


RONI HORN

LISTASAFN REYKJAVIKUR | 2007






1= 3. mal
Listahatid
i Reykjavik 2007+

BENEIRE| 0 BNTE Fppienay

RONIHORN | MY OZ
Foblished by Bevkjavik Art Museom | Gefid 4o af Listasafni Revkjavikur | 2007
ISBN 9979-769-30-0

Coverdesign. | Hénnun kipu: Roni Horn

Book design | Hianoun bikar: Barkur Arnarson

Translations | Pydingar : Haps Johannsson, Ugpil Jonsson

Printing | Prentun: Prentmet, Reykjavik, leeland

Photographs | Ljdsmyndir: Roni Horn, Bill Jacobsen, Mew York, A. Burgur, Zurich,
Mic Tenwiggenhorn, [igseldorf, Ditte Nowakowski

Arcist’s Acknowledgements | Pakkir Bismmannsinss
Special thanks to Cornelia Provadali, Twan Wirth, Frida Bjick Ingvarsdietir,

Hans Johannsson, Lukas Willen, Klara Stephensen and Fee Yean Quay.

Support from | Med studningi:

m KAUPTHING BANK

samsKiP

All works and Fh"-"l'JH“[‘h"- are courtesy of | Ol verk of Hosmyndir med leyh
Hauser & Wirth Ziirich London
All works are in private collections except as noted | Gl verk i cinkacign nema annars s¢ getio

£ 2007 Ront Horn 2007, Reyvkjavik Art Museum, and the anthors | Listasafn Reykjavikur og hifundar
All rights reserved | Allar rétrur dskilinn

Reykjavik Art Musenm | Listasafn Reykjavikur
Hafnarhds, Trygevagats 17, 100 Reykjavik, leeland

i lstasafureykiavikur, is

i ‘i '| i LISTASAFN REYKJAVIKUR
REYKJAVIK ART MUSEUM



~This book is published on the occasion of the
museum exhibition of Roni Hor's work in
inavia, held at the Reykjavik Art Museum’s

pore than most Ieelanders and sought inspiration
unspoiled nature. She has struck a core with
Icelandic audience, both as an artist and an
vocate for the natural environment, but the

id until now. Like the exhibition, this book
eral look at her oeuvre, with particular
iphasis on her intimate connection to the

ished in 1973, the Reykjavik Art Museum
largest visual art institution in Ieeland.

‘manifestations is carried out through
se programs at the museum’s three venues:
s, Kjarvalsstadir, and the sculpture

uis from May 11 to August 19, 2007, Roni
has been a regular visitor in Iceland since the

PREFACE AND ACKNOWLEDGEMENTS

Hafpér Yngvason

Director, Reykjavik Art Museum

musetim and park, Asmundarsafn. It is a privilege
for the museum to present My Oz — the book and
the exhibition — in close collaboration with the
artist, Roni Horn's interest and cooperation in this
endeavor is much appreciated. She has designed
this book with Borkur Arnarson and for this too
we owe her thanks.

I like to take this opportunity to extend my
gratitude to Kaupthing Bank, whose generous
contribution helps make this publication possible,
and to Samskip for sponsoring the shipping of
the work. Many thanks also to the lenders and
to Horn's galleries, Hauser and Wirth and i8
Gallery. | am particularly grateful to Cornelia
Providoh of Hauser and Wirth for her extensive
help in this undertaking. Finally, | want to thank
the Reykjavik Art Festival for co-presenting the
exhibition.



trom Haraldsdoitir, Book V1 of To Place, 1995




FORMALI OG PAKKARORD

Hafpér Yngvason

Forstddumadur Listasafns Reykjavikur

Tilefni titgafu pessarar bokar er fyrsta syning
verka Roni Horn i listasafni 4 Nordurlondunum,
haldin i Hafnarhdisinu, 11. mai al 19. agise 2007.
Roni Horn hefur heimsore Island reglulega sidan
a midjum 8. dratugnum. Han hefur ferdast meira
um landid en flestir Islendingar og ospillt nitrira
pess hefur veitt henni innblastur. Hin hefur
heillad islenska dhorfendur, sem listakona og
nittiruverndarsinni, en ni bydst islendingum i
fiyrsta sinn ad sji heildstaeda syningu verka hennar.
I bokinni eru verk Roni Horn einnig skodud

i heild sinni med sérstakri dherslhu 4 naim tengs!
hennar vid landid.

Listasafn Reykjavikur, sem stofnad var arid

1973, er stersta myndlistasafn Islands. Safnio
sinnir hlutverki sinu, kynningu a fjolbreyttri
samtimalist, med margs konar syningum a premur
syningarstddum: § Hafnarhdsinu, & Kjarvalsstodum

og i Asmundarsafni. Pad er listasafninu heidur
ad kynna My Oz, bokina og syninguna, i ninu
samstafi vid listakonuna, Vid erum Roni Horn
afar pakklir fyrir dhuga hennar og samvinnu vid
petta verkefni. Hin hannadi bokina dsamt Berki
Arnarsyni og kunnum vid henni pakkir fyrir.

Eg vil nota petta taekiferi til ad pakka einnig
eftirfarandi adilum fyrir scudning vid frameakid:;
Kauppingi fyrir glesilege framlag bankans sem
gerdi okkur kleift ad gefa Gt pessa bok. Samskipum
sem studdu okkur med flutningi listaverkanna il
landsins. Listaharid i Reykjavik, en syningin var
a dagskra hatidarinnar, og galleriunum Hauser og
Wirth og i8. Pi er ég sérlega pakklitur Corneliu
Providoli hja Hauser og Wirth sem lagdi sig mjog
fram vid framkvamd verkefnisins,






! Hﬂﬁ'ﬂ}- in peaks resides,
- Trust in diffs,
Beauty in mountain valleys,
Force in waterfalls.
{Jonas Hallgrimsson)

':@_?HﬁT IS THE NATURE OF FICTION?

In my generation, [eelanders relation to the land
was moulded by the writings of the national

oets — not least Jonas Hallgrimsson. His

es to the fatherland were so imposing that

an early age his interpretation of nature
held special significance for me. Yet though it
ed perfectly reasonable to me as a child that

die, than flee his native shores behind him,™
been transformed. Not only have | grown up;
experience and perception of the land have
ged. My relation to the image of “lceland”
has changed. Now, when “the south” exhales

PLACE POSSESSES YOU IN ITS ABSENCE'

Frioa Bjork Ingvarsddttir

“gentle winds™ and “all the ripples of the sea
arise” to “crowd home toward the fair land of
ice,” this no longer entails the innocent kiss of
the southern wave, or the wind’s warm caress on
my cheek as in my childhood, but rather a threat
to my homeland — an invasion of forces that may
change the shape of “the uncharted places,” the
“summer valley™ * and the “glacial crests covered
with new fallen snow.”*

In other words, my understanding of “my”
country is no longer one of confidence in

the metaphors associated with it. | no longer

see the metaphors as real. For nowadays, as |
glance across a mountain lake, | may require
knowledge to distinguish whether it is natural
or artificial. When [ look out at the wilderness
the horizon 15 disturbed by power lines, which
even in the city are considered too unsightly

to remain above ground. As for the waterfalls

— who knows what forces govern their flow
across the country? Some have lost power to
such an extent that they are mere shadows of
their former selves. The places that Hallgrimsson
described in the early nineteenth century and that
enthralled me in the twentieth, no longer exist

! See Rebeceg Solnir:
“Place, which iy alusrps spoleen
of anx thaugly it only connts ilen
PN prescnd, OSICEies pine

it uts tbzence™ p, T18 in A
Fieldgwide to Getting Last,
Penguin Beoks, Londow, 2005,
She continues; T he r-ll.rul.r_h'.'lflr
inh weledely feensity & sppposed to
by pranended i stot solid sl i
e ol of memary aud desire,
rather than rack and soil, = p. 121
2 Jénas Hallprissson;
P weriien TSI i Leelamd,

3 Ginmmar’s frolm;
Tranglations of lines from
Hallpeimsan's poetry tn this
text are Hang Jdlunnmsson's

For those interested i
Hallgrinrcons poctry see Dick
Ringler's webiite dedicated o
thie poet btpef Saviewe, ibrary.
wrisc.eduSetext / fonas

4 Referenice o Ep
bid ad heilsa by Hallerimseom,
weriften in Dennvariy 1844,

i el b fimiagines the
stuethrly stmd erryiing his

grecting b his oy
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Heferenie fo
fstand by Hallgrimteson

writien i Denounrk 1835

# el fosgdes

Between us: fraces of love

= Dickinson, Horn, Hooks,

in e ook Earihs Cirom

Thick, Wexner Cetfer for, the

frts, e Srave Liniversiry,

i odunphers, Cie, 1994

as the image of untouched vastness and purity.
Places that in his lifetime, he knew to have firm
grounding in reality. The fact that these places are
Hallgrimsson's fiction has taken on a significance
that would have been unimaginable for me as a

child.

OMN THE STRANGENESS OF SOLITUDE

While my understanding of Iceland’s wilderness
was changing, Romi Horn was frequenting that
wilderness. She first came to lceland in 1975, and
has returned often ever since. Her visits began
around the time | stopped reciting Hallgrimsson’s
poetry from memory at school and moved on

(1

to the “atom” poets, whom we read silently

— perhaps because their metaphors were often
rooted in impending doom and disassociation
rather than nostalgia. Bur despite the advent of
the “atom” poets and the ideological tumule of
the late twentieth century, Roni Horn has — like
Hallgrimson before her — sought refuge from the
alienation of the inhabited world by gathering
material from the solitude inherent in vast open
spaces and making use of impressions gained there

in her work.

Most peaple who, like Icelanders, grow up in
comparatively vast sparsely populated country

are familiar with such selitude. For me — possibly
under the influence of the national poets — solitude
was an important aspect of growing up and being
moulded as an individual. Solitude has, here in
lceland through the centuries, been a decisive
factor in each and everyone's relation to their
environment, Dire neccessity forced people to
know, respect and reckon with the forces of
nature. Many lived in isolation, of which solitude
Wias d NEcessary consequence, others were !'It.‘!.:l.lllll.'d
by nature and its offerings — including solitude.

In places where seclusion is part of experience,
whether everyday or sublime, few feel threatened

by it. Solitude becomes natural rather than strange.

It has been said that Booni Horn's long-term
enthusiasm for her compatriot, the poet Emily
[Dickinson, stems in part from her identification
with the solitary lifestyle embraced by her.
American writer bell hooks has, in an essay® on
the works of Rioni Horn that focus specitically
on Dickinson’s writings, pointed out the severe
judgment passed by American society on this life
choice and its association with eccentricity and
strangeness. Hooks has hypothesised that the self-
imposed seclusion that characterised Dickinson’s
life was in no way a sign of strangeness, On

the contrary, the writer had chosen solitude




as “essential for the nurturing of her creative the mind, Horn is aware of her relationship to the 7 hid, p. 57

imagination. Solitude was the space where her soul  land (Iceland) that she observes and classifies. *

X Ihid, e Bk

could come out of hiding and be heard.”” began to wonder abour travel altogether, about

the how and the what of it. Travel isn't so simple u Ihid; p. 61

Hooks suggests that Horn identifies with the as a car ora train, or as nameable as a place. [...]

10 Howi Hom,
Making Heing Here Enough
Installations from 1980 to
1995, Kestner- Corsellafafy,
Harmaver, 1995, pp, 35-6

writer's creative process and “concentrates on [Yickinson stayed home, insistently. Locking herself

Emily Dickinson’s solitude, recognizing that thisis  into her upstairs room, she invented another form

the source of her genius and power™ . She points of travel and went places. |...| For the time being,

out that Horn shares the poets inner landscape, her
“landscape of imagination.” But unlike Dickinson

I Ihid, p. 57

who is “always mapping an inner geography Somewhere in this “inner landscape™ that she r
with the spatial constraints of confinement and shares with Dickinson, somewhere in the sandy
containment, Horn moves bevond the realm of expanses of Iceland, Roni Horn stops for a
domestic space, across the globe, to observe, to moment and scans the surroundings. She uses her
chart those traces of an inner geography hidden eyes as a lens, where only the blink of her evelids
behind the outer busy world of action, change, and  marks separate images, like a camera. And only
ongoing movement . Horn herself declares that she  the blink of her eyelids makes it possible for her
“wses the outer world to netate the inner™." " to differentiate berween the external reality of her

surroundings and her own inner reality: “They
References to this process are ubiquitous in Horn's  distinguished me, assuring that I was not the place
writings. Her book series dedicated 1o lceland (or I'was in.[...] 've been looking out there and I've
“the island” Island , depending on your point of been looking inside and it’s the same thing.”"' In
view) is an obvious example. The title of the series,  this place — perhaps because the solitude of this
To Place, [with s diverse and ambiguous meanings moment is not about enclosure but a revelation
such as “to position” and “to place.”| alludes to of expanse — solitude ceases to be strange and is
leeland first and foremost as a mental space. One far from eccentric. On the contrary it becomes
of the most poignant references to this mental a tribute to Dickinson, a tribute to the idea of
space is to be found in When Dickinson Shur Her the inner and outer landscapes as one; we are all
Eyes from Making Being Here Enough. Just as poet responsible for our existence and environment and
Emily Dickinson shut her eyes to journey through

. ! Rani Hav,

Dickinson’s here with me, in Iceland ™™

To Place, (Hook 111},
Lawva. Publihed by ilie

diithor, New York, 1992

k. Tt
i Tt
4 T

Thid.



12 Third bisole af
the series T Place. Steid]

Verfag, Cidrrimngen, 1992

id Seooird hook

of seme series, 990

make decisions that can be crucial to spiritual and

material development,

THE FUSION OF THE INNER. AND THE
OUTER

This perfect correspondence of inner and outer
worlds and the ¢reative ethos that comes along
with it, 15 not only indicative of Roni Horn's
first impressions of Iceland. On the contrary her
work also abounds in diverse artistic readings

of the environment and attemprs to engage the

experience from the viewpoint of the outsider,

The cataloguing in Lava,' bears witness to the
perceptive eye of the outsider, which discovers

the place names of such a wilderness to be an
amalgam of natural phenomena and human
habitation. Abandoned and unassuming sheepfolds
in the artist's book Folds" are studied in almost
anthropological terms. It expresses understanding
of an environment where the use of land and
nature 15 based on prudence and respect for what
the land/landscape as such represents, irrespective
of the presence of man. One of the purest examples
of this is the work You Are the Weather, 1994-95
which was exhibited at the Venice biennial in

1997 and is also the artist’s book, Haraldsdarir,

from the series To Place. It compnises sequences of
photographs of the face of a woman in numerous

outdoor hotsprings around Iceland.

