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Inngangur

A 19. og snemma & 20. 6ld teludu islensk skald med lotningu um =gifegurd
ftdurlandsins, tign joklanna og volduga fossa. Einar Benediktsson lofadi
gridariegan métt Dettifoss, sem er sagdur oflugasti foss [ Evropu, og orti
um . moédutralisins 64" og vatnsins jotun, friglsan med breidan barm®.
[slensk nattira hefur ekki breyst mikid & lidinni old en pessar likingar
virdast langsdéttar | dag. Fjollin, joklarnir og fossarnir eru enn tilkomumikil.
Obyggdirnar eru haskalegar og 6gnvekjandi — par er nattdran @gifogur (sub-
fime) i peim skilningi sem Edmund Burke |agdi i ordid. Samt er allt breytt.
Taekniframfarir hafa gert mogulegt ad fjotra ,vatnsins jotun” og virkja krafta
hans til framleidslu. Jéklarnir hopa, hnatthitun naer til allra stada & jardriki,
sama hve afskekktir beir kunna ad vera. Eins og rithafundurinn Bill McKibb-
an sagdl hofum vid ekki bara mengad umhverfi okkar, vid hofum breytt
sjalfu inntaki Nattdrunnar — vid hofum svipt hana sjalfstaedinu: ,Vid hofum
breytt grundvallarnattdrulogmalunum | kringum okkur. Vid hofum breytt
andrimsloftinu og vid bad breytist vedrid. Hitastig og Grkoma er ekki leng-
ur algjtriega af vbldum dtemjanlegs nattiruafls heldur ad hluta til afurd
sidvenja okkar, efnahagskerfa og lifshatta.”

Innan pessa veruleika vinna islenskir listamenn samtimans, Pegar audn og
2gifegurd islenskrar nattiru koma fram i verkum peirra er pad avallt | |josi
breyttra adstzedna. beir endurmeta stédu sina gagrvart nattirunni og spyrja
hvernig hin geti verid @gifogur ef han hefur glatad framandieika sinum. A
bessari syningu stefnir &sa Sigurjonsdottir listfraedingur saman verkum
margra peirra svo dhorfandinn geti kannad pau i fidlbreytileika sinum. Hin
hefur safnad saman listamonnum af morgum kynslodum. Par & medal eru
nokkrir af pekktustu ungu listambnnum sem ni starfa & [slandi. £sa er
einnig ritstjori pessa rits og ég vil nota taekifarid og pakka henni fyrir marg-
pastt verk hennar. Petta er fyrsta syningin sem kannar stodu agifegurdar i
islenskri samtimalist.

Listasafn Reykjavikur kom syningunni 4 laggirnar med gédum studningi
menntamélaraduneytisins og Landsbankans. Hin var fyrst haldin T Bozar-
listamidstadinni | Brussel sem hluti af islenskri menningarhatid — sem hét
On the Edge — fra febrdar til april 2008 og sidan a Listasafni Reykjavikur,
Kjarvalsstodum, frd 1B. maf til 31. dgdst [ tengslum vid Listahatid Reykja-:
vikur 2008,

Hafpdr Yngvason
safnstjori Listasafns Reykjavikur




Hafpér Yngvason
rector of the Reykjavik Art Museum

Preface

The lcelandic poets of the 19" and early 20™ century spoke with venera-
tion of the sublimity of their country, of its massive glaciers and mighty
waterfalls. In 1905, the poet Einar Benediktsson praised the enormous
power of Dettifoss - allegedly the most powerful waterfall in Europe - call-
ing it a “hefty troll” and “the river giant’s flood.” Icelandic nature has not
changed much over the last century, but these metaphors seem misplaced
today. The mountain ranges, glaciers and waterfalls are still overwhelming.
The wilderness remains dangerous and terrifying - it is a sublime nature
in the sense that Edmund Burke understood the term. Yet everything has
changed. Technical advancement has made the potential of damming “the
river giant's flood" an ever-present threat, And the mighty glaciers are meit-
ing. Mo part of the earth, no matter how remote, is outside the range of
global warming. As the naturalist Bill McKibban has argued, we have not
only polluted our environment, we have changed the very meaning of Nature
— we have deprived it of its independence: *We have changed the most basic
forces around us. We have changed the atmosphere, and that is changing
the weather. The temperature and the rainfall are no longer entirely the
work of some uncivilizable force but instead are in part a product of our
habits, our economies, our ways of life.”

This is the reality that contemporary lcelandic artists work within. As they
respond to the sublime and the nowhere of the wilderness, they must grap-
ple with the changes. They must ask themselves how nature can be sublime
it it has lost its Otherness. They must try to rethink their place in nature. In
this exhibition, curator £sa Sigurjonsdattir brings together many of these
responses so the viewer can explore them in all their complexity. She has
gathered artists of different generations and included several of the most
prominent younger artists working in lceland today. Asa Sigurjonsdéttie
is also the editor of this book, and | would like to take this opportunity to
thank her for her nuanced work. This is the first exhibition that explores the
place of the sublime in lcelandic visual arts.

The exhibition was produced by the Reykjavik Art Museum with generous
support from the lcelandic Ministry of Education, Science and Culture. It
was first presented at Bozar, the Centre for Fine Arts in Brussels as part
of an Icelandic festival - called On the Edge — from February through April
2008 and then at the Reykjavik Art Museum — Kjarvalsstadir from May 18
through August 31, as part of the Reykjavik Art Festival 2008.
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fEsa Sigurjénsdottir
listfraedingur og syningarstjori

Draumar um aegifegurd i islenskri samtimalist

Pad hefur lengi pétt spennandi ad ferdast nordur & boginn, og nordrid, og
pba ekki sist [sland, hefur | gegnum aldirnar verid terra incognita i augum
umheimsins, stadur utan alfaraleidar par sem .allt getur gerst". pad
eru hinar jardfrazdilegu hreeringar af véldum eldsumbrota og hreyfingar
joklanna sem vekja ottakennda lotningu, héleitar tilfinningar i huga flestra
Evrdpubda. Snafellsjokull, i senn eldfjall og jokull, par sem stgupersdnur
rithtfundarins Jules Verne hofu ferdina miklu ad midju jardar, hefur lengi
verid taknmynd leyndardéma, en eldfjallid Hekla er aftur & méti sjalft hlid
helvitis.

Pad sem helst einkennir pessar haleitu tilfinningar er ad paer kalla i
senn fram unad og sarsauka. Islenskt landslag kallast ekki sist 4 vid hid
wdynamiskt haleita® i framsetningu Kants, par sem hrikalegt afl og égn
nattdrunnar vekur upp vitund um hina sérstoku haefileika okkar sem verur
geddar sidvitund, nanar tiltekid frelsi og matt rokhyggju, eins og Emily
Brady rekur | grein sinni um Hid halerta og fagurfraadi samtimans.

Oraefin, joklar, fjallstindar og dbeislud vatnsioll eru fyrirtaks daemi sigildra
hugmynda um agifegurd, eins og sja ma i svarthvitum ljdsmyndum Vig-
flsar Sigurgeirssonar, og heimspekingurinn Edmund Burke (1729-1797)
lysir svo | fraegri grein sinni, A Philesophical Inquiry into the Onigin of Qur
Ideas of the Sublime and Beautiful (1757 ,Allt pad sem vekur hugmynd um
sarsauka og heettu, pad er ad segja allt sem a einhvern hatt er dgnvaenlegt
eda fjallar um dgnveenlega hluti eda virkar hlidstzett dgn, er uppspretta hins
héleita; pad er ad segja kallar fram sterkustu kenndir sem hugurinn & til.*!

MNordrid taknar einnig dspillta nattaru, vidattu og orar breytingar lita
og birtu, Oflug og ahritamikil ndvist 6spillts lands vekur sterka medvitund
um pann framandleika nattdrunnar sem hefur hvatt marga listamenn til
déda og verid peim innblastur, eins og Sigridur Porgeirsddttir raedir annars
stadar | pessari bok. Menningarstgulega s&d er fyrir pvi long hefd ad drefin
séu stadur myrkurs og dauda, audn vid Gtjadar mannlegs samfélags par
sem hinir hafast vid.

«Landslagid er gridarlega ahrifamikid og pad er ein veigamesta astaedan
fyrir vl ad ég er hér,** segir bandariski listamadurinn Roni Horn sem hefur
notad [sland sem vidfangsefni, .opna vinnustofu af dtakmorkudu umfangi
og nystirleika” og stad til ad ,6dlast reynslu®,? Island er ein helsta upp-
spretta hvergis | heiminum, segir Horn og samkvamt ordum hennar felst |
hvergi ein sjaldgafasta, vidkvaemasta og dasamlegasta reynsla sem hagt
er ad upplifa. Hid hugleega hvergi er, eins og hin hefur bent a, dyrmast
audlind i Gtrymingarhaettu.®

Hins vegar er s0 rémantiska leit ad samruna vid nattGruna sem einkennir
fiolmorg af peim persénulegum verkum sem Roni Horn hefur skapad Ot fra



reynslu sinni & Islandi alls dskyld vangaveltum flestra islenskra listamanna,
Fingerd talkun hennar er fjarri hastemmdri og kraftmikilll sképunargledi
peirra ungu listamanna sem setja akvedinn fyrirvara vid upplifun sina
af hinu dspillta fodurlandi. Samband peirra vid landid sem heimili, stad
a jordinni og hluta sjdlfsmyndar sinnar er flokid, og erfitt fyrir Gtlending
ad skilja, ekki sist af pvi ad bad byggist & margbrotnum menningarlegum
texta- og myndvisunum og jafnframt felast i pvi vidbrogd vid nyrri stodu
Islands | hnattraenu samhengi umhverdis- og stidrnmala.

Islenskir samtimalistamenn hata I sfauknum maeli fengist vid nattiruna sem
uppsprettu, hraefni, stad, ferli — vidfangseini til ad midla en ekki til ad likja
eftir. Deilurnar um nyja virkjun og uppistédulén & halendi Islands, Kéra-
hnjikavirkjun nordaustan Vatnajokuls, skopudu medal almennings vitund
um annars konar vidd [ islenskri nattdru. P& vidd maetti kalla Hvergi eda
bara Eitthvad annad.” Umraedan sem fylgdi [ kjolfarid vard kveikja ad tgrandi
verkum sem opnudu islenskan listaheim og gerdu hann politiskari en nokkru
sinni fyrr. [slenskir listamenn purftu ad svara alpjédlegum spurningum um
hvad pad pydir ad tilheyra dkvednum stad, hvad bad merkir | starra sam-
hengi ad vera bisettur & [slandi. Petta kemur fram | videdverkinu Dynasty
(2007), kaldhadnu svintyrl Gjtrningakldbbsins par sem briar hefdarkonur
njota peirra forréttinda ad dvelja um stund & ,sidustu snzevi poktu fialls-
tindum jardar®.®

| ljgsmyndum sinum af Adfluttu landslagi lzetur Pétur Thomsen ahorf-
andann standa augliti til auglitis vid fegurd eydileggingarinnar. Hann hefur
skrad & kerfisbundinn hétt pser umbreytingar sem virkjunarframkvaamd-
irnar ollu & landslagi, pegar dsnortid yfirbordid var ,skrapad af," og segist
med bvi vilja benda a agifegurdina eins og Kant skilgreindi hana. Med pvi
ad syna starfellt inngrip i landid frd ndnast hlutlagum, allt ad pvi sagnfraedi-
legum sjonarhali, varpar hann fram spurningum um gildi nattdrunnar og
hvernig meta eigi vatn og land. | nylegu vidtali segist Pétur afdrattarlaust
vera politiskur i nalgun sinni. Mér finnst ad myndir eigi ad hafa einhvern
tilgang annan en ad vera bara til skrauts. Tilgangurinn med ljgsmynduninni
er ad takast a vid eitthvad, fjalla um eitthvad sem skiptir mali." Hann vill
takast & vid mélefni samtimans og reynir med pvi ad hafa ahrif & dhorf-
andann, fa hann til ad bera upp gagnrynar spurningar um eigin heim.”

Liosmyndir Péturs Thomsens af umbreytingu nattdrunnar vid (dnvaed.
ingu eru pvi ekki hugsadar sem myndir af vettvangi glaeps heldur tvieggj:
ud skraning og upphafning landslags | storfenglegustu og uggvaenlegustu
mynd sinni. Med pvl ad visa til heimspekilegrar tilkunar & sgifegurd og
beina augum ad halendi [slands | pvi sambandi leggur hann sitt af morkum
til nylegra hugmynda um zegifegurd | samhengi umhverfis og fagurfraedi.
Hann fetar par i fotspor ymissa gagnryninna erlendra samtimaljésmyndara
-sem bera pess vitni ad um vida verdld stondum wvid frammi fyrir nyrri
fagurfraedi sem byggist & kennileitum hnattraens efnahagskerfis, jafrvel
uppl & svokdlludum Gsnortnum oraefum [slands.



Framlenging (4 auga) mannsins
Sidastlidinn aratug hefur Olafur Elfasson midlad hugleidingum sinum um
samband likamans vid efnisheiminn i fjolda innsetninga og ljésmyndarada.
Hann leggur Gt fra hugtaki fyrirbaerafraedinnar um reynsiuna, sjénarhorni
pess sem sér, og tengir par verk sin vid heimspeki Merleau-Pontys um sam-
band likamans vid reynsluheiminn. Olafur vill f& dhorfandann til ad staldra
vid og meta pa upplifun sem sjénin og skynjunin er | tilvist hvers manns.

