farid fram hja neinum ad margir erlendir samtimalista-
menn hafa & sidustu drum stigid skrefid & mun eindregn-
ari hatt en &dur § att il politiskrar afstédu. Parf ekki ann-
ad en ad horfa til nylegra alpjodlegra messa & bord vid
syningarnar § Feneyjum og Kassel, par sem vidfangsefni a
bord vid alpjédavaedingu, umhverfismal, samskipti vestur-
landa og pridja heimsins, malefni kvenna o.s.frv. voru of-
arlega & baugi. Hvad med okkar prividdarlist i pvi sam-
hengi, sér slikrar afstddu stad i verkunum & s¢ningunni?

i er til ad svara ad Bll list midlar dkvedinni afstddu til
mannsins, til samtima sins, tl umhverfisins og er pvi i
vidasta skilningi politisk, pott ekki sé hin flokkspélitisk.
Pad er heldur ekki langsott ad skoda greiningu & menning-
arlequm sérkennum okkar sem innlegg til ymissa méla er
brenna & heiminum i dag. Pad er po ljdst ad i verkunum
er ekki ad finna simu djdpu Grvaentinguna gagnvart hlut-
skipti mannsins og i verkum margra erlendra kollega. A
syningunni er m.a. ad finna flennistér fossa“portrett”.

3-0 art has evelved into o much more cryptic, arcane realm
which could perhaps be termed ingenuousness, personal
symbolism, nearness, voluptuousness, play. childhood, fan-
tasy, adventure. the creation of atmasphere and mood.
Mast warks are supposed to function on many planes of
meaning at once, art shall be subtle, not absolute and
final. When all is soid and done, it con perhaps be associ-
ated with the ever-resilient Icelandic lyricism which
appears to be fully valid ot the beginning of the new cen-
tury. As far as ethnic space is concerned, there is ungues-
tionably something in these works which alludes directly to
the conditions for existence up here in the high north, our
consciousness and identity. Many contemporary artists are
preoccupied with our cultural background; one part of com-
ing to terms with the past, culturolly end historicolly, is
indeed to locate oneself in the multicultural society of
today, equipped with o distinctive Icelondic position within
it. Given the way that the space of visual art has expanded
into almost all fields of human life over the past few
decades, however, the image of ethnic space can be soid
to have many faces in the art world. Or what should we
say about folktales, a pile of old newspapers, lupine seeds,
sheep’s homns, ice cubes, carved “objects”, waterfalls, voie-
es projected from a wooden whole, genealogy, an Icelondic
garden of Eden based on modem needs and therefore
[framed in with rebar, factory-cast stones, sand and glass, a
poem read from a band around a heifer being led off to a
bull for the first time, o video of cows, Barbie dolls, to
give just o few examples from the spectrum of these works,
Many other aspects of the content of works or their subjec-
tive dimension could be odded, such as the unigue condi-
tions for artists and art to exist in Icelond.

Undeniably many “phenomena® are

involved here which are linked with Icelandic reality, be it
in connection with cultural history or high tech. In foct,
different times and cultural worlds often engage in dia-
logue, as shown by the conjunction of “natural® gifts for
children from our forebears and modem ersatz in the form
af a bald Barbie doll in one work. Looking at nature, which
has [ong been a prominent feature in Icelandic visual ort,
these works tend to invoke abstract features/properties
such as light, water, ice and energy and describe the ele-
ments rather than a specific. named londscape. Of course
we have all seen that many contemporary artists in other
countries have been gravitating towards much firmer politi-
cal positions. We only need to look at recent international
events such as the Venice Bienniol and Kassel exhibition,
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Flestir @ttu ad kannast vid afstddu listakonunnar til um-
hverfismala, mbrgum sjalfsagt enn i fersku minni Eyja-
bakkagjdrningur hennar. En jafnvel pott hin opni okkur
syn inn i hvika nattdru fossins og jafnvel pott vid pekkj-
um afstédu hennar til virkjunarmala, pa er verkid umfram
allt lj6drent og opid. I samremi vid sambattingu gam-
alla myndlistarlegra pversagna | samtimanum, parf fagur-
fredi hins velunna verks greinilega ekki ad vera & kostn-
ad félagslegrar eda politiskrar skirskotunar verks.

Menn virdast hafa sameinast um pa hugmynd fyrir lengu
ad lifid sé Greida, listaverk byggi hins vegar & kerfi, i pvi
sé avallt rammi og rékhugsun. 1 samtimalist er viss til-
hneiging til ad gera fagurfredi Greidunnar hatt undir
hifdi, sjalfsagt er pad ad einhverju leyti arfleifd peirrar
vidleitni sjounda dratugarins ad afma mérk milli Llifs og
listar” og opna listina Ot i hversdagsrymid. 1 prividdartist
mé likja hinu opna rymi og opna tima .Greiduverka”vid
fijbgurra vidda alheim i stédugr penslu og an fasts kjarna.
Mirg verkanna & syningunni birta okkur fremur sméparta-
syn en yfirsyn & veruleikann, taka fyrir brot af veruleika-
skilningi okkar frekar en .pakkann allan® og gera pvi skil
& perstnulegan mata. Pannig sndast nokkur verkanna um
sterdarhlutfoll og stakkun/smakkun veruleikans a tikn-
ranan hatt, um sambandid milli flarveru (baedi i tima og
rimi) og nandar. Par sem veruleikinn er hvorki endanleg-
ur né fanganlegur eru verkin ekki nidurstodur, ekki loka-
skyrslur, ekki .stéll er stoll er stoll”. O

1 Hallgrimur Helgason,

2 Minnlspunktar Magndsar Sigurdarsonar med verkf,

3 Minnispunktar Valgerdar Godlawsgsdattur med verki,

& Minntspunktar Halldtrs Asgeirssonar med verid,

5 Listin er framlag mitt § smhum stil til ad opna tregan hug og sijéa sjen”

where topics such as globalisation, the environment,
Western relations with the Third World, women's fssues,
etc., had a very high profile. What about Icelandic three-
dimensional art in this respect, can such standpoints be
seen inn the works ot the exhibition?