The images are similar: only the nuances in the
woman'’s expression and in the surrounding water
and air remind the spectator that these are many
single events in different places, and not a single
event in the same place. The emphasis is on the
nuances as opposed to the journey involved in
getting there or the harsh environment to which
this wonderful warm water belongs. The ntle You
are the Weather only becomes significant in the
light of the fusion of the nuances in the woman’s
gaze with the nuances in the surroundings. She
becomies the weather and vice versa. In this work
Roni Horn appears as an outsider documenting.
One who through her knowledge of the solitude
of wide open spaces — introduces the viewer to
the imtimacy of man and environment when the
boundaries of what is natural and what is artificial

are erased.

Arctic Circles, the artist’s book following Haraldsdottir
in To Place, marks a new departure in the artist’s
approach. Into the unbroken harmony berween
human and natural aspects of the environment,
Horn suddenly introduces a completely different
medium and at the same time another external

reality; television. Television, which ever since its



advent in the mid twentieth century, has been a
representation of something remote; that which
accurs in one place but is projected to another

= even from a great distance.

Arctic Ciirles 1s proof that even ar the outskires

of the world, where the down of the wild eider

15 cleaned by hand on a scarred table top in an

old house, the alienated domesticity of soap

opera stereotypes has infiltrated. The perfect
contradiction between an actual elderly couple's
home, in the remote northern plains where
nothing but the walls and windowframe separates
them from nature, and the synthetic homes of
television soaps with their aruificial walls, creates
a multifaceted paradox of contemporary emotions
and realities. This paradox 1s the first real sign

in To Place that leeland = or “the island™ — 15 not
as remote and sociologically and economically
independent as the earlier books indicated,

The harmony of inner and outer landscapes is

becoming strained.

POUBTS AND INSTABILITY

Although such direct allusion to the intersection

of incongruous worlds 1s not to be found in

Becoming a Landscape, the next book of To Place,

a seed has been sown. It is a seed thar casts doubt M Hor e

on the permanence — or even the possibility — of “eyeiopendialjor
the wondorous interplay and blending of man

and environment which up to this point has been

the common thread of the artist’s experience and

record of her travels in leeland,

Becoming a Landscape clearly points to a new
position of the artist as an ideological explorer

of the wilderness. A note of warning can be
detected, almost compromising the confidence
that reigned in the sandy wastes as Horn thought
of Dickinson. The face of an unshaped young child
— to be precise, its wandering gaze — is juxtaposed
with photographs of springs. The springs are of
all kinds, hot, clear, muddy or full of clay, They
suggest depeh, or conceal it under an opaque or
sometimes almost solid-looking surface. The
corollation between the child — and its unknown
future — and the natural phenomena, the springs,
reveals a previously unexpressed uncertainty as to
the oneness of man and nature that up to this point

has reigned in Romi Horn's “encyclopedia™

I'he geological ransformarion that [eeland is still
undergoing as a “young land” — a voleanic land

is of course the basis for the double meaning that
the artist evokes with the child in the foreground.
The child and the idea of “becoming a landscape,”

i'Il“I]gQIH.iL‘ the \].1ri||g.{:~ 1N nature, Once again

[ Thid

Ihid

i

ey

X Rini Horm, Tao
Place, (Hook 111, Folds. Mary
¥ MNew' Yoek, 1991

L Folds, oumake,

199t Proeviesly smpubiiihed

13
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I5 Dhowhe Box o
the 2% bpok in the werles To

Place amd pecerntly priblihhed

Tlvis partivilar userds £ closely

related to Dauki by Water,

create the impression of an amalgamation of an
external reality and that of something underlying
or indwelling (or, in the case of the springs,
underground). That which flows forth in the

gaze of the child is not fully formed and carries a
promise, like the water that Flows from underneach

the earth’s crust,

Another variation on this idea appears in a work
by Horn that was exhibited at the Whitney
Museum of American Art in New York in 2004,
Again, doubts about the future are afoot, even
more strongly asserted here, as evidenced by the
title Doubt by Water. The child has grown; the
innocent sincerity of childhood has been replaced
by the resolve of the adolescent and yet the future
is still undetermined. Also the future of the natural
waorld Pm'l:m'f.-;_'d: 1:1, gl.u‘l.ﬂ |.Lgnnll», iL‘t’[‘lL‘t‘gh. the
spectrum of flowing currents, birds which rely on
nature as it is — not as it may become if we are not

careful,

A SUBLIME EXPERIENCE IN DANGER OF
EXTINCTION:?

In view of the international context in which the

works of Rioni Horn have been exhibited, it is of

course tempung to expand on the fusion of man

and nature in Roni Horn's leeland-inspired works.
It is as if Horn 1s asking whether this particular and
l-L'rrnu_'rE':' obscure country 1s in its *adolescence,”
as alluded to in Doubr by Warer, It is ar a crossroads
which most western nations have already

passed: confronted by the largest construction

of the late industrial revolution and far-reaching
intervention in an unspoilt environment. Horn's
question is impossible to answer, for it 1s yet to

be seen which road will be chosen, the road
which leads on through unspoilt vastness or the
road to industrialisation and the exploitation

of the highlands beyond what is required by

the population. Iceland itself can therefore be
likened to the Doubt Box, ©* the next book of To
Place. Opportunities are endless, but the future 1s

UnNcercann.

As an adule living abroad for just over a decade,

I tasted Jénas Hallgrimsson's bittersweet longing
for “snow covered glacial crests”™ and nature as he
describes it in the poem above — a quality that also
characterises Fooni Horn's explorations. My desire
to retreat to wide open spaces and to experience
the wilderness took priority on coming home,
With childhood poems on my lips, | set forth

to rededicate myself to nature. It didn't take me
long to realise that Baudrillard’s hyperreality had
manifested itself in Iceland as elsewhere. The area

surrounding the famous and original Geysir was



the first such hyperreality | encountered; the shop
ACTOsS 'rhr.' street (even with 1ts caricature of an
*leelandic™ facade) could Just as well have been in
Disneyland, or any other theme park — anywhere
else in the world. My rediscovery of Ieelandic
wilderness and untouched nature would require
much longer journeys than in Hallgrimsson's time
of wandering. I realised that the evolution that Roni
Horn has catalogued in her [celandic works was not

pl‘rdi:‘tmn but reality.

At the end of the quarter century that has passed
since Roni Horn first came to Iceland, it 1s in no
way certain that the opportunities for creative
solitude that Riom Horn discovered in her early
travels, inherent to man’s relation to nature,

will survive. It is equally likely that Iceland will
become like any other well known and well
defined tourist destination where the individual’s
“experience is dictated by a previously outhned
and familiar route through the landscape [the
amusement park] as opposed to his or her own
discoveries through interaction with nature, the
vagaries of the wind and the weather, that which

Rom Horn has called “nowhere ™

e of Horn's recent works address this

some of Hor t ks add tl

possibility; the Library of Water in Stykkishalmur,
for rx;nnph.'. 15 a collection of samples from

leelandic glaciers in danger of “extinction”. Horn's

e e senies

recordings and collection of weather stories, It
Teelund’s Difference,

leelandic and foreign, are a clear reference to
B
prieldishied fre tusenty-six

the necessity of keeping track of the weather in parts i Lesbbk; the eiltsiral

these precarious times of global warming. Yet, upplement of Morgunbladio

- " : - o il i
as she herself has pointed out, it also refers to the Rectund, iender thie mawe of

F - = E - ’ Serkenni felpndi ™, o 20002
beginnings of a collective worldwide self portrait”’;

a self-portrait that it is time to come to terms with. 17 Rontt Howm:

The title, Weather Reports You, is indicative of Weather Reports You; p

the changes in the artist’s perspective on Iceland, il i i
Her outsider’s view on the fusion of spirit and
matter in You Are the Weather has been replaced
by a view harboring inside knowledge, speaking
ourwards towards the world. The connection to

a sublime solitude is no longer in the foreground,
since “nowhere.” like the glaciers, is in danger of
extinction: “ls Mowhere gone?” In approaching
this subject | come upon the question “what

is nowhere"? The dictionary defines it as "a
remote or unknown place”. What a lucky find.
By this definirion Ieeland is the place with more
nowheres per capita than any other country. Even
if Timbuktu's blown into oblivion, leeland, by
virtue of it's somewhat more durable geology, can
become a leading supplier of nowhere to the world.
But regardless of nowheres’ apparent plenitude

in leeland, nowhere 15 a non-renewable resource,
deeply vulnerable to overuse and inappropriate
accupation. Wrongly altered, wrongly used,

that nowhere is gone. To my mind and even by

definition, nowhere 15 one of the rarest, most

Ik T R Harn, To
Place, (Book 111, Falds. Mary
Bawre Callery, New Yook, 1991

11 Iisid
I Folds, vuttake,

1993, Previoudy snpublished

) Folds, ourtaky,
1991, Previowsly snprbdished,
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15 Rawi Horwr;
Mergunkladid, Lesbik
fririe B* 2002, The ¥ part
of Beeland’s Dyifference

9 Mire Aupe,
Non=Places; Introducifion
o an Anthrapology af
Supermodernity, ramstaned
by fodry Howr, Frerso,
Loandan- Newe York, 1995

2 WS, Sehald,
Imteritew wnth Frida Bjork
rigsiradiartie in Margunbladid,
Apnil & 2002,

21 Aceordivgg ra e
definrtion of Mare Auge in Non-
Places, p. 94 "The hk beniven
inaivdnals aod their soenmendings
il the sparce of wovp-place £
extatelished thraaph the mediatien

of words, of eeen fexte,”

22 Rireni Hown,
i article e Morgnnbladid
o dhve 27 of uly, 2002,
il.hlr: Fraity! e counimisciio

of the Kibrabnnfuilear dam

4 Rt Hiern, To
Place, (Hook 1V), Pooling
Waters | Vatmamde. [Vidume
1. Ferlag dee Buclhandinnd
Walther Kdmyg, Calopre, 1994

15 Poaling Waters!
Watmamdf, ouitake, 2000
Prevransly sompadlihed

1 Popling Waters!
Vatmamat, op.cit

fragile, and most delectable of experiences. To
be nowhere. Can you say vou have achieved this
experience?™ ™

The French cultural critic Marc Augé has for

some nme studied what he terms “non places™

in contemporary society. He maintains that in the
supermodernity in which we live today, certain
elements of sociery have become exaggerated. not
least abundance, consumerism and uniformity.
“MNon-places” are those that connect us all in the
same manner, anywhere in the world. Places where
no organic sociological pattern can develop —
airports, shopping malls, chain-stores, motorways,
the digital domain of computer use and conmmerce
— the list goes on. He points out that these places
take up more and more of our time and space. You
could say that through *non-places”, humanity
experiences a new type of seclusion which many
find hard to live with, a solitude of a different

kind than that which thrived in the bustling
society of normal “places,” possessed of history and

sophisticated social structure,

In an interview that | conducted with W.G. Sebald
in England, only days before he died in 2001, he
deseribed “non-places™ from his own experience
as a “landlessness,” as of someone who no longer

belongs to their fatherland but still has no roots

elsewhere; a landlessness that is becoming ever

more common with the globalisation of today:

“[T am| convinced that I am most at home at
railway stations or airports, although I detest those
places. They are a sort of contemporary limbo, but
there also are to be found all the possible elements
of metamorphosis. There, all possibilities are open
with the suffering and self examination that always
accompanies choices, and these conditions begin to
mould one’s personality. [ belong nowhere and my

existence is marked by it

If contemporary life can be divided between the
opposites that Auge has presented i.e. “non-places”
like airports, and “places” which have a significance
and meaning for the individual, then Roni Horn's
construction of lceland presents another alternative;

“nowhere.”

From an ideological perspective, Horn's “nowhere”,
as manifested, for example, in Iceland, is clearly

an addition to the established experience of places;
a priceless and rare commodity. Hallgrimsson's
Iceland and mine has perhaps become a “non-
place” — a place we can only become one

with through words ®'. Perhaps the likes of
Hallgrimsson's words quoted above — but less so
through the direct fusion of body and nature which
Roomi Horn portrayed in Making Being Here Enough.
As she explained in the newspaper article One
Hundred Waterfalls, Five Hundred Jobs,* the actions of




men change the intrinsic nature of the wilderness,
When we have tunnelled through the peaks and
thereby weakened the integrity of the cliffs, when
we harness the force of waterfalls and divert it from
the service of nature, the beaury of the mountain

valleys disappears.

Ronm Horn's connection o Ieceland has as oime
passes become a metaphor for the world at large:;
our intervention and intrusion into that which is

not ours to exploit. At least not for less than urgent

necessiey.

17 Pooling Waters!
Fairmamdbt, op o
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Tign bjr d tindum,
ot st | hidrgim,
guird | fralldslum,
i i fossum afl.
{Jonas Hallgrimsson)

HVERRAR NATTURU ER

g3l minnar kynslédar Islendinga vid landid var
d af kvedskap pjodskildanna — ekki sist Jonasi
Hallgrimssyni. Odur hans til fosturjardarinnar var
svo storkostlegur ad fra unga aldri acti sa nictdra

ndid sjalft — pa finnst mér pad umhbugsunarvert
ni. Skilningur minn i pvi ad , Gunnar vildi heldur
bida hel / en horfinn vera fosturjardar strondum™,
hefur breyst. Ekki bara vegna pess ad ég er ordin
fullordin, heldur einnig af pvi ad upplifun min

og skynjun 4 landinu hefur breyst. Tengslin vid
myndina ,Island* hafa breyst. Dad ad ,sudri*

A VALDI PESS STAPAR SEM ER HVERGI'
Frida Bjork Ingvarsdattir

skuli anda ,vindum pydum, * og ,.i sjonum allar
barur smdar risa,” til ad , flykkjast heim ad fogru
landi isa”, felur ekki lengur einungis i sér saklausan
koss sunnanbirunnar, eda hlyja stroku vindsing
um vanga, eins og i bernsku minni; heldur einnig
ogn sem stafar ad heimkynnum minum — innris
afla sem kunna ad umbvlta vegaleysonm®,
ssumardaloum™ og fannhvitjum| joklanna

tind[um]| .