I Joklaseriunni (1999) beitir Olafur hlutlausu .visindalegu* sjGnarhorni
sem naest med teeknilegri framlengingu & auga mannsins til ad midla sjon-
reenum og visindalegum fjarlazgdum. Skilin & milli listar og visinda eru af
asettu radi gerd dskyr og faguriraedileg umgjord landslagsins afmad, sam-
kvaemt peirri sannfaringu ad einungis med adstod taskninnar getum vid
triiad & tilvist stadar, eda eins og Olafur hafi verid ad minna okkur & ad pekk-
ing a nattdrunni faist | meginatridum adeins med menntum visindanna.

Annad dami um kortfraedilega rannsokn hans & nattlrunni par sem
ahersla er 0gd 4 takmork mannlegrar skynjunar ma sjd | loftmyndunum
af Jokiu (2004). Par afhjopar Olafur arfarveginn sem einfalt syndariag,
vidkvaemt yfirbord sem haegt er ad rifa burt eins og hvert annad skaeni.

| nyjasta verki sinu, Jokulsvelgjaseriunni (2007), heldur Olafur &fram
vangaveltum sinum um hratt edli heimsins. Enn & ny framlengir hann
skynjun mannslikamans med taknilegum Gtbdnadi en beinir linsum | petta
sinn ad nattirufyrirbaeri serm mannsaugad faer ekki greint, rétt eins og vis-
indamadur med smasja, ,Madur sér aldrei til botns,"” segir Olafur, ,heyrir
bara drunurnar i vatninu par sem pad fossar nidur og meetir 6drum vatns-
farvegum.” Hann bendir & ad vatnid sem rennur | gegnum svelgina sé mva-
fornt - Madur er bokstaflega ad horfa & nid arpdsundanna.®

Med fullyrdingu sinni er Olafur ad greida dkvedna pakkarskuld vid pa
kynsldd islenskra listamanna sem hefur lengi unnid med hugmyndir um
timann. Hreinn Fridfinnsson og Kristjdn Gudmundsson, lykilmenn i konsept-
hreyfingunni, komu islenskri samtimalist & kortid. Peir voru hugfangnir af
visindalegum mazelieiningum og syndu og midludu altaekum hugtokum &
bord vid fjarlaegd, tima og rim, & purriegan, minimaliskan hatt sem opnadi
komandi kynslédum nystarlegar leidir til listskopunar. , Timi eda hugmyndir
um tima eru avinlega heillandi. Eg les pad sem rekur & fjtrur minar um
edlisfraedi og staerdfraedi en ég les bad sem leikmadur ... Ahugi minn 4 edli
timans er einlzegur en hvernig ég glimi vid hann er ekki byggt & pekkingu;
pad er fremur kiinnun sem byggist a tilfinningum,"® sagdi Hreinn | vidtali
nylega og lysti pvi hvernig hann brytur timaeiningar nidur ad nillgradu, eins
o sj& ma [ verki hans Fyrir Ijds, skugga og ryk. Pannig er list hans hviss og
gagnsae eins og glerbrot, sarsaukafull eins og beltt egg og héleit [ naerveru
sinni.

Konnun fyrirbaera einkennir einnig verk Kristjdns Gudmundssonar.
Malverk hans Edlispyngd jardar athjopar astridu hans til ad efnisgera fjar-
lzegdir og visindalegar maelingar. ,Eg sa | vasabok ad edlispungi jardarinnar
er 5,52 og hugsadi va! Gaman veeri ad mala mynd sem hefdi bessa sému



edlishyngd pvi pad veeri ég blinn ad mala oll lond og hof [ einni mynd -
allt heila klabbid | gegn. Svo gerdi &g petta eftir bestu getu ef svo maeth
segja.""? Once around the sun (1975-76) er bok | tveimur bindum sem hefur
ad geyma jafnmarga punkta og sekindurnar sem pad tekur |ordina ad fara
ginn hring & braut sinni umhverfis sélu.” | badum tilvikum fast hann vid
ad myndgera Sendanleikann, timann og vegalengdir hinna &takmérkudu
fiarlgda.

Kristjan hefur dhuga & edli og nattlru hlutanna en hefur engan ahuga a
stodum i nattdrunni eda & nattdrunni sjalfri sem slikri. Hann einbeitir sér ad
yiddinni par sem allar tilfinningar hafa verid fjarlzzgdar. bétt tilfinningalega
tidningu sé yfirleitt ekki ad finna i verkum hans ba skapar tilfinningaleysid,
sem virdist blatt afram og eilitid kaldhaedid, pverdfug dbrif, pvi pad flytur
dhorfandann inn T dmeelisviddir alheimsins, timann semn lidur, og vekur pvi
upp spurningar um Iif og dauda.

Matima Memento mori, eda dminning um daudann, stdrvirkid Bla farsia
(1988}, er gott deemi um kaldhzdnislega afstodu Kristjdns til andlegra
hugleidinga og dhuga hans & hlutunum sjalfum, hraefnum eins og pappir
og bleki og adgerdum eins og teikningu, Verkid er samsett ar fimm rallum
af hwitum idnadarpappir, hverri um 600 kilé & pyngd. Fyrir ofan rdllurnar
hanga tveer glerfloskur fylitar bldu bleki sem drypur haegt nidur & pappirinn.
Pannig skapar Kristjan ahrifamikla taknmynd lifs og dauda, kalda aminn-
ingu um timann sem |idur.

Dramatik og dulargervi

Fiolbreyttar tjdningaradferdir, og pverfaglegt verklag, hafa verid taldar eitt
af einkennum ungra islenskra myndlistarmanna. Peir hafa verid kalladir
«blendingar | edli sinu® sem aavinlega séu & hreyfingu.'® Samtvinnun &likra
listgreina, samspil myndlistar, leikhiss og tdnlistar, er ekki eingtngu adall
ungra listamanna eins og Ragnars Kjartanssonar, Sigurdar Gudjénssonar
og Gjorningaklibbsins, heldur lika einkenni listamanna af eldri kynslad, og
mé par nefna Halldor Asgeirsson. Hann hefur nytt sér adferdafraedi flixus-
hreyfingarinnar, fléttad saman dlikum listmidlum, gjorningum, heimilda-
skraningu og ljosmyndum, og unnid Gr peim a personulegan hatt, baedi
stadbundin og timabundin verk.

bé ad hraungjtrningar Halldérs Asgeirssonar séu undir &hrifum af inn-
hverfri kenningu Gastons Bachelards um fyrirbaerafraedi ljgdraens imynd-
unarafls og greiningu hans & skipunarmastti efnis og logun hiuta, pa setur
Halldér gjorninga sina bannig & svid og raedst med peim haetti & efnid,
hraunid sjélft, med logandi eldi, ad slikt telst fremur til syningar en heim-
speki. Vidfangsefnid er skdpunarmattur alkemiu og athafnir hans eiga
sér stad innan syningarrammans, par sem listamadurinn er | hlutverki
alkemistans sem umbreytir edli hlutanna,

Ragnar Kjartansson 6lst upp innan leikhdssins og smeygir sér likt og
leikari | &lik gervi. Hann fullyrdir ad eftirlzetismalverkin sin séu svidsmyndir.



| manadarlangri innsetningu, Okyrrdinni miklu (2005), sem fér fram | sam-
komuhdsinu Dagsbrin undir Eyjafjtllum, drskammt frd hringveginum, steig
& svidid ein af eftirlatispersdnum hans, tribadorinn Rassi Prump. Hann sat
a yfirgefnu leiksvidinu, par sem fjdlmargir leikarar Gr leikfélagi sveitarinnar
hatdu synt i dranna ras, i riddarablningi, og engdist af punglyndislegri
salarkvil,

[ pessum gjérningi rann eydilegt yfirbragd hiissins saman vid hattstemmd-
ar tilfinningar sem sveifludust a8 milli punglyndis og segifegurdar. Med pvi ad
stilla persénu sinni upp berskjaldadri & tdmlegu svidi kalladi Ragnar fram
andrdmsloft kaldhadins einmanaleika, rétt eins og i nyjasta myndbands-
verki sinu, Gud (2007). bar birtist enn og aftur hinn einmana tridur, ad
bessu sinni kveinandi daegurlagasongvari sem stillir sér upp dsamt hljém-
sveit vid baktjald Ur bleiku satini & medan vidkvaemnisleg laglinan Sorrow
conguers happiness verdur Gbeerileg | sfendurtekinni hijémiykkju.

Endurtekning gegnir einnig pydingarmiklu hlutverki | verkum Gjérninga-
klibbsins, peirra Eirinar Sigurdardéttur, Jéniar Jénsdéttur og Sigrinar
Hrolfsdéttur. Verk peirra eru opnar tilraunir par sem flakkad er a milli list-
greina, gjidrninga, myndbandalistar, ljdsmynda og skdlptirs - og ,allt getur
gerst". Morkin @ milli skraningar og hins eiginlega verks eru 6ljos og leik-
munir og dulargervi sem notud eru | gjérningum og ljésmyndum sem peim
fylgja eru ymist listaverk eda leikmunir. Baningarnir eru grundvallaratridi
verkanna og gegna fijtipzttu markmidi. Peir audkenna persénurnar sem
settar eru @ svid en um leid er hlutverk peirra ad g=ta jafnrazdis & milli
listamannanna sem einstaklinga. Jatnframt minna beir & taknraent hlutverk
baninga og hvernig peir framlengja likamann i leikraenu samhengi.

Gjorningarnir eru | sifelldri endurmdétun og ymsir hlutar og einstok
atridi eru endurnytt 4 pann hatt ad verkin tengjast hvert inn | annad eins
og prjonalykkjurnar sem hafa ordid ein af taknmyndum hépsins. Gestrisni
Tjaldkonunnar (2008) er rokrétt framhald af hugmyndinni um listaverk sem
haegt er ad klaedast, umbreyta, flytja um set og sauma upp eins og notada
flik. b6 ad morg uppataeki hdpsins virdist einkennast af gddlatlegri kimni er
undirténninn haalvarlegur. Verk peirra Iysa dvallt djlpstadri, en iréniskri,
gagnryninni sannfaeringu um jakvaett skdpunarafl og matt hugans & pélitisk-
um vettvangi. Hér getum vid ljésritad peningasedla ef vid verdum blankar,”
segir Eirdn og bendir 4 ljdsritunarvél & yfirlitssyningu um verk beirra sem
haldin var i Listasafni Reykjavikur fyrir skemmstu.’?

Porf fyrir samfellu
A timum gridarlegra breytinga i heiminum, sem alpjédlegir fisimidlar og
farsimakerfi midla okkur & dhlutbundinn hatt og eru ad gjorbreyta hug:
myndum nutimannsins um stadi, er ekki alltaf audvelt ad na handfestu &
peim djupstadu félagslegu og landfraedilegu umskiptum sem verda fyrir
augunum & okkur.



Daniel pPorkell Magnisson spyr kaldhasdinna og gagnryninna spurninga
um pjédarvitund, tungu og pjddartdkn i ljdsmyndarod sinni af islensku
landslagi, en Spessi virdir fyrir sér stadi af hljédu naemi I hlutverki osymi-
lega ljosmyndarans sem preedir mjda stigu & milli hins hversdagslega og
hins einstaka. A pvi augnabliki sem hann beinir linsunni ad hinu hvers-
dagslega verdur vidfangsefnid einstakt og med pvi méti raskast jafnveegid a
milli listar og ekki-listar, & milli hversdagsleika og skopunar.

Ljgsmyndartd Spessa, Location, er vissulega i senn mjog raunverulegt
og draumkennt ferdalag Ot i bldinn, Myndir hans afhjipa sterka porf fyrir
samfellu, hann vill tengja saman hluti og stadi, en fordast frasagnartakni
og fylgir einfaldlega eigin mynstri, byggdu & gedmetriskri hrynjandi sem
fellur undir sjénraena reglufestu sem er taknraen fyrir norraenar breiddar
gradur.'®

Hrafnkell Sigurdsson tvinnar saman menningarlega og nattirulega pastti
borgarumhverfisins og leikur sér ad pvi ad rugla pessu saman | heillandi
myndum sem virdast teknar langt uppi a orafum en eru yfirleitt gerdar a
midri gotu eda j atjadri borgarinnar, & peim stad sem nattiran og borgin
renna saman,

Almennur borgarbdi framleidir halft annad kilé af Grgangi & dag. | nyrri
myndrid, Conversions, nytir Hrafnkell merkingarbrungna taknmynd pri-
skiptrar altaristoflu, hlutgerir med pvi ljdsmyndina, og skapar helgimynd
par sem teflt er saman uppsofnuninni & ruslahaugunum, teelandi yfirbord
plastpokans, og pvi sem virdist 6flekkud nattdra. Hann beinir augum zvin-
lega ad sléttu yfirbordi hilutanna, hreinum flotum, skopast ad hrifningu
ahorfandans a tolvuskjam, fleygir framan i hann pversognum samtimans
og hraesni vistfreediumraedunnar, og leidir okkur 3 stadi sem vid viljum ef
til vill ekki heimsaekja.

Olga Bergmann hefur sott innblastur | visindaskaldskap og taknmyndir
visindarita. Verk hennar, Panorama, vekur upp efasemdir um pad sem koma
skal. Er um ad raeda glettnislega eda uggvaenlega, draumkennda syn af
landslagi framtidarinnar, eda er petta sjénraen konnun & pvi sem franskl
félagsfraedingurinn Bruno Latour kallar liftaugina sem gerir tilveru okkar
mogulega? | Leidangri, myndbandsskilptar Gr tré med tveimur innfelldum
skjam, sem hin vann med Onnu Hallin fyrir Selasetrid 4 Hvammstanga,
snyst konnun peirra & blendingsverold nattiruvisindanna um 6ljos mork
hins villta og hins tamda, hins snortna og hins ésnortna, og landamaerin &
milli raunveruleika og syndarveruleika purrkast Gt.

