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Inngangur

vidfangefni Hannesar Larussonar i listinni eru um
margt sérstok. Hann hefur i gegnum darin fjallad
um samhengi samtimalistar og pjodlegs menn-
ingararfs, hlutverk og stodu listamannsins i pjod-
félaginu, tengsl handverks og hugmyndafradi;
hann hefur framid gjérninga og ograd vidteknum
vidhorfum i listinni, baid til innsetningar i heilum
hisum og hannad og smidad vidarofna - og pa er
ekki allt talid. Verk Hannesar eru margslungin og
i peim endurspeglast stada islenskrar samtima-
listar i alpjodlegu samhengi, um leid og pau vekja
dhorfandann til umhugsunar um gildi listarinnar i
sibreytilegum heimi a nyrri old.

Syningin ,Has | hus” er eblilegt framhald peirra
verkefna sem Hannes hefur verid ad takast a vid
undanfarid. pad er Listasafni Reykjavikur mikill
heidur ad syna petta margbrotna verk, en i pvi
tengjast fiolmargir paettir i listskopun Hannesar,
allt fra handverki til hénnunar til textagerdar til
gjorninga — i einni orofa heild jadarmenningar-
porpsins.

Innsetningin endurspeglar med akvednum hatti
pa stadu, sem Hannes Larusson hefur tekid sér i
islenskum listheimi. Auk pess ad vinna ad list-
skopun sinni hefur hann tekid a fjiolmoérgum patt-
um listalifsins hér a landi i tvo aratugi. Hann hef-
ur medal annars sett fram akvednar skodanir a
uppbyggingu listasafna, hetjudyrkun listamanna,
skipulagi listahaskola og kynningu islenskrar
myndlistar 4 erlendum vettvangi, svo fatt eitt sé
nefnt. Vangaveltum sinum hefur hann komid a
framfaeri med patttéku i umradum a opinberum
vettvangi, med blaBaskrifum, fyrirlestrum og
r@dum a fundum og rabstefnum - en ekki sist
med gjorningum og eigin listasyningum.

Syningin i Listasafni Reykjavikur er enn eitt inn-
leggid i pessa umradu. Gjorningur listamannsins
vid opnun syningarinnar gefur toninn, og ef ad
likum l@tur mun innsetning Hannesar gera allt i
senn — vekja undrun, valda heilabrotum og um-
fram allt heilla okkur i margbreytileika sinum.

Eirikur borlaksson

The subjects that Hannes Larusson deals with in
his art are special in many ways. Through the
years he has dealt with the relationship between
contemporary art and the ethnic cultural heritage,
the role and status of the artist in society, the ties
between crafts and conceptualism; he has done
performances and challenged accepted attitudes
in art, created installations in whole buildings and
designed and built wood-furnaces - and yet not
all is accounted for. His works are intricate and
reflect the status of Icelandic contemporary art in
an international context, and at the same time get
the viewer to reflect on the value of art in an ever-
changing world in a new century.

The exhibition “Door to Door” is a natural con-
tinuation of the projects that Hannes has been
working on in recent years. It is a great honour
for the Reykjavik Art Museum to exhibit this
complex work, which brings together a number
of traits in Hannes's artistic creation, from handi-
crafts to design to text writing to performances -
into the unified whole of the village of marginal-
ized culture.

This installation reflects in a certain way the
position that Hannes Larusson has established in
the Icelandic art world. In addition to working on
his art, he has taken a stand on numerous issues
on the art scene during the last two decades. He
has voiced firm opinions on the building of art
museums, the heroic status of artists, the plan-
ning of art academies and the promotion of
Icelandic art abroad, to mention a few things. His
views have been presented through participation
in public debate, articles, lectures or speeches in
meetings and conventions - but most of all
through his performances and exhibitions.

The exhibition in the Reykjavik Art Museum is
one more such presentation. The artist's perform-
ance at the opening of the exhibition sets the
tone, and - judging by experience - his installa-
tion will make us wonder, think and enchant us,
all at the same time.

Eirikur Thorlaksson



Utlendingar. Foreigners, 1993.



Hannes bakar braud

Fyrstu tvar einkasyningar Hannesar i opinberum
syningarsal voru i Gallerii Sudurgotu 7, i husi sem
st6d a horni Sudurgdtu og Vonarstratis. Syningin
sem Hannes hélt 1980, pegar hann var tuttugu og
fiogurra ara gamall, bar strax ymis merki sem
urdu daemigerd fyrir myndlistaridkun hans. Marg-
brotinn samsetningur af efnum, adferdum og
taknum, prahyggjukennd endurtekning, og praut-
um sem listamadurinn setur sjalfum sér fyrir.

A nebri hadinni hafdi Hannes komid fyrir raf-
magnsofni, sem hann notadi til ad baka braud. A
hverjum degi mztti hann i syningarsalinn, hnod-
abi saman deigi og stakk pvi i ofninn. Braubdhleif-
unum var radad upp undir vegg og sofnudust
saman eftir pvi sem a leid syninguna. AB pvi
loknu for hann upp a efri hadina. par tok hann til
vid ad mala mynd a striga sem var strengdur a
einn vegginn. Hannes valdi mynd dr myndadrk
tengdri kristnifredi fyrir born, sem syndi goba
hirdinn leggja lif sitt i hattu vid bjorgun lambs i
sjalfheldu, og eftir henni maladi Hannes ad hatti
tomstundamalara. Bibliumyndirnar voru jafnframt
endurprentadar i frimerkjasterd a pappirsark og
fylgdu med syningunni sem dreifirit, en myndin
af hirdinum var stakkud upp a sér bladi. Til ad
stytta monnum stundir spiladi plotuspilari i sifellu
|6tta klassiska tonlist, Vinarvalsa, tangé og Brand-
enburgarkonserta,

Med pessari ®fingu var Hannes ekki abeins ad
ganga pvert a vidteknar hugmyndir um myndlist,
heldur var hann einnig ad vikja sér undan algeng-
um hugmyndum konseptlistamanna um rottekar
abferdir i myndlistaridkun. Braudbaksturinn var
einum of hversdagslegur til ab geta talist gjorn-
ingur, braudhriguna varla hagt ad kalla skalptar
og eftirliking & klisjukenndri bibliumynd, vid und-
irleik léttklassiskrar tonlistar, of andlaus til ad
geta talist malverk.

Hannes Bakes Bread

Hannes’s first two private exhibitions in a public
showroom were at Galleri Sudurgata 7, in a house
that once stood at the corner of Sudurgata and
Vonarstrati. The exhibition that Hannes held in
1980, at the age of 24, already showed signs that
became characteristic of his later work: a com-
plex mixture of materials, methods, symbols,
obsessive repetition and puzzles that the artist
makes for himself.

On the lower floor Hannes set up an electric
aven for baking bread. He would show up at the
gallery every day, knead some dough and place it
in the oven. He then stacked the loaves of bread
up against the wall and they piled up as the exhi-
hition wore on. That done, he would go up to the
upper floor where he proceeded to paint a picture
on a canvas that was pinned to one wall. Hannes
chose a picture from a sheet of biblical illustra-
tions for children, showing the Good Shepherd
risking his own life in order to save a lamb in dan-
ger. He painted the scene on the canvas in the
fashion of amateur painters. In addition to this
the biblical scenes were reprinted in stamp-sized
proportions on a sheet of paper and accompanied
the exhibition as a handout, with the picture of
the shepherd enlarged on a separate sheet. A
record player continuously played light classical
music, Viennese waltzes, tango music, and the
Brandenburg concertos to entertain the guests.

In performing this exercise, Hannes was not
only transgressing conventional ideas of art, but
he was also eluding common assumptions that
conceptual artists of the time had about radical
methods of artistic practice. Bread baking was
simply too commonplace to be considered a per-
formance: a stack of bread could scarcely be con-
sidered a sculpture; and a reproduction of a
clichéd biblical illustration, accompanied by light
classical music, was too insipid to be called art-
work.




Cerningur, innsetning. Performance, Installation, 1980,



Trékarlar og skrimsli

Skrimslid fra Prandheimi er kyndug skepna, lit-
skridugt og med marga anga. Ovatturin & sér
enga fyrirmynd i pjodségum, en virdist frekar
hafa stokkid Gt Gr siBum barnabokar. Skrimslin,
eins og svo margar abrar furdufigurur sem birtust
a dakum nyja malverksins i byrjun niunda aratug-
arins, voru nokkurs konar uppreisn gegn alvdru-
gefni konseptlistarinnar og nagandi moralskri
krofu um politiska medvitund.

Hannes gerdi margar figlrur & niunda aratugn-
um, sem oft voru skornar Ut i krossvid. Frijalslega
var farid med likamsbyggingu og ymiss konar
angar spruttu ut ur likamsmyndinni eins og
spirur, Sérstaklega aberandi var ,teiningurinn”,
sem Hannes kalladi svo, vaxtarsproti sem taknadi
groanda og voxt,

En tréfighrurnar og skrimslin attu sér lika pann
tilgang ad vera nokkurs konar tilraunaeldhas fyrir
formfraedi og taknmal. Med konseptlist og naum-
hyggju attunda aratugarins voru paer adferdir sem
voru notadar til ad nalgast form ordnar svo nidur-
njorvadar vid einfalda grunnpatti ad pad prengdi
ad frjalsu hugmyndaflugi. Hannes notadi hofud
og likamsform sem utgangspunkt fyrir fantasiu
um form, sem voru a sinn hatt grof og laus vid
allan fagun eda fyrirframgefna reglu. | figaru-
myndunum er likaminn settur til hofuds peirri
hugmynd modernismans ad grunnform form-
fraedinnar séu hringur og ferningur. bar ad auki er
skyr afmérkun milli hreinna forma og taknmals
mad at. Formleikurinn med hofud, andlit og lik-
ama byDdur upp a ad lesid sé i linurnar, a svipadan
hatt og reynt er ad lesa skapgerd ut ur svip-
brigdum.

Wooden Men and Monsters

The Monster of Trondheim is a peculiar beast,
bursting with colour and boasting numerous
limbs. The creature does not originate from folk-
lore or legend but seems rather to have sprung
from the pages of a children's book. As was the
case with many peculiar figures that appeared in
the paintings of the Neo-Expressionist movement
of the early eighties, Hannes's monsters repre-
sented a kind of rebellion against the solemnity of
Conceptual art and its gnawing moral demands
for political consciousness.

Hannes created a lot of figurines in the eighties,
many of which were cut out of plywood. Anatomy
was handled liberally and a wariety of limbs
sprouted out of the physical form like shoots.
Particularly striking was the “stalk”, as Hannes
called it, a growing sprig symbolising both
growth and fertility.

But the wooden figures and monsters also
served the purpose of a kind of experimental
kitchen for morphology and symbolism. The
methods used to approach form were so confined
to the most basic elements by the ideology of
Conceptual art and Minimalism of the seventies
that they obstructed the free flow of the imagina-
tion. Hannes used the forms of the head and the
body as a starting point for a fantasy on form,
which, in their own way, were coarse and free
from all refinement and pre-determined rules.
With Hannes’s figures the body challenges the
assumptions of Modernism that the basic ele-
ments of formal studies are circles and squares.
In addition, the clear delineation between pure
form and symbolism is wiped out. The play on
form with the head, face and body suggests that
one can read something from the lines of the fig-
ure, the way one tries to read a person’s character
from facial features.



Skrimsli. Monster,1981.

Leid augans (hluti). Eve Tracks (Detail), 1986,
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Myndbygging. Composition, 1987.



Gallery Lu®di Tyrr

Snemma a niunda aratugnum deildi Hannes
vinnustofu med nokkrum listaménnum, p.a.m.
Kristjani Gudmundssyni, Birgi Andréssyni, Miels
Hafstein og brédur sinum, Olafi Larussyni. Vinnu-
stofan var i hasi sem stod vid Einholt 8 i Reykja-
vik. Vinnustofunni breytti Hannes i syningarsal,
Gallery Ludi Tyrr pegar hann hélt syningar par.
Nafnid wvar skrifad a borda, sem wvar strengdur
utan a hoasid, asamt nokkurs konar logoi fyrir
galleriid, haus med gullmola a tungunni. A tropp-
unum stod rautt hofud Or steini. A syningu 1984,
LHin margvislega medvitund®, var stér hond dr
krossvidi sem hélt uppi visifingri og a honum stéd
kampavinsflaska. A hendina voru skrifud oll
pekkt islensk nofn fra upphafi. Odrum megin a
vegg var borBi sem a var letradur titill syningar-
innar, en a gagnst=dum wvegg einfaldar figarur
teiknadar a dagblad.

Steinninn, grjotid og gullmolinn eru nokkrar af
beim taknmyndum, jafnvel [frummyndum”, sem
skjota upp kollinum vida i myndlist Hannesar.
Steinninn stendur einfaldlega fyrir jordina og
islenska nattiru. Hannes strengir saman slikar
tiaknmyndir og skapar med peim merkingar-
tengsl, en nanari tdlkun wveltur a samhenginu.
Hofudid er hin andlega hlid, tungan malid og tjan-
ingin, og a tungunni verdur hin jardneska nattara
gulls igildi.

Hannes wvar® snemma fyrir ahrifum af lista-
monnunum Joseph Beuys og Marcel Broodthaers,
einkum hvad vardar hvernig verk peirra voru si-
breytilegar talkanir a sama hugmyndaheimi.

Hja konseptlistamonnum attunda aratugarins
var yfirleitt ein hugmynd ad baki hverju verki. En
i verkum Hannesar er hins vegar eins og hinir
ymsu hlutar syningarinnar séu visbendingar eda
vegvisar ad margbrotnum hugarheimi sem lifir
sjalfstebu lifi an ihlutunar listamannsins. Hug-
myndin er sterri en summa peirra verka sem er
ad finna a syningunni.

Gallery Ludi Tyrr

Early in the 1980s Hannes shared his studio with
several other artists, amongst them Kristjan
Gudmundsson, Birgir Andrésson, Niels Hafstein,
and his brother, Olafur Larusson. The studio was in
a house located at Einholt 8 in Reykjavik. Hannes
transformed the studio into a gallery when he
exhibited there and called it Callery Ludi Tyrr. He
would string a banner on the outside of the house,
which carried the name of the gallery and a kind of
logo, which featured a head with a golden nugget
on its tongue. On the steps stood a red head made
of stone. The 1984 exhibition, "Hin margvislega
medvitund” (The Manifold Consciousness), dis-
played a large plywood hand with the index finger
outstretched, on which stood a bottle of cham-
pagne. Every single Icelandic name known through
history was written on the hand. Inscribed on a
banner that hung on one wall was the name of the
exhibition, and on the wall opposite were simple
figures drawn on newspapers.

The stones, the rock, and the gold nugget are
some of the symbols, perhaps even "arch-sym-
bols", that appear widely in Hannes's art works.
The stone simply represents the earth and the
Icelandic nature. Hannes strings together such
symbols and thereby creates meaningful relations;
the interpretation, however, depends on the con-
text. The head represents the spiritual, the tongue
symbolises language and expression, and the
physical nature on the outstretched tongue is
worth the price of gold.

Early on in his career, Hannes was influenced by
the artists Joseph Beuys and Marcel Broodthaers,
particularly in relation to how their works were
ever-changing interpretations of the same concep-
tual world.

Among the Conceptual artists of the eighties,
there was usually only one idea behind each indi-
vidual piece. In Hannes's work, however, it's more
as if the various parts of the exhibition are clues,
or signposts to the complex world of the imagina-
tion that exists independently without the inter-
vention of the artist. The idea is larger than the
sum of the works in the exhibition.