Skilningur minn i landinu ,,minu® er m.c.0. ekki
lengur pess edlis ad ég leggi trinad & myndmil
tengt pvi; liti 3 myndmalid sem stadreynd. Petta er
vegna pess ad pegar ég lit vfir fjallavatn na, kann
¢g ad parfnast pekkingar til ad greina hvort pad er
nattirulegt eda manngert. Er &g horfi yfir audnina
trufla spondeildarhringinn raflinur sem meira ad
segja i borginni pykja svo 6finar ad paer ero huldar
sionum. Og fossarnir — hver veir hvad styrir fledi
beirra vida um land. Sumir hafa glatad afli sinu

ad pvi marki ad peir eru stundum einungis svipur
hja sjém. Peir stadir sem Jénas skrifadi um i fyrm
hluta nitjindu aldar, og ég hreifst af upp Gr midri
peirri tuttugustu, eru ekki lengur til sem imynd
pess osnortna vidernis og hreinleika sem hann gat
i sinu @viskeidi gengid Gt fri ad o sér styrka stod
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i raunveruleikanum. Si stadreynd ad pessir stadir
eru skaldskapur Jonasar hefur 6dlast nyvja merkingu

sem mig oradi ekki fyrir sem barn.

UM UNDARLEGHEIT EINVERUNNAR

Einmitt 4 peim tima sem skilningur minn
vidernum Islands hefur verid ad brevtast hefur
R.oni Horn heimsate pan reglulega. Hin kom fyrst
til landsins arid 1975 og hefur komid oft allar gétur
sidan. Petta var um pad leyti sem ¢ var ad hatta
ad fara med Lj6d Jonasar utanbokar i skélanum

og fera mig yhir a sviod atdmskaldanna sem nog

var ad lesa i hljodi — kannski vegna pess ad peirra
myndmal er oft tengt adstedjandi dgn og firringu,
fremur en fortidarpra. En pratt fyrir tilkomu
atomiskildanna og hugmyndafredilegt umrot sidari
hluta ruttugustu aldar hefur Horn samt 611 pessi

ar — likt og Jénas fordum — leitad hlés fri Arringu
heimsbyggdarinnar med pyvi ad sakja efnivid 1 pa
cinveru sem liggur i edli vidernanna og nytt sér pau
hughrif sem par hafa leitad d hana 1 verkum sinum.

Flestir sem alast upp i tiltblulega vidfedmu landi en
ad sama skapi strjalbylu, like og Islendingar, pekkja
slika einveru. Fyrir mig — e.tv. undir dhrifum

biodskialdanna — var hiin stor hlut af pvi ad vaxa

ur grasi og motast sem cinstaklingur. Einvera hefur

i gegnum aldirnar verid rikjandi pittur i tengslum
hvers og eins vid umhverfi site hér i landi; par sem
bryn naudsyn knudi folk ol ad pekkja, virda og lesa
i natedrucfline Margir bjuggu einangrad og par af
leidandi spilfkrafa vid einveru, adrir heilluduse af
nattdrunni og pvi sem hin hafdi upp i ad bjoda

- par med talid einverunni. A stédum par sem
einveran er pattur, ymist i hversdagsrevnshy folks
eda upphafinni [sublime| reynslu, stafar Festum af
henni 6gn. Einvera verdur ekki undarleg heldur
edlileg.

bvi hefur verid haldi fram ad langvarandi dhugi
Rooni Horn i samlanda sinum, skildkonunni
Emily Dickinson, stafi m.a. af samsémun hennar
med peim lifsmata = einverunni — sem skaldkonan
astundadi. Bandariski richéfundurinn bell hooks
hefur i texta” helgudum peim verkum Roni Horn
er byggja i jodlinum Emily Dickinson bent

i hversu hart bandariskt samfélag hefur damt
Dickinson fyrir petta val og dvallt sett i samhengi
vid sérvisku og undarlegheit. Hooks hefur sett
fram pd kenningu ad si sjalkipada einvera sem
einkenndi lishlaup Dickinson hafi hreint ekka
verid merki um undarlegheit hennar. Pyert i
mati hafi skildkonan valid einveruna par sem
hin var , grundvillur pess sem nardi skapandi
imyndunaraf]l hennar. Einveran var pad rymi par

sem sil hennar kom Gr felum og kvaddi sér hljods™.




Hooks leidir ad pvi likur ad Horn samsami sig
pessum pa:tti 1 skapandi ferli skaldkonunnar;
Seinbeiti sér ad emnveru Emily Dickinson, i peirri
vissu ad hiin s¢ uppsprecta nadargitu hennar

og krafts"*, Hiin bendir i ad Horn deili innra
landslags Dickinson, | Jandslagi imyndunarafls®
hennar, en olike henni , sem dvalt kortleggur innra
landslag fyrir tilstilli rymislegra hafta innilokunar
og stillingar, hefur Horn sig upp yhir umradasvaedi
rimis heimilising, yfir hnottinn, il ad fylgjast
med, il ad skra nmmerki pess innra landslags sem
falid er handan hins yveri heims gjorda, breytinga
og dframhaldandi hreyfingar. Horn, eins og hiin
leggur sjalf dherslu 4 i ordum sinum ,,notar hinn

weri henm, ol ad skra pann o™

Visanir i petta ferli ma vida finna i textum Horn,
Bokabilkur hennar tileinkadur Islandi, eda
weylandinu®® — alle eftir pvi hvernig madur litur 4
pad — er augljost demi um slike. Till ritradarinnar
To Place |sem felar i sér margvislega og dreda
merkingu; t.d. ,,ad stadsetja™ og ,,ad leggja fri sér’|
visar pannig til Islands sem andlegs rimis fyrst og
fremst. Einna skyrustu skirskorunina i slike andlegt
rymi er ad finna i textanum When Dickinson

Shut Her Eyes | Pegar Dickinson leggur aftur augun |, i
bokinni Making Being Here Enough [Ad lata duga ad
vera hiér]. A sama hitt og skildid Emily Dickinson
lokadi avgunum til ad ferdast um lendur hugans,

er Horn medvitud um afsted tengsl sin vid landid

(islandid) sem hin skodar og skrasetur, .,Eg for ad
velta ferdalégum yficleict fyrir mér, hvernig pau
gerast og hvad pau eru. Ferdalog er ekki hagt ad
skyra med bil eda jirnbrautarlest, né heldur er hagt
ad skilgreina pau med nafni stadar, [...] Dickinson
hélt sig stodugt heima. Inmlokud 1 herberginu sinu
d efri hadinni, fann hiin upp n¥ja tegund ferdalaga
og sotti stad heim.]...] Um stund er Dickinson hér

hja mér —d Islandi. *"

Einhversstadar i pessu .,innra landslagi® sem

han deilir med Dickinson; einhversstadar i
sandaudninni 4 Islandi staldrar Roni Horn vid og
litur i kringum sig. Hin notar angun ¢ins og linsu,
par sem emnungis fléke augnlokanna afmarkar
einstakar myndir, rétt eins og ljidsmyndavél, Og
einungis flokt augnlokanna gerir henni kleift

ad greina & milli ytri veruleika landslagsins og
innri veruleika hennar spalfrar: | Pau [augnlokin]
adgreindu mig, tryggdu ad ég var ekki stadurinn
sem é stod i, | Fg hef verid ad horfa i
kringum mig og i eigin barm og pad er sami

A pessum stad — kannski vegna

hlururinn. *
bess ad einveran i pessu augnabliki snyst ekki um
innilokun heldur afhjipun frammi Fyrir vidattunni
— verdur einveran frileict undarleg og sist merki
um servisku. Pvert 3 mon verdur hin 6dur til
hugrekkis Dickinson. Odur til peirra hugmyndar
ad innra og ytra ,Jandslag” er cite; vid berum

oll abyrgd a tilvist okkar og umhverfi og tékum

¥ Ko bii, 6
9 Sarmn; hls. 61
1 Raoni Horn;

Making Being Here Enough.,
Ingtallations from 1980 fa
1995 Kestoner=Cavceflehiafr,

Hanspoarer, 1995, bl 35-4
" Sma) s, 57,
20 Raom Hom,

Te Place, {Book 1],
Verne's Jowrney, Verlag
der Buchhandlud Walther
Kivmig, Cologuie, 1995,

21 Ihid
22 Thid
23 The plvareogrnglric

ok To Nese #5, 20001

24 The phatograplne
work To Nest #8, 2001
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1991

akvardanir sem skipt geta skdpum fyrir préun beoi

anda og efnis,

SAMRBUNI HINS YTRA OG INNRA

bessi tullkomna samsvirun innri og veri heims og
pad skapandi andrymi er verdur til samhlida henni
var po ekki einungis tl marks um persénulega
revnslu Horn i fyrstu ferdum sinum hingad til
lands. bvert 3 mot ma i verkum hennar einnig
finna margvisleg merki um listrena yhrfaerslo 3
pessu umhverfi og tilraunir til ad virkja reynsluna
ut fri sponarhorni pess sem er utanadkomandi.
Skraserning hrauns 1 Lava" [Hraun), byegir i
glogu gestsauganu, par sem m.a. ma merkja
samtvinnun nactarufyrirbrigdising og mannvistar

i nafngiftum um slikar audnir. Téomar og
yhirketislausar fjarrectir § bokverkinu Folds™ | Rétrir]
eru rannsakadar a forsendum sem jadra vid ad vera
mannfredilegar og gefa vishendingu um addaun i
umhverfi par sem nyting lands og nattiru byggise

a hofsrillingu og virdingu fyrir pvi hvad landid —

eda landslagid — stendur fyrir 6had pvi manngerda.

Eitt skvrasta demid um slike fra Islandsferdum
Horn, er po verkid You Are The Weather, [bii

ert vedrid] fra drinu 1994-5, sem m.a. var symt

a Feneyjatvizringnum 1997, og myndar eirr

bokverk, Haraldsdéttiv, i ritrodinni To Place, Um
er ad rada rid ldsmynda af andliv fulltida konu i
hinum vinsu heitu J-HI]_"J.JIH sem finna ma ut.lnd'g.'r.t

vida 3 [slandi.

Myndirnar eru allar med sama moti, einungis vart
greinanlegar breytingar i svip konunnar, varminu
og loftinu umhvertis minna dhorfandann i ad hér
er um otalmorg einstok atvik 4 vio og dreif um
landid ad rada, en ekki eitt 4 sama stad. Aherslan
er a blaebrigdin, en hvorki i ferdalagid sem ad baki
beim byr, né heldur kaldranalega nattiruna sem
betta undursamlega hlyja vatn tilheyrir. Titillinn
You Are The Weather odlast einungis merkingu i
skilningi pessa samruna, blabrigdi augna konunnar
renna saman vid bliebrigdi umhverfisins; han er
vedrid og dfugt, i pessu verki kemur Roni Horn
fram sem hinn utanadkomandi skrisetjari. Sem

sd er med einstakri pekkingu sinni i einveru
vidernanna leidir ihorfandanum fyrir sjonir pann
nina skyldleika manns og umhverfis sem merkja
mi pegar skilin 4 milli pess manngerda og pess

nattirulega eru mad e,

| naesta bokverki i eftir Haraldsdértir i To Place:
verkinu Arctic Circles | Heimskautsbaugar|verda
ikvedin skil 1 spomarhorni listamannsins. Inn i pa
orofa samsvorun sem rikt hefur 3 milli manngerdra
pitta og nittilegs umhverfis peirra dregur Horn

skyndilega fram allt annan midil og um leid




sonarhorn alle annars yiri veruleika; signvarpid.
“Sjonvarpid sem hefur fra pvi pad hélt innreid sina
um midja sidustu Sld verid tikngervingur hins
utanadkomandi; pess sent genst  etnum stad en er

varpad i annan — jafnvel i mikilli Garlegd.

Antic Cirdles er vitnisburdur um pad ad jafnvel 4
ijara veraldar, par sem diinn villts darfuglsins

er handhreinsadur vid 16id eldhasbord i giémlu
hissi, hafa firrtir heimilshagir stadalmynda
“sapuoperunnar tekid ser bolfestu. Fullkomnar
‘andstxdur raunverulegs heimilis aldradra hjona

i einangradri sléttu nordursins par sem ekkert
‘nema hiisveggirnir og skjirinn i gluggunum
Sgreinir 4 milli peirra og nactarunnar, og

;gcrvih:i mila sjionvarpssipunnar med sinum
j-_l}'fndun'-:ggjtim, mynda i verkinu margraeda
E_?vcniﬁgn um mannlegan veruleika og tilfinmngar
isamtimanum. St pversogn sem parna er afhjipud
ber i rann fyrsta merkid i 1o Place um ad island

= eda ,evlandid” — sé ekki jafn afskekke og 6hid
dsamfélagslegu og emahagslegu nlliti og fyrstu
‘bekurnar gafu il kynna. Ad samhljomur vira og
annra landslags sé farinn 2d verda seridur.

EFASEMDIR OG OSTOPUGLEIKI i o waéar ondid
encpclopaedia” yfie rirmdding.

Pott pessarar beinu skirskotunar til skérunar

olikra heima geet ekki i niestu bok ritradarinnar

To Place — i verkinu Becoming a Landscape | Ad verda

landslag] — hetur frae verid sad. Fraed sem felur 1 sér

cfasemdir um varanleika — eda jafnvel moguleika

— hins undursamlega samspils og samruna manns

og umhverfis, sem fram ad pessu hefur verid

undirliggjandi pridur i upplifun listamannsins og

skrasetningu hennar 4 ferdum sinum um sland.