Draumar um , hvergid*
Ekkert er kyrrt i fljdtandi myndbandamynstrum Steinu Vasulka sem skapar
med videdtaekni nattdrumynstur dlika og rennandi vatn.  Hrifning min a
hrauni & raetur ad rekja til 2sku minnar pegar &lfar og troll voru enn hiuti
af veruleikanum,” rifjar Steina upp, en hin o eiginmadur hennar Woody
Vasulka voru brautrydjendur | bréun myndbandalistar 4 sidustu old. Eg
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man ad ef &g stardi ndgu lengi & hraunbreidurnar téku baer ad hreyfast og
jafnvel ad gefa fra sér hijéd. Morgum &rum sidar ték &g sterkt meskalin |
Herdisarvik og nadi ad endurvekja pessar askuminningar og pau miégnudu
hughrif sem peim fylgdu. Pad er mikil dskorun ad koma landslagi sem
hefur verid sem frosid oldum saman til ad hreyfa sig, j&, dansa. 5& Gud alls
stadar er naervera hans vissulega preifanlegust | hrauni og mosa."!®

Ténlist bindur einnig saman | heild brotakenndar frasagnir Sigurdar
Gudjénssonar, pvi upplifunin af hinu mikilfenglega kollvarpar reglu, sam-
hengi og skipulagi.*® | myndbtindum sinum nytir hann sér hvitan lit nattir-
unnar, myrkur islensks landslags og vedurofsa sem vidfang draumkenndra
verka sem leida ahorfandann inn | dimma og drada heima, leitandi og
ofsafengna | senn.

Er nordrid sidasti stadur & j6rdu sem geymir drauma og leyndardéma?
»Hédan 1 frd munu stjornmal sndast um ad velja taskni til loftslagsstyring:
ar.” Hér er Bruno Latour ad vitna i Peter Sloterdijk sem bidur okkur ad taka
«til gagngerrar endurskodunar vidhorf okkar um hvad pad merki ad bda &
stad"."” [slenskir listamenn hafa haft hradan 4. Peir hafa mad Gt morkin &
milli hiutlzegni og huglaegni, milli stiltegunda og tjaningar, skrasetningar
og skopunar. Verk beirra eru tvibent, mott og draed, bvi beir eru gagnteknir
af efasemdum. Jafrvel gridarstér innsetning Kristjans Gudmundssonar, 814
feersla, er ekki skdlptdr; han er teikning, blek & pappir.
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Dreams of the sublime in contemporary Icelandic art

[Esa Sigurjénsdéttir

‘Art Historian, Curator

To travel north has always been a challenge, and the north, and iceland in
particular, has through the ages been ferra incognita in the eyes of the out-
side world, a place of nowhere where “everything is possible”. As a place
of rapid geological changes caused by volcanic eruptions and moving gla-
ciers, |celand evokes a mixture of wonder and fear, a strong feeling of
the sublime, in the imagination of most Europeans. As the glacier-volcano
Snafellsjokull, where Jules Verne's travellers began their journey to the
centre of the earth, has always represented the ultimate mysteries, the
volcano Hekla embodied the gates of Hell.

A basic characteristic of the sublime is that it evokes a sentiment of
pleasure and pain. Icelandic landscape in particular speaks to the Kantian
‘dynamically sublime’, where the awesome power and threat of nature calls
forth a feeling for our distinctive capacities as moral beings, namely, free-
dom and the power of reason, as Emily Brady argues in her article The Sub-
lime and Contemporary Aesthetics. One could also say that the wilderness
of the highlands is a prime example of the classical notion of the sublime
as represented in the black and white photographs by Vigfis Sigurgeirsson
and described in the much quoted A Philosophical Inquiry into the Origin of
Our Ideas of the Sublime and Beautiful, (1757) by the English philosopher
Edmund Burke (1729-1797), who set out the definition of the sublime:
“Whatever is fitted in any sort to excite the ideas of pain, and danger, that
is to say, whatever is in any sort terrible, or is conversant about terrible
objects, or operates in a manner analogous to terror, is a source of the
sublime, that is, it is productive of the strongest emotion which the mind is
capable of feeling."™

The north is also synonymous with unspoiled nature, vast landscapes
and changes in colours and light. The strong dynamic presence of unspoiled
land conveys a strong sense of nature's Otherness that has stimulated and
inspired number of artists, as discussed further by Sigridur Porgeirsdéttir
later in this volume, As an imagined space the highlands have a long tradi-
tion in the cultural history of lceland as being a place of darkness and
death, a space on the margin of society, hosting the ‘Other.’

“One of the biggest reason for me to be here is the powerful influence
of the landscape”,? claims the American artist Roni Horn, who has used
lceland “as an open-air studio of unlimited scale and newness,” and as a
place to “taste experience”.? According to her being nowhere is one of the
most rare, vulnerable and wonderful experiences one can have and lce-
land is the prime supplier of “nowhere” in the world, which is, as she has
pointed out, an endangered resource.* However, the romantic striving for
communion with nature characteristic of so many of the intimate works
Harn has created from her lceland experience are far from the concerns of
mast lcelandic artists. Her subtle interpretations are distant from the loud



dynamic creativity of most young lcelandic artists who taste their experi-
ence of their unspoiled homeland with a pinch of salt. Their relationship
with the island as a home, geographical space and identity is complex and
not easily grasped by the foreign observer, as itis constructed around many
layers of visual and literary discourses and simultaneously reacting to the
changing place of Iceland the global ecological and political context.

Mature as a stage or a medium, as a subject to mediate, is a topic that
|celandic contemporary artists have been dealing with increasingly. The
controversy surrounding the construction of a new hydroelectric power sta-
tion and dam in the highlands of Iceland, north-east of Vatnajokull, the
Karahnjikar project, created a public awareness of the existence of a dif-
ferent kind of space in Icelandic nature. This space could be called Nowhere
or just Something else.® The public debate that followed triggered some
challenging art works that opened the Icelandic art scene and made it
more political than ever. Icelandic artists became aware of global questions
of what it means to belong to a place, as represented in Dynasty (2007),
an ironic fable told by the Icelandic Love Corporation, where three society
ladies enjoy privileged moments on “the Earth's last snow caps".®

Confronting the viewer with the beauty of destruction through intense
documentation of the “scraping off” the pristine layer of landscape, Pétur
Thamsen claims to be seeking to represent the Kantian sublime. By visual-
ising the gigantic intervention into the land from a neutral but monumental
point of view, he is asking guestions on intrinsic qualities of nature, and
how to value water and land. In a recent interview, Thomsen claims to be
openly political in his approach. “Images should have a purpase other than
being seductive”. His aim is to deal with an issue and try to get people to
ask questions about their world.”

However, Thomsen's photographs representing nature transformed by
industrialisation are not photographs of a crime scene, but a double-edged
sublimation of a landscape in its most magnificent and frightening visions
of it. By introducing a global understanding of the feeling of the sublime,
Pétur Thomsen is contributing to a recent notion of the sublime in an envi-
ronmental and aesthetical context, following the steps of many critical con-
temporary photographic artists today declaring the fact that all around the
world, even in the pristine highlands of |celand, we have to face the invasive
landmarks of global economy.

Extension of the human (eye)
Over the last decade, Olafur Eliasson has explored in his multiple installa-
tions and photographic series the notion of the human body in the material
world. He takes as his point of departure the concept of intertwining vision
and movement as defined by the French philosopher Merleau-Ponty, in his
multilayered idea of the body as being both perceiver and perceived.



In his Glacier Series (1999), Eliasson uses the neutral but all embracing
"scientific” vantage point, experienced through a technological extension of
the human eye to mediate optical and scientific distances. Limits between
art and science are being deliberately blurred, the frame of visual land-
scape aesthetics is wiped out, as if we could only appreciate and believe in
the existence of a place through technology, or as if Eliasson is reminding
us of the fact that nature becomes essentially knowable through the inter
mediary of the culture of science.

His cartographic investigation of nature through the limits of human
perception, is exemplified by the aerial views of the Jokla Series (2004),
Here Eliasson exposes the riverbed as a simple representational layer, a
fragile surface ready to be ripped off as a thin skin and disappear.

In his most recent work Jokulsvelgir (2007), Eliasson continues to medi-
ate on the “brute being” of the warld. Once again extending the human
body through the means of a complex technical installation, this time
pointing his lens at natural phenomena invisible to the human eye; like a
scientist with his microscope. *You never see the bottom, you only hear the
sound ... The water that runs through the melting glaciers is ancient -ina
way you are watching time."®

In this statement Eliasson pays debt to the generation of artists that
constructed their thought in the 70s, Hreinn Fridfinnsson and Kristjan
Gudmundsson, keyfigures of the conceptual movement, put Icelandic art-
ists on the map, Preoccupied with scientific units of measurement, they
started visualising and meditating universal concepts as distance, time and
space, in a dry minimalist fashion that opened up different ways of mak-
ing art for the generations to come. In his work For light, shadow and dust,
Fridfinnsson represents time as duration in the ephemeral transparency
characteristic for his work.

“Time, or notions of time, are always compelling. | read what comes my
way about physics and mathematics, but | read as one who is uninitiated
<. My interest in the essence of time is serious, but my dealing with time
is not knowledge-based; it's more exploratory and feeling-based" ® says
Fridfinnsson in a recent interview, describing his approach of stripping time
elements down to degree zero. Sharp and transparent like broken glass, his
art is painful as a cutting edge, and sublime in Its presence.

The exploratory approach is also the characteristic of many of Kristjan
Gudmundsson's works. His painting of the Earth's specific gravity reveals
his desire of materialising distances and measurements. "l read in a pock-
et book that the specific gravity of the Earth is 5.52 and thought: wow!
- it would be nice to paint a picture which had the same specific gravity
because then | would have painted all the countries and the oceans in one
picture — the whole lot s0 to speak."'® Once around the sun is a book that
contains as many dots as the seconds it takes the Earth to make a single
orbit of the sun.' In this case he is dealing with the movement of the
unlimited.



While interested in the nature of things, Gudmundsson is not interested in
natural places or in nature per se, but in the space where all emotions have
been drained out. But even though emotional expression is excluded from
most of his works, the absence of emotion, its apparent straightforward-
ness and ironic undertone, creates the opposite effect, and takes the viewer
into the unlimited dimensions of cosmos and questions of life and death.

A contermnporary memento maori, the monumental Blue Transmission (1988)
is an example of his interest in basic raw materials of drawing, paper and
ink. The work consists of five rolls of white industrial paper each about 600
kg. Above the end rolls hang two bottles of blue ink that slowly drip into the
rolls. The ink is liberated and after some 35 hours the bottles are empty.
By introducing the element of time including the classical symbolic mean-
ing of the hourglass and the modern institutionalised clinical transfusion,
Gudmundsson creates a strong metaphor of life and death.

Drama and disguise

Interdisciplinary practice, diversity of expression, has been read as one of
the characteristics of young lcelandic artists. They have even been called
“intrinsically hybrid" being forever on the move.'* Crossover of individual
art genres and interaction between art, theatre and music is not only the
hallmark of young artists like Ragnar Kjartansson, Sigurdur Gudjénsson
and the art collective Icelandic Love Corporation, but also a characteristic
of many of the older generation like Halldér Asgeirsson who was inspired
by the Fluxus way of blending different artistic media and disciplines in the
1960s and 70s.

Even though Asgeirsson’s lava performances are influenced by Gaston
Bachelars's introvert theory of the phenomenclogy of the poetic imagina-
tion and his analysis of the imagination of matter and the shape of things,
the way Asgeirsson stages his performances and attacks the matter, the
lava itself with a burning flame, is more performative than philosophical.
Conceptually dealing with the creativity of alchemy, his actions are situated
in the realm of the performance, with the artist in the role of the alchemist
transforming the essence of things.

Ragnar Kjartansson, who grew up in the theatre, slides like an actor
into different identities, claiming his favourite paintings to be stage sets.
In his month-long installation The Great Unrest (2005) executed in an aban-
doned youth clubhouse a few steps from the busy road nr 1, some 150 km
distance from the capital, he staged one of his favourite characters, the
troubadour Rassi Prump in a colourful dreamlike abandoned settings. Sit-
ting on a broken stage, where so many local performers have been playing
through the years, dressed as a knight, he screams his melancholic pain.

The abandoned appearance of the place is mixed with an uncanny feel-
ing oscillating between melancholy and sublime. His use of the solitary
human exposed on a deserted stage evokes a feeling of ironic loneliness,



as in his most recent videos Guilt Trip and God (2007). Guilt Trip shows |ce-
land's most loved comedian, Laddi, walking through a white nothingness
with a powerful shotgun. The work is also an important tribute to the para-
dox of the actor, as being a collection of multitude of identities,

The dramatic role of the sad clown so dear to Ragnar Kjartansson is also
the subject of the video loop God. There the artist himself performs the role
of the lonely crooner framed by his orchestra and a pink satin backdrop.
His tender lines Sorrow conguers happiness become insupportable in their
endless loop.