GALLERI
LUDI TYRR

Calleri Ludi Tyrr, 1983.

Hin margvislega medvitund. The Manifold Consciousness, 1984,



Ordabrugg og rim

Ordaleikir hafa veri® snar pattur i list Hannesar
fra upphafi. Margir gjorningar Hannesar hafa snu-
ist um ordaleiki eda prautir. Ordabrugg er dgatt
ord sem Gunnar Hardarson heimspekingur fann
til ad Iysa pessum @fingum Hannesar. | gjérningi
i Nylistasafninu 1982, med peim undarlega titli,
.The Holyman's mask of Hotstuffman’s”, wvar
strengdur stor hvitur dikur pvert yfir golfid i
gryfjunni. Hannes hékk innilokadur i raudum
poka uppi 4 diknum a medan a gjorningnum
st6d. Hannes kalladi ord innan ur pokanum og ad-
stodarkona rimabi ordid og skrifadi a dukinn med
granum lit. Pannig kolludust raudi og grani litur-
inn & med rimi i rima prja klukkutima, par til dak-
urinn var ndnast pakinn ordum.

Ari sibar var Hannes med gjorning a samsyn-
ingu & Kjarvalsstodum, sem hann kalladi Verid
velkomin®. Hannes stod kviknakinn upp vid staur
med granan borda sem teygdi sig yfir endilangan
salinn, bundinn vid tippid. Grani bordinn var tein-
ingurinn sem Hannes notadi mikid i list sinni a
pessum drum, sem nokkurs konar minni ur
islenskri listmenningu fra fyrri oldum, en einnig
sem takn fyrir gréandann og frigsemi. Hannes
kalladi upp ord med reglulegu millibili sem lystu
einhverjum likamshluta. A bak vib fjallsrass sem
stod a golfinu grafdi sig borgeir Kjartansson,
skald og tonlistarmadur, sem svaradi med rimi.
Hja staurnum st6d Birgir Andrésson myndlistar-
madur, med oxi reidda. Obru hverju beygdi Hann-
es sig fram og pa hjo Birgir i staurinn med miklu
afli i halshad.

Um pessar mundir var nyja malverkid ad brjot-
ast fram a islenskum myndlistarvettvangi med
miklum latum. Konsept og flixus, sem hafdi ver-
i3 allsradandi hja framsaknum ungum myndlist-
armonnum skyldi nu vikja, par med talid gjorn-
ingar.

Uppakoma Hannesar vakti mikid umtal en var
filega tekid, og hefur verid uppnefnd sidasti per-
formansinn®, pvi hann bodadi viss endalok a lif-
legu timabili gjérningalistar & arunum 1978 til
1983. En Hannes sjalfur gaf gjorninginn sem list-
form aldrei upp a batinn.

(1]

Word Brew and Rhymes

Word play has been a vital part in Hannes's art from
the beginning. Many of his performances have been
based on word play and puzzles. "Word brew", is a
fine term coined by the philosopher Gunnar
Harbarson to describe these activities. In a per-
formance at the Nylistasafn (The Living Art
Museum) in 1982, weirdly entitled “The Holyman's
Mask of Hotstuffman’s”, a large white cloth was
strung right across the floor in the pit. Hannes,
enclosed in a red bag, hung over the cloth during
the performance. He called out words from within
the bag, and an assistant rhymed the word and
then wrote it on the cloth in green ink. Thus the red
and green colours were involved in a rhyming dia-
logue for over three hours, by which time the cloth
was almost completely covered with words.

A year later, Hannes performed at a joint exhibi-
tion at Kjarvalsstadir Museum. He called the per-
formance “Verid velkomin" (Welcome). Hannes stood
stark naked with his back to a pillar and tied to his
penis was a green ribbon that extended to the other
end of the room. The ribbon symbolized the stalk
that Hannes used frequently in his artwork at the
time as a kind of motif from Icelandic folk art, but
also as a symbol of growth and fertility. At regular
intervals Hannes called out words that described
some part of the human body. Porgeir Kjartanssson,
poet and musician, crouched behind a buttocks-like
mountain that stood on the floor and answered
Hannes in rhyming words. Next to the pillar stood
the artist Birgir Andrésson, with a raised axe. Every
so often Hannes bent down, at which point Birgir
struck the pillar at neck-level with great force.

During this period a new movement of painting
was emerging with much commotion on the
Icelandic scene. Conceptual art and Fluxus, both of
which had until then prevailed amongst progres-
sive young artists, had to give way to the new fash-
ion - Performance art included.

Hannes's happening aroused considerable debate
but was not received enthusiastically: it was
referred to as “The Last Performance” as it marked
the end to a lively period of Performance art
between 1978 and 1983, Hannes, however, never
gave up performance as an art form.



-"Ililha.."iii?f g / ;

\
N\ SR )
U \ ¢ ‘\-‘ %ﬂ‘?( 'JE .;,;l-?_ L #"F“
3o o PR SAR

1

Verid velkomin. Welcome, 1983 .



Litasdlan

1983 var Hannes vid framhaldsnam | New York,
bar sem hann syndi innsetningu sem var nokkud
einkennandi fyrir verk hans a pvi timabili. par
stafladi hann saman trékubbum sem allir voru lit-
adir olikum litum, og héldu uppi trjabdt sem var
hoggvinn Gt sem skrimsli. Uti i horni var segul-
band med upptoku par sem Hannes taldi upp ord
sem lystu mannslikamanum, en Hulda Hakon,
myndlistarkona, sem einnig var vid nam i New
York & sama tima, rimadi & moti. par kom i fyrsta
sinn fram eitt af peim myndstefjum sem hafa
skotid upp kollinum a2 sidan i myndlist Hannesar,
p.e. rod af litudum ferningum sem mynda linu.

Litartdin eda litasulan kemur oft fyrir sem hluti
af 6drum verkum eda gjérningum. | gjorningi sem
Hannes syndi i OBinsvéum ytti hann & undan sér
mannhadarhaum stafla.af ferningslaga litaspjéld-
um og lagdi pa i hlykkjottri r6d i framhaldi, hvern
af 6Brum og bjo pannig til sl6da sem hann steig
aldrei at fyrir. | hvert sinn sem hann lagdi nyjan
ferning kalladi hann upp eitthvert lysingarord,
Jvegna pess ad litir tilheyra pratt fyrir allt lysing-
arordum; fallegt og rautt eru af sama toga", eins
og hann segir sjalfur a einum stad. (Hannes Larus-
son, Sjénping, 1998, bls. 17).

Hannes notar aldrei tilbana liti beint Or tipunni,
og hann hefur lagt aherslu & ad sO upplifun ad
blanda sina eigin liti sé ein upprunalegasta, og
kannski ein su fyrsta, sem menn hafa af myndlist-
aridkun. 50 tilfinning er ad hans domi edlislag
hverjum manni og pad fylgir henni akvedin gledi,
ad sja nyja liti verda til. Litar6din hefur pvi ekkert
sérstakt taknrant gildi, annad en pad ad standa
fiyrir djdpstaeda og jakvada upplifun a litum, sem
er einn af hornsteinum myndlistarupplifunar.

The Colour Column

While pursuing postgraduate studies in New York
in 1983, Hannes exhibited an installation piece
that was quite characteristic of his work at that
time. He stacked together wooden blocks of vari-
ous colours that supported a tree stump carved
out as a monster. In a corner was a tape recorder
with a recording of Hannes reciting words
describing the human body, and Hulda Hakon, an
artist who was also studying in New York at the
time, rhymed in response. Here one of the iconic
themes that keep recurring in Hannes's art
appeared for the first time, i.e. a row of coloured
squares forming a line.

The row of colours, or colour column, appears
frequently as part of other works or perform-
ances. In a performance Hannes did in Odense, he
pushed in front of him a man-sized stack of
square colour tiles and laid them one by one in a
continuous winding line, and, in so doing, built a
path that he never stepped out of. Each time he
laid a new square, he called out an adjective
"because colours, in spite of everything, belong
to adjectives; beautiful and red are birds of a
feather”, as he once said. (Hannes Larusson,
5jonping, 1998, p. 17.)

Hannes never used pigment straight out of the
tube, and he has always emphasized that the sen-
sation of blending one's own colours is one of the
most original, and perhaps even the first, experi-
ence that people have of creating art. According
to him, the experience is instinctive to everyone
and is accompanied by a certain feeling of joy at
seeing new colours come to life. The row of
colours does not have a specific symbolic signifi-
cance other than to represent a deep and positive
experience of colours, which is one of the corner-
stones of the artistic experience.



Nafnlaust. Untitled, 1983.

Mafnlaust. Untitled, 1987.




Manngerdir

patt mest fari fyrir vidamiklum verkum, innsetn-
ingum, skulptirum, gjérningum og utilistaverk-
um, pa hefur list Hannesar avallt verid uppfull af
smagerdum hlutum sem vekja ef til vill ekki eins
mikla athygli, en eru po fullt eins mikill hluti af
myndheimi hans. Med morgum syningum fylgdu
moppur med textum og teikningum, eda annad
prentad efni. A nokkrum syningum voru teikn-
ingar aberandi. Minnst hefur verid a skrimsli og
figarur, en & tveimur syningum syndi hann
myndaradir sem hann kalladi Manngerdir. Um er
ad rada teikningar sem eru eins og myndtakn
sem bera med sér dulda merkingu.

Hannes hafdi & timabili mikinn ahuga a takn-
mali, til ad mynda eins og notad er i tarrotspilum,
par sem einfaldar myndir geta 6dlast oliklegustu
merkingu. Nafnid a Manngerdunum er eins og
gata eda visbending um pad sem liggur ad baki
myndinni, eda ofugt, ad myndin sé lysing a nafn-
inu. Hannes hefur lyst slikum myndum sem ,takn-
hnatum”. Hnaturinn er oleysanlegur i sjalfur sér,
en i pvi er addrattarafl hans folgid - askorun um
ad leysa hnitinn, og ad sama skapi ad losa um
pad sem hnuturinn bindur, hvad sem pad kann ad
vera. Sambandi®d og addrattaraflid milli myndar
og ahorfanda atti eftir ad verda enn fyrirferdar-
meira i list Hannesar pegar a leid.

Characters

Although large scale works, such as installations,
sculptures, performances and public art are more
prominent in Hannes's work, his exhibitions have
always been full of delicate objects that perhaps
do not attract as much attention but are still a
vital part of his art. Folders with texts and draw-
ings or other printed material accompanied many
exhibitions. Drawings were prominent in a few
others. Monsters and figurines have already been
mentioned; but at two exhibitions he displayed a
series of drawings called “Manngerdir”
(Characters). The drawings were like artistic pic-
tograms that carried a hidden meaning.

For a period, Hannes was very preoccupied with
iconography, such as can be found in tarot cards
for example, where simple images can take on
the most diverse meanings. The title Characters is
like a riddle or a clue to something that lies veiled
behind the image, or vice versa; the image can be
perceived as a pictorial description of the title.
Hannes has described such pictures as "symbolic
knots". The knot in itself cannot be undone,
which is what makes it so intriguing, challenging
us to untie it, thereby releasing what the knot
binds together, whatever it may be. The relation
and the attraction between picture and spectator
was to become an even more important part of
Hannes's later work.

The Potens, 1987,
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Skrifad i sandinn

A syningu i Nylistasafninu 1985 syndi Hannes
medal annars ljosmyndaverk. Par a medal var
myndaréd med tuttugu og tveimur ljésmyndum
af taknum, sem motud voru | svartan sand. Hann-
es notadi tarrotspilin sem fyrirmynd ad verkinu
og var hvert takn i ljosmyndunum nokkurs konar
myndran utfersla & trompspilum i spilastokkn-
um. bad sem |4 ad baki var ekki s tri ad pad vaeri
hagt ad nota spilin til ad spa fyrir um framtidina,
heldur s hugmynd ad hver mynd bygagi yfir
leyndardémi og ad rod slikra mynda gaeti buid yfir
takmarkalausum talkunarmoguleikum. Lita ma a
tarrotspilin sem eins konar mikrékosmos sem
getur endurspeglad allan heiminn, badi i fortid,
nitid og framtid, a.m.k. i augum peirra sem eru
tilbdnir til ad sja sinn eigin heim | myndheimi spil-
anna. Myndtaknin & kornéttum ljésmyndum
Hannesar eru or=d og hverful, og segja okkur
harla litid, en virBast eiga eitthvad sameiginlegt,
eitthvert sameiginlegt vidmid.

Hannes hefur ekki unnid mikid med ljosmyndun
sem slika, pott ljosmyndir komi fyrir sem hluti af
dorum verkum, bad var helst a fyrstu arunum sem
hann vann ljgsmyndaverk, en myndarodin a syn-
ingunni 1985 var siBasta sjalfstzda ljosmynda-
verkid sem hann syndi og jafnframt pad wvida-
mesta.

Written in the Sand
A number of photographic works were part of the |
exhibition at the Nylistasafn (The Living Art
Museum) in 1985. Amongst these was a picture
series made up of 22 pictures showing symbols
that had been formed in black sand. Hannes used
tarot cards as a model for the work, in as far as
each symbaol in the photographs was a kind of
visual rendition of one of the trump cards in the
card deck. The work was not motivated by belief
in the use of tarot for prophesy, but rather the
idea that each picture is a mystery and that a
series of such images could possess unlimited
possibilities in terms of interpretation. One can
look at the tarot cards as a kind of microcosm
that reflects the whole world, including all of
past, present and future — at least in the eyes of
those who are prepared to see their own world
reflected in the pictorial world of the cards. The
symbolic pictures on Hannes's grainy photo-
graphs are unfathomable and fleeting and tell us
very little, but seem to have something in com-
mon, some common referent.

Hannes has not worked much with photographs
as such, though photographs are integrated into
other works of his. He mostly used photographs
in his early years, the picture series at the 1985
exhibition having been his last and most ambi-
tious photographic work.
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Ausur

A drunum 1990 til 92 hélt Hannes prjar syningar
par sem hann syndi ausur Gtskornar i tré. Hannes
notadi hid einfalda form nytjahlutarins sem grunn
fyrir tilbrigdi vid ymiss konar form og téaknpaling-
ar, ekki osvipad og med figururnar adur. Ausurn-
ar visa i islenska handverkshefd og pa imynd sem
lengi hefur lodad vid listamanninn i undirmedvit-
und Islendinga, ad hann sé umfram allt hagleiks-
madur. begar hér var komid sogu var Hannes far-
inn ad fa sifellt meiri ahuga a peim sérstoku ad-
stedum sem einkenna islenskt listalif og vitund
almennings um listmenningu. Hann dregur fram i-
myndir sem eru einkennandi fyrir dkvedinn patt i
pessum aBstadum, sem hafa bein og ébein ahrif
4 stobu listamannsins i samfélaginu. Hann bland-
ar gjarnan saman imyndum ur fortidinni, eins og
t.d. imyndinni um listamanninn sem hagleiks-
mann, sem er metinn frekar fyrir handverk en
hugmyndaflug.

A syningu i Galleri Il 4rid 1992 syndi Hannes rod
af ausum sem héngu & vegg. Allar voru skornar ut
ur jafnstorum kubbi, og allar voru med skaft i liki
bakar, en ad 6dru leyti voru paer eins misjafnar og
par voruy margar hvad vardar form og lit. Ausur
Hannesar rugla reitum milli handverks, hénnunar
og listar. ba@r bera oll merki handverksmannsins,
lata hénnun nytjahlutarins innan vissra marka, en
hafa lika einkenni listaverks, med tjaningu a list-
raenum hugmyndum listamannsins.