Becoming a Landscape felur enn i sér skyra
visbendingu um nyja st6du Roni Horn sem
hugmyndafradilegs landkénnudar vidernanna,
Par ma greina vidvorunarton er jadrar vid rof 3
bvi trunadarsambandi sem riko 4 sandaudninm

er Horn vard hugsad til Dickinson. ﬁs_iénu

ungs, omotads barns — ninar tiltekid Graedu
augnarridi pess — er teflt & mon [jdsmyndum af
vatnsuppsprettum. Uppspretturnar eru af 6llu tagi,
heitar, terar, gruggugar eda leirkenndar. Gefa
ymist fyrirheit um dypt eda byrgja slika syn med
ogegnsaju og stundum nanast stirdnudu yhirbordi.
Tengingin d milli barnsins — sem d dfyrirsjaanlega
framtid fyrir sér — og pessara ndctdrufyrirbrigda
afhjopar adur 6pekktan stédugleika i peim
sAMruna manns og nattaru er fram ad pessu hefur
rikt i pessari alfraediordabok™" Horn.

25 Previoanidy

irpublidhed photograph, 1997
26 Rom Hom, To
Place, {Baok V1], Arctic
Cireles, Ginny Williizns
Publisher, Dienver. 1997

27 Thid

28 The plrvtograpleic
work A Mink Look, 1995

29 Op. ait
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I Doukt Box er il
niuda 1 ok To Place semi
ko sir Fyeie skedammn, Verkdd
seny v e par ad weda e maskepli

verking Doubt by Water

St landfradilega motun sem Island er enn ad
gangast undir, sem ,ungt land"” — eldfjallaland — er
audvitad forsenda pess ordaleiks sem listamadurinn
efnir til med barnid i forgrunni. Barnid, og
hugmyndin um ad ,verda ad landslagi®, skapar

i samspili vid uppspretturnar i nittirunni enn

og aftur tilfinningu fyrir samruna 4 mill yer
veruleika og pess sem undir byr eda innra med
manni [eda i ulfelli uppsprettanna, nedanjardar|.
[2ad sem streymir fram i gegnum sjonir barnsins er
omotad og felur i sér fyrirheit like og vatnid sem

strevmir undan jardskorpunni.

Tilbrigdi vid pessa hugmynd bregdur aftur fyrir i
verki eftir Horn sem syt var 4 Whitney safninu i
MNew York arid 2004. Enn og aftur eru efasemdir
um framtidina & ferdinni, og jafnvel kvedid fastar
ad ordh eins og ntill verksins Doubt by Warer

| Fatn efasemdal ber med sér. Barnid hefur vaxid
ur grasi; innileikinn i sakleys: bernskunnar hefur
vikid fyrir einurd unglingsing, en eftir sem adur
er framtidin 6ridin. Einnig framtid nittdrunnar
sem teflt er fram; kaldra jokullona, isjaka, licrofs
vatnstlaumsins, fugla sem eiga alle sitt undir
niattiarinm eins og hitn er — en ekki eins oz hin

kann ad verda ef vid getum ckki ad okkur,

UNDURSAMLEG REYNSLA |
UTRYMINGARHETTU?

Vegna pess alpjodlega samhengis sem verk Rom
Horn hafa verid synd i er audvitad freistandi ad
horfa til samruna mennsku og nattaru almennt 1
peim verkum hennar sem rekja ma til Islands. bad
er engu likara en Horn spyrji hvort petta tiltekna,
og fvrrum afskekkea land, sé enn a Lunglingsaldri®
i yiirfeedum skilningi Doube by Water. Pad stendur
i krossgotum er tlest onnur Vesturlond eiga ad
baki: frammi fyrir sterstu framkvaemd sidbainnar
inbyltingar og umftangsmikilla inngripa i Gsnerta
nitraru. Vid spurningunni er ekkert svar pvi enn er
omigulegt ad segja til um hvort vegur éspjalladra
viderna verdi valinn frekar en hinn — vegur
idnvaedingar og nytingar hilendisins umfram pad er
parfir ibuanna sjalfra krefjast. Sjilfu landinu —
Islandi — ma bvi likja vid , Kassa efasemdanna®, Doubt
Box"; sem er naesta verk 1 To Place. Moguleikarnir
eru atehandi, en frameidin samt i Gvissu.

Er ég bjo i fullordinsirum i roskan dratug erlendis,
revndi ég d eigin skinni ljofsira pra Jénasar — sem
einnig markar rannsékn Roni Horn — eftir
wfannhvitjum] joklanna tind|um| * og beirr
matearo sem hann Wsir i hodinu hér i upphafi.
Léngun min til ad hverfa i vit vidernanna og
upplifa 6byggdirnar var mer ofar i huga en flest

annad vid heimkomuna. Med [j6d bernskunnar a




vorunum lagdi ég pvi land undir fot til ad bindast
trinadarbondum vid nacniruna & nyjan leik. Eg var
ekki lengi a0 uppgotva ad ofurveruleiki Baudrillards
hafoi haldio innreid sina 4 islandi sem annarsstadar.
Sviedid i kringum hinn vidfrega og upprunalega
Gieysi var eitt fyrsta diemid sem ég rakst 3 um

slikt; séluskialinn handan gétunnar (Jafnvel med
sint skrumskalda |islenska” vfrbragdi) gaeti allt
gins att heima i Disneylandi eda hverjum 6drum
skemmtigardi — hvar sem er i heiminum. Min
endurnyjudu kynni af islenskum audnum og
tsnortinni nitturu krotoust mun lengn ferdalaga
en pegar Jonas gerdi vidreist; ég si ad st proun sem
Roni Horn hefur skrad § verkum sinum tengdum

slandi var ekki forspi heldur raunveruleiki.

Ad beim riflega aldarfjordung lidnum fri pvi Roni
Horn kom Fyrst til Islands er i raun allsendis vist
Ivort moguleikarnir a peirri skapandi einveru sem
hiin uppgotvadi i fyrstu ferdum sinum og folgin

er i sambandi manns og nattaru verd afram til
stadar. Jafnvist er ad Island verdi innan tidar eins

op hver annar vel pekktur og vel skilgreindur
ferdamannastadur par sem upplifun einstaklingsins
byegir 4 fyricfram markadri oz kunnri leid i
gegnum landslagid [skemmitigardinn], fremur en

uppgorvunum hans sjalfs fyrir tilstilli samruna vid

pattoruna, vedrid, dvissuna — pad sem Roni Horn
hefur kallad whvergi™!

Pessu bera nokkur ny verk hennar gliget vitni;
Varnasafnid/ Library of Warer 1 Stykkisholmi er

til ad mynda safn synishorna af islenskum joklum
i autrymingarhatou®, Skrining Horn og séfoun a
vedursogum, islenskum og erlendum, er augljos
visbending um naudsyn pess ad fyvlgjast med
vedrinu a vidsjarverdum timum grodurhisaihrifa.
En jafnframt, eins og hiin hefur sjilf bent 3, visir
ad sameiginlegn sjalfsmynd heimsbyggdarinnar'™;
sjalfsmynd sem timabaert er ad horfast § augu

vidh Titllinn Weather Reports You eda Fedrid

vitnar wm pig, segir sina sogu um breytingarnar i
sjonarhorni listamannins hvad Island vardar. Yera
sjonarhorn hennar d samruna efnis og anda i You
are the Weather eda Pa ert vedrid, hefur vikid fyrir
sjonarhorni pess sem nd talar af pekkingu innan
frd og 1t til hins st6ra heims. Tengingin vid hina
undursamlegu einveru er ekki lengur i torgrunni,
bvi ,hvergi®, like og jéklarnir, er einnig i
arrymingarhatou: | Er hvergid horfid? Vid nilgun
a pessu vidfangsefni kem ég ad spurningunni
Hvad er hvergi?* Ordabokin skilgreinir pad

sem afskekktan eda opekktan stad”. byilik gafa

i slikum fundi. Samkvemt pessari skilgreiningu
er Island si stadur sem hefur fleiri hvergi midad
vidd hafdatdlu en nokkurt annad land. Jafnvel po
Timbiked sé feyke Gt i buskann, pi getur Island,
par sem jardfraedi pess er tluvert varanlegri, tekid
forvstuna sem helsti birgir heimsins hvad hvergi
vardar. En burtséd fri pvi hversu hvergi er algengt

g
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Teeland’s Difference (, Sérkenni
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{1} Roni Horn, To
Place, (Book 1°111), Becoming
a Lawdscape, Cinny William,
Prubtisher, Dienver. 2001
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filwrs Feeland’s Difference
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Non=Places; Introduction
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Mew Yook 10085

210 WG Sebald,
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Frigvsernottuee | Morgunblading,
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i Islandi, pa er hvergi audlind sem ekki er hagt ad
endurnyja; sérstaklega vidkvaem fyrir ofndtingu

og ovideigandi notkun. Ef pvi er breytr ¢da pad
notad med rongum hatti pa hverfur petta hvergi. |
minum huga og jafnvel i skilgreiningum, pi felst i
hvergi ein sjaldgetasta og unadslegasta reynsla sem
hagt er ad hugsa sér. Ad vera hvergi. Getur pi sagt
ad b hafir reynslu af pyiz *"

Franski menningarfraedingurinn Mare Augé hefur
um nokkure skeid rannsakad pad sem hann kallar
ohon-places™"”, eda ,ckki-stadi®, i samtimanum,
Hann heldur pvi fram ad 1 peim ofur-madernisma
sem vid bliinm vid um pessar mundir, hafi dkvednir
paettir samfelagsins ordid vkeari, ekki sist ofhledi
og neysla, auk einsleitminnar. | Ekki-stadir” eru
peir sem sem tengja okkur 611 med sama haeeti hvar
sem er 1 heiminum. Stadir par sem ekkert lifraent
samfélagsmynstur getur proast — flugstidvar,
verslunarkedjur, verslunarmidstaovar, hradbrautir,
stafraenir heimar tolvunotkunar og vidskipta — og
pannig mato lengi telja. Hann bendir 4 ad pessir
stadir taki sifellt meiri tima aflifi okkar og rymi.
Segja ma ad fyrir peirra tilstilli upplifi mannkynid
nyja tegund af ecinveru sem mérgum reynist erfict
ad lifa med, einveru sem er af annarri gerd en st
sem prifst 1 idandi samfélagi venjulegra | stada™ er

eiga sér sogu og proada samfelagsgerd.

| vidtali sem eg tok vid pyvska nithéfundinn W.G.
Sebald, i Englandi einungis orfium dogum adur
en hann lést drid 2001, I¥sir hann |, ekki-stGoum®
af eigin reynslu sem  Jandleysi™ pess sem ekki
tilheyrir lengur fédurlandi sinu en @ samt engar
retur annarsstadar; landleysi sem verdur sifelle
algengara i alpjédavaedingu okkar tima: ,,[Eg

er] sannferdur um ad ég eigi einna helst heima

a jarnbrantarstddvum eda Augstddvum, pott ég
poli ekki slika stadi. Peir eru einskonar limbo
samtimans, en par er lika ad finna alla hugsanlega
snertipunkta umbreytinga. Manni standa par
allir moguleikar opnir med peim pjaningum og
sjalfsskodun sem add fylgir valkostum, og pessar
adstedur fara ad mota mann sem personuleika. Eg

i}

tilheyri hvergi og tilvist min morast af pvi.

Ef lif nitimamannsins skiptist 3 milli peirra
andstzdna er Augé hefur dregid fram, p.e. ekki-
stada” svo sem flugstodva og ,stada” sem hafa
merkingu og gildi fyrir einstaklinginn, pa bydur
hugmyndafradi Roni Horn hvad Island vardar upp
a enn einn moguleikann; , hvergi®,

i hugmyndarfredilegum skilningi er , hvergi®
Horn, ¢ins og pad birtist til ad mynda a islandi,
hrein og klir vidboe vid pekkra reynslu manna af
stidum; sem sagt ometanleg og sjaldgef audlind.

Island okkar Jonasar er hins vegar hugsanlega ordid

ad ,ekki-stad" — stad sem vid getum einungis



runmd saman vid fyrir tilstilli orda®, Ef il vill
‘orda eins og peirra eftir Jonas sem visad var ol hér
‘i upphafi — en sidur fyrir beinan samruna likama
og nattiry eins og Roni Horn 1ysti honum i
Making Being Here Enongh. Eins og htn teskyrdi

i bladagreininn Eitt hundrad fossar; finen hundrod
stirf,* pa breyta athafnir mannanna sjilfu edh
Widernanna. Pegar buid er ad grafa § gegnum
tindinn og veikja panmig bjorgin, hverfur fegurd
fjalldala samhlida pvi ad afl fossanna er beislad og

b” midlad annad en 1 pigu nittdrunnar sjalfrar.