Repetition is an element that also assumes a crucial role in the work of The
lcelandic Love Corporation, a collective of the artists, Eirln Sigurdarddttir;
Joni Jonsdéttir; Sigrin Hralfsdéttie. Their body of work fluctuates from one
genre to another, performances, video installations, photographs, sculp-
tural objects - always left open for further experiments, reinterpretations,
where “everything can happen”. Through the concept of masquerade, dis-
tinctions between documentation and actual works are blurred and props
and costumes used in performances flap between being art objects and
just props. Costumes are always the key element of identification, as in
a theatre performance as well as a way of equalizing their status as indi-
vidual artists, underlining the symbolic function of dress as well as the idea
of textile being an extension of skin,

Ready to be reused and reshaped, their different actions are linked into
each other like the crochet that has become one of their visual emblems.
The Tent Lady's Hospitality, a video piece commissioned for this exhibition,
is a logical continuation of the idea of the wearable art piece that can be
transformed, dislocated, relocated and refashioned like an old dress. Even
though many of their actions seem light-hearted and humorous their works
always yield deep personal critical beliefes in the positive force of creation
and the power of mind. “Here we can photocopy money if we run short on
cash”, Eirdn says and points to a photocopier machine in their recent retro-
spective at Reykjavik Art Museum.!* And in their video installation Dynasty
(2007) the tur-coated society ladies enjoy the ultimate luxury of the close
future of the last snow caps.

Desire for continuity
In a period of intense global shifts, abstractly mediated through interna-
tional media and mobile networks which are radically reforming our con-
temporary notions of places, it is not always easy to get a grasp on the
deep social and geographical changes happening in front of your eyes.
When Daniel bPorkell Magnlsson asks ironic, critical guestions in his photo-
graphic series of Icelandic landscape about national identity, language and
national symbals, Spessi is observing places, with quiet subtlety, in the
role of the invisible photographer who traces the frail border between the



ordinary and the extraordinary. However, pointing the lens at the ordinary
makes it already extraordinary as it actively disrupts the balance between
art and non-art, between everyday and imaginary.

Spessi's photographic series Location is indeed a very real and at the
same time dream-like journey into the nowhere. His images reveal strong
desire for continuity, for linking things and places together, avoiding nar-
rative mechanisms, and just following his own visual pattern that could
be described as based on the staccato rhythm of modern architectural
spaces, belonging to the visual formalism inherent to Nordic latitudes,

Hrafnkell Sigurdsson intertwines natural elements with the urban and plays
with visual confusion between those two in seductive images that seem to
be taken in middle of nowhere, but are usually shot just in the middle of the
street or taken at the peripheries of the city. In his much acknowledged tent
series he played with confusion between nature and culture in western soci-
eties, how we have to start the wilderness hike in the department store.

The urban human creates 1.5 kg of detritus per day. The monumentality
of garbage, seductive surface of the carrier bag that ends as a container for
our waste, the glossy surface of the photograph, and the loaded symbolism
of the triptych are the elements the viewer has to deal with in his recent
photographic series Conversions. Always focusing on the seductiveness of
surfaces and our fascination for the computer screen, Sigurdsson throws at
us all the contradictions of contemporanity city and the hypocrisy of eco-
logical discourse and takes us to places we might not want to go to.

Inspired by science fiction and the iconography of scientific literature,
Olga Bergmann's Panorama leaves the doubt, is it a humorous or frighten.
ing dream like vision of future landscapes, or is it a visual exploration of
what Bruno Latour calls the life supports that make our existence possible?
In Expedition, a video sculpture made in wood with incorporated screens,
created with Anna Hallin, for the Seal Observation Center at Hvammstangi,
North Iceland, the artists are taking further their exploration of the hybrid
world of natural science extended through technology.

Dreams from nowhere
Things don't remain in place in Steina Vasulka's floating video patterns,
which turn liquid as running water. “My love affair with lava comes from ear.
ly childhood, when elves and trolls were still a part of reality”, recalls Steina
Vasulka, who with her husband Woody Vasulka pioneered in the develop-
ment of video art in the 1960s. *| remember if | stared long enough at a
lava field, it started moving, even making sounds. Many years later | took
some potent mescaline in Herdisarvik, and was able to evoke those child-
hood memories and the immense exuberance that goes with it. It is a great
challenge to get landscape, frozen for centuries to move, yes dance, If god
Is everywhere, his presence certainly is most tangible in lava and moss."!*
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Sigurdur Gudjonsson also uses music as an important element in his
broken narratives, He plays on the whiteness and darkness of |celandic
landscape and the viclence of the weather as a setting for his dreamlike
video episodes where his timid and temperamental characters activate
themselves in uncanny theatrical settings.

In his most recent video Ablation, commissioned for this exhibition, his
catharsis goes through a fusional introspection of natural element; a clump
of ice.

“The experience of the sublime is, almost by definition, one that subverts
order, coherence, a structured organization.™® Subversion of order is a
characteristic of recent Icelandic art. Is the North, the last place on earth
where mysteries and dreams are taking place? “Politics from now an, will
be a selection of the technology of climate-control™: Bruno Latour is cit-
ing Peter Sloterdijk who is asking us “to radically modify our point of view
on what it means to inhabit a place."" Icelandic artists have moved fast.
Blurring the limits between objectivity and subjectivity, between genres and
expression, documentation and performance, their works are cpague imag-
es and objects surrounded by ambivalence and doubt. Even Gudmundsson's
monumental installation is not an object; it is a drawing, ink on paper.
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r i heimspeki og menningariandafradi
¥id Edinborgarhaskola | Skotlandi

Vanrzaekslan & hinu haleita

Heimspekin er nd aftur farin ad fast vid fegurdina. Skyldi hid haleita geta att
pad sama [ vaendum — skiptir pad nokkru maéli [ samtimafagurfraedi? Ja, pad
tel &g en likast til ekki i jafn rikum meeli og fegurd, i 1josi bess hversu vidtask
hin er, hvad hennar nytur vida | stgunnar ras og hvad han hefur ad undan-
farnu ordid fyrirferdarmikil & ny. Eg mun & pessum sidum halda pvi fram
ad hid haleita eigi vissulega erindi | samtimafagurfreedi en ad erindi pess
takmarkist einkum vid umreedur a svidi umhverfisfagurfraedi og umhverfis-
heimspeki yfirlaitt.

Af hverju stafar pessi vanraeksla & hugtakinu, begar pad hefur stodugt
haft mikilvaegu hlutverki ad gegna & odrum svidum, eins og bokmennta-
freedi og listfraedi? Veentanlega er pad vegna pess ad menn telja hugtak
hins haleita hafa fatt fram ad fazra | peim deilum sem ni geisa. Verk Mary
Mothersill, Beauty Restored,' er sagt hafa hrundid af stad umraedum um
annad hugtak, fegurd, sem hefur gegnt lykilhlutverki i sogu fagurfraedinnar
og jafnan verid stillt upp sem andstzdu hins héleita.

Fraedirannsdknir & hinu haleita spanna vitt svid og er fengist vid pad
innan heimspeki, békmenntafraedi, gagnrynnar kenningar, menningarfraedi,
listfraedi, arkitektlr og eflaust fleiri greina til vidbdtar. Umfjollun min ein-
skordast vid heimspekilega faguriraedi og sérlega veigamikil mélefni innan
hennar? Eg skoda tvennskonar mismunandi rok fyrir pvi af hverju hid
héleita hefur verid vanraekt: (1) stgulegu rokin og (2) sjalthverfurokin. Eg
skoda hvor rokin um sig og ymis svor vid peim. [ lok pessara hugleidinga
syni ég einnig fram & hvernig megi finna dhugavert deemi um natimaskiln-
ing a hinu haleita i islensku umhverfi og hvers vegna hid haleita nytist sem
fagurfreedilegt gildishugtak til pess ad tilka pad.

Stgulegu rokin

Sogulegu rokin leita sogulegra réta bess hvers vegna hid haleita hefur verid
vanrazkt og eru 4 pa leid ad pad sé umfram allt gamaldags hugtak. Adur en
vid hugum ad peim astaedum er rétt ad fara stuttlega yfir s6gu hugtaksins,
NG er fyrsta ritid um hid haleita, Um hid hdleita, jafnan eignad Longinosi,
griskum gagnrynanda fra 1. old e.Kr. Undir &hrifum klassiskra hugmynda
um raedulist, svo sem Aristotelesar, setti Longinos hid haleita fram sem
bokmenntastil. Svo virdist sem ritgerd hans hafi aftur komid i leitirnar 4 16.
dld og pyding hennar 4 ensku og fronsku & 17. old verid gridarlega mikilveeg
fyrir vidtdkur hennar | bokmennta- og fagurfraedi 18, aldar.

Heimspekiumfjollun um hid haleita nddi hdmarkl & 18. old pegar dvenju-
legt potti ad taka ekki tillit til hennar | kenningum um smekk. Fagurfrad.
ingar samtimans kannast helst vid kenningar Edmunds Burke og Kants um
hid héleita en eftir adra htfunda er einnig ad finna mikilvaeg verk um efnid,



svo sem Addison, Alison, Herder og Mendelssohn. | raunhyggjunalgun
Burkes er pad sagt vera haleitt sem er stért, mattugt, vidfemt, dendanlegt,
grifgert, myrkt, drungalegt, tilkomumikid en einnig havaer hijéd, rammur
frykur og Gdaunn. Hid haleita skynjum vid sem millilidalausa unadslega
dgnartilfinningu sem kemur fram sem vidbragd vid einhverri haettu pegar
hattan er bo of fjarlzeg til pess ad geta valdid raunverulegum sarsauka.
Haleitir hiutir yfirgnaefa okkur algjériega: ,hugurinn fyllist svo af vidfangi
sinu ad hann getur hvorki tengst neinu 6dru né par af leidandi velt pvi fyrir
sér sem heldur honum uppteknum.”® Burke heldur pvi fram, eins og Kant,
ad hid haleita verdi ekki upplifad nema adhorfandinn reyni hinn haleita hlut
millilidalaust pegar hann er staddur i oruggri flarlaegd fra honum,

Hin fullbdna kenning Kants um hid haleita, eins og hana er ad finna i Gagn-
ryni démgreindarinnar (1790) var undir ahrifum fra Burke og &drum eldri
kenningum. Engu ad sidur préar Kant hugtakid sem hluta af gagnrynni og
forskilvitlegri heimspeki sinni og sker greining hans sig Or fyrir rika dhersiu
4 nattlruna.* Kant greinir 4 milli hins  staerdiraedilega haleita" annars veg-
ar, par sem skynfarin og imyndunaraflid reka sig a ystu mork getu sinnar
pegar bau masta gnott nattGrunnar sem virdist Gendanleg, svo sem himinha
fioll eda naeturhiminninn, og hins vegar hins ,dynamiska haleita®. [ sidar-
nefnda flokknum byr si angistarfulla nautn sem nattirudflin og nattiru-
ognin kveikja og vekja okkur & pann hatt til vitundar um sérstakar géfur
okkar sem sidvera, p.e. um frelsid og matt skynseminnar.® Okkur finnst vid
vissulega vera getulaus og litils megnug andspzenis maetti nattarunnar en
b6 alitum vid & endanum okkur sjalf fremur en hiutina vera haleit pegar vid
uppgttvum haefni okkar til pess ad bera okkur saman vid nattGruna.

Eftir petta hefur hid haleita ekki notid stodu lykitugtaks fagurfreedilegrar
greiningar, enda pdtt menn hafi fengist vid pad innan rdmantiskrar ljodlistar
og prisa og | heimspekiumraedum 4 seinni timum. Ségulegar dsteedur fyrir
pwvi eru vafalitid margar og marghattadar og mun ég einungis taka a faein-
um peirra, med heldur haspekilegum hastti, Astadur pessa ma rekja til
breytinga sem urdu & beim grunni sem hid haleita stod &, bzdi | raun:
reynsiu og & kenningagrunninum. Hugtakid préadist fliétt fra pvi ad vera
bokmenntalegt hugtak til pess ad verda | auknum meeli beitt & nattdruna og
& peim tima pegar romantiska hreyfingin upphdf pad tengdist pad einkum
nattaruhlutum og -fyrirbeerum. Pegar aherslan tok ad farast fra realiskri
og natdraliskri list og ad framirstefnu og expressjonisma dofnadi ahugi
heimspekinga fyrir fagurfraedi nattdrunnar, par med talid hinu haleita. par
til fyrir skdmmu vakti hid sidastnefnda einnig litinn ahuga innan listarinnar
en hefur nd aftur skotid upp kollinum hja listam&nnum og heimspekingum
& bord vid Barnett Newman og Jean-Frangois Lyotard.

Samhlida pessum umskiptum [ fagurfreedi og listum hafa grundvallar-
breytingar att sér stad i fagurfradilegri reynslu folks og smekk pess fyrir
landslagi. Margt hefur verid ritad um hvernig breytingar 4 landslagssmekk
gerdu f6lki kleift ad nj6ta hins haleita, p.e.a.s. vid pad ad skipta 6ttanum og



andddinni & hdum fjollum, eydimorkum og annars konar eydilegum stodum
at fyrir addaun og vegsomun.® Pessar breytingar & smekk eiga rot sina ad
rekja til ymissa patta af efnahagslegum, félagslegum, triarlegum og takni-
legum toga sem gerdu félki kleift ad nalgast sjalft slika stadi & tiltolulega
gruggan hatt. Pannig komu kenningar um hid héleita fram & sjonarsvidid
um leid og pessi hvorf eiga sér stad, sem gerdu folki — po einkum elitunni -
faert ad njota nattlrunnar fremur en ad dttast hana einvirdungu eda finnast
hin kaldranaleg, ef ekki beinlinis vond.