Ladles

Between 1990 and 1992 Hannes mounted three
shaws in which he exhibited ladles carved out of
wood. He used the simple form of a utensil as a
basis for variations on different formal and sym-
bolic ideas, not unlike he had previously done
with the figurines. The ladles refer to the
Icelandic tradition of handicraft and the image
that lurks in the Icelandic subconscious - that the
artist is first and foremost a craftsman. By this
time, Hannes was developing a growing interest
in the special conditions that characterize
Icelandic artistic life and public awareness of
artistic culture. He emphasizes images that are
characteristic of a specific factor within these cir-
cumstances that have both a direct and indirect
effect on the position of the artist in society. He
tends to blend together ideas from the past, as,
for instance, the concept of the artist as a crafts-
man, who is valued more for his craftsmanship
than for his imagination.

At the exhibition in Galleri Il in 1992, Hannes
displayed a row of ladles that hung from a wall.
All were carved from equally-sized blocks and all
had a handle in the form of a book; yet, in all
other ways they were as different as could be,
both in terms of shape and colour. Hannes's ladles
are at the intersection of the disciplines of handi-
craft, design, and art. All bear signs of the artisan
and bow to the demands of the utensil within cer-
tain limits, but also have the characteristic of the
artwork, expressing the artistic vision of the
artist.
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Talbeitur

A syningu i Galleri Il arid 1990 syndi Hannes i
fyrsta sinn myndir sem hann skar dt i tré og kall-
abi talbeitur og liktust skrautlegum fuglum. Fyrir-
myndin ab talbeitunum eru gervifuglar sem skot-
veidimenn nota vid veidar a anda- og gasaslod-
um. Hér var komin myndliking fyrir starf lista-
mannsins, sem likti honum vid veidimann sem
beitir brogdum til ad lokka brad sina i gildru. Til-
gangurinn er kannski ekki jafn skuggalegur, en
samliking er félgin i pvi hvernig listamadurinn
notfarir sér sjonran areiti til ad lokka til sin
ahorfendur.

i hverju er addrattaraflid folgid? Hannes virdist
rda a svipud mid og Nietzsche og Freud med pvi
ab telja ad addrattarafl lista eigi sér kynferdisleg-
ar ratur, pad er ekki endilega pessi erotiski patt-
ur ad menn dragist hver ad oBrum eda einn likami
ad 6drum eda eitt kyn ad 68ru; heldur ad listinni
sjalfri. bad einhvers konar erdtiskt samband a
milli verksins og ahorfandans.” (Sjonping, 1998,
bls. 16)

Hannes hefur gert fjérar Gtgafur af talbeitum og
ba sibustu syndi hann i byskalandi 1999, We-we"
er tignarlegur utskorinn fugl, sem stendur a jarn-
boga, i um pad bil sjonarhad. Vid minnstu hreyf-
ingu eda snertingu diar talbeitan a jarnfjodrinni.
Ur stéli fuglsins hangir skraut med smamyndum,
sem hafa ymsar duldar visanir i listasoguna.
Svartir og raudir kubbar, sem visar til ferninga
Malevitch, l@rleggur, sem visar til Broodthaers,
bolli, sem visar til Gtskorinna trjabolla Brancusi,
og bumerang, sem visar til frumstzdra listar.
Malevitch, Brancusi, Broodthaers og listamenn
frumstadra pjoda, allt dhrifarikir veidimenn listar-
innar.

b 1]

Decoys
At the exhibition at Galleri Il in 1990, Hannes,
exhibited for the first time pictures that he had
carved out of wood that resembled decorative
birds that he called decoys. The models for the
decoys were artificial birds that hunters use in
duck and goose hunts. This was a metaphor for
the artist's work: it compared the artist to a
hunter who uses tricks to ensnare his prey. The
artist’s ultimate intention is perhaps not quite so
ominous, but the similarity lies in the use of visu-
al stimulation to lure potential onlookers.
Wherein does the power of attraction lie?
Hannes seems to be in agreement with Nietzsche
and Freud, in supposing that the attraction of art
has sexual roots. "It is not necessarily the erotic
factor which is responsible for people’s attraction
to each other, or one body to another, or one
gender to the other; instead, it is the art itself -
the type of erotic relationship between the art-
work and the viewer." (Sjonping, 1998, p.16.)
Hannes has produced four versions of the
decoys, the last one of which was exhibited in
Germany in 1999, "We-we" is a majestic carved
bird standing on an iron arch at eye-level. At the
slightest movement or touch, the decoy quivers
on the iron arch. Decorations of small objects
hang from the bird's tail that feature various mys-
tical references to art history. Black and red
blocks refer to the squares of Malevitch; a thigh-
bone refers to Broodthaers; a cup to Brancusi's
carved wooden cups; a boomerang refers to abo-
riginal art. Malevitch, Brancusi, Broodthaers and
aboriginal artists: all represent influential hunters
of art.
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Fuglafradi

Talbeiturnar eru ekki einu fuglarnir sem birtast i
myndlist Hannesar. Tvar adrar fuglategundir,
loan og falkinn, voru talsvert aberandi i verkum
hans a siBasta aratug.

Léan og falkinn standa fyrir tvaer hlidar a is-
lenskri tilveru. Loan er gulbrunn farfugl sem held-
ur sig a laglendi, en falkinn er grar stadfugl sem
heldur sig til fjalla. Hannes hefur notad pessa
fugla sem imyndir um stabbundna menningu.
Léan tengist frekar alpydlegri pattum islenskrar
menningar, sveitamenningunni, 4 medan falkinn
er tengdari borgarlegri hlidum islenskrar menn-
ingar og opinberu valdi.

| myndrédinni af falkunum sem Hannes syndi i
syningarsal Birgis Andréssonar 1995, voru ellefu
falkar skornir Gt i tré sem stodu a hillu eins og
verdlaunagripir eda bikarar. beir voru med skal a
hausnum sem var kuffull af kaffi, i laginu eins og
fiall.

Léan kemur vida fyrir, annad hvort ein sér eda
sem hluti af 68ru verki og Hannes notar hana likt
og pjodartakn eda landvatti. Han hefur gjarna
tengst hitanum og birtunni og, til ad byrja med,
ofnunum i list hans. Hannes hefur jafnvel notad
l6uh6fudid sem nokkurs konar vorumerki a ausur,
ofna, skjaldarmerki, og adra hluti sem hann hefur
notad i list sinni.

[
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Ornithology

The decoys are not the only birds that appear in
Hannes’s artwork. Two other kinds of birds, the
golden plover and the falcon, have also been
prominent in his work over the last decade.

The golden plover and the falcon represent the
two sides of Icelandic existence. The golden
plover is a golden brown migratory bird that
keeps to the lowlands, while the falcon is a grey
resident bird that inhabits the mountains. Hannes
has used these birds as representatives of local
culture. The golden plover has associations with
the popular aspect of Icelandic culture - rural cul-
ture - while the falcon is associated with the
urban side of Icelandic culture and authority.

The falcon picture sequence, which Hannes
exhibited at Birgir Andrésson's gallery in 1995,
was made up of 11 falcons carved out of wood,
standing on a shelf like trophies. They had bowls
on their heads that were filled to the brim with
coffee, in the shape of a mountain.

The golden plover appears widely, either by
itself or as part of other work, and Hannes uses
the bird as a national emblem or an Icelandic
mythological being. The bird has often been asso-
ciated with heat and light and, to begin with, to
the stoves in his art. Hannes has even used the
head of the golden plover as a logo of sorts on
ladles, stoves, blazons and other items he has
used in his artwork.
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Galleri Il
A arunum 1989 til 1994 starfrakti Hannes syn-
ingarsal i hasi vid Skolavordustig 4a, par sem
hann byr, og kalladi Galleri Il (bori® fram, galleri
einn einn). betta var einn virkasti syningarsalur-
inn i borginni & pessum arum og par syndu
margir af fremstu islensku listamonnum samtim-
ans, auk margra godra erlendra gesta. Peirra 4
medal var franski listamadurinn Daniel Buren,
sem kom hingad a Listahatid | samvinnu vid Lista-
safn Islands, og gerdi m.a. eftirminnilegt atilista-
verk a Skélavordustignum, sem falst i pvi ad
smida falska framhlid a hus gallerisins i rondott-
um litum, eins og einatt pegar Buren a i hlut. Gall-
eriid var einnig vettvangur margra af eftirminni-
legustu einkasyningum Hannesar hér a landi.

bad er astada til ab minnast a athafnir Hannes-
ar utan sjalfrar listskopunarinnar, pvi perséna og
athafnir Hannesar hafa oft verid aberandi i is-
lensku myndlistarlifi. Hann var um tima gagnryn-
andi, og hefur oft tekid upp penna um malefni
listamanna, tekid patt i félagsmalum, att patt i pvi
ad reka sumarskdla, og svo matti afram telja.

Oft hefur stadid styr um Hannes og hann hefur
verid ohreddur vid ad lenda | samstudi vid
kollega og abra sem tengjast menningarmalum i
litlu samfélagi. Pessi hlid a Hannesi hefur haft sitt
ad segja vid ad modta hugmyndir manna um
myndlist hans. betta er lika i takt vid par ahersl-
ur sem eru i myndlist hans sjalfs, par sem adstad-
ur og moguleikar listamannsins til listskGpunar i
sinu stadbundna umhverfi eru i brennidepli.

Galleri Il

Between 1989 and 1994, Hannes managed an art
gallery called Galleri Il in his house of residence
on Skolaverdustigur 4a. At the time it was one of
the most active galleries in Reykjavik and many of
the leading Icelandic artists exhibited there, as
did a number of foreign visiting artists. Amongst
them was French artist Daniel Buren, who attend-
ed the Reykjavik Arts Festival organised in collab-
oration with the National Gallery of Iceland. Buren
created, amongst other things, a memorable
piece of outdoor art in Skélavordustigur that con-
sisted of crafting an artificial front onto the
gallery, in Buren's typically striped colours. The
gallery was also the venue for some of Hannes's
most memorable private exhibitions.

There is reason to mention Hannes's activities
outside of the artistic creation itself, for Hannes
and his activities, have often been prominent in
Icelandic artistic life. He worked as a critic for a
period of time, and he has often published arti-
cles on issues relating to artists. He was involved
in community matters and played a role in run-
ning a summer school, among other things.

Hannes has often been the centre of dispute, as
he has been unafraid of confronting colleagues
and others involved in the cultural sector in a
small society. This side of Hannes has influenced
the public's reception of his art. This is also con-
sistent with the emphasis encountered in his own
artwork, which often focuses on the social condi-
tions and opportunities that affect the work of the
artist in his/her local environment.






Giftingar a Mokka

Einhver umdeildasta syning Hannesar var haldin a
Mokka arid 1994. pad sem for mest fyrir brjostid
a kaffihGsagestum wvoru tvar storar ljosmyndir
sem héngu gengt afgreidslubordinu. Paer voru
reyndar klipptar saman ar nokkrum myndum.
Onnur syndi Kristjan Gudmundsson myndlistar-
mann sem hélt a steini i annarri hendi en pappirs-
ark i hinni, og var med hofud Beru Nordal, sem pa
var forstodukona Listasafns Islands. Hin ljos-
myndin var af Erré sem hélt & laxi og sténg, en
med hofudid af Huldu Valtysdéttur, sem pa var
formadur menningarmalanefndar Reykjavikur-
borgar. Undir myndunum stéd textinn Jslensk
samtimalegheit 1993, Adur en ad syningunni
kom haf®i Hannes verid ad skrifa um myndlist i
DV og Morgunpostinn og farid mikinn, m.a. um
aform um ad reisa safn-.um listaverkagjof Erros a
Korpulfsstodum. Myndirnar voru pvi talkadar sem
bitrar pilur til peirra sem komu fram a myndun-
um.

Allt annad a syningunni féll i skuggann af ljos-
myndunum. En pad sem setti mestan svip 4 syn-
inguna var loftid a Mokka, sem var pakid upp-
blisnum bléBrum med somu fighrur aprentabar
og i ljosmyndaverkinu.

A syningunni var einnig ad finna ymislegt sem
kom kunnuglega fyrir sjonir dr list Hannesar. A
einum veggnum var gratt hofud af filka med
raudan tening sem hékk i kedju ur halsinum, og
vid hlidina 4 honum l6a med svortum teningi. A
hillu var ausa med ymsum taknum, handfangid
var eins og reistur limur med burstirnar af Korp-
alfsstoBum i raudu. A vegg yfir stiganum var ut-
skorinn trékarl. A vegg voru fiorir bollar skornir
(t i tré, en Hannes hafdi sem fyrirmynd sams kon-
ar bolla eftir rimenska meistarann Constantin
Brancusi. A einum bollanum var malud eftirmynd
af malverki Jéns Stefanssonar af lémum. | Gtskor-
inni skal voru blodrur eins og pa®r sem héngu
nedan Or loftinu, sem hagt var ad kaupa fyrir
andvirdi eins kaffibolla.

Syningin wvar, eins og titt er um syningar
Hannesar, uppfull af margre2dum visunum |
islenska menningu, heimslistina og dagurmal.

Marriages at Mokka

One of Hannes's most controversial exhibitions
was held in café Mokka in 1994. Two large photo-
graphs hanging opposite the counter caused quite
a stir. In actual fact, they were collages made from
several pictures. One showed artist Kristjan
Gudmundsson, holding a stone in one hand and a
sheet of paper in the other and his head substi-
tuted by the head of Bera Nordal, who, at the time,
was the director of the Mational Gallery of Iceland.
The other photograph was of artist Erro holding a
salmon and fishing rod, sporting the head of
Hulda Valtysdaottir, who, at the time, was chairing
the Reykjavik Committee on Cultural Affairs.
Beneath the pictures it read: “islensk samtima-
legheit 1993" (lcelandic Contempaoraneity 1993).
Before the opening of the exhibition, Hannes had
written fervent articles about art in the local news-
papers DV and Morgunposturinn. One of the
issues he criticised was a proposal to erect a
museum at Korpulfsstadir for a body of work
donated by Errd. The pictures were thus interpret-
ed as a bitter pill for those depicted.

The photographs eclipsed everything else at the
exhibition. What visibly set the scene, however,
was the ceiling at the café. It was covered with
inflated balloons showing the same figures as
featured in the photographic works.

Familiar elements of Hannes's art were there as
well. On one wall was a grey falcon's head with a
red cube hanging on a chain from its neck, and by
its side was a golden plover with a black cube. A
ladle stood on a shelf laden with various symbaols,
its handle like an erect penis with the red profile
of the Korpulfsstadir building. Over the stairs
hung a carved wooden figure. On another wall
there were four cups carved out of wood, mod-
elled on similar wooden cups by Romanian mas-
ter Constantin Brancusi. One cup featured a like-
ness of a well-known painting of loons by Jon
Stefansson. Balloons, like those hanging from the
ceiling, were stored in a carved bowl and could be
bought for the same price as a cup of coffee.

The exhibition was, as was often the case with
Hanness exhibitions, full of ambiguous refer-
ences to Icelandic culture, the art world, and cur-
rent affairs.
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Litabaningurinn

Arid 1994 var Hannesi bodid ad kenna vid Lista-
akademiuna i Oslo. Fyrsta daginn metti hann i
albuningi sem huldi hann algjériega, med gdtum
fyrir augu, nasir og munn. Buningurinn var saum-
adur saman af mislitum ferningsbitum. Pannig
kenndi hann allan daginn frammi fyrir furdu
lostnum norskum listastudentum. beir toku pessu
vel til ad byrja med og reyndu ad lata ekki a neinu
bera, en smam saman for minderingin i taugarn-
ar a peim, og peir tjadu Hannesi seinna ad ef hann
hefdi matt pannig aftur daginn eftir hefdu peir
gert uppsteyt.