Tengsl Romi Horn vid Island hafa i timans ris
ordid ad myndhverfingu fyrir sjilfan heiminn;
mngrip okkar og afskipri af pvi sem ekki er okkar

a0 ridskast med, | pad minnsta ekki & medan

brynasta naudsyn krefst pess ekki

M Sk, skilpreimirgn
Mo Ange | Mon-Maces

I, 94 . Savmbsnd i o il
cinetakliengs op imbeerfic pefrma
|y eeled-sradar vertur 1l

fierir eilaalli onls, e fafreel
rexvta.™ ' “The link befuween
inrdividualy and their pornousdings
vt the spaace of won-place s
carabilished thraugh e medieiion

o usnds, oF even fexis,

22 Romi Hion
groein seen madrmrlin
Frarkeerimd i 198 Rdralniioka

§ Morgunbladinen, 2700 2002

iz Romi Hown,
To Place, (Book LX),
Doubt Box. Steidl Verlag,

Cittingen, Ciermiery, 2007
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White Dickinson

TO SHUT OUR EYES IS TRAVEL, 2006
Aluniium and solid cast white plastic

Al og heilstevpe hvite plast

2x2x51 1Minches | 5x5x 13 am
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White Dickinson

THE MOST INTANGIBLE THING IS THE MOST ADHESIVE, 2006
Aluminum and solid case white plastic

Al og healseeypt hvite plast

Bx2x M 144 inches | 5%5%229 ¢m
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Pages | Sidur | 33-36

Cabinet of, 2001

36 C printed photographs | 36 C stafrien prent
28 x 38 mches, each | 71 x 71 em hver
Installation view | Innsctming i

Muszum Folkwang, Esen.,

Collection | Eigandi:

Fundacion la Caixa, Centre Culeural de Barcelona
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Her, Her, Her and, Her, 2002

64 black and white photographs on uncoated paper
6 svare hvivar hdsmyndic i Shodadan pappir

96 x W inches overall | 244 x 244 cm 61l myndin
Collection | Eigandi:

Solomen R, Guggenheim Museum, Mew York
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Selected Tatles, 1975-2007



19th C. Water
A Doubt and Two Naughts
A Here and a There
A History of You
AKind of You
A Mink Look
A This and a That
All the Words | Remember
Among Essential Furnishings
Among Judd
An Evening with Gelatinous and
Glutinous
An Island Island
An Uncountable Infinity
‘Anatomy and Geography
‘Angie and Emily / Dickinson
Another Water
‘Arctic Circles
Asphere
Becoming a Landscape
Being Purple
Blake's Burn
Bluff Life
Buzz and Dust
Cabinet of
Cloth-Home Culture
Clowd and Cloun (Blue)
Clowd and Cloun (Gray)
Clowndoubt
Clownmirror
Clownout
Clownpout
Dead Owl
Deeps and Skies
Dictionary of Water
Double You
Doubt Box
Doubt by Twao
Doubt by Water
Earths Grow Thick
Events of Relation
For Two Locations in One Place
Franchising Rainbows
Gold Mats, Paired-for Ross and Felix
' Gurgles, Sucks, Echoes
Her, Her, Her, and Her
Her, the Water, and Me
Herdubreid at Home

Hot Water Map

How Dickinson Stayed Home

| Can't See the Arctic Circle from Here

If on a Winter's Night. . . Roni Horn. . .

Index Cixous (Cix Pax)

Inner Geography

Island and Labyrinth

Island Frieze

Island, Pair and Island

Itself, a Grammar

Kafka's Complaints, Complete

Kafka's Complaints, Selected

Kafka's Palindrome

Kafka's Paradox

Key and Cue

Library of Water

Lighthousing

Limit of the Twilight

Little Showers

Lda and Loa

Long Title

Making Being Here Enough

Maze of Me

Mirror, Desert and Mirror

Maolly's Other Bloom

My Oz

Object of Constancy

One Bird, for Example, Frays the Blue

One Hundred Waterfalls, Five Hundred
Jobs

Opposite of White

Other Side of Here

Pair Object

Pair Well

Pastoral and Cave

Pooling Waters

Pooling—You

Portfolio of Questions

Portrait of an Image

Probability of Round Rocks

Pronouns Detain Me

Puff

Rare Spellings

Roads Lack Dedication

Rock, The Hudson, and You

Saying Water

Simple and Complete

Sleep: Rotation Method

Some Thames

Something Shimmering

Sometimes Dead

Stevens’ Bouquet

The Net of You

The River was Gone

Things That are Near

Things That Happen Again

This is Me, This is You

To Nest

To Place

To Rock

Universal Rorschach

Untitled (“Blah, blah, blah, blah, moon
/ blah, blah, blah, above. . .")

Untitled (“Blah, blah, blah, your hair
[/ blah, blah, blah, your eyes. . .")

Untitled ("l want a closer relation to
the sun.”)

Untitled (“I'm Nobody! Who are You?")

Untitled (A Brink of Infinity)

Untitled (Aretha)

Untitled (Flannery)

Untitled (Georgia)

Untitled (Gun)

Untitled (“. . .in a wilderness not big
enough for a decent billard-room”)

Untitled (Roni Horn)

Untitled (Yes)

Verne's Journey

Vertigo of Meaning

View in a Room

w

Water, Selected

Water, Still

Weather is National Sport

Weather Reports You

When Dickinson Shut Her Eves

When the How and the What are
the Same

Where the Earth is Hot

White Dickinson

White Labyrinth

Wonderwater (Alice Offshore)

You are the Possibility of Me

You are the Weather

Yous in You

Youth and Geometry
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Her Eyes (Intintate Bup Ulneonchable), 1999-2005

HER EYES, INTIMATE BUT UNTOUCHABLE WERE

THE BLUE OF GREAT DISTANCES AFTER SUNSET
Aluminum and solid cast white plastic | Al og heilsteype hvite plast
112254 172 % 144 inches | 38 x 104 x 366 cm

Istallation view | Innsetning i

Inverleith House, Edinburgh
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Untitled fAretha), 2002-04

Solid cast glass Heilsteyvpt gler

30 x 30 x 15nches | 76 x 76 % 38 om
Collection | Eigandi

The Muoseum of Modern Ant, New York
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Pages | Sfﬁrrril |
Untitled (Georgia), 2005
: ! : o
12 142 % 37 inches di
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Iere 4, 2002
Hed pigments and varnish on paper | Raoet licarefni og lakk & pappir
THx 84 L4 inches | 198,01 x 214 em

Papes | Sidur | 58-39

Enongh [0, 2005
Red phgments and varnish on paper | Raw liarcfn o likk § pappir
Iiptych: 66 1/2 x 70 1/ 2 inches ach | Par: 198 x 214 ¢m hvor
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Then 4, 2006

Brown and black pigments and varnish on paper
Brime og svart litarefnd og lakk 3 pappir

Bl x B2 1/2anches | 203 x 209,73 cm
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Pages | Sidur | 67-73

Still Water (The River Thames, For Example). 1999

15 photographs and text on uncoared paper | 15 [issmyndir og texn 4 ohidadan pappir
I 2 x 41 1/2 thches each | 77,3 x 105,3 e hver

Inseallation views | Innsemningar i

Castello di Rivoli, Torino, Taly,

Collections | Eigenur

The Museum of Modern Art, Mew York; Tate Modern, London, Kunsthaus Zurich,
Lannun Foundation, Santa Fe, Castello di Raivaly, Tormo, Phaladetphia Museum of Arr,
Milwankee Are Museum, FNAC Fonds National d’Art Contemmporain, Pureaux
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Iy thais & gelarinous moment?
i formarion leoks like the resnls of 8 local Noctaation in viscosiey.)

senctimes | ook at the wator amd even though 1 konow it’s probably jose
ghivtening on the surface, the river looks Hke it costed in 2 colorful
. perhapy cadmium or silver,

gid, pert purbisd? Bug thew, o fact, the Thames s turbid, too, endicsdy

of water from the river i full of vurbid details. They might settle
bottom eventually, but they 1 be warting oo get stirved up again,

Jed—not real.

witter is black and tmavbe the river; too. The river is colorful

th—but it’s not the water, Can't be, 1’ just the sur- face, like wrapping
covers what's inside. But it doean't make o differénce becanise past the
ping you know it's black in there. And you know that there's an imide
. Event though the color is beige or ochre, of green ordirty yellow or
—grey, o milky Brows—or cven sibver, It docsn't miatter. Becane you
ance vou're in there—it's black. You just know it

e | loak at the water and even thotgh | know ivs probably some
metal or oil coagulating on the surface its casy 1o mistake it for

g lighe

Water 1s the weather: your weather, my westher

king about the westher is think ing about water. "' Thinking about
thinking sbout the futire—or juse a fuure. My futgre—yoin.
fiter's a personal thing—vspecially now—o i the weather.

1 think chat the Root of the Wind s Watee—""
Bee poem Mo, 1302 by Emily Dickinion, 1874,

pmies during ny walks along the river | see a slight, juse percepble
it of the water. 1t has 2 alower reaction to lighe, like it's o of
ae Like the surface i dislodging and slipping sway fron the mas.

i some water (mog this water) your reflection i cospled to vou. It
e where you go, When you walk away from the river your reflection
s Bt there's oo witcheraft in that disappearance, maybe a lictle

it's mare just simple opeics really, Bug in this water your

jon oncouples, It drifts away from you, As you stand there on the
or bridge, helpless, watching vour reflection float downstream
pd disappear, you may wonder what forees black water gathers, Hut
:!:r yors already koow they mast be closer to witcheraft than

et witcherait is geometry.” ™

e pocm Mo, 1158 by Emily Dickinson, 1570,

Thames 1 a drain,

English have a penchane for dismemberingg their murder victims. |
there's a period of London hisary free from the beads, lmbs, and
organs found in thi Thames or washed up on it banks, Last week
found inteitines and a beg (they didn’t say i was righe or lefi)
near Silbvertow n-—intes-tines and one leg.

terday | read tnthe Eveming Sumdanl: “A passer-by sparted & man's
und limbi stacking out of the mud . . 0" Eleven body parts were

i the river bot, “dagnificantly, not the tare.” (More river traffic.)

p it the tonnd ™

1 remeniber a story. from when | was 3 kid about finding o snall package
i the river, It was wrapped in whie cloth and tied with electric cond,
When the police opened it up they found bdentical swine, newborns—bays,

M This ox water on ity way down. Down is the Morth Sea, more or less. See
the next bnage for Brther down

= This water, ehphemistically known s water, s actually the oppoiite of
water, another water

4 Water: your water, mry water is coupled water, Water is never only o
foxem, 1t u relation, wo. The form, for example: liguid; the relation: water’s
indivisible connection to all things, soperficially with tnanimate things,
fantirnately with living things.

I (Water ti the master verb: an bt of perpetual relarion.)
™ Eyery vear they find o body o two in the eiver thar reman unidentified. ™

 lan's thar whar you'd expect? ban't that what you'd be alter—to lose your
entity? The Thames looks like 3 solvent for idennty. doen’t ir?

# \Which nver did Jimi Hendeix shoor his baby down by?" Maybe it waan't
4 river, but it wenis Llike it should have been. (When Pmi in Basel 'm certain
it's the Bohine, the fastest, most furious thing in town,)

1= See the song “Hey Joe™ (*1'm going down to shaot my ald lady, you
know | caught her mewin’ round with another man | .7 written by Billy
Roberts and recarded by Hendeix in 1967,

% * Tk me to the river, deop e in the warer." " **

M iln the Thames thar would be murder )

M5 the song “Take Me to the iver,” written by Al Green and Mabon
Hodges.

# {(Id yoo kill your baby down by the river? Diad you kil your babies
down by the river? Did you get your baby pregnant down by the river?
Whar didd you do down by the river?)

MW har are vou datng down by the river?
" here b the toro? "

M Yo have to admit vou can't really look at the river i some places
without thinking of shit. Maybe not with this particular picture but don't
you wonder abont the beautification and testoration programs going on
around a more or less natural formation that reminds a person of shie? 1
think of it as nostaligia for an older, simpler meaning of water, This kind of
development along the river sirikes an ironic note; [ ean’t be the anly one
whao's terrified of Glling in—of being subimerged even for one second in
this water.

"W here is the toro?”



U hat do oo know about water? Whin you talk about water, what bt
vou're really talking abaut:

*What do you know abour water? lan't that part of what water i, that you
never really know what it n?

W hat do you know about water? That ' everywhere, so fumiliar-
sectning and vt o elosive (a kind of everything withour definition), never
quite graspalle, even as an ice cabe?

A What do you know about water? Only that it's everywhere differently?

"Nomr sy water is troubled or caling You sy water i rough and restless.
You sy water i disturbed. You way water fs quict. Water s serctie and
sometiney clear, it might be pare and then it brilliant, Water is heavy;
that's a Bacy, Water is often caln, even placid. Water 1o still and then it
might be deep as well, Water iv cold or hot, chilly or tepid, You say water
is brash ar brick, sometimes crisp. You say water is soft and hard. Youl say
warer irritites dndd lobricates, You say water s foul, You say water is freih.
Yo way water it tranqueil and languorowe. You say water is swect,

S W hat 1 water?

i sy it's 4 river, | can believe thar, But when you sy it's warer, | get
\ul.pirmm. :

* 15 the Thames a cate of mistaken ddentity?

*Have vou ever noticed how light camouflages water?

¥ Have you cver noticed how rarely water looks like water?
W hat does water look Tike2 ™

H8ee mulitary camonflage. For example: “Pohish Presdential,” “ltalian
Wondland,” *San Marco Mediterrancan.” “Indonestan Spot,” and
“Belgian Jigsw"™ patterns,

" Have you ever noticed how reflectiom on the water st night make
water bsok more watery?

" From out here near the quicter carrents you can see flers of Tighe
stretching out on the river’s surface, Moving still and swiftly among the
dark warer, amorphous white encrgy clonganng describes anly the surfice
of this blackness—the beginning of something that cannot be seen.

"* Yoo can't see the blicknes at night—only the darkoes, [t anly duiring
the day that you can see the blackness. That's when you koow it not a
reflection.

1* I the quicter spots near the shore, the surlace of the water i quilted and
soft. [Doesn’s the water look soft here T)

1 the rain or under 4 grey sky, ina weather thae impares listbe light, water
is water less shinply,

o mietinmes '.t'l.'lll can hear the water. But you can't really hear the

difference.

" Bvery new aned then, mumely 3t night, | hear splashes and plops—but |1
never see anything. (Do you ever really koow what's going on in the riverf}

=p fat surrendered here "™

M Gpe poem No, 1340 by Emily Dickimon, 1670,

i yom sce HlouLipd™ Do you remember the park wenei— and the
russthing of the bushes tn the wind? And the canmwera—just watching—
wandering over the clearing? The sound of the bushey wan dark, The river
reminds me of that gound,

A Al direceed by Michelangelo Antonioni in 1966 based on the short-
story “Blow-Up" by Julio Cortdaar,

BT he souncd of the bushes in Bloe-Up reminads me of the sound of the
flagpales in Bidipar " —of the ropes hanging agzinst the poles,  row of
thert, st night—in an crmpey. parking ot or somicthing

™A film direceed by Michelangelo Antonioni in 192,

B don't know if you've had thi experence bur occasonally when I'ny
watching the water | hear snippets froim varou sangs drifting up ftoan
the river. (Sometimes | even recognize the voice.)