Endurspeglast pad shugaleysi sem rikir fyrir ordraedunni um hid haleita
i dvinandi ahuga folks ndordid fyrir haleitum hlutum og reynsiu af peim?
Hefur .smekk" félks fyrir hinu haleita hnignad? bvi maetti halda fram ad
dregid hafi (r taekifeerum til pess ad njota hins nattdirulega haleita, hugsan-
lega vegna bess ad margir menningarheimar og samfélog bera nd minni
lotningu fyrir nattlrunni, dttast hana sidur, eftir ad hafa prdad taknilegar
lausnir til bess ad stjérna henni; f6lki finnist pad pa beinlinis rada yfir henni
eda umgangast nd ordid fjgll, hafid og annars konar umhverfi mad svo
audveldum heetti ad pad upplifi vart lengur hina angistarfullu nautn, hina
harbeittu tilfinningu fyrir hinu haleita. Med 6drum ordum hafa samskipti
manna vid nattiruna | moérgum samfélogum ordid mun atakaminni. Vera
ma ad enn s& rom fyrir skyld vidbrogd, b.e. hugtok & bord vid lotningu,
mikilfengleika og undur en varla lengur {maetti halda fram) fyrir pa floknu
upplifun sem hid haleita er, a.m.k. ef vid gingum Gt frd peim skilningi sem
i hugtakid var lagdur & 18. 6ld. Meginalyktunin sem draga ma af stgulegu
rokunum er pvi ad hid haleita skipti ekki lengur mali fyrir fraedilega umrazdu
vegna pess su reynsla sem folk hafdi af pvi i fyrndinni er einfaldlega ekki
lengur fyrir hendi eda, skyldi enn mega verda fyrir henni, pa er hin sannar-
lega fatia.

Hér er hrapad ad nidursttidum. Til allrar hamingju tryggir nattdrulegt
umbhverfi okkar ad vid getum ftrekad ordid fyrir ymiss konar reynslu. Taeknin
hefur einnig nyst okkur til ad komast a stadi sem eru enn ad miklu leyti
villtir - héir fossar, dlgandi fljét, eldgos, vidfedm haf, geimurinn, eydimerkur
0.5.frv. — og opna fyrir ad vid synum haleit vidbrogd. Vissulega er hugtak
hins villta afar umdeilt en pé héfum vid reynslu af meira og minna villtum
stdum sem gefa kost & hinu héleita. Pad sidastnefnda parf heldur ekki
ad takmarkast vid flarlaega stadi — & heidskirri nott, laus vid alla ljdsmeng:
un, getum vid starad a pad sem Kant lofsong svo mjog: .stjornuhiminninn
tyrir ofan oss." Par ed vid getum nd skodad jbrdina alla med nokkrum
fingrahreyfingum i Google Earth og svipudum midlum eru taekifaerin enn
fyrir hendi til ad upplifa beint hid nattirulega haleita. Einnig ma faara fyrir
pvi rok ad samféltg sem eru skemur & veg komin [ taknipréun beri enn
meira skynbragd a hid haleita en nd er &g komin 0t | salma sem eru held-
ur hafleygir — reynslurannséknir pyrftu ad stydja fullyrdingar sem pessa.
Tilkoma ahzettuiprotta er d=emi um hvernig folk leitar ahaettu par sem hin
er kannski ekki lengur til stadar en pad parf einhverja &gn af ahaettu (enda
bétt Gttinn s& allur | imynduninni,” eins og Kant komst ad ordi) eigi folk



ad upplifa hid héleita. NG zetla ég ekki ad halda pvi fram ad ahasttuiprottir
séu Gt af fyrir sig deemi um reynslu af hinu haleita en paer gefa hd kost &
fagurfradilegri reynslu af peim toga vegna pess | hvada stodu paer setja
folk gagnvart umhverfinu.

bessi upptalning synir ad enn & félk kost a ymiss konar upplifun sem
tengd er vid hid haleita og sem réttlaetir ad vid skulum beita hugtakinu nd
4 timum, En med pvi er vandinn ekki leystur. Eigi hid héleita ad vera ahuga-
vert | umraedu um umhverfid parf ad takast & vid 8nnur gagnrynisatridi.

Sjalfhverfurdkin

Sjalfhverfurokin byggjast & peirri fullyrdingu ad hid haleita sé i edli sinu
sjalfhverft, einkum hvad vardar tengslin sem i pvi felast milli manna og
nattGrunnar. Ein birtingarmynd pessarar roksemdafaersiu gengur at & ad
bad upphefji mannkynid fremur en hiuti i nattdrunni, pannig ad hid haleita
verdi ad sjalfsskodun. | morgum greinargerdum fyrir hinu haleita, einkum
beim sem hafa haft mest &hrif, svo sem hja Kant, eru pad | raun mann-
kynid, skynsemin, frelsid eda hid sidferdislega sjalf sem eru haleit en ekki
nattiiran. Kant kemst svo ad ordi: Jbad sem er eiginlega haleitt getur ekki
verid f61gid | neinu skynjaniegu formi, heldur vardar pad adeins hugmyndir
skynseminnar ...".7 Eftir akvednu ,mistdlkunarferli® skiptum vid virdingu
fyrir hlutum nattGrunnar at fyrir virdingu fyrir sjalfum okkur eda ,skiptum a
virdingu fyrir hlutnum i stad virdingar fyrir hugmynd mannkynsins i vidfangi
okkar".®

Syn Kants hefur [ kjolfarid ahrif a skilning rémantiska timabilsins & hinu
héleita og Iysti skaldid John Keats pannig lj6di Wordsworths The Prelude
sem  haleitri sjalftverfu®.? Um er ad raeda langt sjalfsavistgulegt 1j6d og
gitt pad freegasta sem liggur eftir Wordsworth. | pvi sakir hann innblastur
i pa nattdrusyn sem hann hafdi sem unnandi heimasvaedis sins, Vatna-
héradsins 4 Englandi. Eftirfarandi 1j6dlinur eru Gr peim hluta sem nefnist
JA skautum®:

bannig eddum vid afram [ myrkri og kulda,
ekki var rodd sem el baerdist; og med gny
... pverhnipin glumdu;

lauflaus trén og hver einasta klakasprunga
klingdi Iikt og jarn.'®

Enda bétt 1j6dlist Wordsworths og annarra rémantiskra skalda beri hugsan-
lega vott um vissa virdingu fyrir nattdrunni gefur hin einnig peirri gagnryni
byr undir bada veengi ad nattlran sé med hinu haleita gerd ad medali sem
vieh beitum til bess ad uppgotva okkur sjalf, neisti sem bregdur birtu a stodu
okkar | heiminum - sem & margan hatt er alitin dri nattdrunni sjalfri.
Ronald Hepburn kemst pannig ad ordi um kenningu Kants ad hun takmarki
framlag nattarunnar | bagu einhlida upphainingar hinnar skynsomu sjalfs-



veru"!! pg ad ,haett sé 4 ad hinn nattdrulegi ytri heimur verdi talinn hafa
gildi T reynslu af hinu haleita pd adeins ad hann geri einstaklingi kleift ad
finna fyrir pvi hversu vidfedm sal hans er. Pad eina sem menn maetu hann
fyrir er hversu sterka reynslu hann vaeri faer um ad midla peim.*!? bar ed
reynslan af hinu haleita er af fagurfrazdilegum toga - eda fagurfraedilegum
og sidferdislegum toga | senn - sem stillir nattdrunni pannig upp sem
framandi veruleika, maetti lita a slika reynslu sem fagurir=dilega smasttun
nattirunnar og jafnvel sem afbdkun og manngervingu hennar, ,med byl ad
smaekka hana til pess ad hdn falli ad okkar maelikvtrdum®."3

| tengsium vid petta ber ad nefna tilbrigdi vid pessi rik sem eru & ba leid
ad hid héleita stadsetji nattdruna sem ,hinn,” sem einhvern ,hinn" dlikan
okkur sjalfum, eitthvad sem vid komumst ad & endanum ad vid hofum
vald yfir.* | freegri gagnryni Williams Cronons & hugtak hins villta heldur
hann pvi fram ad hid haleita sé til pess eins ad dypka pa gjd sem er milli
manna og nattdrunnar.'® Ymsar adrar motbarur pekkjast serm ma segja ad
séu hlidstadar sjdlfhverfurtkunum og hafa paer verid settar fram a Glikum
forsendum: fermniniskum, stidrnmalalegum, bokmenntafraedilegum, félags.
frazdilegum o.5.frv.'®

Reyrum nd ad svara sjélfhverfurokunum og hvorri gagnryni um sig. A
odrum stad, par sem &g fékkst vid ad endurmeta hid héleita hja Kant og
fagurfraedilegt nattdrumat, hef ég reynt ad syna fram 4, ad hja Kant sé hid
héleita ekki eins sjalfhwerf reynsia og pessi gagnryni gefur til kynna.' [ stuttu
mali held ég pvi fram ad | stad pess ad smaetta skynjun hins haleita [ vitund-
ina um sidferdislega skyldu eigum vid ad virda aherslu Kants & ad démar
um hvad teljist haleitt falli skilmerkilega undir umdaemi faguriraedinnar.
Al peim sokum séu hlutir nattdrunnar ekki adeins dreiti sem valda héleitri
svirun heldur gegni peir, eins og ég syni fram &, eigin hlutverki i skynjun
okkar 4 peim, enda pott vid metum pa pannig med dbeinum hzetti. Ad sama
skapi kemur i [jos, ef vid leggjum réttan skilning i greinarmuninn milli hins
fagurfraedilega og hins sidferdislega | skilningi Kants & hinu haleita, hvernig
fagurfreedileg reynsla af pessu tagi einkennir fagurfreedileg og sidferdisleg
tengslin sem rikja milli manns og nattdru.

A pessum sidum er mér mest | mun ad verja hina torskildari og frum-
spekilegu hugmynd Kants um hid haleita vegna pess ad ég alit hana standa
nzer hugtakinu eins og pad hefur préast innan heimspekinnar (og i tengsl-
um vid hid haleita i nattdrunni). En hvad sem pvi lidur vil ég, til pess ad poka
heildarverkefni minu aleidis, skyra Ot | stuttu mali hvers vegna vid asttum ad
huga ad skynjun hins haleita [ nattlrunni.

[ tengslum manna vid nattdruna sem koma fram vid reynsluna af hinu
héleita ma sja tvo pzetti ad verki: audmykt og sjalfsyfirvegun.'® Hér eru ekki
paegileg tengs| & ferdinni heldur er peim betur lyst sem 6rélegum. Ymsar
kenningar um fagurfraedilega skynjun innan umhverfisfagurirzedi leggja



aherslu a ad | nattdruupplifun sé folgin djip hluttekning, dlikt margs konar
tegundum listskynjunar og landslagsskynjunar.!® Pessum sjénarmidum
er ég sammala og tel hid haleita veita dkvedna reynslu af toga umhverfis-
fagurfraedi en po ekki sérlega notalega reynsiu. Hinu haleita fylgir ad finnast
madur vera borinn ofurlidi af einhverju, vera fullur angistar og mattlaus
frammi fyrir fallpunga sjavaraldanna, klettum sem gnaefa hatt yfir manni
o.5.frv. Ekki er um ad raeda unadslega reynslu af nattdrunni sem gefur til-
eini til hugleidinga, eins og einkennir ymis afbrigdi fegurdar. Ad pessu leyti
bydur hid haleita ekki upp & samband vid astrika eda vingjarnlega nattiru,
heldur er pad orolegt, opaegilegt, ef ekki beinlinis stritt.

Vid getum betur skilid hvernig sjalfid, | reynsiu sinni af hinu haleita, teng:
ist umhverfi sinu med pvi ad leita | heimspeki Lyotards. Enda p6tt hann hafi
einkum ahuga a hinu haleita eins og pad birtist [ listinni synir Lyotard okkur
a hvern hatt sjalfsveran er af-midjud i haleitri reynslu begar hin maetir , i
sem ekki verdur komid ordum ad®,  pvi sem ekki verdur komid til skila”
og hinu 6akvardada. [ umfiéllun sinni um hid héleita i listskopun og hug-
myndum Barnetts Newmans skrifar Lyotard ad i sliku tilviki bidur viljinn
Osigur."*® Pegar kemur ad nattdrunni getum vid tekid saman hugmyndir
Lyotards og tdlkad hid haleita sem eitthvad sem yfirgnaefir sjélfsveruna, par
sem sjalfid tapar stodu sinni [ kjélfar peirrar nattarutilfinningar sem er pvi
ekki ad fullu kunnug og sem hefur eitthvad dularfullt vid sig; bvi megi segja
ad mannleg skynsemi nai ekki ad tileinka sér nattdruna.® [ talkun sinni &
kenningu Kants synir Lyotard pessa hreyfingu sem a sér stad handan sjalfs-
verunnar sem finnur [ vidfangi sinu fyrir nzerveru einhvers sem yfirgnasfir
sjalft vidfangid. Fjallstindurinn er fyrirbaeri sem gefur til kynna ad pad sé
einnig eitthvad meira en bara fyrirbaeri.® bvert 4 sjdlfhverfurdkin synir
Lyotard pvi fram & hvernig hid haleita felur [ sér ,afmennskun” fagurfraedi-
legrar reynslu og myndar fidkid samband milli manna og nattdru sem
sprettur upp dr ahrifamikilli reynsiu.

Hid haleita i islenskum samtima
| reynslu af hinu haleita kemur nattdran manni fyrir sjénir sem flékin, dular-
full, myrk, mikil, risavaxin, taumlaus, vidfedm, éreidukennd, dléguleg, form-
laus, hra, havaer, ofsafengin o.s.frv. Hvar fellur mannfolkid inn i petta allt
saman? Pad kemur ekki 4 dvart ad i sannri reynslu af hinu héleita finnst
okkur vid enn vera agnarsma. Bad pydir bd ekki ad vid hondlum nattdruna
sem ,Hinn" eda sem hin sé okkur algjdriega Gadgengileg. Pvi hvad sem éllu
lidur njétum vid akvedinna fagurfrzedilegra einkenna nattirunnar. bad er
pad sem hraerir vid okkur og veldur pvl ad okkur finnst vid vera svo Sburdug.
A pann hétt stofnar hid héleita pvi til sambands par sem vid virdum vid-
fang okkar fyrir okkur ad einhverju leyti = hlutur gaeti ekki talist haleitur
ef vid 6ttudumst hann einvirdungu og pyrftum ad leita | skjél undan hon-
um - enda tjair pad ad umhverfi af mismunandi toga bai yfir dkvednum
fagurfraedilegum einkennum. Pad skyldi heldur engan undra | ljdsi pess ad
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1e Sublime and Contemporary Aesthetics

The Neglect of the Sublime

Beauty is now back on the philosophical agenda. Is such a future possible
for the sublime - does it have any relevance to contemporary aesthetics?
Yes, | believe it does, but probably not on the scale of beauty, given the
ubiquity of beauty, its role in historical debates and its recent revival, I'll
argue here that the sublime is indeed relevant to contemporary aesthetics,
but that its relevance is tied, in particular, to debates in environmental aes-
thetics and environmental philosophy more generally.