The answer is that all art delivers a definite standpoint
towards man, towards contemporary times, towards the
environment, and s therefore political in the broadest
sense, although not party political. Nor is it for-fetched to
view the analysis of our cultural characteristics os a contri-
bution towards various world issues of the day. Yet it is
equally clear that these works do not enshrine the same
profound despair about the lot of man that can be found
in the works of many artists” foreign colleagues. Ome work
on exhibit is a gigantic waterfoll “portrait”. Most people
probably know the artist’s position on the environment,
and many will still remember her pefformance in protest at
plans to develop hydropower at Eyjobakkar. Yet even
though she opens a view for us into the mobile nature of
the waterfoll, and even though we know her position
towards the question of hydropower development, the work
is above all else lyrical and open. Given the way old ortis-
tic paradoxes have been integrated in modern times, the
oesthetics of o well wrought work of art clearly do not
have to be achieved at the expense of its social or political
ollusions.

A consensus seems to have been reached long ago that life
is choos but a work of art is based on o system and always
has a framework and logic. Contemporary art shows a cer-
tain tendency to highlight the gesthetics of chaos, which is
of course to some extent inherited fram efforts in the
1960s to abolish the boundary between “life and art” and
to open ort out into the realm of everyday space. In 3-0
art the open space and open time of “chootic works” can
be compared with the four-dimensional, ever-expanding
universe with no fixed core. Many of the works at this exhi-
bition show us o microcasm rather than on ovenview of
reality, they deal with fragments of an understanding of
reality rather than the “whole package® and render it in
personal terms. Thus severol works revolve around propor-
tions and the symbolic enlargement/reduction of reality,
the relationship between absence (both in time and spoce)
and closeness, Since reality is neither final nor copable of
being captured, the works are not findings, not “final
reports,” not “a chair is a chair is a chair, * to guote once
again from the aesthetics of the 1960s. O

1 Notes by Magmids Sigurdarson with his work
2 Nates by Volgerdur Gudlongsddttic with her work,
3 Notes by Holldde Asgeirsson with his wonk.
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Anna Eyjolfsdottir

Fyrir um bad bil 5000 drum er talid ad Simerar og Babyléniumenn hefji gerd lystigarda. Gardamnir nefndust Paradeisos a persnesku sem dtleggst & fslenshu
Linnan vegaja™. Islenski lystigardurinn tekur mid af ndtimanum; i stad steina nota &g verksmidjusteypt form, i stad trjda og bloma, sand, og i stad vatns
nota ég glerplétu. Jarmrammi er notadur til ad halda verkinu saman.

It is believed that the Sumerians and Babylonians started making ornamental gardens around 5000 years ago. The gardens were colled Paradeisos in Persian, |
which translates “within walls”. The Icelandic garden is modem, I use factory-moulded forms instead of rocks, sand instead of trees and flowers and replace
water with o slab of glass. An iron frame seals the work.

Paradeisos/Innan veggja/Within Walls, 2002
Gler, sandur, hellur, jarn/Glass, sand, paving stones, iron
staerd/size 250m’




Anna Eyjolfsdottir

Fyrir um pad bil 5000 arum er talid ad Samerar og Babyléniumenn hefji gerd lystigarda. Gardarnir nefndust Paradeisos & persnesku sem Gtleggst & islensku
Linnan veggja®, islenski lystigardurinn tekur mid af nitimanum; i stad steina nota ég verksmidjusteypt form, i stad trjda og bléma, sand, og  stad vatns
nota &g glerpltu. Jammammi er notadur til ad halda verkinu saman.

It is believed that the Sumerians and Babylonians started making ornomental gardens around 5000 years ago, The gardens were called Paradeisos in Persian,
which translates “within walls”. The Icelondic garden is modern, I use foctory-moulded forms instead of rocks, sand instead of trees and flowers and replace
water with a slab of glass, An iron frame seals the work,

Paradeisos/Innan veggja/Within Walls, 2002
Gler, sandur, hellur, jarn/Glass, sand, paving stones, iron
st@rd/size 250m’







Borghildur Oskarsdéttir

Mynstur i méduratt/Maternal Patterns, 2002
Ljgsmyndir og maladar MDF-plgtur/Photographs and painted MDF
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Finna Birna Steinsson

Dr. Gustav Jaeger (1832-1917) gerdi Gvenjulegar athuganir a lykt og lyktarskyni mannsins & lingum og umdeildum frdimannsferli. Pefiisi hundsins vard
kveikjan ad peirri sannfeeringu hans ad lyktarskynid hefdi einnig verid afgerandi pattur i lifi frummannsins og hefdi motad mannkynssdguna lingum sidan.

Fatnadur myndadi mikilvaega umgjird um kenningar Jaegers. Hann hafdi skémm a bémull og lini en velpaknun & ull og ullarklzdum. Helst skyldu menn
vera klzddir ull yst sem innst; jafnvel ramfitin attu ad vera dr ull.

Hwver einstaklingur hefur sina lykt (sem t.d. hundurinn pekkir alltaf). En pessi eintaklingslykt hefur sin tilbrigdi. Ef vidkomandi er | godu skapi og er friskur i
er lyktin god. Sé hann § vondu skapi, hreddur eda lasinn er lyktin vond. Gamall madur lyktar Gdruvisi en ungur, kona Gdruvisi en karl. Samt sem adur 3
hver fiilskylda sina lykt, hver @tt, attvisl, pjod eda kynpattur. Hugmyndir Jaegers um pad efni urdu honum tilefni margvislegra kenninga, m.a. um velpdk-
nun og vidhjod, st og hatur milli manna og ®ttbilka, pjoda og kynpatta.

Dv. Gustav Joeger (1832-1917) made unusual examinations of odour and the human sense of smell during his long and controversial career. The precise sense
of smell of dogs sparked in him the belief that smell had also been a decisive factor in the life of early man and that smell had shaped history through time.

Clothing was an important frame for Jaeger's theories. He detested cotton and linen but approved of wool and woollen clothing. In his opinion people should
wear wool inside and out, even the bed sheets should be made from wool. |

Each person has its individual smell (which a dog for instance can always recognise). But this individual smell has variations, If a person is in healthy and in'
high spirits, the smell is pleasant. If that person is however in a foul mood, scared or sick the smell is unpleasant. An old man smells differently to a young
man, a woman smells different than @ man. Yet every family has its distinctive odour, as does each clan, genus, nation and race. Jaeger had many theories
grounded on these ideas, i.0. to do with admiration and disgust, love and hate between people and tribes, nations and races.