1 devuabe you've had this experience bur bast nighe when | was watching
the warer “Ain't No Way™ wafted up from the river, slow and endless,
miore or leis as [remembered ie "Ain't no way . . . just 2in't no way, no
way .o e ain'e o way, balyy o sare 2’ ho vy L ust e’ no way .

ain't no way, baby , . (For me vo love voul." ™ It was so brief, | probably just

trnagsivied it

" From “Adnt Mo Way,"” writtén by Carolyn Franklin, 1968 Viersion
refierred toowis recorded by Aretha Franklin in 1968,

M 15 water unclear? | mean vou might sy ic's cloody gnd that it uot clear,
You might say it's dirty or imspure or terbid ar rodled, bur would you sy it's
unclear? It scein to me thae water i always clear even when ics filthy, L't
this the basde notton of water? lin't this what we elimg o?

M The Thames bs uw)

"1 remember an incident where a man drowned himsell in front of hn
lewer, It was guite sensational, more like & movie. The story goes thae the
couple was walking across Westmanster Bridge late one sammer nighe
when the man turned to his bovfriend and sbd, 1 love yon,” and then
without warning jumped ever the paraper into the river. The man an over
atud Inaked down into the water. He coubd hear biv name called from ander
the bridge but he couldn’t see his boyiviend. Finally he caught sight of lis
face, av he emerged from underneath the bridge aod jost when the carrent
catnght him and pulled him ander, Do vou remiember it} Probably nee. (1
thaouglt it fedd fainiliar somehow.)

M {Drowning 1 2 more common wicide here than in the Sates. In the
Staves its mostly shoating: Maybe it's becanse you can't get guns here, But
miaybe it's alo the quality of the water, It must be, became forcigners come
to drown themaslves i i)

" T here was another incident recently: & guy was thrown into the river by
hix friends, (On a lack—they were just having s litle fun.) The guy grabbed
onto the fire thing thae came along —it turmed out that the fine thing o
cone along was 3 corpe,

M The way things happen o a river you really lave to keeg your eyes opei,
Fm always afraid U'm going o miss something.

A witiess says he aw one person juiig (it was Late ac night] and reo
peaple come our the other side. (They sill haven't found the bodies.)

* Every now and then, mostly at night, | hear splashes and phops—bue
I never see snything: (Do you ever really kow, whar's going on on e
rivert)

M i hat are yono doing down by the river?)

* Are you wondering if ['m talking aboos the Ganges? O the Yangee?
Or even the Mississippi?

M Arcni't these shapeless, changing shapes sarprinng? So intricate, wo
elaborate, w briel: these tresures in their beevity are eapecially rare.

* 1 the lighe, fun't water water more simply?
 But what doex water look like?

“ 1 hiis water?
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' reflecns the sun, Blackoes reflects nothing,

s reflects the sun., Blackness reflects nothing. (" Between gricf
othinic, | 'will tike grief” ")

the novel The TR Padma, by William Faulkner, 19349,

Teere near the quicter curnents you can see fiben of lighs

okt on the iver’s surfsce. " Moving will and swiftly among the
amorphous white enengy elongaring describes only the surface
ness—the beginning of something that cannoe be seen.

ol ever noticed how light reflections on the water sonetines
camiiflage?

setied by the Tighes vpon this ligudd blackness, you wade 10 among
Hlowing with them bricfly and submerging: from underneath maybe
il appear o constellations in the darknen. Other contellations than
e you've grown accustomed to. Comstellations from some other

ce, uieen wtil oo

eaedl from booking ot it how treacherous the warer actually i 1
ou'can’s see what's going on with the currents; the river rum fas
reveriah work up wrong undercorrents, Bual you demie iz the
the threar, the difference. It's part of the river’s attraction,
idirknes

etimes, 10 3 quict area, the water i tremttows and tendes: an eaver
b of wrhitish froch floar 'on the water. They cluser in formations
_I‘Miﬁﬂiltd by the river's movement, in formations thar linger

E I:' water i hlack here, but it nn't really visdble, You feel e, but you
i see ik, It takes vhie breach out of yeu ot being able to see i, paoine o
bl fe o it oy i But that's black.

combirng black with warer: rwo equali. One unchangeable,
whally carruptible.

g bato water b going into yourelf Witer ks a mirror, But even in
water there's 3 reflection, though a degraded ane. You don't have to
u youriclf in black water,

that about pivenile water—immature water, young water? Water
er seed the light of day. Juvenile watet emerging from within the
arrving ad the sairface. All 1 can think to sy is, “Hello.”

reflection mll!nl.rpjn s thas water. It dnfis away from you, As

d there on the bank or bridige, helpbes. warching your reflection
axtrearm and disappear, you may wonder what firces hlack water
But mstinctively vou already kndw they musg be cloer
eraft than geometry,

poeii No. 1158 by Emily [Dickingon, 1870

et waa an article in the newspaper some time ago about & voung man
off a bridge. He strapped his bicycle, 2 black Phantom, to his chen
ped fxi. (It ook xix inonths 1o identify the bady,) ™

that what vou'd expoct? Tan't that what vou'd be after—to lose vaur
itvT The Thames loaks like 2 solvent for identity, doesn'e it?

The river s 4 drain.

the darkness in the water decpens, and the river’s Flaw secma to

1 I wancer the Thamses 15 so drab, the darkness of the warer 1s palpable.
Close your eves and you feel the darkness wafting up from the river: dank,
clammy, close.

H 1 winter the sky, b low and the water bomobbed by cloads, The
atmaphere becomes an extenmion of the river. It water saturates your view,
Its water silently permeates the streets and hames of London, and you lve
in the river,

* Boapmen ratk shout seeing jumpers ofterr—acoually seeing people
Jump—from London Bridge, Hungerford, Tower, Blackfrizn, Waterloo,
Wesrmnater, Vauxhall Toa many to remember. They're commaon,
Jumpers—another form of traffic.

A boagman described the wendency of jumpers to stand on the parapet of
the bridge amd stare down at the water for 3 while and then let go—Fface
down into the river.

e will be cold, stunming. Cramp you up and make you stop bresthing—
mpake your heart attack. And then you enter a place that is not visibde, Bat
that's an act of farth—youw just have to bebieve ity there

e will be cold, stunning. When you enter the water it's shocking and yol
breathe fast, o 'fast cuphoria comes, only briefly, but lightening everything
up & you pass dovwen and on.

e will be cold, sunming. When you enter the water it shocking, and
you breathe deep (you can’t stop yourself) and youo breathe the water in
and you let go.

e will be cold. Even in the summer the water is cold: it hngers on—the
cold of wnabating darkness.

I some places when 1 look cut scooss the river | see crumbs ol something
or other Aoating ou the wrface. The water's reflections are speckled wath
them. (Mine are, too.)

" The English have a penchant for dismembering their murder victin. |
doube there's a period of London history free frony the heads, lmbs, and
vital organs found in the Thames or washed up an its banks. Last week
pelice found intestines amld a beg (they dadn's say 10 i was nghe oc left).
Orver near Silvertown—intes-tines and one log.

" ¥eserday | read in the evening paper: "On the night of July 8th s

itan walking on the foreshore at Lower Poad stumbled on 2 homan head ™
The body it belonged o was found in picces over the following weeks,

1 ley here, 4 hand there. It took ane month but police found all the parts
including the vorso, {More river traffic.)

" Body parts {victums of murder), corpies Dancides—moatly jumpers).
sewage (human waste), beavy metals {lead, mercury, cadmium, for
example), Herons apd cormorants lighten up the look, but not mach—
and only briefly.

W [The Thames b us,)

B frae o the darkiess it the Thames? "
BEC e had become a place of darkness. Bur there was i i one over,
especially, - . . that you could see on the map, resembling an fmmense wmake
uncoiled, wich its bead in the sea, its body arrest - . . and s taiblost in the
deptha of the land," **©

" Sec Hewrr of Dariowess, written in |39 by Joseph Conrad. Viking Press
edithon, The Portable Conrad, Mew York, 1947: 497,

" {Are you wondering if 1'm talking about dhe Gangges? Or the Yangree? Or
even the Congod ™)
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Lighthousing (v. #2), 1993

Giouache, transparent watercolor and gum Arabic 3»:: paper
Guass. gegnscr vamslitur og akasiulim 4 papir

Bx 10inches | 20,3 x 254 em
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Gurgles, Sucks, Echoes, 1993

Goaache, transparent watercolor and gom Arabic on paper
Guasa, gegnaet vatnslitur oy akasiulim & pappir

Bx 1inches | 20,3 %254 cm

Pages | Sidur | 84-83

Dead Oud, 1997

Irix print on Somerset heavy weight paper
Stafrent Iris prent 4 pykkan Somerset pappic
20.1/2 %29 1/2 inches each | 75,3 x 753 em
Collections | Eigendur:

Kunsemuseum Basel, Kunscmusewm Winterchur,
Sulomon B Guggenheim Museum, New York,
Munsee d"Art Moderne de la Ville de Paris

Pages | Sidur | 86-93

Your are the Weacher, 1994-95

64 C prints and 36 black and whire prints | 64 stafren C prent og 36 svarr hvic prem
107716 x 8 7416 imches each | 25 x 20,3 cm hver

Collection | Eigendur:

Depont Foundation, Tilburg, Kunsthalle, Murnberg,

Baverische Stastsgemildesammbungen, Munich; Sammbung Goetz, Munich.
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[ donihi I'l:l Wiater, 20005-004

30 pwo-sided photographs, each 16 172 x 22 inches and M alominum
stanchions: 14 inch diameter base x 70 172 height each, overall

W) Bosmyndie eins Badam megin, hver 42,3 x 56 cm o M dlstandar
i cm i pyermdl x 179 em hdar

Installacion view Imnsetning 1

Whitney Museum of American Art, New York
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Dyvielt ﬁ].' Wiater, 2003-104
Installagion view | Innsetnimg i
Inverleith Howse, Edinburgh
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Doubt by Water, 2003-04
Installation view | [nnsetning §:
Haiser Wirth, London
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Boubr by Warer, 2003-04
Installation view | [|1|1“~|;|||||H i
WII-IIIH':"!-' Miseum of American Art, New York
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I know you were expecting Dolly Parton, but I'll
be standing in for her now . . . so sit back and relax
TPl eell you a

5['.']]'}" “aw

this country, about how it’s influenced my work.

I might approach this talk by suggesting ways for

s to imagine a future. Talk about the dire need

in our time to be critical, to question, and above
all not to be passive. Things that I believe are
essential to us anyway — more so now than ever.
We have witnessed the lose or is it extinction? — of
dands in our time. leeland 15 no longer an island:
conomically, chemically, climatically, and even
psychologically speaking. This is a consequence
of Iceland’s expanding relationship with the world
at large, both voluntarily in the form of economic
nterests and communication and involuntarily

in the form of pollution and inappropriate
political pressure. It is also the consequence of an

KEYNOTE SPEECH: CLASS OF 2006, ICELAND ACADEMY OF THE ARTS

Roni Horn

Raykjavik, May 24, 2006

overpopulated, increasingly polluted planet. And
this fact necessitates a new approach to maintaining
the integrity of Iceland’s land, water, and culture.
Al Gore's down at the Cannes film festival talking
about global warming. And it looks like the
Americans are cooking up the next big wave in
entertainment — global climate catastrophe. I know
it's been in development for some time. It seems
the only way for us to acknowledge climate change

is to make it part of a capitalist venture.

In the last 10 years the value of art has gone up
astronomically. As the economic value of culture
increases it can albeit inadvertently become a more
effective tool through which to realize political
and moral responsibility. This 1s especially true in
mass media forms like film, music and literature.
However an unfortunate side effect at least in the
fine arts is the degradation of meaning in art. This
is the consequence of the very recent phenomenon
of extreme commodification. Today as some of
vou may already know people buy and sell art in
ways not unlike stocks and financial instruments
— based exclusively in investment potential.
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Speaking of the fine arts in particular the vast
majority of what is being produced today enly
exists because it can be sold. Very little of whart

15 created 1s motivated out of the necessity of the
individual. When an artist plays to their audience
it always results in compromised work, And artists
above all must exercise critical judgment with
regard to the demand for their work.

But | promised myself that I would try to keep

it light, to honor this occasion that addresses the
complex future facing all of us. If my mother were
still alive, she would urge humor and if I could just
mix that with a little weather or even water 1 think
we'll be off to a good start.

So | thoughe I'd begin by suggesting a new word
for the Icelandic language. That word is:

relaxness

I'm not sure what it means—but it sounds like a
word that can’t be translated.

2

But speaking of the weather — this is or certainly
was one reason to become a permanent tourist
here. My status as permanent tourist, something

| invented over the vears of coming to lceland

~ allows me the distance | need to be near it. For
me, it seems my nearness to leeland is something |1
can only have by keeping this distance. There was a
point carly on in my visits that | was so taken with
this landscape | wanted to experience everything
here. Every road, river, mountain, and rock. When
I was 22 | fantasized about retiring and doing a
complete inventory of all the rocks. But short of
that, I just went out, It started with a tent, walking
and hitching. Then after | graduated from college |
was given a travel grant. [ bought a motoreycle and
shipped it to Ieeland. And for someone who had no
money 1t was a great way to get around. Of course
it was the coldest wettest summer on record at that
point. So amidst all the sublime moments there was
a certan misery to it all that I thoroughly enjoyed.

I developed an exquisite sensitivity to the
landscape. Indoors | became anxious when |
turned my back to a window for fear I might
miss something. Especially on a clear cold night
when there was a chance the aurora might
perform. When | was a kid my first experience
of the northern lights became my touchstone. It
happened in a suburb north of New York City.




From my parents driveway [ saw the lights — and
it seemed to be something opposite to all [ had
known. Ephemeral, intangible, beyond simple
understanding. It was a kind of epiphany —a
moment of enlightenment for a young girl living
in a highly material world with all the illusions
of permanence. 1 understood in the presence of
that fugitive display the potential that existed out
there that would always and thankfully be bevond
my grasp. But the northern lights from a suburb
of New York City 15 one thing, from a mostly
uninhabited landscape, another.