Why is the concept neglected, despite its continued importance in other
fields such as literature and art theory? Well, presumably because the sub-
lime is a concept considered of little relevance to current debates. Mary
Mothersill's Beauty Restored is usually credited with reviving discussions of
another concept, beauty which, historically, was central to aesthetic theory
and was usually set in contrast to the sublime,

Academic study of the sublime is vast, crossing disciplines such as phi.
losophy, literature, critical and cultural theory, art theory, architecture, and
no doubt other disciplines as well. My discussion is confined to philosaphi-
cal aesthetics and issues that are especially relevant within that context.?
| consider two different arguments for the neglect of the sublime: (1) the
historical argument and (2) the egotistical argument. I'll consider each in
turn, followed by replies. By the conclusion of this essay, | also show how
Icelandic environments offer an interesting case of the contemporary sub-
lime, and why the sublime is a useful category of aesthetic value for inter-
preting them.

The Historical Argument

The histarical argument draws on historical reasons why the sublime has
been neglected and argues that it is essentially an outmoded concept.
Before addressing some of these reasons, it is worth giving a brief history
of the concept, The first treatise on the sublime, On the Sublime, is now gen-
erally attributed to Longinus, the first century Greek critic. Influenced by
classical discussions of rhetoric, including Aristotle's, Longinus articulated
the sublime as a literary style. The treatise was apparently rediscovered
in the sixteenth century, and its translation into English and French in the
17th century was pivotal for its reception by eighteenth century literary
criticism and aesthetic theory.

Philosophical discussion of the sublime reached a pinnacle in the 18th
century, when it was unusual not to include it in theories of taste. Contem:
porary aestheticians are most familiar with Edmund Burke's and Kant's
theories of the sublime, but there is significant work on the topic by oth:
ers, such as Addison, Alison, Herder, and Mendelssohn. In Burke's empiri-
cal approach, the sublime is attributed to objects that are great, power-



ful, vast, infinite, rugged, dark, gloomy, massive, and even to loud sounds,
bitter smells and stenches. Our feeling of the sublime is an immediately
delightful feeling of terror in response to something dangerous which is
distant enough not to cause actual pain. We are completely overwhelmed
by sublime objects: ‘the mind is so entirely filled with its object, that it can-
not entertain any other, nor by consequence reason on that object which
employs it.'? Burke and, later, Kant argue that the sublime response may
anly occur if the spectator experiences the sublime object first-hand, and
when situated in a safe position relative to it,

Kant's mature theory of the sublime, as it appears in the Critique of the
Power of Judgment (1790) was influenced by Burke and earlier theories.
However, Kant develops the concept through his critical and transcenden-
tal philosophy, and his account is distinctive for its focus on nature.* Kant
distinguishes between the ‘mathematically sublime’, where the senses and
imagination are pushed to the very limits of their powers when confronted
by the seemingly infinite magnitude of nature, such as high mauntains or
the night sky, and the ‘dynamically sublime', where the awesome power and
threat of nature evokes anxious pleasure and calls forth an awareness of
our distinctive capacities as moral beings, namely, freedom and the power
of reason.® We feel insignificant and powerless in comparison to the mighti-
ness of nature, yet ultimately we judge ourselves rather than objects sub-
lime as we discover our own capacity to measure ourselves against nature.

While the sublime was then taken up in Romantic poetry and literature
and in some later philosophical discussions, it has since not featured as
a major category of aesthetic value. The historical reasons for this are no
doubt myriad and complex, and | shall address only a few of them, and
those rather speculatively. These reasons are tied to shifts in both the
empirical and theoretical bases of the sublime, The early development of
the concept from its literary to natural treatment, and subsequent celebra:
tion by the Romantics, meant that the sublime became deeply associated
with natural objects and phenomena. Moves away from realistic or natu-
ralistic art and towards the expressive and avant-garde led to diminished
philosophical interest in aesthetics of nature, including the sublime. The
sublime has also been of less interest in art until recently, where it has
enjoyed resurgence among artists and philosophers, such as Barnett New-
man and Jean-Francois Lyotard.

Alongside shifts in aesthetic theory and the arts lie key changes in aes-
thetic experiences and landscape tastes, Much has been written about how
changes in landscape tastes made appreciation of the sublime possible in
the first place, where fear and hatred of mountains, deserts and other wild
places was replaced with admiration and reverence.? These changes in taste
were made possible by a number of economic, social, religious and techno-
logical factors that enabled people to have direct, relatively safe access fo
such places. Theories of the sublime emerged in line with these changes,



where many people - typically the elite — were in a position to appreciate
nature rather than simply fear it or view it as coarse and evil.

Does the current neglect in discourse on the sublime reflect changes in
taste and experience away from sublime objects? Has there been a decline
in ‘taste’ for the sublime? It could be argued that opportunities to appreci-
ate the natural sublime have declined, presumably, because many cultures
and societies are now even less awed by nature, less fearful of it, having
developed technological means to control it, experience real power over it
or engage with mountains, the sea and other environments in ways that
are now so comfortable that the edgy feeling of the sublime - anxious
pleasure - is hardly felt anymore. In other words, for many societies our
relationship to nature has become much less troubled. There may still be
room for neighbouring categories of response, such as awe, majesty, and
wonder, but not really (it might be claimed) for the complex experience of
the sublime, at least if we rely upon an understanding of the concept as
it was put forward in the 18th c. Sa, the main conclusion of the historical
argument is that the sublime Is no longer relevant theoretically because
those very experiences so prevalent in the past just no longer exist, or if
they exist, they are, in fact, rare.

This conclusion is too swift. The access we have to the natural environ.
ment does make many of our experiences, thankiully, safe. But technology
has also allowed us to access places that are still wild to a great extent
- huge waterfalls, raging rivers, volcanic eruptions, the vast sea, space,
deserts and so on - in ways that still leave room for the sublime response.
Although the concept of wilderness is highly contested, we still have expe-
riences of more or less wild places which offer possibilities for the sub-
lime. And the sublime need not be limited to remote places - on a clear
night, away from light pollution, we can gaze at that very thing celebrated
in Kant's theory: ‘the starry heavens above'. Granted, the vast earth can
now be examined at our fingertips through Google Earth and the like, there
are still opportunities for direct experience of the natural sublime, It is
also pessible to argue that less technologically developed societies retain a
greater taste for the sublime, but this is becoming much too speculative —
proof would need to found in empirical studies. The emergence of extreme
sports provides an example of ways people find risk where it may no longer
exist, and some small degree of risk (if only fear ‘incurred in imagination’,
as Kant put it), is crucial to any experience of the sublime. |'m not suggest-
ing that extreme sports are in themselves experiences of the sublime, but
they offer opportunities for aesthetic experience of this kind because of
how they situate people in the environment.

These points show that opportunities remain for experiencing objects
and phenomena commonly associated with the sublime, thus making our
use of the concept still relevant today. But the problem doesn't end there.
If the sublime is to be of interest in an environmental context, then it's
important to tackle further key objections.



The Egotistical Argument

The egotistical argument stems from the claim that the sublime is inher-
ently egotistical, especially in terms of the relationship that it sets up
between humans and nature. The first thread of this argument claims that
it is humanity that is valued rather than natural objects, such that the sub-
lime becomes self-regarding. In many accounts of the sublime, especially
those that have been most influential, such as Kant's, it is in fact humanity,
reason, freedom, moral self-hood that i1s sublime, not nature itself. Kant
writes ‘what is properly sublime cannot be contained in any sensible form,
but concerns only ideas of reason...' (CPJ, §23, 5:245).7 Through a process
of ‘subreption’, we substitute respect for ourselves with respect for the
natural object, or 'substitution of a respect for the object instead of for the
idea of humanity in our subject’ (CPJ, §25, 5:257).%

Kant's view is carried into the sublime of Romanticism, and it was the
poet, John Keats, who described Wordsworth's ‘The Prelude’ as the ‘egotisti-
cal sublime."™ ‘The Prelude’, a long autocbiographical poem, is one of Word-
sworth’s most famous. Its lines inspire an appreciation of nature shaped
by his loving relationship with the landscapes of his home, the English Lake
District. These lines are from the section referred to as ‘lce-skating”

So through the darkness and the cold we flew,
And not a voice was idle; with the din

...the precipices rang aloud;

The leafless trees and every icy crag

Tinkled like iron.'®

Although the poetry of Wordsworth and other Romantics may reveal a form
of respect for nature, it precipitates the criticism that nature becomes the
means to our own self.discovery, a mere trigger for realizing our place in
the world - one that is in fact seen as greater than nature in many ways.
Ronald Hepburn writes that Kant's theory downgrades ‘nature's contribu-
tion in favour of the one-sided exalting of the rational subject-self'"! and
‘the natural, external world may come to be seen as of value in the sublime
experience, only because it can make a person feel the capaciousness of his
soul. Intensity of experience may become the solely prized value.”*? Given
that the sublime is a type of aesthetic experience - or aesthetic-moral expe-
rience — positing nature as other in this way might be seen as a type of
aesthetization of nature indeed even a distorting, humanizing of nature,
‘degrading nature to our measure'."?

Leading from this, a second thread of the argument is that the sublime
posits nature as 'Other’, an 'Other’ that is different from ourselves and
something which we ultimately discover that we have power over. In William
Cronon's well known critique of the concept of wilderness, he argues that
the sublime only serves to deepen the separation of humans and nature.



There are many other objections that relate to the egotistical argument,
they come from a range of positions - feminist, political, literary, sociclogi-
cal, etc.

Let me attempt a reply to the egotistical argument and each of these
objections. Elsewhere, in a reassessment of the Kantian sublime and aes-
thetic valuing of nature, | have tried to show that the Kantian sublime is not
as egotistical as these criticisms suggest.!” Briefly, rather than reducing
sublime appreciation to awareness of moral vocation, | argue that we can-
not overlook Kant's insistence that judgments of the sublime fall squarely
within the aesthetic domain, and as such, natural objects are not mere
triggers of the sublime response, | show how they may be given a proper
role in appreciation, even if the valuing that goes on is indirect. Also, if
the distinction between the aesthetic and moral in the Kantian sublime is
understood properly, we may discover how this particular type of aesthetic
experience characterizes an aesthetic-moral relationship between humans
and nature.

In this essay, I'm most interested in trying to defend the more difficult,
metaphysical, Kantian conception of the sublime because | believe it to
be truer to the concept as it has developed philosophically (and in relation
to the natural sublime). In any case, and for the sake of moving my overall
project forward, let me sketch out just why we should care about sublime
appreciation of nature.

The relationship between humans and nature in sublime experience can
be seen as involving elements of both humility and self-reflection.'® This
is not a cozy relationship, rather, it is characterized by agitation. Many
theories of aesthetic appreciation in environmental aesthetics stress the
deep engagement afforded by ernvironmental appreciation as contrasted
with many forms of artistic appreciation and scenic or picturesque appre-
ciation.'? | agree with these views, and | do think the sublime affords a type
of environmental aesthetic experience, but it is not one of the intimate kind.
The sublime is typified by feeling overwhelmed, anxious, and insignificant
in the face of crashing waves, towering cliffs, etc. This is not a delightful
or contemplative experience of nature, as we might find in varieties of the
beautiful. In this respect, the sublime does not define a relationship of
loving nature, or a friendly one, rather, it is uneasy, uncomfortable, even
difficult.

Lyotard’s philosophy enhances our understanding of how the self relates
to environment in sublime experience. Although mainly interested in the
sublime and art, Lyotard shows us how the subject of sublime feeling is
de-centred through encounters with the ‘inexpressible’, the ‘unpresent.
able’ and the indeterminate. Discussing the sublime in Barnett Newman's
artworks and ideas, Lyotard writes that, ‘With the cccurrence, the will is
defeated."® In the context of nature, we might synthesize Lyotard's ideas



to interpret the sublime as an overwhelming of the subject, where a disloc-
ation of the self comes through a sense of nature not fully known, having
some element of mystery; and thus nature not appropriated by human
reason.?! Lyotard interprets Kant's theory to show this movement beyond
a subject that, ‘feels in the object the presence of something that tran-
scends the object. The mountain peak is a phenomenon that indicates that
it is also more than a phenomenon'.?? Against the egotistical argument,
then, Lyotard shows how the sublime signifies a ‘dehumanising’ of aes-
thetic experience, and renders a complex relationship between humans and
nature arising out of an experience of great affect.

The Contemporary Sublime in Iceland

In sublime experience nature is complex, mysterious, dark, great, huge,
towering, vast, disordered, shapeless, formless, raw, tumultuous, raging,
and so on. Where do humans fit into this? It's not surprising that in true
experiences of the sublime we will still feel very small. This doesn't mean,
however, that nature is somehow grasped as 'Other’ or as entirely inacces-
sible to us. We are appreciating aesthetic qualities of nature of a particular
kind. This is what affects us and causes the feeling of insignificance. The
sublime, then, engenders a relationship that maintains a level of apprecia-
tion — it would not be the sublime if we were so fearful we had to run for
safety - but one that also delineates a particular aesthetic character of
environments. This should come as no surprise, given that the sublime
emerged, originally, to cope with the great mountains, waterfalls etc., for
which a new aesthetic taste developed.