AB vera hulinn frd toppi til taar pannig ad oll
sérkenni séu falin, er andhverfa pess ad vera nak-
inn. En svo undarlega vill til ad pad vekur ekki o-
svipud vidbrogd. Pad pykir opzaegilegt og vand-
raeBalegt, b6 ad reynt sé ad lata ekki a neinu bera.
Hulin perséna er a stadnum, en po ekki, pvi pad
er ekki hagt ad pekkja hana af neinu. betta er
eins og ab koma fram sem stadgengill fyrir sjalf-
an sig.

Hannes notadi albaninginn vid fleiri takifaeri.
Ari sidar, pegar honum var bodid ad syna i Nova
Scotia i Kanada, matti hann & opnunina i graum
albldningi. Og pegar hann tok patt | samsyningu i
Rostock skokkadi hann i albuningi a hverjum degi
um gétur borgarinnar, i nyjum lit | hvert sinn.

The Colour Costume

In 1994 Hannes was invited to teach at the
Academy of Arts in Oslo. On the first day he
showed up wearing a coverall that only left
uncovered little holes for the eyes, nose, and
mouth. The costume was sewn together from dif-
ferently coloured square patches. Hannes taught
all day in this attire in front of stunned Norwegian
art students. They took it well to begin with and,
in fact, acted as if nothing was amiss; but, gradu-
ally, the outfit got on their nerves and they later
told Hannes that if he had returned the next day
wearing the suit, there would have been trouble.

To be concealed from top to toe so that all dis-
tinguishing features are obscured from view is
the complete opposite of being naked. Yet
strangely enough, it provokes a similar reaction,
creating a sense of unease and embarrassment
while trying to keep one's composure. A con-
cealed person is there, and yet not there, since
the person can't be recognized. It is like appear-
ing as a substitute for oneself.

Hannes used the coverall on other occasions. A
year later, when he was invited to exhibit in Nova
Scotia, Canada, he arrived at the inauguration in
a grey coverall. And, when he took part in a joint
exhibition in Rostock, he jogged the streets of the
town wearing coveralls, a different colour every
day.
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Ofnar og islenski ylurinn

Ofnar, ekki imynd peirra, eftirmynd ebda takn,
heldur raunverulegir, briklegir ofnar, hafa verid
eitt af einkennismerkjum Hannesar. Reyndar er ni
svo komid ad hann er farinn ad framleida ofna fyr-
ir markad undir vorumerkinu Vafurlogi.

Fyrsti eiginlegi ofninn sem Hannes hannadi
sjalfur var a syningu i Hallormsstadaskdégi 1995.
bar byggdi hann skir i skogarrjodri og inni i hon-
um var ofn i liki kampavinstappa, sem smidadur
var ur oliutunnu.

i Nylistasafninu 1995 var Hannes med syningu i
SUM-sal Nylistasafnsins, sem hann kalladi ,Hlyja".
Par var koksgrar ofn steyptur ur pottjarni og ur
honum [ strompur Gt um pakgluggann. Fyrir
framan ofninn voru tvaer radir af trjabekkjum og
vegagir salarins voru paktir veggfodri med aprent-
udu vidarmynstri, eins og til ad gefa pa tilfinningu
ad ahorfandinn veeri staddur i fjallakofa eda sanu.
Ofninn sjalfur var hndttottur en oreglulegur i lag-
inu, eins og steinn, Hann st6d ofan a svortum ten-
ingi. Steinninn er enn ein imyndin sem oft kemur
upp og stendur hér fyrir nattdruna eda landid,
sem gefur fra sér hita. Ylurinn er addrattaraflid
sem dregur folk til sin.

M

Stoves and the Icelandic Warmth

Stoves - not their image, representation or sym-
bol but real and operable stoves - have been one
of the characteristic features of Hannes's work. In
fact it has even got to the stage that he has start-
ed manufacturing stoves for the market under the
trade name Vafurlogi.

Hannes designed his first full-fledged stove for
an exhibition in Hallormsstadur in 1995, He built
a shed in a clearing in the forest and in the shed
stood a stove crafted from an oil barrel in the
shape of a champagne cork.

At the Nylistasafn (The Living Art Museum) in
1995 Hannes held an exhibition in the SUM-room,
which he called "Hlyja" (Warmth). In this room was
a coke-grey stove made from cast iron, out of
which rose a chimney that extended through the
roof window. In front of the stove were two rows
of wooden benches while the walls of the room
were lined with wallpaper displaying a wood pat-
tern, so as to give the viewer the feeling of being
in a mountain hut or sauna. The stove jtself was
globular yet irregular in form, like a stone. It was
mounted on a black cube. The stone is yet anoth-
er image that frequently appears in Hannes's
work and here it represented the nature or the
land, which emits heat. Warmth is a force that
attracts people.



! Hiyja. Warmth, 1997,




Fjolfeldi

Hannes hefur allan sinn feril att vanda til ad lata
ymsa smarri muni fylgja syningum sinum, nokk-
urs konar minjagripi um syningarnar. Stundum
hefur petta verid prentad efni en einnig litlir mun-
ir sem hann hefur 1atid fjoldaframleida, eda hefur
framleitt sjalfur i miklu magni. Oft eru verkin sjalf
lika gerd ur fjoldamorgum siendurteknum eining-
um, stundum niakvamlega eins, eda med ein-
hverjum tilbrigdum. Framleidsla sem pessi a litl-
um munum i storu upplagi hefur verid kollud fjol-
feldi, sem pyding a enska ordinu multiples, og
hefur verid alitin listran taekni eda midill i sjalfu
Ser.

Hannes hefur latid gera aprentada skyrtuboli og
blodrur, og eitt sinn fékk hann salgatisgerdina
Noa Sirius til ad gera fyrir sig konfekt med l6u-
takninu. A syningu i gallerii Birgis Andréssonar
1995 lét hann Utblda vasaklita med mynd af
krokkum i pjodblningum, sem hann tok dr fjél-
fredibok fyrir born, med aletruninni ,Target
group”.

Stundum wverbur framleidslan a fjolfeldunum
hluti af verkinu sjalfu, eins og i gjérningi sem
hann var med i Bjérgvin i Noregi 1997. Par birtist
hann & mismunandi st6dum i borginni med kerru
sem var hladin verkfarum og trékubbum og ték
til vid ad skera litlar figtrur ar tré sem hann baud
sidan til solu, eins og farandidnadarmadur aftan
ar midoldum. Krakkar hopudust i kringum hann,
enda voru figarurnar sem hann skar ut eins og
litil leikfong. Eftir nokkra stund & hverjum stad
festi hann a sig vangi klifradi upp a kerruna og
blakadi peim eins og engill. Pvi nast pakkadi
hann saman og hélt af stad med kerruna a nasta
afangastad i borginni.

Multiples

Throughout his artistic career, Hannes has been in
the habit of letting various small items accompa-
ny his exhibitions as souvenirs of a sort.
Sometimes this has been printed material, but
there have also been other small items that he
either arranged to have mass-produced or that he
manufactured himself in copious amounts. His
own works are also often created from many
repeated units, which are either exactly the same
or else display some variation. Such manufactur-

_ing of small items in large numbers has been

called "multiples” and is considered an artistic
medium in itself.

Hannes has made editions of printed T-shirts
and balloons. Once he arranged for the confec-
tionery company Noi-Sirius to make confectionary
for him with the golden plover symbol. At an
exhibition in Birgir Andrésson’s gallery in 1995,
he had pocket handkerchiefs printed with pic-
tures of children in national costumes (which he
obtained from a children’s encyclopaedia) with
the words “Target group” printed on them.
Sometimes the manufacturing of multiples has
become part of the work itself, as in the perform-
ance he staged in Bergen, Norway, in 1997.
Hannes would appear in various parts of the city
with a cart that was full of tools and wooden
blocks, and then he proceeded to carve out little
wooden figurines which he offered for sale like a
travelling artisan from the Middle Ages. Children
gathered around him, as the figurines that he
carved out were like little toys. After some time in
each place, he would put on a pair of wings, climb
onto the cart and flap his wings like an angel.
That done, he would pack everything together
and trot off with the cart to the next location.



Upp. Up, 1997,

Med tungunni (fiolfeldi). Sweet (fiolfeldi, muliple), 1994,
With the Tongue (mulitiple), 1995,



GarBhysid i Rostock

A undanfornum arum hefur farst i voxt ad
Hannes syni erlendis, medal annars i byskalandi,
Hollandi, Kanada, Frakklandi, Austurriki, Irlandi,
Pollandi og Svipjod. 1996 tok Hannes patt | Ost-
see-tvimringnum i Rostock i byskalandi. Par reisti
hann heilt has i skilptirgardi Kunsthalle bygging-
arinnar, nokkurs konar gardhysi. Arid abur hafdi
hann tekid patt i samsyningu i Hallormsstad sem
hét ,Botngrodur” og reisti par skur med ofni i, en
i Rostock tok hann pessa hugmynd skrefinu
lengra.

Inni i hvitu hasinu var svartur ofn steyptur ur
pottjarni. A rekka innandyra hékk fjoldi buninga i
mismunandi litum, svipudum peim sem hann
hafdi adur notad i Oslé og Kanada. Fimm dégum
fyrir opnun syningarinnar byrjadi Hannes a pvi ad
klzda sig i einn baninginn. bvi nast kveikti hann
upp i ofninum og skokkadi sidan ut dr hasinu og
um gotur Rostock i um klukkutima. bessa 2fingu
endurtok hann tvisvar a dag i ellefu daga, par til
fimm dogum eftir syningaropnun. Hlaupandi
madurinn er hér imynd listamannsins sem hleyp-
ur um medal almennings eins og bodberi.

Eftir syninguna | Hallormsstadaskogi hefur
Hannes notad has sem eins konar midil fyrir verk
sin, 4 svipadan hatt og ausurnar adur. Med husa-
smidunum er Hannes ad spila a hin 6ljosu mork
milli nytjalistar og myndlistar. bau eru smidud og
honnud eins og has, en hafa ekkert notagildi frek-
ar en listaverk. Hisin gefa Hannesi einnig teeki-
faeri 4 ad medhondla syningarrymid og stjérna pvi
eftir eigin gedpotta, an pess ad vera habur kring-
umstedum hverju sinni.

The Rostock Pavilion

In recent years Hannes has exhibited extensively
overseas, including Germany, the Netherlands,
Canada, France, Austria, Ireland, Poland, and
Sweden. In 1996 Hannes participated in the
Ostsee-biennial in Rostock, Germany. He built a
complete house, a type of pavilion, in the sculp-
ture garden of the Kunsthalle. The previous year
he had participated in a joint exhibition in
Hallormsstadur that was entitled “Botngrédur”
(Undergrowth) where he had erected a shed con-
taining a stove, but in Rostock he took the idea a
step further.

Inside the white house was a black stove made
of cast iron. On a rack inside the house hung sev-
eral coveralls in various colours, similar to those
he had used earlier in Oslo and Canada. Five days
prior to the opening, Hannes began his day by
putting on a coverall. Then he kindled the stove
and jogged out of the house and around the
streets of Rostock for an hour. He repeated this
exercise twice a day for 11 days, until five days
after the exhibition opening. Here the runner is
an image of the artist who runs amongst the gen-
eral public like a messenger.

Since the Hallormstadur exhibition, Hannes has
used buildings as a kind of medium for his work,
in a similar way to the ladles he had used earlier.
In constructing houses, Hannes is playing within
the intersection between craftsmanship and art:
Hannes's constructions are built and designed like
houses but have no more practical value than a
work of art. The buildings also give Hannes the
opportunity to control the exhibition space, with-
out having to be dependent on the local situation
each time.




Rostock verkid. The Rostock Piece, 1996.



Bldar blodrur i Hollandi
1994 var Hannes med gjorning | Quartair Gallerie
i Hollandi. begar inn kom i syningarsalinn hafdi
hluti hans verid fylltur med uppblasnum blaum
blodrum fra golfi til lofts. betta svadi var u.p.b.
fimm metrar a kant & midju goélfinu, og myndadi
bldaan tening. Hannes birtist i salnum vid opnun
syningarinnar og gekk ad spjoti sem stod l6drétt
upp Gr golfinu. Hann setti & sig appelsinugulan
hjalm sem stéd a spjotinu. Hjalmurinn var alsett-
ur taknmyndum, fiskur st6d fram Gr hjalminum
og aftan & hnakkanum var opin bok. Ofan a hjalm-
inum var tunga med gullmola. Sitt hvoru megin
stob ,Saga/Champagne”. Hannes preif spjotid og
rédst a blodrurnar, hvarf inn i blodrustaflann og
byrjadi ad sprengja par. Hann linnti ekki latum
fyrr en um 45 minutum seinna ad allar blédrurn-
ar lagu i valnum. ba boradi hann gat i golfid fyrir
spjotid, tok af sér hjalminn og setti ofan a
spjotsoddinn og gekk a brott.

bad er nokkud einkennandi Ffyrir gjérninga
Hannesar ad peir eru sambland af leik og alvoru.
Ad sprengja blobrur, leika sér med blodrur, er
barnagaman. En pegar radist er af offorsi a otal-
margar blédrur med tilheyrandi taugatrekkjandi
havada, verdur Utkoman dras a velsami og hof-
stillingu.

Blue Balloons in the Netherlands

In 1994 Hannes staged a performance at Quartair
Gallerie in the Netherlands. He filled part of the
exhibition space with blown-up blue balloons
from floor to ceiling. The side of the area meas-
ured approximately five metres, forming a blue
cube. At the opening Hannes suddenly appeared
in the room and walked up to a spear that stood
up vertically from the floor. He took an orange
helmet that was mounted on the spear and put it
on. The helmet was covered in symbols: on the
front there was a fish while at the back, on the
nape, was an open book. On top of the helmet
was a tongue with a gold nugget. On either side
read “Saga/Champagne”. Hannes seized the
spear, disappeared into the sea of balloons and
attacked them with his weapon, exploding them
with great clamour. He continued for about 45
minutes until all the balloons lay in tatters on the
floor. He then drilled a hole in the floor for the
spear, took off the helmet, placed it back on the
tip of the sword, and walked away.

This combination of frivolity and gravity is fairly
characteristic for Hannes's performances. To burst
balloons or play with balloons is child’s play. But
when feverishly attacking innumerable balloons
creating nerve-wracking noise, the outcome is an
attack on respectability and moderation.




Nafnlaust. Untitled, 1994,




Svart/hvitt
Vid Vesturgotu var um tima starfraktur syningar-
salur sem gekk undir nafninu Galleri 20m’,
lagreist og fermetrafatt syningarrymi i bakhusi.
Arid 1997 var Hannes med innsetningu og mynd-
bandsverk sem hann kalladi Svart/hvitt", begar
inn i salinn kom blasti vid svartur teningur, med
atskornu sati. Uppi i horni var sjonvarp sem
syndi Hannes sem audsynilega hafdi setid | sat-
inu pegar myndin var tekin, kviknakinn, med
hvita, krullétta harkollu. Myndbandid var frekar
viBburdasnautt, pvi Hannes sat hreyfingarlaus i
satinu og stardi | myndavélina, ef undan er skilid
ab hann 6k sér i s2tinu til ad skipta um stellingu.
Verk Hannesar eru oft afar margbrotin og
margrad, en stundum parf ad taka eftir pvi sem
er augljost. Heiti verksins leggur ut fra andstad-
unni milli svarta litarins og hvita litarins. A mynd-
inni situr hvitur madur med hvita harkollu a
svortu s&ti sem er i laginu eins og rumfradilegur
teningur. En pétt vid séum ekki i neinum vand-
radum med ad stilla svortum lit og hvitum lit upp
sem hugtakalegum andstedum og innbyrdis
tengdum, pa vefst fyrir okkur ad lita a hvitan
mann eba hvita harkollu sem andstadu vid svart
s®ti eda svartan tening. En petta er einmitt pad
sem myndlistarmadur parf ad eiga vid - synilegt
birtingarform hlutanna gerir alla skyra afmérkun
hugtaka vandradalega.