Eq finn pad & lyktinni“/“I can just smell it", 2002
Innsetning/Installation






Finnbogi Pétursson

Circular Cubes, 2002
Rafbanadur, vidur, feedback, hijod/Electrical equipment, wood, feedback, sound







Gudjon Ketilsson

sys-tem (sis'tam), n. 1. kerfi, a. einingar

sem mynda heild fra ndttdrunnar hendi eda

af mannavdldum: a solar system, sélkerfi.

b, hvers kyns talnakerfi, einingakerfi o.p.u.1.:
the metric system, metrakerfid; the decimal
svstem, tugakerfid, d. fastmGud adferd,
skipuleg vinnubrogd: a system of classification,
flokkunarkerfi. e. lifferakerfi, 1iffieri sem eru
af svipadri gerd eda gegna sameiginlegu
hlutverki; likaminn  heild

A vegg: 2002, malningarafgangar
On the wall: paint residues

A golfi: 2002, Gtskorid tré
On the floor: carved wood (95x39x32 cm)







Halldor Asgeirsson |

Markid endurspeglar styrk okkar oqg veikleika, skotid opinberar innri mann, Stundum hittum vid i markid en hittum ekki okkar innri mann. Stundum
hittum vid ekki | markid en hittum 1 stadinn fyrir okkur sjalf.

The goal reflects our strengths and weaknesses, the shot reveals our inner self. Sometimes we shoot and score but miss our inner self. Sometimes we miss the
goal but reach ourselves instead.

«spegar orin flygur...”*

“..when the arrow flies...", 2002

Orvar, skotmirk, frystibord, 1jos,

dimmer, plexigler, is, myndband

arrows, targets, freezing table, lights, dimmer,
Perspex, ice, videotape

*Thor Vilhjdlmssan
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Hannes Larusson

Tungumal listarinnar felst ekki adeins i inntaki listaverks, heldur einnig i formi pess og efnividi, par med teljast hugmyndir sem varda litafredi og Ghlut-
bundin form, tzkni og listrena femi, ¥id erum enn umleikin godsdgnum um edli tistar, ekki adeins aldagamalli trd & personuimynd listamanns og bjddaran-
da, heldur einnig godstgnum médemismans um grunnliti, frumform, innr naudsyn, hrein tengsl svo dami séu nefnd. Hugttk eins og .frumlzgur’,
Lupprunalegur”, .innr®, b.e. sem allt annad hvilir 4, sem ekki verdur skynjad en er hvarvetna gefid 1 skyn med ytri dsynd og birtingarhatti, slik hugtdk
hafa verid sérstaklega virk vid ad skapa leyndarhjap um list. Pau hafa gert listina drda, jafnvel dskiljanlega nema faeinum GtvGldum. Pannig geta vissar
imyndir og formmyndir i stadbundnu samhengi Gdlast einkennilega yfirdrifna pydingu, bolgna merkingu ef menn taka ad setja paer i naid samband vid andle-
gan innri heim persénu eda pjbdar.

Gunnar J. Arnason

The language of art consists ot only of the content of the work, but also of its material and form; including the ideas of colour theory and abstract [forms,
technique and artistic facility. We are still surrounded by artistic myths, not anly those age old beliefs in the artistic persona and in the national spirit, but
also myths of modemism, such as the primary colours, elementary forms, inner necessity, pure relations. The “primary”, “fundamenta * “inner” i.e. that in
which all else rests. which cannat be perceived, but is everywhere intimated in outward appearance, have been particulorly potent notions of mystification,
They have made art inscrutable and even esoteric. Within the local context, certain images and figures can take on a curiously inflated significance, if they
become perceived as intimately related to the spiritual inner world of a person or a nation.

Gunnar J. Amason

Climaxes, 1994 - 2002

Pappi, vidur, tau/Paper, wood, cloth

strd breytileg (hér, aélf 80m2)/size varies
{here, floor BOm2)







Katrin Sigurdardottir

12. Gangstéttin er jafn breid og gatan sjalf, i réttu hlutfalli vid hahysin j6 i kring. Hvitar hellur, med skugga-doppum fra ginko trjdnum med req
millibili.

Nidri & horni er litil stilka ad leika sér hja difunum. Vegna fjarlzgdarinnar mast 6ll smaatridi Gt og ahorfandinn feer takiferi til ad skalda inn i eyd
Stiilkan getur heitid hvad sem er, komid frd hvada fjblskyldu sem er og lif hennar getur verid hvernig sem er. Ef stilkan stzdi nzr ahorfandanum, en
samt jafn dskyr, smaatridin § Gtliti hennar vaeru jafn Gtmad, mundi dhorfandi skalda a sama hatt?

15. Augunum er sama um stzrd og skala. Likaminn leitar eflaust eftir stzerd | samhengi vid sjalfan sig, en augun gera pad ekki. Pau leita adeins ad smaa-
tridunum i hlutnum og fokusnum § myndinni.

18. Eftir pvi sem upplifanir fjarlzgjast | tima, pé tynast eda breytast smaatridin. Eftir pvi sem atburdi er Lyst oftar, peim mun frjalsari verdur frasagnin,
Litill kubbur i l6fa manns er eins og farlegt augnablik i haldi mannshugans.

Urdrattur dr texta an titils - 2001

12, The sidewalk is as wide as the street, proportionate to the seven highrise tenements in view. White pavement,
spotted with the shodows of the ginko trees at regular intervals,

All the way down at the other end of the block a small girl plays with the pigeans. Because of the distance, all detail
is washed off. giving the observer the opportunity to manipulate the scene. Giving the girl any name in the world,
any family, any kind of life. If the girl was right next to the observer and still as void of detoil, would the observer
make fiction in just the same way?

15. To the eyes, size and scale don 't really matter. The body might search for size, relative to itself, but the eye does
not. It only searches for the detail of the object and the focus of the image.

18. As experiences get further in time, their detail disappears or transforms. The more often a scene is described, the
more frivolous the description. A tiny block maneuvered by a human hand s like a distant moment, captured by
human cognition.