This is nature appreciated for qualities that contrast strongly with the
mixed environments of pastoral landscapes. These qualities, while not
equivalent to ugliness, belong to a range normally contrasted with the
beautiful. Recent discussions in environmental aesthetics have sought to
identify forms of aesthetic valuing that recognize nature on its own terms
rather than merely through the lens of the picturesgue or the scenic, and
some philosophers have argued for the importance of valuing landscapes
commonly thought of as ‘unscenic’. The sublime is not necessarily the
unscenic, since there will be overlaps between some varieties of the sub-
lime and scenic landscapes, but it is certainly closer to a 'terrible beauty'
than a scenic one.

The concept of the sublime fits well as a way to characterize |celandic
environments. Many landscapes in |celand are not conventionally scenic.
Vast lava fields, glaciers, barren, treeless mountains, stunning calderas and
so on, provide cases of the contemporary sublime, as well as a way to
assign aesthetic value to such environments. The wonder of Icelandic land-
scapes — for someone like myself who lives closer to the very old highlands
of Scotland - is that they are geologically young, and highly dynamic. This
points to the imaginative component of sublime experience which, evoked
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by perceptual qualities such as black sand, ice, solid lava, etc., involves a
kind of narrative imagining of the forceful natural processes which have
formed the present features of the Icelandic environment. Climate change
means that many of these processes need not be imagined through time
at all, given the rapid changes that are taking place. And, fairly recently for
some people, a volcanic eruption (viewed from a safe place) would be a rare
experience of the sublime today. It's important to remember that although
the sublime is suggestive of the 'Other’, these landscapes range from the
remote highlands to more familiar regions for many lcelanders.

In conclusion, by replying to the historical and egotistical arguments, |
hope to have shown that far from being an outmoded category of aesthetic
value, the sublime has contemperary relevance, distinguishing a valuable
and distinctive form of aesthetic appreciation of nature. Sublime aesthetic
experiences potentially ground an aesthetic-moral relationship which can
lead to care and respect for the natural world.



Hrafnkell Sigurds




: kell Sigurdsson, Sixth Conversion, 2006













Id, framandleiki og neind i upplifunum af nattdrunni

ribur Porgeirsdéttir
nt [ heimspeki vid Haskéla islands

Heimspekileg skilgreining & heild getur valdid vandkvasdum. Ein dstadan er
sU ad hugtakid um heild er yfirleitt tengt heimsmynd fortidar. Samkvaemt
radandi stefnum fornrar heimspeki var alheimurinn talinn vitraen og skipuleg
heild par sem allt atti sinn stad eftir logmalum samraemis og grundvallar-
reglum samsvbirunar. En pé ad forn heimsmyndarfradi hafi ekki vidhald-
ist pegar heimsmynd nitimans spratt fram med uppgangi natimavisinda
var hugmyndin um heild ekki alveg Iatin fyrir réda dsamt hugmyndinni um
heildarskipan nattdrunnar. Hin & sér enn f&eina pekkta talsmenn & vissum
jadarsvidum nattiruvisinda. | evrépskri heimspeki 20. aldar fyrirfinnst hug-
myndin um heild sem frumspekihugtak byggt 4 tilvistarreynslu, til deemis |
hugleidingum Martins Heideggers. Hann setti fram kenningu um heildraena
reynslu par sem hzegt er ad skynja ,allt sem er i heild*.? Innan Islenskrar
heimspeki hefur Pall Skdlason skrifad um tilvistarlega upplifun af heild
pegar hann var staddur & hilendi Islands. Slikar hugleidingar endurspegla
reynslu sem margir kannast vid, nefnilega pa ad hagt sé ad upplifa heild
vid vissar adstaedur | nattdrunni. betta er sd tegund néttaruupplifunar sem
orvar hid frumspekilega imyndunarafl okkar og laetur okkur furda okkur &
tilvist okkar & pessari jord og lifinu sjélfu sem nattarulegu fyrirbaeri. Fyrir
marga er petta mikilveeg dsteeda pess ad szekja Gt 1 villta nattiru par ed
beir finna hja sér porf fyrir ad komast i tengsl vid eitthvad meira og éraedara
an pess pé ad pad purfi ad vera & triarlegum forsendum. En hvad merkir
pad ad tala um heild | pessu samhengi? Getur pad einungis merkt einstak-
lingsbundna upplifun af heild sem skynjun & minum stad i heildarsamhengi
nattlrunnar? Nei, betta er augljoslega ekki bara hrein huglaeg upplifun vegna
pess ad margir kannast vid slika skynjun & nattdirunni og vissar adst=dur
i nattdru og landslagi virdast odrum fremur geta kallad fram slika skynjun.
En hvad hefur hin med nattdruna sjélfa ad gera og visar hin naudsynlega 4
hugmyndir um heild | gerd eda skipulagi nattdrunnar?

Fagurfraedileg upplifun af nattirunni sem heild
| bék sinni Hugleidingar vid Oskju lysir Pall Skilason pvi hvernig hann skynj-
adi pad sem hann kallar heild vid Oskju.* Hann lysir parna reynslu | Gbyggd-
um sem margir kannast vid. Petta er ekki triarleg hugmynd um helld, bé
ad pad kunni ad likjast henni. Fremur er petta sd tilfinning ad tilheyra heild
4 pann hatt ad vera hluti af j6rainni. Annad sem einkennir pessa reynsiu ad
démi Pdls er ad peim sem verdur fyrir henni finnst hann sjalfur vera heill.
Hvad felst eiginlega | bessum hugmyndum? Vid hvad eigum vid pegar vid
segjum ad okkur finnist vid vera ordin heil? Pall kynnir til ségunnar annad
hugtak sem stydur vid pessa hugmynd, en pad er hugtakid «Lengsl®. Med




bessu hugtaki gefur hann [ skyn ad vid verdum heil pegar vid komumst |
tengsl vid nattiruna. Par fyrir utan gefur hugtakid tengs! til kynna ad madur
skynji ad allt sé einhvern veginn tengt | pessari heildraenu upplifun.Til ad
leggja aherslu 4 ad pessi tiltekna heildar-upplifun radist af stédum heldur
Pall pvi fram ad menn geti lika upplifad heild | borgum, til dzamis i stérborg
gins og Paris.

Hér & eftir 22tla &g ad fjalla um hvad gaeti falist | slikri reynsiu & tilteknum
stad eda i vissu umhverfi. Eg =tla sidan ad bera hana saman vid dlikar
hugmyndir um heild [ visindum og listum. Pad sem vekur dhuga minn er
hvernig hugmyndir um heildar-upplifun [ nattdrunni endurspegla samband
okkar vid nattiruna. Eg faeri rok gegn hugmyndinni um ad upplifa heild sem
skynjun & einhverju allsherjarsamhengi nattdrunnar. pess i stad held ég pvi
fram ad hluti af upplifuninni sem Pall lysir sem reynslu af heild sé ad verda
#skynja um framandleika nattGrunnar. A grundvelli rédandi strauma beirrar
nattiruvisindalegu pekkingar sem vid htifum getum vid einungis skilid natt-
gruna ,sem brot og | béndum” svo vitnad sé [ gamalt visubrot, [ fagurfraedi-
legri upplifun af landslagi getur madur samt skynjad nattiruna sem heild.
Sé skilningur & heild verdur a8 minum ddémi samt ad fela | sér ad madur
skynjl nattlruna um leid sem eitthvad annad og o6druvisi. S0 hugmynd um
heild er lykilatridi i pvi ad vega upp & méti drottnunargirnd og vanvirdingu
gagnvart nattdrunni. Upplysingarhefdin i vestraenum visindum hefur stadid
fyrir drottnun yfir nattGrunni med peirri grundvallartrd ad visindin geti i
meginatridum lesid pattiruna. En eins og Sandra Harding hefur sagt er
«ginn fullkominn visindalegur lestur & edli nattdrunnar” algjorlega Ghugs-
andi.* Sibreytilegt edli nattdrunnar er eitt af pvi sem takmarkar l=sileikann.
Natthran er alltaf ad breytast, af sjalfu sér og fyrir tilstudlan mannanna, og
méarkin milli bess sem er af manna véldum og nattirulegra ferla eru okkur
sidur en svo skyr. betta tvennt er samofid og sibreytilegt samspil.

| raun ma segja ad nattiran sé ein risavaxin tilraunastofa sem mennirnir
starfraekja en eru um leid ofurseldir, eins og Bruno Latour hefur bent 4.5 |
nattirunni verda til ny fyrirbzeri og annur hverfa og pess vegna verdur natt:
tran hvad eftir annad framandi og dkunnug | okkar augum. bessi framand-
leiki nattarunnar verdur okkur ekki hvad sist |jds 7 fagurfraedilegri reynsiu
af nattirunni. Pungamidjan | eftirfarandi greiningu & heild med visunum |
hugmyndir um framandleika og neind er byggd & vissri gerd af fagurfraedi-
legri skynjun & nattiru. bessi upplifun er fagurfraedileg” | beim skilningi ad
hin er ekki skilyrt af syn nattirunytingar, visinda eda trdarbragda, heldur
felur hin | sér ad njéta nattlrunnar sem uppsprettu ymissa kennda, eins
og fegurdar, |jétleika, framandleika, mikilfengleika, samsemdar, draunveru-
leika, dgnar og varnarleysis. Svona upplifun er tilfinningalegt astand sem
orvar frumspekilega hugsun [ stad pess ad skilgreina, nefna og skyra eins
og nattarunyting, visindi og truarbrigd leggja dherslu a. Han er lika likam-
legt astand | peim skilningi ad &flin sem vid skynjum | nattdrunni kallast a
vid likama okkar sem hiluta af nattdrunni.®



[ hugleidingum sinum stadhzefir PAIl Skalason ad landslagid & hélendinu
umhverfis Oskju veki hjd sér upplifun af heild, einnig hvad vardar tima,
svo ad fortid, ndtid og framtiéd renni saman [ eitt. betta Gtskyrir hvernig
otamin nattdra, dsnortin af verkum og smidisgripum mannanna, getur
komid okkur til ad skynja nattiruna sem eilifa og sem slika an timamarka,
I samanburdi vid mannsavi sem hefur upphaf og endi. Upplifun af heild
markast alltaf af einkennum og eiginleikum vidkomandi stadar. Hugmynd
Péls um heild er jafnframt frabrugdin hinni fornu skilgreiningu & heild sem
hlutlzegu og vitraenu skipulagi raunveruleikans sem heildar. Heild skynjud
sem fagurfraedileg eda upplifun | 6byggdum eda borg merkir ad upplifa eins
konar samstmun med heild allra hluta,

Pegar menn upplifa borg a pennan hatt er eins og umhverfid sé lifandi og
svipi til nattdrunnar. betta er ein af dstaedunum fyrir bvi ad vid télum um
borgarlandslag. bvi getur bad komid ad haldi | pessu samhengi ad rifja upp
muninn & nattiru og landslagi eins og Joachim Ritter skilgreindi hann. |
vidkunnri grein sinni um Landslag” skilgreinir Ritter landslag sem néttdru-
legt umhverfi sem madur upplifir faguriraedilega.” Hann gerir greinarmun
& hagnytri og fagurfreedilegri ndlgun vid nattdrulegt landslag. Ritter pykir
mikilvaegt ad tryggja moguleika & pvi ad njota landslags d bann hatt ad pad
reedst ekki af nytingarsjénarmidum og hagsyni. Hann telur einnig moguleika
& ad upplifa heildarkennd sem visindi nGtimans hafa grafid undan med
smeaettunaradferdum sinum og brotakenndu vidhorfum til nattirunnar. bvi
telur Ritter ad eini moguleikinn til ad endurheimta glatada tilfinningu um
heild nattirunnar sé faguriraedileg upplifun af landslagi sem nattdrulegu

rymi.

baer hugmyndir um heild sem Pall Skalason og Ritter varpa fram eru hins
vegar fremur vangaveltur eins og paer eru settar fram. Pess vegna aetla ég
ad kanna og greina frekar hvad pad getur merkt ad upplifa heild i nattdrunni
& pann hatt ad pad lati okkur velta fyrir okkur frumspekilegum spurningum
um |if okkar sem hluta af nattdrunni. Fyrsta skrefid | pa att er ad greina
slikt fra peim hugmyndum um heild innan nattaruvisinda samtimans sem
eru a skjon vid brotakennda syn peirra. Pad maetti nefnilega =tla ad vid-
leitni til ad skyra heildarsamhengi jardarinnar med hjalp vistirazdilegra log-
mdla gt rennt nattldruvisindalegum stodum undir haer faguriradilegu og
tilvistarlegu upplifanir af heild sem peir Pall og Ritter fjalla um.

An pess ad fara i smaatridi er til deemis haegt ad finna heildarkerfishugtok
i hinni svonefndu kerfishugsun sem Fritjof Capra prdadi. Capra heldur pvi
fram ad vid séum ni ad faerast burt fra vélhyggjuheimi Descartes og MNew-
tons og taka upp heildstaedari vistvaen sjénarmid.? Capra hvetur til vist
fraedilegs |l=sis sem gerdi okkur kieift ad skapa sjalibaer samfélog, félags-
legt og menningarlegt umhverfi sem gaeti fullnzegt porfum okkar og pram
an pess ad draga (r valmdguleikum komandi kynsléda.