Black/White

For a while a gallery that went under the name of
Galleri 20m* was located at Vesturgata; it was a
low-ceilinged, cramped gallery space in a back
house, In 1997 Hannes set up an installation and
video work there, which he called "Svart/hvitt”
(Black/White). On entering the room, the viewer
came across a black cube with a carved seat. Up
in a corner was a television set that showed
Hannes - who had obviously been sitting in the
seat when the video was made - stark naked,
wearing a white curly wig. The video was rather
lacking in action as Hannes sat motionless in the
seat and stared at the camera; he did however
shift in the seat from time to time to change posi-
tion.

Hanness works are often complicated and
ambiguous, but sometimes one has to notice the
obvious. The name of the work stems from the
contrast between the black colour and the white
colour. The video shows a white man with a white
wig in a black seat in the form of a geometrical
cube. And, although we are not in any trouble in
imagining black and white colour as conceptual,
albeit interrelated, opposites, it is not as simple
to perceive a white man or a white wig as a con-
trast to a black seat or black cube. But this is
exactly what the artist needs to tackle — the visi-
ble representation of things renders all clear dis-
tinction of such concepts problematic.




Svart/hvitt. Black/White, 1997



Syningartjaldid i Paris

Frakkar efndu til mikillar syningar a norranni
samtimalist arid 1997, i einu helsta listasafni
Parisarborgar, Musée d'Art Moderne de la Ville de
Paris. A syningunni voru nokkrir islenskir lista-
menn og par a medal Hannes. Framlag Hannesar
var nokkurs konar syningartjald sem stod inni i
einum salnum, og kalladi hann verkid
Framework". bétt lita metti a syningartjaldid
sem sjalfstatt verk, pa gegndi pad auk pess pvi
hlutverki ad vera vettvangur fyrir syningu inni i
syningunni. Hannes hafdi verid fenginn til ad ut-
bua eins konar safnadeild fyrir syningarsal i Ham-
borg, Gallerie fir Landschaftskunst, sem Anna
Gudjonsdottir og Till Krause reka, og sem yrdi
umgjord fyrir verk listamanna a vegum galleris-
ins. b6 nokkur fioldi pyskra listamanna syndi i
bessu farandssafni sem Hannes Gthjo. Arid 2000
var ,safnid" synt i endanlegri mynd i syningar-
salnum Deichter Hallen i Hamborg a storri sam-
syningu sem hét Hausschau".

Enn & ny komu fram kunnuglegar taknmyndir ur
fyrri verkum Hannesar. Hisid var gert ur tré, med
tjialdhimni. Byggingin st6d ofan & stultum ar
kampavinsfloskum og sneru floskurnar a hvolf.
Kampavinsfléskurnar takna hamenningu og hatid-
arbrag, sem i pessu tilviki halda o6llu uppi. Inni i
midju hisinu var grar steinn hinnar islensku natt-
uru, og upp ur honum stod sula sem hélt uppi
tjialdinu. Efst & stlunni var hlaupandi madurinn,
imynd listamannsins, eins og vindhani. Tjaldid
var saumad saman Or marglita dakum. Gratar-
lampar stodu & sulunum inni | tjialdinu og logadi a
peim a opnuninni.

)

The Pavilion in Paris

In 1997 the French held a major exhibition of
Nordic contemporary art in one of the most
important art museums in Paris, the Musée d'Art
Moderne de la Ville de Paris. Several Icelandic
artists, including Hannes, exhibited at the show.
Hannes's contribution, entitled “Framework”, was
a pavilion that stood in one of the rooms.
Although the pavilion could be considered a work
in itself, it also served the role of being a venue
for an exhibition within the exhibition. Previously
Hannes had been asked to devise a type of muse-
um division for a gallery room in Hamburg,
Gallerie fur Landschaftskunst (run by Anna
Gubjonsdottir and Till Krause), which was sup-
posed to be a kind of setting for the work of the
gallery's artists. A substantial number of German
artists exhibited in this travelling museum
devised by Hannes. In the year 2000, the muse-
um was shown in its final form in the Deichter
Hallen gallery room in Hamburg at a large joint
exhibition called "Hausschau™.

Once again, recognizable symbols from
Hannes's previous works appeared. The wooden
construction had a canopy and stood on stilts
made from champagne bottles that were turned
upside down. The champagne bottles stand for
high culture and pomp, which, in this case, are
meant to “support” everything. In the middle of
the building was the grey stone of the Icelandic
nature, and out of it rose a pillar that held up the
pavilion canopy. At the top of the pillar was the
running man, the image of the artist, playing the
role of a weather vane. The canopy was sewn
together from multi-coloured cloth. Qil lamps
stood on pillars inside the pavilion, and burned at
the inauguration.
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Framework. 1998.
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Utilistaverk og skirar

A sidustu arum hefur Hannes fengist nokkud vid
gerd dtilistaverka og ma i pvi sambandi nefna
framlag hans a syningunum ,Botngrédur” i Hall-
ormsstad 1995, Kristnitokuhatid i Skalholti 1997,
Stréndin | Reykjavik 2000 og Dyggdirnar sjo a
Pingvdllum sama ar.

Sidastnefnda syningin wvar i tengslum vid
Kristnihatidararid 2000 og voru listamenn fengnir
til ad leggja ut fra dyggdunum sjo og syna verk
sin i Almannagja. | verki sinu lagdi Hannes at fra
dugnadi. Hann reisti skur, eda fiskihjall. Ofan a
honum wvar fiskikar a hvolfi og upp dr pvi turn-
spira, pannig ad formid a byggingunni wvar likt
kirkju eda basiliku. Utan a hjallinum wvoru logo
ymissa staerstu fyrirtaekja landsins. A sténg upp
ar fiskikarinu stéd gulur drysildjofull, eda fjanda-
faela, eins og tidkadist & midaldakirkjum. Vid hjall-
inn var tengd vindrafstod sem framleiddi rafmagn
an aflats og lysti upp drysildjéfulinn og ljosaskilti
sem war inni i hjallinum, sem a stod . Hollywood"
bleiku letri.

Med pessu margbrotna verki hafdi Hannes bratt
saman ymiss konar taknmyndum fengnum Gr pvi
samfélagslega umhverfi sem vid hrarumst i og
beim imyndum sem tengjast dugnadi og idjusemi
i samtimanum.

Verkid a Strandlengjusyningunni var sémuleidis
margbrotid og ekki osvipad ad uppbyggingu.
Skdrinn var gerdur Or barujarni, mjor en har og
gegndi pvi hlutverki ad wera Otsynisturn fyrir
ferdamenn, sem vardi pa fyrir vedri og vindum a
medan peir virtu fyrir sér Otsynid yfir sundin bla.
I stadinn fyrir pak var fiskabdr fyllt med vatni og
upp Ur turninum stod vindhani i liki fisks.

Gunnar J. Arnason

Outdoor Works and Sheds

In recent years Hannes has experimented with
outdoor art, for example at the exhibition
“Botngrédur” (Undergrowth) at Hallormsstadur in
1995, “Kristnitokuhatid" (the Christianity/
Christianisation Festival) in Skalholt in 1997,
“Stréndin i Reykjavik" (The Reykjavik Coastline) in
2000 and, the same year, "Dyggdirnar 5j6" (The
Seven Virtues) at bingvellir, to name a few. For the
latest exhibition artists were invited to create a
work of art that represented one of the seven
virtues and show the finished work in
Almannagja. Hannes based his work on diligence,
He built a fish shed. On top of the shed was an
upturned fish tub and from there rose a spire, so
the building resembled a church or a basilica. The
outside of the shed was covered in the logos of
some of Iceland's largest companies. On a pole
that extended from the fish tub stood a yellow
demon, or gargoyle, as can be found on medieval
churches. A wind turbine connected to the shed
continuously produced electricity, thus providing
energy to light up the demon and a sign inside
the shed, on which “Hollywood” was written in
pink letters.

With this complex work, Hannes fused together
various symbols, extracted from our social envi-
ronment, and combined them with ideas associ-
ated with diligence and industriousness in con-
temporary society.

The work at the Coastline exhibition was also
complex and not dissimilar in set-up. The shed,
narrow but tall, was made from corrugated iron
and was intended as a viewing tower for tourists,
protecting them from wind and rain so they could
enjoy the view of the coast. The roof was
replaced by a fish tank filled with water, and from
the tower stood a weather vane in the shape of a
fish.

Gunnar J. Arnason
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Dugnadur. Dexterity, 2000.
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In Iceland Fish is Important so is the Tongue, 2000.
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1993
1984
1995
1996
1997
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2000
2000

Ujazdowski Castel, Warsaw, Poland.

“Three Icelandic Artists”, Quartair Galerie, Den Haag, Netherlands.
Heilsustofnun NLFI, (med borbjorgu Palsdottur), Hveragerdi, Iceland.
Ostsee-Biennale 1996, Kunstahalle Rostock, Germany.
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“Untitled” /Duration ca. 30 min. Hellen Pitt Gallery, Vancouver, Canada.

"Untitled” /Dur. ca. 40 min. Galleri SUM, Reykjavik, Iceland.

“Untitled” /Dur. ca. 35 min. Galleri SC. 7, lceland.

“Untitled” /Dur. 7 days. Experimental Environment I, Iceland.

“It was a blue butterfly vou know..." /Dur. ca. 70 min. Heine-Onstad Kunstcenter, Norway.
“The Holyman's mask of Hotstuffmans” /Dur. ca. 240 min.

Nylistasafnid/The Living Art Museum, Reykjavik, lceland.

“And the moon that went through the night to meet the sun... "/ Dur. ca. 30 min. Gallery”, New York.
“Untitled” /Dur. ca. 80 min. Kjarvalsstadir, lceland.

“Untitled" /Dur. ca. 55 min. Kulturhaus Palazzo, Svitzerland.

{Augnneistar) /Dur. ca. 20 min. The Living Art Museum, Iceland.

“Untitled” /Dur. ca. 65 min. Kunsthallen Brandts, Denmark.

“Untitled” /Dur. ca. 45 min. Sveaborg, Finland.

“Untitled” /Dur. ca. 35 min. Nylistasafnid/The Living Art Museum, Reykjavik, lceland.

LSkal fyrir.."/Dur. ca. 25. min. Galleri 11, Reykjavik, Iceland.

Jot-00t Ot-a0t"/Dur. ca. 15 min. Galleri 11, Reykjavik, Iceland.

LBlai madurinn®/"The Blue Man" /Dur. ca. 35 min. Myndlista- og handidaskoli islands, Iceland.
“Bon appetit” /Dur. ca. 20 min. Galleriet, Vixsjo, Sweden,

“Untitled” /Dur. ca. 40 min. Ujazdowski Castel, Poland.

“Untitled” /Dur. ca. 35. min. Nylistasafnid/The Living Art Museum, Reykjavik, lceland.
“Untitled” /Dur. ca. 40. min. Quartair Calerie, Den Haag, Netherlands.

“Untitled"/Dur. ca. 60 min. Fotogaleriet, Oslo, Norway.

“Untitiled”/Dur. ca. 20 min. Ormeau Baths Gallery, Belfast, Ireland.

Upp“/“Up” /Dur. ca 6 hours. City Performances, Bergen, Norway.

.Ofninn"/“The Oven"/Dur. ca. 3 hours. Nylistasafnid/The Living Art Museum, Reykjavik, lceland.
"Monologue Dialogue”, Gallerie fur Landschaftskunst, Hamborg, Germany.

.Smijérvi/létt lopi*, LHI, Reykjavik, Iceland.

“Prototype”, Overgaden, Copenhagen, Denmark.

Reykjavik", Vindhatid, Reykjavik, Iceland.

Mafnlaust”, Skjar einn, Reykjavik, Iceland.

Verk i opinberri eigu/Works in public collections
Listasafn islands/National Gallery of Iceland.

Listasafn Reyjavikur/Reykjavik Art Museum.
Nylistasafnid/The Living Art Museum.

Soren Mygind Collection, Denmark.

0.f./and others...

H. L. SKOLAVORDUSTIG 4B, 101 REYKJAVIK, ICELAND. Tel.: +354 694-8108 E-mail: hanlar@ismennt.is
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HANNES LARUSSON

Listasafn Reykjavikur - Kjarvalsstadir
jandar 2002



| porpi jadarmenningarinnar

Ur fjarlagd svipar hinu nyja verki Hannesar
Larussonar ,Hus i has" til porps eins og pau
litu Gt til forna, ekki olikt Gaulverjaba i Ast-
riksbokunum. Pbratt fyrir ab skipuleg og
markviss uppstilling hisanna ellefu i syning-
arsalnum veki undrun, sést af byggingarlagi
hisanna, pegar inn er komid, ad pau eru
eftirliking, eda svidsmynd. bar sem veggir
hidsanna eru 2,6 metrar a had gefa pau ad
visu ekki smakkada mynd af raunveruleikan-
um. Pad ad pau eru gerd ur sponaplétum og
motun yfirbordsins kallar fram oraunveru-
lega mynd og minnir 6dru fremur a svids-
mynd i leikhusi: Einn hlidarveggurinn er mal-
abur med mdrsteinamynstri, en a 68rum
vegg eru gervi-vidaradar, sem Hannes hefur
madlad med hjalp skapalona. Grunnflétur his-
anna kemur einnig einkennilega fyrir sjonir:
Ad framanverdu sér madur einungis hurdir,
sem hver um sig er malud i sérstokum skeaer-
um lit. A hiasid vantar hins vegar framhlid.
bPess i stad liggja hlidarveggirnir pétt vid
dyrakarminn og svo skahallt ad bakhlid hiss-
ins par sem peir enda i bogavegg tr punnum
sponaplétum. Pakid sem er gert Ur bognum
blikkplétum og med ,pakglugga” ur gegn-
sarri tjaldfoliu, sem wvirBist abeins vera til
bradabirgda. bar sem vid bygagingu hidsanna
var hvorki notad lim né naglar, bera pau bl
einkenni pess ad vera adeins bradabirgda-
his. bad & einkar vel vid pau ahrif af svids-
mynd sem verkid kallar fram ad med syning-
arskra fylgir fondurhis Gr pappir, svipad og
madur kannast vid af frmgum kastélum;
fondurddt | malikvarBanum 1:20 sem bérn
geta dundad sér vid timunum saman. begar
litid er a petta verkefni Hannesar i heild koma
hér fram tilvisanir i hin ymsu hlutverk lista-

safnsins sem stofnunar, par med talid pad
hlutverk safnsins ad mibla list. bessi litrika
kofapyrping virdist einnig taka tillit til barna,
eins og &vintyralegur leikvéllur & évenjuleg-
um stad, par sem hagt er ad leggja” bérnun-
um a medan fullordna folkid skodar safnid.