Excerpts from untitled text — 2001

An titils/Untitled, 2002
Myndband Video






Magnds Palsson

YXN, 2002
Hljod- og myndbandsverk/Audio- and video work






Magniis Sigurdarson

*This will kill that...The book will kill architecture®

Victor Hugo

This morning I saw that Magnus had meticulously transformed an entire Sunday edition of Morgunbladid into a vast array of buildings. In their diso
manner, the towers captured something of the infinite dis-arrangement characteristic of cities. His instinctive habits had systematically refused the grame
matical rigor of text and opted instead for a material city composing randomness, the weight of dried ink, blank paper, water and air. And T wondered

myself,
"Magnus is obviously an alchemist, but can he read?”

John Lin

An titils /Untitled, 2002
Dagblad, fre, vatn / Newspapers, seeds, water
stzerd/size 320x2B0x280 cm






0L6f Nordal

Hornklof/Horny, 2002
Télvuprent og myndband/Digital print and video
sterd/size 4802370 cm







Ragnhildur Stefansdoéttir

Heimurinn sem hugarsmid min/The World as My Idea, 2002
Gifs,/Plaster






Tileinkun/Dedication, 2002
Til Sigridar i Brattholti/To Sigridur in Brattholt

Ligsmyndataekni, plexigler/Photograph on plexiboard
stard/size 340x340 cm






Valgerdur Gudlaugsdottir

Pad er langt sidan pessi skepna fér ad synda um i huga mér, Eg hef verid ad hugsa um bibliustguna um Jénas i hvalnum og um gamlar sdgur sem segja
ad sjomenn hafi oft haldid ad hvalbdk sem stodu upp Or sjonum varu eyjar. Pad skiptir mig miklu mali ad hvalurinn er gerdur dr efni sem ber med sér
handverk. Mér finnst pad gefa verkinu pann punga sem pad parinast. EF ég hefdi unnid hann Or plasti hefdi &g audveldlega getad haft hann likari frum-
myndinni eda alviru hval en pad hefdi ekki ordid pad sem ég vil nd fram. Mig langar til ad filk komi upp ad honum og vilji strjika honum.

A long time has passed since this creature started swimming about in my mind. I have been thinking of the story from the Bible of Jonah in the whale and
of old tales that tell how sailors aften mistook the backs of whales in the ocean for islands. It is important to me that the whale is made from materiol that
suggests craftsmanship, I think that it bestows upon it the necessary weight. If I had crafted it from plastic I could have mode it more true to the origingl or
a real life whale but that would not have shown what I want to express. I want people to walk up to it and to want to stroke it,

Made in Iceland, 2002
Krossvidur, motatimbur, hljéd/Plywood, timber, sound
steerd/size 110x310x630 cm







1986-1088
1988-1001

1991-1503

1998

1908

2001

2000

2000

2001-2002

2002

2002

Anna Eyjolfsdottir

Fadd | Reykjavik 1948
Barn in 1948 in Reykjavik, lceland

Nam/Education

Myndlistaskilinn | Reykjavik/Reykjavik College of A, Teeland,
Myndlista- og handidasktll lslandsThe lcelandic Coltege of Art and
Craft, Reykjavik, Iceland

Kunstakademie Dilsseldorf, Disseldorf, Piskalandi/Germany,

Einkasyningar frad 1998 /Private exhibitions since 1908

Galleri Krebsen, Kaupmannahifn, Danmarku/Copenhagen, Denmark.
My faitin keizarans, Nytistasafmid, Reykjavik The Living Art Museum,
Reyliavik, Iceland.

Gert/Ogert. Listasafn ASIE, Reyidavik/AS] Art Museum, Reykjavik, Iceland

Helstu samsyningar fré 1998/ Selected joint exhibitions since 1998
Strondlengian 2000. Utisyming Myndhbggvarafélagsing §

Reykjavik /Tutdoars exhibition of the Sculptors’ Association in Reylgavik.
Tceland,

Teigt | tré, Listasafn Arnesinga, Selfoss/The Amesinga Art Museom,
Selfoss, Iceland.

Ferdafuda - farandsyning um lsland /circulating exhibition anound
Iceland,

Faces - Gesichtér 100 Portraity. Heidelberger Schloss, Heldelberg,
yshkaland] fbermany.

Camp Homaffdrdar. Homafjoror, Iceland,
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Borghildur Oskarsdéttir

Fadd i Reykjavik 1942
Born in 1942 in Reykjavik, lceland.

1998

1599

2000

2001-2002

Nim/Education
Edintuirgh College of Art, Edinborg, Skotlandl/Edinburgh, Scotland.

Myndlista-og handidaskib fslands/The Tcelandic College of Art and Craft,
Reyijavik, lceland.

Einkasyningar frd 1998/Private exhibitions since 1998
Torg og tamir kassor. Listasafn ASE, Reykjavii/AS] Ark Museum, Reykjavik,
Teeland.

Helstu samsyningar fri 1998/ Selected joint exhibitions since 1998
Strandiengjon. Utisgning Myndhdggvarafélagsing | Reykjavik/Dutdoors
exhibition of the Sculptors’ Association in Reykdavik, Ioeland.

Lond. Listazafn Amesinga, Selfoss/The Amesinga Art Museum, Selfoss,
Teeland,

Landlist vid Roudovatn. Reykjavik/by Raudavatn lake in Reykjavik,
Teeland.

Ferdafida - farandsiming um Island/circulating exhibition arund
Teeland,
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1983-1984
1084-1985

1985-1980

1985-1902

1998

1998
1998

2000

2001-2002

Finna Birna Steinsson

Fadd | Kaupmannahtfn 1958
Born in 1958 in Copenhagen, Denmark,

Mim/Education

Myndlistamdm | Winnipeq, Kanada/Art study in Winnipeg, Canada.
Myndlistaskdlinn | Reyijavik, Myndmétun/Reykjavik College of Art,
Sculpture,

Myndlista- o handidaskali Tslands/The Ieelandic College of Arts and
Craft, Reykjavik, Iceland.