3

MNow the weather is an important thing in our life.
It's no longer simply an occasion for small talk. Ivis
constant in its indifference to us and unpredictable
i every other way. It keeps circumstance complex
and beyond our final control. [ think it is essennial
to have something that tells us who we are. And
weather has a way of doing this.

| have always taken the weather personally. Was

it Freud who said talking about the weather is talking
abont oneself? And 1 am as attracted to weather as
much for what it is as for what people have to say
about it, The beauty of weather is also its challange
to us— because we share it equally.

Omne of the projects 1 have going here is a kind of
collective self-portrait of Iceland — I'm more or
less ghost writing/producing it — I'm collecting
through interviews the story each us has abour
their weather. My own starts something like this;

My weather began back in grade school. In
class the teacher announced a hurricane was
on its way. With that she dismissed us and
emphatically instructed: "Run home!™
I guess it gave me such a thrill I've been running
to leeland ever since.

But here in Iceland dramatic weather is not
necessarily the most memorable. My time here has
brought me an awareness of the less percepuble
things. And being here has exerted a great
influence on my work. It was in the matter of
learning to see — in the sense of experience that
leeland became essential to me. Sounds like a
simple achievement, but it'’s an act of will that
took me years to grasp. | learned to be present
in the here and now, [ learned the unchangeable
nature of each moment as it passes and locks into
other moments forever. | learned the importance
of being in the place | am, of paying attention.
That was my discovery of the Highlands.
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In 1990 I wrote about my time in the Highlands:
“You use the desert as measure, as lucid
reflection. It gives nothing, What vou take from
the desert is who you are more precisely.”

—Anatonry and Geography, 1991

And also about that time [ wrote —
“Big enough ro get lost on. Small enough to
find myself. That's how to use this island. |
come here to place myselfin the world, leeland
is a verb and its action is to center.”
—Island and Labyrinth, 1991

And of course it's no coincidence — as Jules Verne
discovered already in the 19" Century — that the
entrance to the center of the earth is actually
located in Iceland. He may have been inventing a
fiction at the time. But [ have, in my travels here,
discovered its realicy,

Well now that the weather has improved so to
speak here in [celand | often have the sense |
could be in Florida: One thing | loved about the
so-called bad weather was that the rainy, misty
days would only reveal a small portion of the view
at a time. | spent many, many days in fogs that
allowed only enough visibility to inspire mystery.
So | kepr coming back to gert the rest of it.

And that was years of coming back to see the same
thing that was also completely different.

But of course there are yet passages of lceland

I have not traveled to. And even now | feel the
magnetic pull of these places. I imagine never

going to them — just to keep this energy

alive in me.

5

“THE WIZARD OF OZ brought me Kansas,
it only briefly when I was voung. And to this
day Kansas is still one of the places I've never
been. But since | warched Judy Garland journey
to Oz, Kansas has inhabited my imagination,
and Toto too. And in this way we come to
dwell in places we've never been. It's a form of
dreaming — these unseen places, only known
through rumor, word-of-mouth, flights of fancy
and a map — or no map — just a story told. And
we need the idea of them, the idea — that trom
early childhood has become a part of our being,

The existence , , . of these unseen but accessible
places is of consequence to each of us. They
dominate the geography of our imagination
and dreams. To recognize that some of them
are real is essential to the life of our dreams.
They offer us extension and breadth, hope and




faith. We need these places that we've never
traveled to, that we may never go to. We need
them, not for escape, but for measure: of all the
places we have been to, and even — of ourselves
as well. We need them as a way of balancing
what is, with what might be; And as a way of
understanding the scope of things, of admitting
that the things beyond us are also the things
that define us. These are places that are at

once both actual and acts of imagination. They
function to keep the world large, hopeful, and
unknown.

These rarely experienced places — are no

less valuable than those we occupy daily, no
less inhabited by us than our most familiar
and intimate ones. In acknowledging them
we understand that we are something more
than the body we inhabit and the things we
consume; and that we dwell in places beyond
our immediate perception or reach — so that
we may see beyond our sight.

It is common to believe that because we will
never travel to them, their lose will have

no effect on us. Or that losing a place that

is not occupied by humanity 15 a lose of no
importance. That going from unseen to non-
existent will make no difference. But the
difference runs deep. We are losing the prime
infrastructure of our imagination.

To undervalue them, to allow them to be
destroyed, is to live in a smaller and meaner
world.”

—Unpublished text for Leshok, 2003

I wrote this text prior to the building of
Kirahnikar dam. But now | see that it applies to
muny things: the future of ice and the future of
whiteness, and in a sense the future of north as well.

6

“When I went to the North, | had no

mntention of writing about it. And yet, almost
despite myself, I began to draw all sorts of
metaphorical allusions based on what was
really a very limited knowledge of the country
and a very casual exposure to it. | found myself
writing . . . critiques, in which, for instance,
the north — the idea of the north — began to
serve as a foil for other ideas and values that
seemed to me depressingly urban-oriented and

Lid

spiritually limiated . . ..

This is Glenn Gould writing for a radio program
he produced called — The Idea of North, 1967.

I go north. It's in my nature. But it turns out that
the vast majority of people go south, To the sun
and the hear and perhaps the more social nature
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of life in southern climes, The desire to go north
15 an attraction to solitude; open space, subtle
expressions of light and time. Vast expressions

of scale and horizon. Sometimes going north is
about whiteness. Sometimes it’s about darkness.
I'm attracted to the darkness, it relieves me of the
incessant call to visual attention — it opens interior
spaces that offer untold possibilities of discovery.
This darkness is really another form of light. It
nurtures the wilderness inside me. That wilderness
and what it takes to sustain it may be different

tor each of us. The fact of this wilderness, the
necessity of it is basic to individual well-being.
And each of us must find a way to keep this space
whale in themselves. As an artist so much of
what one does is based in faith — in a belief that
exceeds or ignores society’s interest, Pursuing
creative instinets demands faith, endurance, and
intelligence. It demands independence and simple
strength as well.

I have spent many key moments of my life here in
Ieeland, | have used this place as an open-air studio
of unlimited scale and newness. In retrospect I see
that I have chosen Iceland the way another artist
might choose marble as the substance of ones work.

Iceland raught me to taste experience. Because that’s
possible here — possible because of the intensely
physical nature of experience on this island. This
palpable quality has been one lesson. Sensual
experience balances the intellect and here the best of
both worlds exist in provocative union — This added
dimension that presence gives to experience — is
partly how the landscape here mastered me.

Presence is the thing sensed, never known. And this
has become an essential ingredient in my work.
Part of my desire is to equate the meaning of my
work with the experience it offers, This Iceland
taught me too.

In 1982 [ staved in a lighthouse for two months.

I had been living in urban areas all my life, New
York, Providence, New Haven and I had this idea
that I'd go to this lighthouse in southern Iceland
= | had known of it since my first trip — and 1'd
Just “let the sea lie before me.” [ was haunted too
by the desire — of seeing a landscape as it is when [
am not there. | know this sounds absurd, and the
effort was full of absurdity — but for me it was a
completely new experience, a true adventure. An
Antarctic explorer, I've forgotten which, said that
having an adventure is a sign of incompetence, |
would find out one way or another. The adventure




of just being here. Not wanting to change here.
This remains an elusive desire. In some sense too
:simple to achieve. | come to lceland to discover
this possibility still.

9

So this talk is equal parts love, faith, and fear. Love
for the uniqueness of your island, your culture

and you. Faith that you will invent a future that
does not forsake the essence and uniqueness of this
island. But then being a realist [ also have fear.
Fear for a future in which lceland fails to rake
responsibility for its uniqueness.

I wish you luck
But as Emily Dickinson said:

*Luck — is not chance”

Thank you.
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AVARP FLUTT A UTSKRIFTARHATID LISTAHASKOLA ISLANDS

Eg veit ad pid ittud von i Dolly Parton, en eg
kem i hennar stad i petta sinn... hallid vkkur
aftur og slakid i.., ég wmtla a0 segja ykkur sigu...

Godan dag. Pad er mér heidur ad fa ad tala hér i
dag. Par sem ég er listamadur, pi eru reduhsold
ekki min sérgrein. Pvi kann pad sem ég segi
nina ad koma okkuor éllum & évart. Par i medal
mér. Mig langar til ad deila med ykkur ficinum
hugleidingum um veru mina i pessu landi, um
pad hvernig hin hefur haft dhrif i verk min.

Eg geeti hafid pessa raedu  pvi ad stinga upp i
leidum fyrir okkur til ad segja okkur framtidina
tyrir sjonir. Talad um hina brynu naudsyn pess
a okkar timum ad vid séum gagnrynin, efumst,
og séum umfram allc ekki virk. Pad sem ég trin
ad s¢ okkur lifsnaudsynlegt hvad sem 6dru lidur
— ni fremur en nokkru sinni. Vid héfum ordid
vitni ad Greldingu (eda kannski Grdauda?) evja a
okkar dégum. Island er ekki lengur eyja: hvorki
i efnahagslegu, efnafraedilegn, loftslagslegu né
jafnvel silfredilegu tilliti. Petta er afleiding
sivaxandi tengsla islensku pjodarinnar vid

Roni Horn
Reykjavik, 24. may 2006

umheiminn, baed viljandi vegna vidskipralegra
hagsmuna og upplvsinga og oviljandi vegna
mengunar og ovideigandi politisks prystings.
Og pessi stadreynd gerir pad ad verkum ad
naudsynlegt er ad nilgast med nyjum haetei pad
verkefni ad vardveita osnortinn heilleikann i
isynd Islands, vatnid og menninguna.

Al Gore er nlina i kvikmyndahiatidinni sudur i
Cannes ad tala um hlynun loftslags a jordinni.
Og pad litur at fyrir ad Bandarikjamenn

séu sjoda upp nastu risaholskefluna i
skemmtanaidnadinum — loftslagsstorslys a
joroinni. Eg veit ad pad hefur verid i proun um
tima. Svo virdist sem vid gerum ekki horfse i
augu vid loftslagsbreyringar nema vid gerum par
ad hluta af einhverju grodabralli A sidastlidnum
aratug hefur verdlag i listaverkum hxkkad
stjarnfraedilega. Eftir pvi sem efnahagslegt gildi
menningarinnar eykst, getur him med peim
mun dhrifarikari hatti studlad ad pvi ad péhiisk
og sidferdileg ibyrgd verdi ad raunveruleika,
enda poce pad hafi kannski ekki verid atlunin,
Petta i sérstaklega vid um histgreinar sem na
audveldlega til fjoldans, kvikmyndir, tonlist

og bokmenntir. Hins vegar hefur petta haft
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pa élinlegu aukaverkun, ad minnsta kosti i
myndlistinni, ad merking listaverka hefur

ordid fyrir aftignun. Petta er afleiding hinnar
nytilkomnu Gfgakenndu varningsvadingar. Eins
og sumum vkkar kann ad vera ljose kaupir folk
og selur listaverk na til dags i svipadan mita og
pad kaupir hlutabréf og grodavanleg fyrirtaks

— eingongu i forsendum fjarfestingarmoguleika.

I myndlistinni sérilagi gildir pad ad mikill
meirihluti pess sem er biud til um pessar mundir
er einungis til vegna pess a0 hagt er ad selja

pad. Mjog litid af pvi sem er skapad sprettur af
brynni hvot listamannsins. Pegar listamadur
kemur sér i mjikinn hji dhangendum sinum
leidir pad alleaf aal mialamidlana 1 verkunum.

Og i lj6si eftirspurnar eftir verkum peirra verda
histamenn umfram allt ad beita démgreind sinni
O Vera gagnrynir.

En ég lofadi sjilfri mer pvi ad ég skyldi reyvna

ad hata petta i lettum dar, i virdingarskyni vid
petta tilefni sem snyst um pa margbrotnu framreid
sem bidur okkar allra. EFf mddir min vari enn i
lifi, pi myndi hiin hvetja mag til ad grinast og

ef ég get bara blandad saman fyndni og dalitlu
vedri eda jafnvel vatni, held ég ad vid komumst
i godan rekspol,

Pess vegna datt mér i hug ad byrja a pvi ad
stinga upp a nyju ordi fyrir hina islensku tungu.

Pecta ord er:

relaxness

Eg er ekki viss um hvad pad pydir — en pad
hljomar eins og ord sem ekki er hasgt ad pyda.

En Gr pvi ég minnist i vedrid — pad er eda var
sannarlega cin dstaeda pess ad ég gerdist varanlegur
thristi hér, Stada min sem varanlegur thrist,
nokkud sem ég fann upp 4 i rds dranna sem &g hef
komid til [slands, gerir mér kleift a0 vera i peirri
fjarlaegd sem ég parfnast til ad vera nilegt pvi. Mér
virdist sem nind mina vio Island geti ég einungis
adlast med pvi ad hafa pad i pessari fjarlegd.
Pegar ég kom hingad i fyrstu heimséknir minar
var ég um tima svo hugfangin af landslaginu ad
eg vildi kynnast 6llu hér af eigin raun. Hverjum
einasta vegi. hverri einusto a, 6llum Hollunum og
serhverjum kletti. Pegar ég var 22 dra lét ég mig




dreyma um ad fara i eftirlaun og bia til temandi
skrid yfir alla klettana. En par sem pad var lange i
pad, pa for ég bara af stad. 1 upphafi var ég med
tjald, gekk og hukkadi mér far. Svo eftir ad ég
atskrifadist Gr hiskola var mér veittur ferdastyrkur,
Eg keypti mér motorhjol og sendi pad med skipi
til islands. Og fyrir pann sem i engan pening er
fribaert ad ferdast um i motorhjoli. Ad sjalfsogdu
var petta kaldasta og vetusamasta sumar allra
tima samkvamt malingum fram ad pessu. Pannig
ad port yfrid nog veert um himnesk augnablik
blandadist saman vid pau dkvedin vesold sem ég
naut til hins ytrasta,

Eg proadi med meér ulfinningalegt nemi

fyrir landslaginu. Ef ég var innanhiiss vard ég
ahyggjufull pegar ég sneri baki vid glugga af otta
vidd ad ég kynni ad missa af einhverju. Sérilagi a
heidskirum og kéldum kvéldum pegar hugsanlegt
var ad nordurljosin dénsudu. Pegar ég var krakki
vard sti reynsla min ad sja nordurljos i fyrsta sinn
minn profsteinn. Afheimreidinm vid his foreldra
minna si ég ljosin — og pau virtust vera andsted
illu sem ég hafdi kynnst. Hverful, ésnertanleg,
handan hins einfalda skilnings. Petta var nokkurs
konar vitrun — andartak uppljiémunar fyrir unga
stilku sem bio i mjog efmislegum heimi med 6llum
sinum blekkingum um varanleika. [ nivist pessa
hverfula sjonarspils vard meér ljost ad parna ati var
til mittur sem yrdi alltaf og til allrar hamingju
ofar minum skilningi. En ad sji nordurljésin fri

athverfi Mew York-borgar er eitt, ad sji pau fri svo
ad segja obyggdum stad er annad.