Hagt er ad ganga umhverfis hdsin. Pannig
koma fram fjégur gjorolik sjonarhorn a verk-
i, eba fjorar syningar” eins og Hannes ord-
ar pad. bessi munur a sjonarhornum, sem
naest fram med ohjakvamilegum hreyfingum
ahorfandans i salnum, skirskotar til skynjun-
arstriktars minimaliskrar listar. | bék sinni
Fyrirbrighafraedi skynjunarinnar®  lysir
Maurice Merleau-Ponty peirri upplifun a tima
og rymi sem kemur fram | verkum flestra
peirra listamanna sem abhylltust pa stefnu.’'
bar segir ad likaminn bui badi i tima og rdmi.
bessi svibsetningareiginleiki listarinnar, hid
Jeikrana”, sem Hannes gerir abd vidfangsefni
sinu strax a skopunarstigi vinnsluferlisins
kemur svo aftur fram i hreyfingum ahorfand-
ans.’ Syningarsalurinn verdur ad leiksvidi,
eins og glégglega kemur fram i gjdérningnum
vid opnun syningarinnar sem nanar verdur
lyst sidar.

Til skrauts leika eldtungur Gr stalplétum
um pok hdsanna, en pessa loga notar Hannes
einmitt sem takn i ofnaréd sinni Vafurlogi®.
Mislitu ausurnar, sem eru skornar Ut Ur tré og
hanga an synilegs hlutverks eda fagurfradi-
legra tengsla vid formid a bakhlid hidsanna,
eru einnig mitt & milli pess ad vera sjalfsted-
ir skalptarar og hluti af hiasinu, Pakahofud i
skopmyndastil, sem er abd finna a skoftum
ausanna, birtast sem smaatridi i gerd hds-
anna og minna badi a gotnesku vatnsspyj-
urnar & Notre Dame i Paris og a groteskur i
anda manierisma. bar sem pukahofdunum er

| Maurice Merleau-Ponty. Phanomenologie der Wahrnehmung. Berlin, 1974 (i frummdlinu 1345}, bls, 128,

2 | fraegri ritgerd sinni _Kunst und Objekthaftigheit™ fra 1967 tekur Michael Fried hugtakid _leikrent® eda Theatralitit” tl umfjall-
unnar. Hins vegar notar hann pad | peim tilgangi ad gagnryna minimaliska list & einkar nelkvaedan hatt: Leikhdsid og pad leik-
reena heyja nd strid vid ... listina sem slika - og svo framarlega sem hagt er ad kafla hinar dliku listgreinar nitimalegar, vid ni-
tima nemni sem slika.” Fried, Michael. "Kunst und Objekthaftigkeit”. i: Gregor Stemmrich (Gtg.) Minimal Art: Eine kritische Retro-

spektive: Dresden/Basel, 1995, 334-374, bls, 359,



komid fyrir 4 bakhlidinni virbast pau eiga ad
vernda hasin fyrir illum 6flum. Par med koma
bau til mots vid pa hjatri sem enn pa fyrir-
finnst i sveitum og kemur fram i pysku
maltzki: Jbeim sem gengur med ara, gera
drar ekki mein." | pessum skilningi virdist
skynsamlegt ad hafa vid hlid sér litinn teikni-
myndapuka, sem litur helst at eins og litill,
vinalegur og skrytinn karl, sem nokkurs kon-
ar hoflegan skammt af hinu djéfullega sem
madur raebur vel vid, likt og tibkast i sma-
skammtalakningum.

| pessu verki er ekkert steypt i sama moti,
ekkert passar saman eda myndar skynsam-
lega heild. Einstakir hlutar verksins eru miklu
fremur skeyttir saman; endursamsettir hlutar
pess personulega ordaforda sem Hannes not-
ast vid i verkum sinum og setur stédugt i nytt
samhengi par sem einstok stef odlast nyja
merkingu. A medal peirra personulegu takna
sem koma fram i verkum Hannesar er talan
11, sem tengist einnig 6drum vidfangsefnum
listamannsins & menningarsvidinu. Fra 1989
til 1994 starfraekti Hannes syningarsalinn
JGalleri 11" & fyrstu had hiss sins vid Skoéla-
vorbustig 4b i Reykjavik. | verkinu ,Hus i his”
er pad hins vegar 6dru fremur hisid sjalft
sem stef sem visar til peirra hluta i lifi
Hannesar sem tengjast ekki beint listskdpun
hans. Um nokkurt skeid hefur Hannes unnid
af mikilli nakvamni og miklu hugmyndaflugi
vid ab gera upp gamlan torfbae a Sudurlandi
sem hann erfdi eftir fobur sinn. Vid pessa
vinnu gegna gomul, hef@bundin vinnubrigd
veigamiklu hlutverki, sem krefjast mikils af
honum, um leid og pad vekur hja honum sér-
stakan dhuga a verkefnum af pessu tagi.
Onnur kunnugleg stef i Has i his® eru vid-
arausan, pukahoéfudin, eldtungurnar og
skaru litirnir sem aldrei eru eins. Sérstakur
dhugi Hannesar & hinum ymsu tilbrigdum
tarra, skarra lita kemur einnig fram i pvi ad
hann notar aldrei tilbana liti, heldur leikur sér
i hvert sinn sem hann byrjar a nyju verki med
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ad blanda pa a pann hatt sem honum pyKir
eiga vid hverju sinni. Hannes notast vid takn
i verkum sinum, en an pess pé ad vinna takn-
rant. Hann medhondlar stef ekki taknfradi-
lega, heldur midast akvardanir hans fyrst og
fremst vid formid, p.e. annad hvort skapa
paer eda brijota markvisst upp formleg, fagur-
fredileg tengsl. | forminu er stundum ad
finna tilvisanir i listaséguna. | verkum sinum
gripur Hannes osjaldan til ymissa patta
minimaliskrar listar eba nuatimalistar, p.e.
rassneskrar framurstefnulistar og hins pyska
Bauhaus. | pessu samhengi a einnig ad tulka
marglitar dyr hdsanna sem litatéflur, sem
grunna fyrir malverk. Sem motvaegi gegn
peirri helgimynd sem einliti myndfloturinn
var | listasdgu 20. aldar, teflir Hannes stefjum
ur pjodlegri islenskri list, eins og til damis
utskornu ausunni. Par sem upphafin einlit
taflan odlast akvedid notagildi sem hurd og
verdur pannig adgengileg, visar han ekki
lengur adeins a sjalfa sig.

Vid talkun @visogulegra tilvisana i verkum
Hannesar er froBlegt ad lita nanar a hvernig
hann tekst pélitiskt a vid pennan .eigin”
menningarheim, sem kemur annad hvort
fram sem @visaga einstaklingsins eda heild-
arinnar i verkum hans. Synina ab utan gerir
listamadurinn ad hluta ad sinu ,eigin®, en vid
pad kemur til sérviskulegra hlidrana og
prakkaralegra afmyndana pessa .eigin” i
peim tilgangi ad blekkja og veida ahorfand-
ann med hans eigin stédnudu klisjum. Med
pvi ad notast vid pjodlega list og tilvisanir i
hjatri skopstzlir Hannes klisjur tengdar is-
lenskri menningu, sem oft er litid & sem jad-
ar alpjodlegrar prounar, og tengir paer helgi-
myndum vestrannar listasogu med visunum
og tilvitnunum. Utkoman er nalzgt pvi ad
vera hadsleg umfjéllun, sambarileg harbeitt-
um, vel skrifudum pistli i dagbladi. Hér er
Hannes i hlutverki gagnrynandans sem legg-
ur sjalfan sig ad vedi, sem vikkar eigin sjén-
deildarhring svo mikid, ad hann rekur sig a



fraleitar hugmyndir sem motast Gt fra sjonar-
holi annarra; voldugs kerfis menningarlegra
gilda. Med litanotkun, vinnslutakni og stefj-
um ur listidn gerir hann pessa mynd ad ein-
hverju framandi, sem hann hefur sjalfur rek-
id sig oftar en ekki a, i leit sinni ad vidfangs-
efnum.

Eg purfti ad velta pvi dalitid fyrir mér hvers
vegna Hannes valdi pyskan hofund til ab
semja pennan texta. ABur en ég gat spurt
hann ad pvi vard mér hins vegar ljost ad pad
er stor kostur ab geta skodad pau einkenni is-
lenskrar menningar sem Hannes fast vid i
verkum sinum utan fra — med augum dtlend-
ingsins. bpar sem Hannes tekur reglulega patt
i alpjoblegum syningum er hann beggja meg-
in bordsins. Hann getur pvi einnig virt fyrir
sér sina eigin menningu med augum hins
ékunnuga; menningu sem vid fyrstu syn er
eins og lokud bok og er gjarnan lyst sem
LObruvisi®. Séd utan fra verda akvedin fyrir-
baeri synilegri. Hannes vinnur einmitt med
bessi atridi, p.e. pau sem varda hina sérstoku
stodu Islands, fyrir fram motadar hugmyndir
um hvad er .islenskt” jafnt sermn ymsar hlidar
menningarmala. island stendur i stréngu vid
ab bagja fra sér straumi gobsagna sem flad-
ir yfir landi® fra atléndum. Par er dregin upp
einkar fjarstebukennd mynd af landinu, par
sem allt Gir og grair | alfum og tréllum sem
eiga ad hafa feiknamikil ahrif a lif Islendinga,
sem annars leggja helst stund a fiskveidar og
bokalestur. Islendingar sjalfir taka pessar lif-
seigu klisjur ekki of alvarlega, t.d. var nyver-
id hleypt af stokkunum auglysingaherferd
fyrir islenskt bergvatn par sem karlkyns fyrir-
sa@tu med hudflir & bringunni er stillt upp
sem  vikingi* og kwvenkyns fyrirs®tu er
brugdid i gervi .alfkonu®. | lendaskylu ir feldi
og palliettuundirfétum a visunin i stgu- og
godsogulegar personur einungis ad skiljast
sem erotiskt smaatridi. Malid vandast hins
vegar pegar litid er 4 slikar hugmyndir um is-
land sem damigerbar og par yfirfrdar a

adra stadi sem koma Vesturlandabdum ann-
arlega fyrir sjonir. | pessum vidari skilningi
vekja verk Hannesar mals a pvi hversu naud-
synlegt pad er ad alpjodleg samskipti fari
fram & jafnréttisgrundvelli, med pad ad mark-
midi ad vidhalda peim mun sem er a olikum
menningarheimum,

Myndin af _sveitas®lunni i porpinu” sem
verkid kallar fram, oBladist lif vid opnun syn-
ingarinnar, par sem fluttur var gjoérningur
sem tekinn var upp a myndband og sidar
gerdur ad hluta syningarinnar. Gjérningurinn
virkar eins og barnalegur feluleikur. Eins og i
barnaleiknum _ Hlaupa | skardid" arkar
Hannes fra einu hdsi til annars, eltandi texta
sem lesinn er upp i hatalara i einu hdsi i einu.
Innihald textans er haft eins hlutlaust og
mogulegt er svo ad athygli ahorfenda beinist
oskipt ad gjorningi Hannesar. Hann hverfur
svo inn i hdsin og lokar hurdinni & eftir sér.
MeBan Hannes gengur & milli hdsanna geta
dhorfendur spjallad vid hann, hvort sem er
um textann, verki®d eba hinar hefBbundnu
opnunarr@dur sem pykja videigandi vid slik
takifari. Ahorfendurnir taka varla eftir pvi ad
smatt og smatt verda peir sjalfir hluti af verk-
inu. Hannes stekkur hér dr leikreenni uppa-
komu sem fylgir pvi hef@bundna mynstri ad
ahorfandinn horfir hlutlaus a pad sem honum
er bodid upp a, yfir [ adstadur sem gera syn-
ingargestina ad hluta af verkinu, p.e. pau
hefdbundnu félagslegu samskipti sem tidkast
vid opnun listasyninga, sem allir pekkja og
vita hvernig peir eiga ad haga sér i. Eins er ad
finna nokkurs konar svalir inni | hdsunum
sem bjoda eiginlega upp a ad klifrad sé upp
a paer, po svo ad pad sé ekki leyft. Syningar-
gestum er einungis leyft ab opna dyrnar og
gagjast inn i hdsin. Meint notagildi hdsanna
reynist pvi vera farsi, par sem listamadurinn
bannar slika notkun an synilegrar astedu. A
pennan hatt er hasid skilgreint sem sjalf
staedur skadlptar, en ekki sem hlutur med
akvedid notagildi. ABeins listamadurinn sjalf-
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ur hefur leyfi til ad fara inn i verk sitt - og
hann lokar hurBinni a eftir sér. A iréniskan
hatt bregdur Hannes sér i hlutverk hins klass-
iska sjalfhverfa listamanns og hugmyndin
um list par sem ahorfandinn verdur sjalfur
hluti af verkinu er einungis syndarmennska.
Hér kemur aftur fram s stefna minimaliskrar
listar ad leitast vid ad verkid, ahorfandinn og
rymid, myndi ad visu eina heild, en um leid
ad lita eigi a dhorfandann sem taknrana veru
sem er ofa@r um ad taka sjalfstedar akvard-
anir sem getu leitt til notagildis listaverks-
ins.’ Kleddur i brin-grdan, rénddttan sam-
festing med rennilas og hafu med fiorum der-
um litur Hannes skoplega ut, einhvers stadar
mitt & milli pess ad lita ut eins og Napdleon
Bonaparte og trudur, sem gefur til kynna ad
pad sem hann gerir sé & einhvern hatt
skringilegt. Hann bregdur sér i gervi hugada
garungans, brjalada gagnrynandans sem
pakkar gagnryni sinni inn i dadaiska syningu.
Um leid fylgir iréniunni viss raunsar undir-
ténn ad pvi leyti ad Hannes sjalfur hefur latid
ad sér kveda sem ovaginn gagnrynandi i
listaheiminum i Reykjavik, sem hefur stund-
um framkallad heldur 6blid vidbrogd.
Lykillinn ad wverkum Hannesar er einmitt
petta motsagnakennda tvieyki: Heimur hans
samanstendur af pattum sem eru nasstum
barnslega litrikir og bera keim af pjodlegri

listskbpun. Vit fyrstu syn wirBist pad hins
vegar motsagnakennt ad hann virkjar pessa
patti til ad koma a framfari harbeittri gagn-
ryni a islenska menningarpolitik sem slar
einmitt pessum sému pattum pjodlegrar list-
skopunar upp, eins og ad i peim komi fram
hin ofalsada islenska samtimamenning.
vandinn a islandi er einna helst sa ad lista-
heimurinn er mjog litill, og pegar embattis-
menn tala um listsképun i landinu almennt,
er yfirleitt verid ad fjalla um pjodlega list og
handverk. | verkum Hannesar kemur fram si
skelegga afstada hans | pessari deilu ad snua
skuli vorn i sokn: Okei, ef pid viljid endilega
fa pjodlega list pa tek ég einfaldlega veiga-
mikla patti ir peim geira og yfirfzri & heims-
listina. betta vidhorf, sem ég eigna Hannesi,
gengur ag®tlega upp. Med pvi ad fylgja peirri
stefnu ad setja akvedna leikmuni dar pjédlegri
list og listaségunni i nytt samhengi kemur
fram i verkum Hannesar gagnryni a ,styri-
kerfid list™ & islandi, par sem hann tekur
bessa stodnudu hugmynd um islendinginn®,
Jislenska listamanninn® og listalifid a islandi
einfaldlega Gr umferd. i sjalfhverfum verkum
listamannsins gegnir hid islenska” hlutverki
stadgengils fyrir audu svadin a landakorti
hins vestraena listheims.

Nina Mantmann

3 Ytarlega umfjollun um fyrirberafradilegan skynjunarstriiktir (phanomenologische Wahrnehmungsstruktur) minimaliskrar listar
er ab finna i: Meyer, James. .Der Gebrauch von Merleau-Ponty”®. I: Montmann, Nina / Metzger, Christoph / Sanio, Sabine (dtg.)

minimalisms. Ostfildern/Ruit, 19298, bls, 178-187.