Aademie der Bildenden Kiinste, Minchen, Pyskalandi /Germamy,
Adalkennarar/Principal teachers: Eduardo Paolozzi & James Reineking,

Einkasgmingar fri 1998/Private exhibitions since 1998

Langt frd aikingi, Ferdafélag fslands, Reykjavik/The Icelandic Touring
Association, Reykjavik, lceland,

Kook 00 Bankastrieti 0. Reykjavik/Reykiavik, Iceland.

Helstu samsyningar frd 1998/Selected joint exhibitions since 1998
Eins og vengoblak, PingeyriThingeyr, Icefand,

Strandiengion, dtisyning Myndhdggvarafélagsing | Reykjavik/Dutdoars
exhibition of the Sculptors’ Association in Reykjavik, Iceland,
Dygodirnar £8 ad fornu og nyju. Kristnih&tid & Pingeallom og
Akureyri/TheChristiznization Celebration in Thingvellir and Akureyr,
leeland,

Ferdafudo - farandsyning um [sland fcirculation exhibrtion around
lceland,

52



1979 - 1983

1983 - 1985

1999
2001

2002
2002

1998
1999
1999
1999
1949
2000
2001
2001
2002

Finnbogi Pétursson

Faddur | Reykjavik 1959
Born in 1959 in Reykjavik, Iceland.

Mam/Education

Myndlista og handidaskeli [stands;The Icelandic College of At and Crafe
Reyicjavik, loeland,

Jan ¥an Eyck Akademie, Holland.

Einkasyningar frd 1998/Private exhibitions since 1998

18, Reykiavik, Reykjavik, Iceland.

Feneyjatvizringurinn, Feneyjum, ftaliufla Biennale di Venera, Venice,
Italy.

Listasafn Islands/National Gallery of lceland.

Giteborg Epnstmusem, Gautaborg, Svipjdd Gothenbung, Sweden.,

Helstu samsyningar frd 1998/ Selected joint exhibitions since 1998
Muséum d Art Moderme de la ville de Parts, Frakklandi/France,

Galerie Michasl Sturm, Stuttgart, PyskalandiGermany.

Galerie Schijppenbauer, Kaln, Pyskalandi/Germany,

Galerie Artek, Helsinkl, FinnlandiFinland,

Centre Régional d"Amt. Séte, Frakkiandi/France,

Listasafn lslands/National Gallery of lealand,

Corcoran Gallery of Art, Washington DL U5GA,

Sculptune Center, New Yok, USA.

Roda 5ten, Gautaborg/Gothenburg, Sweden,

Goteborg Blennale, Gallery 54, Gautaborg, S«idpjbd, Gothenbum, Sweden
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1574-1974

1579-1980

1999

2000

1998

2000

2000

2001

2001
2001

Gudjon Ketilsson

Faddur i Reykjavik 1956
Born in 1956 in Reykjavik, lceland.

Nim/Education

Myndlista- og handidaskbll slands/The Ieelandic College of Art and
Craft, ka].ﬂ.‘lh. Feeland,

Nova Scotia College of Art and Design - NSCAD Nova Scotis,
Kanada,Canada.

Einkasyningar frd 1998,/ Private exhibitions since 1998
Pakkhisid, Hafm, Hormafirdi/Homafjdcdur, Jceland.
Brot. Listasafn ASL. Reyljavik/ASE Art Museum, Reykjavik, Tcetand.

Helstu samsyningar fri 1998 /Selected joint exhibitions since 1958
Myilistosafoid 20 dro, Nlistasafnid, Reykjavik/The Living At Museum,
Reykjanvik, leeland,

Strondlengran 2000, dtissming Myndhbggvarafiélagsing |
Reyldanil/Dutdoors exhibition of the Sculptors’ Association in Reyldavik,
Icetand.

Tolgt | trd. Listasafn Arnesinga, Selfoss!The Amesinga Art Museum,
Selfoss, Iceland.

Mymdiysimgar § libenskum barmobdkom, Grifarhos - Borgarbdkasafn
Reykjavikur/Reykjavik City Library, Icedand.

Scutpture by the sea, Tatmania, ju'_,{rql'i.;_,l’lus.trﬂlm

Scutptive by the seo. Bondi, Sidney, Astralia/Australia.



Halldér Asgeirsson

Faddur i Reykjavik 1956
Born in 1956 in Reykjavik, lceland.

1977-1580

1983-1586

1958

1999

2000

2000

2001

2002

1998

1999
2000

2000

2001
2001

2001

2002

Nim/Education

Partsarhiskdl VITL Parls, Frakklandi. Myndiistardeild/Pars University
VIIL, Paris, France. Art Department.

Parizarhiskodi VIIL, Paris, Frakklandi, Myndiistardeild /Parls Unbversity
WIII, Paris, France. Art Departmant,

Einkasymingar fri 1998/Private exhibitions since 1998

Myndiist, tdnfist. Kjarvalsstadin/Reykjavik Art Museum, Reykjavik, Iceland,
Asamt Snoma Sigfisi Bingissyni thrskildi/With composer Snorr Sighis
Bingisson.

Blichsenhaasen Ausstellungsraum, Innsbrlck, Austurriki/Austria.
Agamt,/With Paul Armand Gette.

-0 od bdtur beri vatn od londi®, Lpbsaklif - Lightcliff . Hafnarfjdndur,
leedand.

The Acute Angle Gallery, London, England.

Seurrienl Mekly og Fuji. Hikawa Shrine, Omiya, Japan.

Kyoto Art Cenber, Kyoto, Japan,

Helstu samsyningar frd 1998/Selected joint exhibitions since 1998
Den Gyldae Choviottenborg. Kaupmannahdfn, DanmBrku/Copenhagen,
Denmark.

Grarfik § mynd, Kjarvalsstadir/Meyijavik Art Museum, Reykjavik, [cedand.
Dyggdimar 56 od formy og mifu. Kristnihitid § Pingwillum The
Christanization Celebration in Thingvedlir, Iceland,

Evrdpudraugurinn, The House of the 9 cities, Evrdpubandalagid -
héfubstbdvar, Brussal, Belgia/EU Headquarters, Bruxelles, Belgium.
Icelond Japoen Comtemparany Art Exhibution, 0 Art Museum Tokyo, Japan.
Stefnumdl Heklu og Vestviusar., Milano Europe 2000. Triennale of Milan,
Miland, Italia/Milan Ttaly.