3

Vedrid skipar vissulega mikilvegan sess i lifi
okkar. Pad er ekki lengur bara eitthvad sem vid
getum spjallad um. Pad Letur sig aldrei um okkur
varda og er otitreiknanlegt & allan mata, Pad gerir
adstedurnar margbrotnar og sér til pess ad vid
getum ekki haft fulla stjorn i peim. Eg held a0 pad
sé naudsynlege ad vidd hofum eitthvad sem segir
okkur hver vid erum. Og vedrid gerir petta i sinn
mata,

Eg hef alltaf tekid vedrinu personulega. Pad ma
umorda Freud — ad tala um vedrid er ad rala um
sjalfan sig. Og ég heillast ekki sidur af vedrinu
tyrir pad hvernig pad er en af pvi sem tolk hetur
um pad ad segja. Pad sem er storkostlege vid
vedrid er ad vid deilum pvi 6l jafine. A pessum
stad 1 mannkynssogunni er pad kannski pad eina
sem hvert og eitt okkar i sameiginlega med 6llum
adrum,

Eitr af verkefnunum sem ég er ad vinna ad hér er
nokkurs konar sameiginleg sjalfsmynd af Islandi —
ég er meira og minna ad skrifa handritd/framleida
verkid — og er med vidtolum ad safna saman peim
stgum sem hvert og eitt okkar hefur ad segja um
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vedrid sitt. Min eigin saga hefst einhvern veginn

SYOIL

Vedrid mict skall i pegar ég var i grunnskala,
Kennslukonan tlkynnti bekknum ad pad
vaeri ad koma fellibylur. Ad svo maclou leyfh
hiin okkur ad fara og tvrirskipadi skorulega:

~Hlaupid heim!

Eg held a0 petta hafi gert mig svo spennta ad allar
gotur sidan hef ég verid 4 hlaupum til Islands.

En hér i Islandi er rysjote vedurfar ekki endilega
pad sem er minnisstaedast. Vera min heér hefur
gert mig medvitada um hluti sem er sidur
skynjanlegir. Og hiin hefur haft mikil dhrif § verk
min. Pad var i tengslum vid pad ad lxra ad horfa
— i peim skilningi a0 upplifa — sem Island skipti
skopum fyrir mig. Petta hljomar eins og audvelt

sé ad komast upp i lag med pad, en pad velrur i
asetningl og bad ok mig morg ar ad na pvi. Eg
lerdh ad vera il stadar hér og nu, ég skildi hid
ohagganlega edli hvers angnabliks medan pad lidur
og pegar pad rennur ad eilifu saman vid énnur
augnablik. Eg ittadi mig i mikilvegi pess ad vera
i peim stad sem &g er 4, ad veita hlutunum athygli.
ad var uppgotvun min i hilendinu.

4

Arid 1990 skrifadi ég um veru mina i hilendinu:
Madur notar érefin sem malikvarda, sem
skinandi endurspeglun. Pau hafa ekkert ad
bj6da, Pad sem madur far fra orafunum er
nanari skilningur a pri hver madur er.

Anatomy and Geography, 1990

Og um perta leyti skrifadi ég lika:
MNogu stor il ad madur geti tynst. Nogu litl ¢l
ad eg finni sjilfa mig. Pad er pannig sem a ad
nota pess eyju. Eg kem hingad til ad finna minn
stad i heiminum. [sland er ségn og pad sem hin
gerir er ad stadsetja midpunke.
Island and Labyrind, 1991

Og audvitad er pad engin olviljun — ¢ins og
Jules Verne uppgotvadi strax a 19. oldinni — ad
inngangurinn ad midju jardarinnar er i raun og
veru 4 Islandi. bad mai vera ad hann hafi verid
ad spinna upp skildverk a sinum tima. En ég
hef, i ferdum minum hér, uppgitvad hversu
raunverulegt pad er.

MNu pegar vedrid hefur ad segja ma batnad heér

i Islandi hef ég oft i tilfinningunni ad ég gaeti
verid i Florida. Eite af pvi sem meér fannst svo
storkostlegt vid hid svokallada slaema vedur var ad
i rigningarsomum pokudogum sist einangis lill
hluti Gitsynisins i einu. Eg eyddi morgum, mérgum




dogum i poku par sem skyggnid var bara rétt nog
til ad vekja forvitni. Pess vegna héle ég dfram ad
koma aftur til ad sja alle hite, Og pvi kom ég drum
saman aftur til ad sji pad sama sem var um leid
algjorlega breytt.

En audvitad eru enn paer slodir & Islandi sem ég
hef ekki farid um. Og jafnvel nina finn ég hvernig
seidmagn pessara stada dregur mig til sin. Eg hugsa
ad) ég muni aldrei fara 4 pa — bara til ad halda
pessari orku 4 lifi | mér.

5

GALDRAKARLINN [ OZ fardi mér
Kansas, pote pad hafi bara verid i stutta stund
begar ég var ung. Og enn i dag er Kansas einn
peirra stada par sem ég hef aldrei verid. En
sidan eg horfdi 4 Judy Garland ferdast til Oz
hefur Kansas baid 1 imyndunum minum, og
Toto lika. Og med pessum hatti gerist pad

ad vid dveljum & st6dum par sem vid hofum
aldred verid. Petta eru nokkurs konar draumar
— pessir 0sédu stadir, sem madur pekkir bara
vegna ordroms, einhvers sem berst fra manni
til manns, hugarflugs og korts sem madur er
med — nema madur s¢ ekki med kort — og perta
er bara saga sem er s6gd. Og vid pérfnumst
hugmyndarinnar um pi, hugmyndarinnar
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— sem hefur allt frd fyrstu bernskudégum verid
hluti af lifi okkar.

Tilvera ... pessara 6s¢du en adgengilegu stada
hefur sinar afleidingar fyrir hvert og et okkar,
beir drottna yfir landafradi imyndunaraflsins
og drauma okkar. Ad vidurkenna ad sumir
peirra eru raunverulegir er naudsynlegt fyrir
vidgang drauma okkar. Peir framlengja okkur
og vikka okkur tr, veita okkur von og tri. Vid
porfoumst pessara stada sem vid hofum aldrei
ferdast til, sem vid kannski aldrer forum ul. Via
pirfoumst peirra, ekki til ad flyja i pa, heldur
ul samanburdar: vid alla pa stadi sem vid héfum
komid i, og jafnvel — vid okkur sjilf lika. Vio
porfoumst peirra til ad jafna viegi pess sem er,
og pess sem gieti ordid; og til ad skilja umfang
hlutanna, vidurkenna ad hluticnir handan

vid okkur eru lika peir hlutir sem skilgreina
okkur. Petta eru stadir sem eru i senn badi
raunverulegir og hugarburdur. Peir mida ad pvi
ad heimurinn verd ifram stér, venlegur, og
apekkrur,

Pessir stadir sem vid hofum svo takmarkada
upplifun af eru engu minna virdi en peir sem
vid erum a daglega, vid bium ekki sidur i peim
en peim stodum sem vid pekkjum best og eru
okkur karastir. Med pvi ad vidurkenna pi skilst
okkur ad vidd erum eitthvad meira en likaminn
sem vid blium i og hlutirnir sem vid neyrum;
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og ad vid dveljum i stddum sem eru utan
nanasta skynsvids okkar eda seilingarfjarlegdar
— svo ad okkur sé fert a0 sji lengra en sjon

okkar nxr.

I7ad er algengt ad folk trii pvi ad vegna pess ad
vidd hisfum aldrei komid i pessa stadi, pa hafi
pad engin dhrif 3 okkur pote peir glatist. Eda
ad pad pegar glatast stadur sem enginn byr i,
pa skipti i missir engu mali. En s3 missir ristir
djipt. Vid erum ad glata helstu grunngerd
imyndunarafls okkar. Ad vanmeta pi, ad leyfa
ad peir verdi evailagdir, jatngildir pvi ad hifa i
minni og grimmari heimai.

~Obirtur texti fyrir Leshék Morgunbladsins,
2003
Eg skrifadi pennan texta ddur en Kirahnjikastiflan
var reist. En ni sé ég ad hann & vido um marga
hlut: Frameid iss og frameid hvitleikans, og 4 vissan
hitt einnig framtid nordursins.

6

wlregar ég f6r i nordurslodir hatdh ég ekki

i hyggju ad skrifa um paer. En samt, ninast
gegn vilia minum, for ég ad mota alls konar
likingavisamir sem byggdust 4 mjog

takmarkadri pekkingu i landinu og afskaplega
ylirbordslegum kynnum af pvi. ]'::g var

farinn ad skrifa ... gagnryni par sem til ad
mynda nordrid — hugmyndin um nordrid

— var i fegrunarhlutverki andspanis 6drum
hugmyndum og gildum sem mér virtust svo
punglyndislega morkud borgaruppruna sinum
og andlega takmbrkud ...

Perta eru skrif Glenns Gould fyrir Grvarpspitt sem
hann framleiddi og hét Hugmyndin wm nordrid (The
Idea of North), 1967.

Eg fer nordur. Pad liggur i edli minu. En

bad kemur i lj6s ad mikill meirihlue folks fer
sudur, [ solina og hitann og kannski fjorlegra
mannlif sem einkennir sudren l6nd. Léngunin

til ad fara nordur stafar af hrifningu i einveru,
vidartum, dularfullum birtingarmyndum ljoss

og tima. Gridarmiklum sterdarhlutféllum og
sjondeitldarhringnum. Stundum snyst nordurferdin
um hvitleikann. Stcundum snyst hin um myrkrid.
Eg er heillud af myrkrinu, pad leysir mig undan
hinu pralita kalli eftir sjdnraenni achyeli — pad
Iykur upp innri rymum sem bjéda upp d oteljandi
moguleika til uppgétvana. Perta myrkur er i

raun 1jos i annarri mynd. Pad naerir audnirnar
innra med mér. Pessar audnir og hvad parf ol ad
vidhalda peim getur verid med misjofnu mée eftir
hverju og einu okkar. Stadreyndin i bak vid pessar




audnir er ad par eru naudsynlegur grundvollur
velferdar hvers einstaklings.

Og vid verdum hvert um sig ad finna leid til ad
vardveita petta rymi 1 heilu lagi innra med sjilfum
okkur. Pegar madur er listamadur er svo margt af
pvi sem madur gerir grundvallad & tri = i tri sem
fer ut fyrir eda hunsar hagsmuni samfélagsins. A0
fylgja skopunargafunm eftir krefst triar, polgaedis,
og greindar. bad krefst sjalfstadis og somuleidis
styrks.

7

Eg hef lifad morg af mikilvaegustu augnablik

avi minni hér i islandi. Eg hef notad petta land
sem teivinnustofu af dtakmarkadri scerd og med
oteljandi nyja moguleika. Pegar ég lit um oxl|

sé ég ad ég hef valid Island 4 sama hitt og annar
listamadur kynmi ad velja marmara sem meginefni
i verk sin. Island 1ét mig fi nasapef af upplifuninni.
Vegna pess ad pad er mogulegt hér — mégulegt
vegna hins sterka likamlega edlis upplifunarinnar
i pessari eyju, Pessi dpreifanlegi eiginleiki hefur
verid mikill lerdomur. Tilfinningaleg upplifun
vegur upp i méti greindinni og hér er pad besta tr
bidum heimum nl stadar i dgrandi sameiningu. —
Pessi vidbatarvidd sem narveran ljer upplifuninni
skyrir ad hluta hvernig landslagid hér nadi tokum i
mér. Naervera er pad sem er skynjad, aldrer pekke.

Og perta er ordid ad émissandi paetti i verkum
minum. Ad hluta 6l er léngun min st ad samsama

merkingu verka minna upplifuninni sem pau veita.

Einnig petta kenndi Island mér.

8

Arid 1982 dvaldi ég i tvo manudi i vita. Eg hafdi
binid i borgarumhverfi alle nute lif, i New York,
Providence, New Haven, og mer dartt 1 hug ad
setjast ad i pessum vita a sudurstrond Islands — ég
vissi af honum fra fyrstu ferd minm gl landsins

— og bara ,Jata hafid liggja fyrir framan mig™,
betta var takmark mitt, ad gi hvort ég gaeti — bara
Litid hafid liggja fyrir framan mig. Eg var fridlaus
af pessari pri — eftir ad sja landslag eins og pad

er pegar ég er ekki par. Eg veit ad petta hljomar
firinlega, og tilraunin var gjorsamlega farinleg

— en fyrir mig var petta fullkomlega ny reynsla,
sannkallad avintyri. Bara ad vera hérna. Vilja ekki
breyta neinu hérna. Petta er enn sem fyrr vidsjile
takmark. I vissum skilningi of einfalt til ad n pvi.
Eg kem po enn til islands til ad uppgdtva pennan

moguleika.

17



9

Pessi reda er jafnt um ast, tra og otta. Ast 4 hinni
einstaedu eyjo ykkar, menningu ykkar og ykkur.

Tri i pvi ad pid baid ykkur framtid sem mun ekki
hlaupast fra kjarna hins einsteda i pessari eyju. En
par sem ég er raunsaxismanneskja er einnig i meér
otti. Otti vid framtid par sem islensku pjddinni
linist ekki ad taka abyrgd 4 hinu emnsteda i

landinu.

Eg oska ykkur llu gefu.

En eins og Emily Dickinson sagdi:
+Gafa — er ekki tilviljun.”

Eg pakka ykkur fyrir.
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