4 Hugtakid _styrikerfid list” (Betriebssystem Kunst), sem ndna er almennt notad, var fyrst motad af Thomas Wulffen | samnefndu

riti hans, Kunstforum-Band Nr, 125. Jan./feb. 1994,



in the Village of Marginalized Culture

Seen from a distance, Hannes Larusson’s new
project "Door to Door” looks like an ancient
village, perhaps out of Asterix and Obelix.
Although the arranged and organized setting
of the eleven houses is unexpected, coming
closer, you can quickly make out the fake
scenery in the assembly method of every sin-
gle house. The houses are not really minia-
tures (the height of the walls is about 2.6
metres) but the woodchip structure and the
illusory design of the surface remind one of
the scenery of a theatre: one side wall is
designed in red brick optic, the other has fake
wood vanes, which Larusson had applied
using stencils. The design of the houses is
disconcerting as well: starting in front, you
can only see the doors, each painted in a dif-
ferent bright colour; the front side, the
facade, is missing in contrast. Instead, the
side walls border immediately on the doors,
then they continue diagonally towards the
back, and flow into the back of the house,
ending in a semi-circle of thinner chipboards.
The roof, made of bent steel sheets, seems in
a certain manner provisional, with its "sky-
light" made of a transparent strip of canvas.
Assembled without glue or nails, these hous-
es have the feel of a temporary arrangement.
Consistent with this impression of theatre
scenery, a handicraft house of paper - the
kind we know from famous castles or estates
- is included in the exhibition catalogue; a
handicraft-"kit" on a scale of 1:20, which can
be used to keep children busy for hours. Seen
in the context of the entire project, references
to the functionality of the museum as an insti-
tution are clear, in the context of their role in
the promotion of art. In addition, the gather-

ing of the colourful huts also seems appropri-
ate for children, like a falsely-located adven-
ture playground where you can "park” the
children while the adults visit the museum.

You can walk around this village-like con-
struction, where four totally different points
of view are revealed - or “four exhibitions” as
Larusson puts it himself. A relationship to the
structure of perception of Minimal art is built
up through this ambiguity, which can be per-
ceived by proper movement of the observer
in the room. This spatio-temporal experience
that is perceived in the projects of almost all
Minimal artists is described by Maurice
Merleau-Ponty in his “Phenomenology of
Perception”. According to him, the body
“inhabits space (and time as well, by the
way)".! This theatrical characteristic of the
art, the "theatricalism”, which Larusson made
the subject of discussion in his theatre
scenery productions, can also be found in the
movement of the observer? The exhibition
space is converted into the stage, which is
patently obvious in the performance during
the opening of the exhibition, described a bit
further down.

Flickering flames made of sheet metal are
posted on the roofs as decorative elements;
these are the same flames Larusson had used
as the emblem for his stove collection
“Mafurlogi”. The colourful carved wooden
ladles, placed on the back of the houses,
without any obvious function or formal aes-
thetic reference to anything, sway between
being independent sculptures and architec-
tural elements. The comic-like monster head,
situated on a grip, appears as a detail of the
architecture and reminds one of gothic gar-
goyles in Notre Dame or an affected

1 Maurice Merleau-Ponty, Phenomenology of Perception, Berlin 1974 (Orig. 1945), p. 128,

2 Michael Fried discusses this term in his famous essay “Art and the Obsession of Objects” from 1967, However, he uses it to
express his extremely negative criticism of Minimal art: "during the period the theatre and theatrics were at war...against art per
se - and to the extent that various arts can be called modern, against modern sensibility per se”. Taken from: Michael Fried, “Art
and the Obsession of Objects, in: Gregor Stemmyrich (pub.), “Minimal Art, A Critical Retrospective, Dresden/Basel, 1995, pp. 334-

374, quote p. 359.



grotesque style of Mannerism. Placed on the
back of the house, it seems to have a some-
what shielding function against bad omens.
By doing this, they are expressive of the
superstition that is still common in rural
areas, like in the saying "He who is accompa-
nied by a demon, will not be harmed by other
demons”. In this context it makes sense to
have a cartoon-like little devil by your side,
especially as this one more than anything
gives the impression of being a friendly,
funny guy, a bit like a homeopathic dose of
devil that is still easy to cope with.

In work, nothing forms a uniform and inte-
grated whole; there is no coherent unity.
Individual components are more likely to be
made of assembled and completely recom-
bined elements out of the personal vocabu-
lary that Larusson uses in his work and which
he places constantly in a new context, in
which each motive can be coded differently.
The number eleven in the list of personal
icons in Larusson's works also has a bio-
graphic relationship to other cultural activi-
ties. From 1989 to 1994 he operated and ran
“Galleri 11" in the first floor of his house,
Skolavordustigur 4b in Reykjavik. On the
other hand, in “Door to Door", it is more the
motive of the house itself that gives the most
references to the aspects of Larusson’s life
that are not directly connected to his art.
Recently he has been working meticulously
and with a great deal of imagination on
expanding and restoring a traditional turf
house in the south of Iceland, which he inher-
ited from his father. While doing this, the
old, traditional methods play an important
role that challenge Larusson while awaken-
ing his particular interest in such practices.
Other well-known motives in "Door to Door”
are the wooden ladle, the demon head, the
blaze of flames and the bright colours that
are never exactly the same. Larusson's pref-
erence of various arrangements of clear,

B

bright colours can also be seen in the fact that
he does not use pre-mixed colours, but
instead experiments each time he begins a
new work by mixing the colours that best suit
his emotions at the time. Larusson applies
symbols in his works but does not work in a
symbolic manner, He does not use motives in
an iconographic manner, but instead his deci-
sions are made primarily in regard to form,
l.e. either they create or significantly break
down formal, aesthetic relationships. Some-
times references on form are found in art his-
tory. In his works, Larusson often refers to
aspects of Minimalism or Modern art, i.e.
Russian Avant-garde and Bauhaus. In this con-
text, the colourful doors of the houses can be
understood as colour displays, as founda-
tions for a piece of painted artwork. He coun-
terbalances this icon of art history of the 20th
century, the monochrome plate, with motives
of ethnic art of Iceland such as the wooden
ladle., Where the awe-inspiring monochrome
image gains a certain utility function as a
door and thus becomes comprehensible, it no
longer refers only to himself.

In the interpretation of the biographical ref-
erences in Larusson's work, it is interesting to
look more closely at how he deals with paolit-
ical debate in regard to his own cultural "self”
that appears either in a biography of the indi-
vidual or as collective biography. The glance
from the outside incorporates the artist in his
“own”, but through these quirky shifts and
prank-like adjustments to oneself are
designed to trick the observer and catch him
in his own bogged-down clichés. By adapting
ethnic art and referring to superstition,
Liarusson characterizes clichés on the culture
of Iceland that is often seen as marginalized
compared to international developments,
and he combines these with references and
guotes to icons of Western art history. The
result is an almost satiric comment, like a
sharp, intelligent newspaper article.



In this context, Larusson acts as a critic
who throws himself on the line, who moves
his own vision so far out that he reaches
absurd levels that are constructed from the
perspective of others: a different, more dom-
inant cultural system of values. By means of
craftwork motives, manufacturing tech-
niques and use of colours from artistic prac-
tice, he makes this into something alien that
he himself is confronted with often enough
in his search for topics.

| asked myself why Hannes had chosen a
GCerman author for this text. Before | was able
to ask him, | realized that to be able to view
those aspects of the cultural characteristics
of Iceland that Larusson deals with objective-
ly in his work, it was a decided advantage to
do so from a foreigner’s perspective. As an
international exhibitor of artwork, he himself
stands on both sides. He can also view his
own culture through the eyes of an outsider,
a culture which at first sight seems like a
closed book and is often described as "differ-
ent”. Seen from the outside, certain phenom-
ena become more conspicuous, and Larusson
works with exactly these questions, referring
to the specific situation of Iceland, the preju-
dicial ideas of what is “Icelandic”, as well as
cultural-political aspects. Iceland is fighting
uncountable myths that stream in from for-
eign countries. A somewhat surreal picture of
the country comes to mind, in which elves
and trolls have enormous influence on the
everyday lives of Icelanders who otherwise
spend their time reading or fishing.
Icelanders themselves, though, do not take
such narrow-mindedness too seriously: at
the moment, a commercial campaign for
mineral water is running in which a male
model with a tattoo on his chest poses as a
"Viking" and a glamorous female model pre-
tends to be an “elf". The reference to the his-
torical and mythological figures is interpret-
ed as erotic details by means of the short fur

and sequinned underwear. It gets to be a
problem when such ideas are regarded as
characteristic and they are then transferred
to other Western locations. In this wider con-
text, Larusson's work shows how important it
is that international relations take place on
the basis of equality, based on the intention
of preserving different cultural attitudes.
The image of the "village-like idyll" created
by his work became real at the exhibition
opening, where a performance was recorded
on video and became, in the end, part of the
exhibition. The performance gives the
impression of a childish game of hide-and-
seek. Following the same principle of the
children's game "Go Bed-hopping”, Lirusson
approaches the different houses one after
another. Doing so, he follows the directions
of a text that is read aloud from a speaker
inside each house. Whenever possible, the
texts are neutral in terms of content, as the
main point of focus lies in Larusson’s actions.
He then disappears into each house and clos-
es the door behind him. While walking from
one house to the next he is open for conver-
sations with visitors, be it about the texts,
his work, or simply the usual social opening
speeches. The audience hardly notices that,
little by little, they themselves gradually
become part of the performance. Larusson
here jumps out from a theatrical perform-
ance, which follows the classic pattern
whereby the audience looks objectively at
the material with which they are presented,
to a situation in which the audience becomes
part of the work, i.e. the traditional social
interactions at an opening, in which every-
one knows how to act and is capable of tak-
ing up a familiar role. The interior of the
house is also equipped with a balcony-like
set-up that invites you to climb up although
this is actually not allowed. The visitors are
only allowed to open the doors and look into
the houses. The alleged usability thus turns
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out to be a farce, as the artist prohibits this
without any obvious reason. In this way, the
house is defined as a classical, autonomous
sculpture but not as a usable display piece.
Only the artist himself is authorized to enter
his work - and he closes the door behind him.
In an ironic way, Larusson acts out the role of
the classical egocentric artist, and maintains
the idea of practical, participation-orientated
art only for show. Here we see again the
direction of Minimal art: on the one hand,
working towards the total integration of the
project, the viewer and the location, but at
the same time, imagining the observer as an
ideal figure who is incapable of taking inde-
pendent decisions that could lead to any use-
fulness of the artwork.? In his brown and grey
striped suit with a zipper and a hat with four
peaks, Larusson looks like he is wearing a
strange costume, somewhere between
MNapoleon Bonaparte and a clown, which
brings to mind the bizarreness of his actions.
He acts out the courageous rascal, the crazy
critic, who envelops his criticism in a
Dadaistic performance. At the same time, his
irony has a realistic implication, insofar that
he himself has been a merciless critic of the
art scene in Reykjavik, which has sometimes
provoked harsh reactions.

The key to his works is precisely this dou-
ble bind: Lirusson's world is made up of

almost childish colours and what seems in a
certain manner to be elements of ethnic art.
At first sight, however, it seems somewhat
paradoxical, that through these elements he
articulates precise and sharp criticism of
Icelandic cultural-politics, which feature
exactly these elements of ethnic art under a
banner of an authentic and contemporary
expression of culture. The problem is that
the art scene in Iceland is a very small one,
and when cultural bureaucrats talk about the
general art production of the country, they
usually mean ethnic art or craftwork.
Larusson's work takes on an aggressive
viewpoint in this conflict, under the motto:
OK, if you want ethnic art, then | will go
ahead and transfer significant elements of it
into world art. This policy of Larusson's actu-
ally works quite well. Larusson's work
expresses a criticism of the “operating sys-
tem art™ in lceland, with the principle of
recontextualisation of certain props from eth-
nic art and art history, and takes the image of
the “Icelander”, the “Icelandic artist” and the
Icelandic art scene simply out of circulation.
In the egocentric world of the artist, what is
known as "lcelandic” functions as a substi-
tute for the empty spaces on the map of the
Western art world,

Nina Montmann

3 For a closer look at the phenomenological structure of perception, see: James Meyer, "The Use by Merleau-Ponty”, in: Nina
Méntmann, Christoph Metzger, Sabine Sanio (pub.}), “Minimalisms®, Ostfildern/Ruit 1998, p. 178-187.

4 The term "operating system art”, now commonly used, was introduced by Thomas Wulffen in the ant volume of the same title,
volume no, 125, Jan./Feb, 1994, which he has published himself.
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Im Dorf der marginalisierten Kultur

Von weitem betrachtet sieht Hannes
Larussons neue Arbeit "Door to Door” aus
wie ein urspriingliches Dorf, vielleicht aus
Asterix und Obelix. Dann verwundert jedoch
die geordnete und gerichtete Aufstellung der
elf Hauser im Ausstellungsraum, und aus der
MNdhe erkennt man in der Produktionsweise
jedes einzelnen Hauses schnell den Fake
eines Buhnenbildes. Mit einer Wandhdhe von
ca. 2,6 Metern sind die Hauser zwar nicht
wirkliche Miniaturformate, jedoch erinnert
ihre spanhélzerne Beschaffenheit und die
illusionistische Oberflichengestaltung an
Theaterkulissen: eine Seitenwand ist in
Backsteinoptik gestaltet, die andere tragt
Fake-Holzstrukturen, die Larusson mithilfe
von Schablonen aufgetragen hat. Auch der
Grundriss der Hauser ist befremdlich: von
vorn sieht man nur die jeweils in einer
anderen leuchtenden Farbe angestricHenen
Tiren, die Frontseite des Hauses, die
Fassade, hingegen fehlt. Stattdessen grenzen
die Seitenwdnde unmittelbar an die Tiren an,
gehen schridg nach hinten ab und minden
auf der Riickseite des Hauses in ein Halbrund
aus dunneren Spanplatten. Das Dach aus
gebogenen Stahlblechen mutet provisorisch
an mit seiner "Dachluke” aus transparenter
Zeltfolie. Ohne Klebstoff und Nagel konstru-
iert tragen die Hduser den Charakter eines
Provisoriums. Passend zu diesem Eindruck
einer Kulisse liegt dem Ausstellungskatalog
ein Bastelhaus aus Papier bei, wie man es von
beriihmten Burgen und Schlossern kennt; ein
Bastel-"Kit" im Mafkstab von 1:20, womit man
Kinder stundenlang beschaftigen kann. Im
Kontext der GCesamtheit wvon Larussons
Projekt betrachtet, klingen hier Referenzen

an die Funktionsweisen der Institution
Museum an, respektive ihrer kunstvermitt-
lerischen Aufgaben. Auch die Ansammilung
der farbigen Huatten erscheint zundchst
kindgerecht, wie ein dislozierter Abent-
euerspielplatz, auf dem man seine Kinder
“parken” kann, wahrend die Erwachsenen ins
Museum gehen.

Die Hauser sind in ihrer dorfiahnlichen
Anlage umgehbar, wobei sich vier komplett
unterschiedliche Ansichtsseiten zeigen, oder
“vier Ausstellungen” wie Larusson es for-
muliert. In dieser Vielansichtigkeit, die durch
die notwendige Bewegung des Betrachters
im Raum erlangt wird, wird ein Bezug zur
Wahrnehmungsstruktur der Minimal Art
hergestellt. Die raumzeitliche Erfahrung, die
sich in den Arbeiten der meisten Kiinstler der
Minimal Art einstellt, wird von Maurice
Merleau-Ponty in seiner "Phidnomenologie der
Wahrnehmung” beschrieben. Demnach
wohnt der Leib "dem Raum (und ibrigens
auch der Zeit) ein."' Es ist diese Auffilhrungs-
qualitdt der Kunst, die “Theatralitdt”, die bei
Larusson bereits auf der Produktionsebene in
den bihnenbildnerischen Fertigungsprozes-
sen thematisiert ist und sich dann in der
Bewegung der Betrachter wiederfindet.? Der
Ausstellungsraum wird zur Biithne, was in der
weiter unten beschriebenen Performance
wadhrend der Ausstellungseroffnung am deut-
lichsten zum Ausdruck kommt.