Mordick rarelse - 14 pondiske kunstnere. Athus Kunsthygning,
DanmiirkDenmark.

Isiensk myndlist 1980-2000, Listasafn lslands/ Mational Gallery of
[celand.
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Hannes Larusson

Faddur 1955 i Reykjavik
Born in 1955 in Reykjavik, lceland.

1975-1977

1977-1579
1982-1083
1984-10846
1986~ 1983

1996- 1998

1938
1998
1955
1999

2001
2001

2002

1998

1999,/2000

2000

2000
2000

20002001

Nim/Education

Myndifsta-og handidaskoli Tslands The Teelandic College of Art and Craft,
Reykiavik, [reland

Vancouver School of Art, Yancowver, Kanada/Tanada,

The Whitney Miseum Independent Study Program, New York, USA.
Hiskali Islands. BA. | HeimspekiUniversity of Tesland, B.A. in
Philosophy,

Nova Scotla College of Art and Design - NSCAD, M_F.A., Nova Scotia,
Kanada, /Canada

Kenmarahdskil] [slands/Teeland Unbversity of Education, Reykjavik,
Iceland. Kennsluréttindi/Teaching rights.

Einkasyningar fri 1998/Private exhibitions since 1998

Solesmen. Gallerd Sarvars Karls, Revijavik/Gallery Savar Karl, Reyijovik,
Iceland.

Sfdmping Homnesar Lonmssonor, Gerduberg, Revkjavik/Reykjavik, leeland,
Safnasafnid, Svalbardsstriind, leeland.

we-we Galerie fir Landschaftskunst, Hambarg, Pyskalandi/Mamburg,
Germany.

Vidorofrar. Epal. Reyijanik Reyijavik, Toeland.

Vafuriogd, Galerie fir Landschaftskurst, Hamborg, PyskalandiHamburg,
Germanmy,

His | hds/Door to door, Listasafn Reykjaviloor/Reykjavik Art Museum,
Iceland.

Helstu samsyningar fri 1998/ 5elected joint exhibitions since 1998
Vesiows oy Nord - Nuit blonches. Mused dart Modeme de Lo Ville de Parks,
Frakklandi France.

Alolomdt, Galleri Sarvass Karls, Reyijavik/Gallery Sevar Karl, Reyikjadk,
Iceland.

Dygrpdirmar 5768 od formu og mifu. Kristnihatid & Mingvbilim og Listasafn
Akureyrar/TheChristianization Celebration in Thingwellir and Alureyri,
Ioeland,

HausSchau Delkchtorhallen, Hambaong, PyskalandiHamburg, Garmany,
Strvdllimigian 2000, dtisining Myndhbogvarafélagsing |
Reykjavik/Dutdoors exhibition of the Sculpton' Assoclation in Reyijawik,
Ieeland,

U safmefgminni. Listasafn Istands/Mational Gallery of Teeland.
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Katrin Sigurdardottir

Fadd 1967 i Reykjavik
Born in 1967 in Reykjavik, lceland.

Hém,/Education

1986-1988 | Myndiista-og handidaskoll [slands The Icelandic Coltege of Art and Craft
Reykjanik, lceland

1990 San Franchico Art Institute, B.F.A., S5an Fram
1995 Mason Gross School of the Arts, M.EA., Rulgers Uniwersity, LS4,

sca, LISA

Einkasyningar frd 1998/Private exhibitions since 1958

1998 | Fyriemyng/Medel. Listasafm ASL Reykjawvik/AST At Museum, Reykjavik;
[cedand

2000 | Vegfg)ir. Kjarvalsstadin/Reyigavik Art Museum, Iceland.

2001 ¥ Galleri Saevars Karls, Revkjavik/Gallery Savar Karl, Reykjavik, loeland

Helstu samsyningar fri 1998,/ Selected joint exhibitions since 1998

1998
1999-2000 i Listasafn Isls I Gallery of Iceland
1999 - Erwers - Something. Kunstverein Hannover

aland| AGarmany,

2000 | Inventing Iceland, Galerie Articule, Montreal, Kanada/Canada

2000 En dehovs des carted - U dr konfing. Centre Réghonal d'Art Contempomin
Séte, Frakklandi/France

2000 | Pork, Momentum = Noncic festival of Contemporany Art, Mois,

2000 . Globe - Dvergaden, Ksupmannahifn,
Danméirku, 'L n, Denmatk,
2001 Andspanis g Notone, Icelandic Art of the 20th
ery of Art. Washington D.C., USA
2002 L Mew York, LISA
2002 Gale Gates ot al., New York, USA,
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1949-1951
1953-1954

1955-1956

1999
1999
1959
000

2001
2002
1998
1998
1998
1998

1998
1998

1998

Magniis Palsson

Faeddur 3 Eskifirdi 1929
Born in 1929 in Eskifjgrdur, Iceland.

Nim/Education

The Crescent Theatre School of Design, Birmingham, England,

Handida- oy myndistasklinn, Reykjavik/Tcelandic College of Art and
Craft, Beykjavik, Tceland.

Akademia fir angewandte Kunst, Vin, AusturrikiVienna, Austria.

Einkasyningar frd 1998/Private exhibitions since 1998

Safnasafnid, Svalbardsstrind, Teeland.

Galled Plis, Akureyrl, Joeland.

Galleri Ingdlfsstraeti B, Reyiavik Reyidavik, leeland,

Prigaldur Purovamn, Listasafn  Reyidavikur = Hafnarhis/Reykjavik Art
Museum, Tceland.

Seeds of Aspidistro. Polypoetry Festival, Maastricht, Holland.

Streng. Listasafn Kbpavogs - Gardasafn/Kopavogur Art Museum, Tceland.

Helstu samsyningar fri 1998/5elected joint exhibitions since 1998
Strandiengian, (tisyning Myndhaggvarafélagsing | Reyksavik/Outdoor exhi-
bithon of the Sculptors' Associstion in Reyikjavik, Iceland,

LNM Gallery, Oslo, Naregi/Norway,

Ird Video Sound Poetry Festivel. Bologna, Italia/ltaly.

The Hunting of the Snovk. Rylistasafnid/The Living Art Museum, Reykjavik,
Teeland,

-30/80+. Kjarvalsstadir/ Reyijavik Art Musewm, Jceland.

Lo Cosclenzg Lucciconte. Myndbandasyming/Video exhibition at Palarzo
Della Esposizioni, RAm, taliu/Rome, Ttaly.

fone, 1st Performance Festival Bemn, Schlachthaps Theater, Bern,
SvissSwitzerland.

Elvideoylopoesio - Lapoesigyeliden. Centro de Cultura Contemporanea de
Barcelona, SpinnSpain.

Ad fuda sde rengiadis. 1006, Reyidavik/ [dnd Theatre in Reykjavik, Ioeland.
Swmorgining/Summer Exhibition. Royal Academy of Arts, Londan,
England,



Magniis Sigurdarson

Faddur 1966 i Reykjavik
Born 1966 in Reykjavik, Iceland.

1987-12E8

1988-1952

1994-1957

1998

1999
2001
2001
2002

1998
1908
1558
1999

2000
2000
2000
2000

2001

2002

Nim/Education

Dipléma | endurreisnar tefkningu og milun fré Studie Cecil and Graves,
Flisrans, [taliu/Diploma in Renaissance drawing and painting from Studio
Cecil and Graves in Florence, [taly,

Myndlista-og handidaskéli Islands/The Tcelandic College of Art and Craft,
Reyldavik, Toeland,

Mazon Gross School of the Arts, Rutgers University. Hew Brumswick, Mew
Jersey USA. M.FA.

Einkasyningar frd 1998/Private exhibitions since 1998
Listemenn d barmi einfvers, Nlistasafnid /The Living Art Museum,
Reyijavik, Tceland

Kigeshik Fello, Gallerl Gangur, Reykjavik Reykjavik, Tceland.
Listomadurion d horming. Reykjaik Reylgavik, Ieeland.

Innsetrtngin Stommuoy, Gallerd Hiemmur, Reykjndk, Reykjadk, Toeland,
Innsetningin Soghd. Galleri Hiemmur, Reykjavik, Reyijavik, Ioeland.

Helstu samsyningar frd 1998/5elected joint exhibitions since 1998
Thee igloa has keaded, Galleri Villa Minimo, Hannover, Pysialandi/Germany,
Riesenatk-hoitker, OF¥unstraum, Franfubrt am Main, Pyukalandi Germany,
St til Stddvar, Nylistasafmid/The Living Art Museum, Reyidavik, Tceeland.
Teelondic bone in o Swedith Sock. Galleri 54, Gautabany,/'Gothenburg,
Sweden.

Reglubundin List. Gula hising, Reykjavik/Reykjavik, [celand.

Inventing Iredond. Galleri articule. Montreal, Kanada/Canada.

Ligsohdtid | Helsink club Lux. Helsinkd, Finnkandi/Finlind. Menningarborg
Evrdpu 2000/European City of Culture 2000,

Lidshdtidin Lidsin | Nordr, Reyijavik, Reykiavik, Tceland. Menmingarbarg
Evrtipu 2000/ European City of Culture 2000,

Transtight 2000, Fallilstahdtidin Pblyphony, Nytistasafnid /The Living Art
Museum, Reyigavik, Toeland,

Altir 1 Betang. Nylistasafnid/The Living Art Museum, Reykjavik, Iceland.




0l6f Nordal

Fadd 1961 | Kaupmannahifn, Danmirku
Bomn in 1961 in Copenhagen, Denmark.

1981-1985

1989-1991
1991-1993

1958

1599

2001

1998

1998

1998

1995-2000

2000

2000

2001-2002

2002
2002

Nim/Education

Myndlista-og handidaskali [slands/The Icelandic College of Art and Craft.
Reyijavik, Ieeland.

Cranbrock Academy of Art. Bioomfield Hilts, Michigan, LUSA, M.EA.

Yale Unlversity, New Haven, Connecticut, USA. M.FA.

Einkasyningar frd 1998/ Private exhibitions since 1908

Corpus Durleils, Galleri 18 Reyljavik/Reykiavik, leeland,

nordAL", Listasafn Kbpavegs - Gerdarsafn/Mopavogur Art Museum,
Ieeland.

Ropi / Barp. Nilistasafnid/The Living Art Museum, Reyijavik, Iceland,
Gl / Godd. Gallerd Hlemmur, Reylgavik/Reykjavik, leeland,

Helsty samsgningar frd 1998/Selected joint exhibitions since 1958
Fidgd og fagur skimn, Rylistasafnid,/The Living Art Museam, Reykjavik,
leedand.

Stikiod § strowmmurm, Kjarvalsstadin/Reykjavik Art Museum, Reykjavik,
Iceland.

Strondiengion, atisyning Myndhiggearafélagsing | Reykjavik/Outdoors
exhibition of the Sculptors’ Association in Reykjavik, loeland,

Vid aldomde, Listasafn fstapds/Notional Gallery of Teeland, Reylejavik,
Iceland.

Dygodimar 56 od forne og mify. Stekkjarghl, Krstnihitio &

Fingwiilum Christianization Celebration in Thingvellis, lceland.

Myndir & syningl - heimur uppfl og midr, Hafnarhds Reyigavik At
Museam, Iceland.

Ferdafuda, famndsyning um lsland/circulation exhibition around Tceland,
Petta vl ég 5jd. Gerdubery, Reykjavik/Reykjavik, lceland,

List med Lyst = yndt fyriv augod og bordid. Morrmena hisid/Nordic House,
Reyigavik, Iceland,

60



1977-1%81

1981
1985-1967

1908
1998
1509

2001
2002

1998

1558
1998

1558
1968
1995,/2000

2000

2000
2000
2000
2000/2001

2001-2002
2002

Ragnhildur Stefansdottir

Fadd | Reykjavik 1958
Born in 1958 in Reykjavik, Iceland.

Nim[Education

Myndlista-oq handidaskill IstandsThe Ieelandic College of Art and Craft,
Reykjavik, Tceland.

Minneapolis College of Art and Design. Minneapolis, USA.
Carnegie-Mellon University, Ponngylvania, USA, M.F.A,

Einkasyningar fri 1998/Private exhibitions since 1998
Eymundsson, Reyijavik/Reyijavik, loeland,

Galleri Sarvars Karls, Reykjavik/Gallery Saevar Karl, Reyljavik, Tceland.
Listasaln Reykiavikur - Asmundarsafn/Reykiavik Art Museum, Reyidavik,
Teeland.