Als dekorative Elemente sitzen zingelnde
Flammen aus Metallblech auf den Dichern,
jene Flammen, die Larusson auch als Emblem
fur seine Ofen-Reihe

“Vafurlogi" verwendet. Auch die farbigen,
holzgeschnitzten Kellen, die ohne eine
nachvollziehbare Funktion oder einen for-

I Maurice Merleau-Fonty, Phinomenlogle der Wahrnehmung, Berlin 1974 (Orig. 1945), 5. 128.

2 Michael Fried diskutiert diesen Begriff in seinem berihmten Aufsatz “Kunst und Objekthaftigkeit” von 1967, Allerdings benutat
er ihn, um seine Ausserst negative Kritik an der Minimal Art auszudricken: “zur Zeit das Theaterund die Theatralik sich im Krieg
gegen ... die kunst als solche - und in soweit die versschiedenen Kinste modern genannt werden konnen, gegen die moderne
Sensibilitat als solche”, Cit. aus; Michael Fried, Kunst und Objekthaftigkeit, in: Gregor Stemmrich (Hg.), Minimal Art, Eine kritis-

che Retrospektive, Dresden/Basel, 1995, 5. 334-374, cit, 5. 359.



maldsthetischen Bezug an der Riickseite der
Hauser angebracht sind, schwanken zwis-
chen eigenstandiger Skulptur und Archi-
tekturelement. Der karikaturesk gestaltete
Damonenkopf, der auf dem Griff sitzt, tritt in
diesem Zusammenhang als architektonisches
Detail in Erscheinung und erinnert an die
gotischen Wasserspeier in Notre Dame oder
an manieristische Grotesken. An der
Riickseite des Hauses angebracht, scheint es
eine schitzende Funktion auszuuben, die
den Aberglauben bedient, der in lindlichen
Gegenden gepflegt wird. Nach dem Motto
“Wenn du einen Teufel auf deiner Seite hast,
bist du vor anderen Teufeln geschitzt”.
Insofern macht es Sinn, einen cartoonartigen
kleinen Teufel auf seiner Seite zu haben, der
eher als ein nettes, komisches Kerlchen
daherkommt, gewissermaken als eine
homdoopathische Teufels-Dosis, die noch gut
zu verkraften ist.

An diesem Stiickwerk der Hauserkonstruk-
tionen ist nichts aus einem Guss, nichts passt
zusammen oder formt eine sinnvolle Einheit.
Vielmehr sind die Einzelteile zusammenge-
fiigte, neu kombinierte Bestandteile des per-
sonlichen Vokabulars, das Larusson in seiner
Arbeit immer wieder verwendet und in
Zusammenhange stellt, in denen die einzel-
nen Motive anders codiert werden. In der
Reihe personlicher Codes in Larussons Arbeit
hat die Zahl EIf ebenfalls einen biografischen
Bezug zu seinen anderen kulturellen
Aktivititen. Von 1989 bis 1994 betrieb er die
“Galerie 11" im ersten Stock seines Wohn-
hauses Skolavordustig 4b in Reykjavik. In
“Door to Door” ist es jedoch vor allem das
Haus selbst als Motiv, das Verweise auf
auBRerkinstlerische Lebensaspekte Larussons
trdgt. Seit geraumer Zeit arbeitet er akribisch
und mit unkonventionellen Ideen an dem
Ausbau und der Restaurierung eines tradi-
tionellen Lehmhauses im Siiden Islands, das
er von seinem Vater geerbt hat. Dabei spielt

l‘i

das Ausiiben traditioneller handwerklicher
Tatigkeiten eine Rolle, die Larusson heraus-
fordert und seine Vorlieben fiir solche
Praktiken weckt.

Als vertraute Motive in "Door to Door”
tauchen (berdies die Holzkelle, der
Diamonenkopf, die Flammenlohe oder die
leuchtenden Farben auf, die nie dieselben
sind. Larussons Vorliebe fiir die unter-
schiedlichsten Abstufungen klarer, leuchten-
der Farben zeigt sich auch darin, dass er
keine wvorgefertigten Farbtine wverwendet,
sondern jedesmal aufs neue mit einem
spielerischen Gestus Farben anmischt, die
seinem jeweiligen Empfinden fir die Arbeit
entsprechen.

Larusson setzt Symbole ein, ohne symbaol-
isch zu arbeiten. Er geht nicht ikono-
graphisch mit den Motiven um, sondern trifft
in erster Linie formale Entscheidungen, die
formaldsthetische Beziige erzeugen bzw. sie
bewusst durchbrechen. Auf dieser formalen
Ebene sind einige  kunsthistorische
Referenzen angesiedelt. Hdufig rekurriert
Larusson in seinen Arbeiten auf Aspekte der
Minimal Art oder der Moderne, respektive der
russischen Avantgarde und des Bauhauses.
Die farbigen Tiren der Hauser sind in diesem
Zusammenhang auch als Farbtafeln zu ver-
stehen, als Bildtrager fir ein Stiick Malerei.
Dieser lkone der westlichen Kunstgeschichte
des 20. Jahrhunderts, dem monochromen
Tafelbild, stellt er isldndische Motive der
Volkskunst, wie beispielsweise die holz-
geschnitzte Kelle, gegentber. In diesem
Kontext wird das erhabene monochrome Bild
seines selbstreferentiellen Status enthoben,
indem es als Tir funktional eingesetzt und
damit zuganglich gemacht wird.

Die Deutung der biografischen Verweise in
Larussons Arbeit findet eine inhaltliche
Anknilipfung in der politischen Ausein-
andersetzung mit gerade diesem kulturell
“Eigenen”, das in seiner Arbeit sowohl als



individuelle wie als kollektive Biografie in
Erscheinung tritt. Der Blick von AuBen wird in
das "Eigene” inkorporiert, dabei kommt es zu
schrulligen Verschiebungen und zu schaber-
nackartigen Verstellungen des Eigenen, um
den Betrachter zu tduschen und in seinen
festgefahrenen Klischees einzufangen. Mit
seinen Adaptionen der Volkskunst wund
Referenzen an den Aberglauben karikiert
Larusson Klischees der Kultur Islands, die
haufig als marginalisiert gegentiber interna-
tionalen Entwicklungen betrachtet wird, und
kombiniert sie mit Hinweisen auf und Zitaten
von lkonen westlicher Kunstgeschichte. Es
entsteht ein beinahe satirischer Kommentar,
vergleichbar mit einer scharfen, intelligenten
Zeitungskolumne. Dabei agiert Larusson als
ein Kritiker, der sich selbst in die Waagschale
wirft, der von seiner eigenen Position ausge-
hend die Bahnen der Betrachtung nach aufen
zieht, bis er zu absurden Zuschreibungen
gelangt, die aus der Perspektive eines
anderen, dominanten kulturellen Werte-
systems heraus konstruiert werden. Mit kun-
sthandwerklichen Motiven, Fertigungs-
techniken und Farbgestaltungen, greift er
dieses Fremdbild auf, mit dem er selbst oft
genug konfrontiert wird, wenn er sich an
anderen Orten aufhalt.

Ich habe mich gefragt, warum Hannes far
diesen Text eine Autorin aus Deutschland
gewadhlt hat. Bevor ich nachfragen konnte,
bin ich darauf gekommen, dass es einen
entscheidenden Vorteil hat, der gerade in der
Perspektive eines Blicks von aulen auf die
kulturellen Merkmale Islands liegt, so wie er
sie in seiner Arbeit thematisiert. Er selbst
steht als international ausstellender Kinstler
auf beiden Seiten, und blickt dabei zugleich
von aufen auf seine Kultur, die so hermetisch
scheint und gern als “anders” beschrieben
wird. Von AuRen betrachtet sind Phinomene
auffilliger, und Larusson arbeitet mit genau
diesen Fragestellungen, die die spezifische

Situation Islands betreffen, die vorgeprigten
Vorstellungen des “Islindischen”, ebenso wie
kulturpolitische Aspekte. Island kdmpft
damit, von auBen mit unzdhligen Mythen
iiberfrachtet zu werden. Ein etwas welt-
fremdes Bild des Lands wird konstruiert, aus
dem Elfen und Trolle entspringen, die
immensen Einfluss auf das Alltagsleben der
Islanderinnen haben sollen, welche anson-
sten ihre Zeit lesenderweise oder beim
Fischfang verbringen. In Island nehmen sie
es gelassen mit derartigen Festschreibungen,
die scheinbar nicht aus der Welt zu schaffen
sind: zur Zeit lauft beispielsweise eine
Werbekampagne fiir Mineralwasser, in der ein
mannliches Model mit Tattoo auf der Brust
sich sich als "Wikinger" und ein glamourds
gestyltes weibliches Model sich als “Elfe” aus-
gibt. Der Verweis auf die historischen und
mythologischen Figuren ist in knappen Pelz-
und Pailletten-Dessous als sexy Detail inter-
pretiert. Brisanter wird es, wenn man diese
Island betreffende Zuschreibungssituation
als paradigmatisch ansieht und in ihrer Uber-
tragbarkeit auf andere vom Westen marginal-
isierte Orte betrachtet. In diesem weiterge-
fassten Verstandnis weist auch Larussons
Arbeit auf die Notwendigkeit eines gleich-
berechtigten interkulturellen Kommunikat-
ionsmodells, das auf der Wahrung einer
Differenz basiert,

Die “darfliche Idylle”, die die Arbeit
erzeugt, wird wahrend der Erdffnung durch
eine Performance belebt, deren Video-
aufzeichnung im Nachhinein zum Bestandteil
der Ausstellung wird. Die Performance
kommt als ein kindliches Versteckspiel daher.
Nach dem Prinzip des Kinderreigens
“Bdumchen wechsel dich” steuert Larusson
nach und nach die verschiedenen Hauschen
an. Er folgt dabei dem Ruf eines Textes, der
in jeweils einem Hauschen durch
Lautsprecher wverlesen wird. Inhaltlich sind
die Texte maoglichst neutral gehalten, der
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Fokus ist auf die Aktion Larussons gelegt. Er
verschwindet dann in das betreffende
Hauschen und schlieft die Tir hinter sich.
Wahrend der Wege zwischen den Hausern ist
er offen flir Gesprache mit den Besuchern, sei
es Uber die Texte, seine Arbeit oder einfach
die dblichen geselischaftlichen Eréffnungs-
gesprdche. Dieser "schleichende” Prozess des
Involvierens der Betrachter in die Arbeit, ihre
Partizipation, wird von ihnen selbst kaum
realisiert. Denn Larusson springt von perfor-
mativen Aktionen, die dem klassischen
Muster folgen, dass die Betrachter als passive
Beobachter anwesend sind, hin zu integrativ-
en Situationen, die als gesellschaftliche
Gepflogenheiten einer Eroffnung gelaufig
sind, und in denen sich jeder auskennt und
eine gewohnte Rolle einnehmen kann. So ist
auch das Innere der Hauser zwar mit einer
Art Galerie ausgestattet, die zum Hinauf-
klettern einladt, darfjedoch nicht betreten
werden. Die Besucher diirfen lediglich die
Tiren offnen und in die Hauser hinein-
schauen. Eine wvorgegebene Benutzbarkeit,
die sich dann aber als eine Farce herausstellt,
wenn der Kinstler ohne einen sichtbaren
Crund das Betreten des Hauses unterbindet.
Dadurch wird das Haus als eine klassische,
autonome Skulptur definiert, im Unterschied
zu einem nutzbaren Display. Allein der
Kinstler selbst ist autorisiert, die Arbeit zu
betreten - und er schliesst die Tir hinter sich.
In einer ironischen Wendung agiert Larusson
die Rolle dieses klassischen Kinstlersubjekts
aus und fithrt die |dee einer partizipa-
torischen Kunstpraxis lediglich vor. Auch hier
wird wieder die Haltung der Minimal Art
deutlich, zwar eine komplette Integration
von Werk, Betrachter und Raum anzustreben,
jedoch den Betrachter als eine ideale Figur
vorzustellen, ochne individuelle Entscheid-

ungskraft, die sich in einer Nutzbarkeit des
Kunstwerks ausdriicken kénnte.’ In einem
braun-grau gestreiften Anzug mit Reilk-
verschluss und einem Hut mit vier Schirmen
sieht Larusson komisch kostimiert aus,
irgendwo zwischen Bonaparte und einem
Clown, wodurch eine Skurrilitit seiner
Handlung suggeriert wird. Er mimt den muti-
gen Schelm, den abgedrehten Kritiker, der
seine Kritik in eine dadaistische Vorstellung
verpackt. Dabei hat die Ironie einen realistis-
chen Unterton, insofern er selbst als offen-
siver Kritker in der Kunstszene in Reykjavik
aufgetreten ist, was ihm nicht nur gut
gesonnene Reaktionen eingebracht hat.

Das Aufschlussreiche in seiner Arbeit ist
genau dieses Doublebind: Larussons Welt
besteht aus beinahe kindlich farbigen und
volkskinstlerisch anmutenden Elementen. Er
benutzt diese aber, scheinbar paradox, um
eine prazise und scharfe Kritik an der
islandischen Kulturpolitik zu formulieren, die
genau diese Elemente der Volkskunst unter
dem Banner eines authentischen, und auch
zeitgendssischen Kulturausdrucks featured.
Das Problem liegt in Island darin, dass die
Kunstszene sehr klein ist und auch in
offiziellen, (kultur-)politischen Kreisen haupt-
sachlich Volkskunst bzw. Kunsthandwerk
gemeint ist, wenn von der allgemeinen
Kunstproduktion des Landes gesprochen
wird. Larussons Arbeit nimmt einen offensiv-
en Standpunkt in diesem Konflikt ein, nach
dem Motto: o.k., wenn ihr Volkskunst wollt,
dann transferiere ich eben signifikante
Elemente daraus in die Kunstweltkunst.
Diese Rechnung, die ich Larusson hier unter-
stelle, geht tatsachlich auf. Mit dem Prinzip
der Rekontextualisierung volkskinstlerischer
und parallel dazu kunsthistorischer
Versatzsticke formuliert Larussons Arbeit

3 Siehe ausfihrlich zu der phanomenclogischen Wahrnehmungsstruktur der Minimal Art: James Meyer, Der Cebrauch von Merleau-
Ponty, in: Nina Méntmann, Christoph Metzger, Sabine 5anio (Hg.), minimalisms, Ostfildern/Ruit 1998, 5. 178-187.



eine Kritik an dem "Betriebssystem Kunst™ in  streflexiven Arbeit als Stellvertreter fiir die
Island, sie stellt das Bild des “Islanders”, des  blinden Flecke auf der Karte des westlichen
“islindischen Kiinstlers” und des Kunst- Kulturbetriebs.

betriebs auf der Insel zur Disposition. Das

"Islandische” fungiert dabei in seiner selb- Nina Méntmann

4 Der inzwischen verbindliche Begriff des "Betricbssystems Kunst™ wurde von Thomas Wulffen in dem von ihm konzipierten gle-
lchnamigen Kunstforum-Band Nr. 125, Jan./Feb. 1994 eingefihrt.
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