Slunkarikd, Isafjdrdor, Iceland.

s mmiirk, Listasafn Kbpavogs = Gerdarsafn, Kopavogur/Kopavagur Art
Museum, lceland,

Helstu samsyningar fré 1998/ Selected joint exhibitions since 1998
Flagd og fogur skinn, Nyllstasafnid og Listasafnid Akureyri/The Living Art
Museum and the Akureyri Art Museum, Iceland,

Mausar. Dekglan, Akureyrl, Tcedand.

tist frd felondi - feland er st Betkow. Orkuveitan | Bergisch Gladbach;
Kln/Cologne. Pyukalandi fGermany.

Nytistosafmid 20 dro, Njlistasafnid/The Living Art Museum, Reykjavik.
Tewland,

Strondlengian, Otisgning Mymihiggvarafélagsing i Reykjavik,/Outdoors
eihibition of the Sculptors’ Association in Reyijavik, Toeland,

Aldamdt, Galleri S2vars Karls, Reykjavik/Gallery Savar Karl, Revkjavik,
Teelard,

ypgdimor 5 od formu og myju. Eristnihdtid a Pingvillum og Listasafn
Abureyras /Christianization Celebration in Thingwellir and Akureyri,
Tceland,

Logti 2000/ 0rgasm 2000, Listasafnid & Akupeyri/Akareyrl Art Museam,
Teelamd.

Myndiy d syringy - heimur uppil og nidel. Hafnarhis/Reykiavik Art
Museum, Iceland,

Oflsud islonsk (f5. Gallerf Savars Karls, Reykjavik/Gallery Smvar Karl,
Reykjavik, Teefand.

thr safmeigninni, Listasafn IslandsNatianal Gallery of Teeland, Reykjavik.
Iceland.

Ferdafuda, farandsyning um Estand feirculation exhibition around Tceland.
Adfing 1098 - 2001, Listasafn Reykjavikur - Mafnarhis Reyigavik Art
Mugsum, [celand,



Rari

Fadd | Reykjavik 1951
Born in 1951 in Reykjavik, lceland.

1971-1974

1976-1978

1958
1959
2000

19498

1908
1558

1959

1959

2000

2000

2001

2001

Nim/Education

Myndtista- og handidaskili lslands,The Icelandic College of Art and
Craft, Reykjavik, Iceland,

De ¥rij Acodemie Psychopolis, den Haag, Holland,

Einkasymingar fri 1998 /Private exhibitions since 1998

PARADIS? - Hvenazr? Kjarvalstadic/Reykjadk Art Miseum, Teeland.
Pann dog mun dg... Galleri Ahaldahds, Vestmannaeyjar, Tceland,

Timens rds, Ketilhidsinu, Akuneyr, Tceland.

Hringue/helgua. Sgning 1 Skradi & Faskridsfindi, Hellisey |
Vestmannaeyjum, Flatey & Breidafirdi og Grimsey,/Exhibition in Skrider in
Faskridsfjardur, Hellisey in Vestmannasyjar, Flatey in Brobdafibrdur and
Grimey, Iceland.

Glerregn, Listasafn slands/MNational Gallery of Ieeland, Reyijadk,
Icedand.

Uintversal thouhgts. Chinese Evropean Art Center, Xiamen, ina/China,
Passoge of time. Chinese European Art Center, Xiamen, Kina/Thina.
Passage of time -II, Galleria Becker, Jyviskyld, Finnlandi/Finland,

Helstu samsyningar frd 1998/5elected joint exhibitions since 1998
Isidndische Pasitionen Der Gegenwart, Peter Lindner Gallery, Win,
Austurriki/Vienna, Austria.

Chicogo Art Fair 1999, Chicago, USA.

Strandlengfan, dtisyning Myndhiggvarafélagsing | Reykjavik/Qutdoors
exhibition of the Sculptors’ Associstionin Reykjavik, Iceland.
Stockholm Arf Fair 1999 - Central Exhitiition. Stokkhélmur,

Svibjbd Stockholm, Sweden,

Eyjobakkagiérmingur. Eyjabikkum nordan Vatnajikuls Mappening in
Eyjabaickar north of Vatnajdkull Glacier, Icatand.

Dyggdimar 18 od formu og mifl. Stekigargid, Pingvilium og Listasafn
Akureyrar/Christianization Celsebration in Thingvellir and in Akuneyr,
leeland,

Somrader vid safneign. Nylistasafnid/The Living Art Museum, Reykjavik,
Teeland.

Socha A Objeit VI, Bratislava - Staré Mesto, Bratislava,
Sliveanin/Slovenia.

Gamingavika. Nylistasafnbd, Reyijavil/Living Art Museum, Reyigavik,
Teeland,

Ofurtvdirf, Nylistasafnid, Reyijaik/Living Art Miseum, Reyigaik,
Teeland.

B2



Valgerdur Gudlaugsdottir

Fad 1970 i Reykjavik
Born 1970 in Reykjavik, lceland.

1990-1994

1996-1987

1958
1999

2000
2001

1998

1598
200

Nim/Education

Myndiista- og handidaskili Iddands The Icelandic College of Art and
Handbkcraft.

Academy of Fine Arl, Helsinki, Finnlandi/Fnland.

Einkasyningar fri 1998/Private exhibitions since 1958
Mddgardur. Mokka, Reyijavik/Reykjavik, Tceland,
Hugardstand, Galleri Hlemmar, Reykjavik Reyigavik, Iceland,
Ferdalog fivtomonns... Safnasafnid, Toeland,

Stafnmynd. Galler) Hiemmur, Reykjavik/Reykjavik, leeland.

Helstu samsyningar fré 1998/ 5Selected joint exhibitions since 1998
Fifigd og fdgur shkinn, Nytistasafnid/The Living Art Musedam, Reykjavik,
Tceland,

30760+, KjarvalstadirReyijavik Art Museum, loeland.

Teigt | tré. Listasaln Arnesinga, Selfossi/The Amesinga Art Museum,
Salfnss, Iceland. 2001 Skifptir vid Silfurtdn, Gardabeer, Ioeland,
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