Annad deemi um heildarhugmyndina innan raunvisinda er kenning Lynn
Margulis um samhagsmunalegan heim. Margulis er einn af talsmonnum
hinnar svonefndu Gaia-tilgatu.? Samkvaemt peirri tilgdtu eru jGréin og nedri
log andrimsloftsins kerfi sem vidheldur og styrir sjalfu sér med starfsemi
grvera og annarra lifvera.

betta eru einungis tvb daami um kenningar um heild eda heildstzeda nalgun
i vistfreedl og néttaruvisindum. Slikum rannsdknum er sem stendur haldid
a Iofti af tiltolulega litlum hépi pverfaglegra visindamanna. bessi nalgun
stridir baedi gegn sundrungu visindagreina sem stafar af faglegri klofnun
og hefdbundinni smattunarhyggjunalgun sem raedur rikjum | visindalegri
hugsun | ymsum geirum.

Hugmyndir um faguriraedilega upplifun af heild gaetu hlotid studning fra
slikri vidleitni. Og stadreyndin er s ad innan sidfreedi nattdrunnar er ad
finna kenningar um ad afstada okkar og medferd & nattdrunni verdi avin:
lega ad taka mid af heildarsamhengi vistkerfisins.'® Pad gaeti samt ordid
ymsum vandkvaedum had, ef vid hofum [ huga kenningu Pals Skilasonar.
AS minnsta kosti tvenn vandkvadi eru & kenningum um heild sem umiykur
alheiminn, jordina og lif mannsins sem grundvelli fyrir fagurfraedilega heild-
ar-upplifun, [ fyrsta lagi eru slikar kenningar augliéslega umdeilanlegar
visindalega. | &éru lagi geta alltbumliykjandi vistfreedilegar kenningar um
heild haft pélitisk eftirkost sem erfitt vaeri ad satta sig vid. Fagurfraedilegar
hugmyndir um heild yréu ofhladnar ef paer byggdu a slikum kenningum.

bé heildarupplifun sem Pall lysir er einungis haegt ad skilja sem skynjun
4 allri minni 2evi, hér og nd | pessu landsiagi. Pad er ekki |if mitt | peim
skilningi hver &g er sem tiltekinn einstaklingur med vissan menningararf,
stigu, reynsiu og eigind. Ollu heldur felst upplifunin i pvi ad hefja sig upp
yfir bessa paetti [ tilveru sinni. Madur fer Gt fyrir pronga einstaklingsvitund.
betta er ad upplifa sjlfan sig | miklu vidara samhengi, sem hluta af nattar-
unni, hluta af lifinu sjalfu sem hringras pess ad verda til og eydast. Pad
minnir mann & ad lif manns sjalfs sé& skammvinnt en um |eid einnig eilifur
péttur i hringras lifsins. Ein tdlkun & pvi sem Pall lysir er ad | gegnum slika
reynslu skynji madur sjalfan sig i vidara samhengi tilverunnar,

Framandleiki nattGrunnar
Hugleidingar Pals Skdlasonar um heildarupplifun i nattdrunni ma setja i
samhengi vid fagurfraedi mikilfengleikans, hins upphafna eda agifagra. Einn
sameiginlegan patt | hefdbundnum kenningum um hid mikilfenglega (eins
og Kant Iysir til d=emis 1 sinni fagurfraedi) vantar hins vegar i hugleidingar
Pals. Grundvallareinkenni hins mikilfenglega (svo fremi sem pad 6gnar ekki
lifi manns) er ad pad kallar fram blendnar tilfinningar. Gagnvart stéarfeng-
legu, yfirpyrmandi nattirulegu landslagi gripur mann lotning sem er sam-



bland af fognudi og &tta. Nattdran veitir manni |if og sviptir mann pvi um
leid. Okkur pykir vaent um nattiruna og erum had henni en nattiran kemst
af an okkar og skeytir | rauninni ekki um okkur. Pess vegna er nattdran |ika
eitthvad annad en vid, eitthvad utan vid okkur, eitthvad sem ekki er hagt ad
henda reidur &, bessari skynjun hefur oft verid likt vid ad horfa | hyldypid. |
peim skilningi & slik skynjun ndttdrunnar lika margt sameiginlegt med hug-
myndum tilvistarheimspekinnar um tilvist | heiminum. | Hvad er frumspeki?
Heideggers er upplifun heildar sett fram samhlida upplifun neindar.

[ skilgreiningu sinni & slikri heildar-upplifun greindi Heidegger & milli ,heild-
ar alls sem er” (,das Seiende im Ganzen") og .alls sem er | heild" {.das
Ganze des Seienden”).' Samkveemt skilningi Heideggers er ,heild alls
sem er hugtakid um heild samkvaemt visindalegri heimssyn. Fra visinda-
legu sjdnarmidi er heimurinn mengi allra hiuta. Nattdru- og tilraunavisindi
eru hlutleg" af pvi ad pau rannsaka og greina hluti. Andstatt pessari
heimssyn lysir Heidegger upplifuninni af .6llu sem er [ heild® sem tilvistar-
upplifun. | framhaldi af pessari adgreiningu setti Heidegger sidan fram
pa tilgatu ad Gr pvi ad hin visindalega nalgun fast sifellt vid hid einstaka
og getur bvi ekki skilid heild nema sem ,heild alls sem er”, sé porf a allt
annars konar nalgun til ad komast ad ,6llu sem er [ heild® - ad sjalfum okkur
medttidum. Kveikjan ad slikri upplifun & &llu sem er [ heild" eru vissar
tilfinningalegar hneigdir (hvort sem pad er lifsangist, leidindi eda gledi) sem
koma okkur til ad skynja og skilja heild heimsins okkar a einstakan hatt.
| pessari tilfinningalegu reynslu er vitsmunalegt inntak. Vid skynjum alla
okkar tilveru | senn og einn af grundvallarpattum i bessari heildar-upplifun
er ad oll markast han af neind, Hugtak Heideggers um neind er torraett og
lodid hugtak. Hann reynir ad |ja bvi skiljanlega merkingu med pvi ad Iysa
fremur algengri upplifun. Vid upplifum til deemis neind ef allir pattir sem
tilvera okkar byggir &, menningarbakgrunnur okkar og stada, p.e. allir pzettir
sem veita okkur tryggiskennd | lifinu, sopast burt & svipstundu. Um leid er
petta lika tilfinning sem getur styrkt okkur. Heidegger heldur pvi fram ad slik
upplifun af heild, par sem neind er eins og hula tilvistar, geri okkur annt um
tilveru okkar. Til ad gera hugmyndina um upplifun af neind triverdugri lang-
ar mig ad ,pyda" hid torreeda neindarhugtak sem upplifun af peim fram-
andleika og 6samrzemi sem vid upplifum I nattdrunni, Hvad skyldi tilraun til
sliks hafa i for med sér?

Ad mati Heideggers er tilvistarupplifun af heild/neind ekki had neinum
sérstokum kringumstaedum. Tilfinningalega afstadan eda stemmningarnar
sem kalla hana fram (og Heidegger kallar Stimmung") geta pyrmt yfir
okkur fyrirvaralaust. Upplifunin af heild i nattarulegu landslagi eins og PAll
Skdlason lysir er aftur & méti einmitt skilyrt af pvi landslagi. Vissar gerdir
landslags bjdda upp & miguleika & ad upplifa andramsloft sem lztur okkur
skynja heild. Pad er ekki haegt ad lysa hvada eiginleikum slikt landslag parf
ad vera geett en pvi hefur verid haldid fram ad dtamid og ospillt nattdrulegt




urmhverfi sé oft hvati ad slikri upplifun. Hid einstaka vid landslagid umhverf-
is Oskju er ad pad er raunverulega haegt ad finna par fyrir jordinni i motun.
Askja sjalf vard til fyrir ekki ykja longu [ eldgosi. Sveedid er jaréfrzdilega
virkt og stédugt ad breytast, endurskapast i sifellu. Skapandi altreiknanleiki
sliks landslags veldur pvi ad ekki er haagt ad lysa pvi sem samhljéma heild.
A pessu svaedi eru verk nattirunnar afar dsamkvaem, hvatvis og breytileg.
betta er landslag sem gerir synilegt hvernig nattlran er sifellt ad verda til.
Hugmyndin um framandleika nattGrunnar sem Sfyrirsjdanieika bendir pvi til
stodugs flmdis, breytinga og skilsmunar. Pessi skpun er fyrirbaeri sem vid
verdum ad lGta og hafum ekki stjorn a.

Listraenar vangaveltur um framandleika nattarunnar
Sidustu drin hefur halendi [slands verid prastuepli sem hefur valdid meiri
klofningi medal pjédarinnar en nokkur onnur stisramélaumrada sidasta
aratugar. [slensk stjérnvild og Landsvirkjun luku nylega byggingu sterstu
malarstiflu T Evropu, Kérahnjokastiflu,'? Starsta stiflan 1 pessum fram-
kvaemdum er nzestum 800 metra léng og 200 metra ha. Tveer jokulsar hafa
verld virkjadar, 60-70 kilémetra long gong grafin til ad styra rennsli peirra
og landi verid stkkt. Staersta 16nid er neestum 60 ferkilometrar og med pvi
var sokkt grédurlendi, varpstédvum gaesa og burdarlandi hreindyra. Orkan
sem vatnsaflsvirkjunin framleidir er einungis seld einum adila, alverksmidju
4 Reydarfirdi. | kjolfar byggingarframkveemdanna spruttu upp métmaeli
sem hefur ekki linnt fram & pennan dag. Listamenn voru sérlega virkir |
métmaelahreyfingunni. | listaverkunum sem fjalla um halendi Islands bia
ad minu mati gloggar heimspekihugmyndir um framandleika nattlrunnar.
Eins og ég hef &dur sagt merkir pad ad listamennirnir reyna ad gera grein
fyrir framandleika nattdrunnar sem upplifun af bvi sem er dlikt og tengist
jafnframt hugmyndinni um nattdru | sifelidri skopun. Athyglisvert ma telja
ad hugmyndin um neind gegnir einnig hlutverki | einum pessara listrenu
talkana & upplifun | audninni.

Roni Horn er bandariskur listamadur sem hefur paulkannad islenskt lands-
lag sidustu tvo dratugi og gert pad ad umfjollunarefni. Han tekur ljGsmyndir
af landslagi og skrifar einnig um reynslu sina af pvi, Ad hennar mati er
hélendid einstakt vegna témsins og neindarinnar sem haegt er ad upplifa
bar. Halendid er ,hvergi* og vera & hélendinu bydur pvi upp & pa .sjaldgzefu,
biidu og désamlegu” upplifun ad vera hvergi, skrifar han.'

Ad mati Horn eru hvergi-stadir ordnir afar sjaldgafir og peir eru mjog
vidkvaemir og barfnast verndar. ,Hvergi® gefur til kynna hugtakid ad rydja
burt 8llu og fa pannig témardm. | peim skilningi er pad naskylt hugtakinu
neind. Ad vera ,hvergl® og vera .enginn” (tiltekinn) merkir lika ad hefla sig
upp fyrir b4 prongu einstaklingsvitund sem upplifun af heild krefst. bvi felst
i pessu auda rymi moguleiki & heild, ekki pé fullri af hlutum heldur fremur



sem opnu rymi moguleika af pvi ad stadurinn er laus vid ba. Pannig er
témid eins og hin hlidin 4 heildinni.

Pad sem er eftirtektarvert vid Roni Horn og adra listamenn sem fjalla um
eydileggingu & dbyggdum hélendisins | verkum sinum er hin mikia naum-
hyggia | sjénraenni framsetningu beirra & landslaginu. bar rikir augljds
tregda til ad hlutgera landslagid sjonraent. Sjénraen framsetningin er
gitralik Gllum glansmyndum af landslagi sem leggja Aherslu 4 fegurd pess
eda glesileika. betta er afar dhugavert vegna pess ad slik pdstkort og
ljesmyndir hafa leikid mikilveegt drddurshiutverk | umhverfismaladeilunum
um virkjunarframkvaemdirnar 4 halendinu. bessi tilhneiging til minimaliskr-
ar og raunsannrar framsetningar & landslagi blasir vid | tveimur deemum
sem ég vil glarnan nefna.

Olafur Eliasson ljgsmyndadi alla &na Joklu Gr lofti, jokulsa sem hefur verid
stiflud, og skrdsetti hvernig hin leit Gt & medan hin streymdi enn dheft
a einkar hlutl=gan, raunsannan og jafrivel kuldalegan hatt. Pad er nasst.
um eins og listamadurinn hafi tekid dna, lagt hana & rannsdknarbord eins
og sjukling og liésmyndad hana lid fyrir [id til ad skrasetja hana.'* Ljés-
myndirnar eru einnig sambzerilegar vid rannséknir unnar fyrir landmazling:
ar vid gerd landakorta. Ligsmyndirnar eru heimild um hinstu mynd lands-
lagsins eins og pad var fyrir eydileggingu. Ain rennur ekki lengur ébeisiud.
Stiflan og nedanjardargtngin sem henni hefur verid veitt | hafa beint rennsli
hennar [ annan farveg og beislad pad,

| Archive — Endangered Waters eftir RGri sem synt var & Feneyjatvizeringnum
2003 eru myndir af 52 fossum an nokkurs umhverfis. LiGsmyndirnar eru
innrammadar og radad | staedu. Pad er haegt ad draga fram eina mynd i einu,
horfa & fossinn og hlusta um leid & upptoku af hijédum hans. Listaverkio
er skra um fossa sem hefur verid stkkt eda purrkadir upp vid virkjanafram-
kvaemdirnar. Fossarnir eru mjog apekkir, hijéma svipad en allir eru peir
einstakir, eiga sér nafn og sérkenni. Yfir myndargdinni hvilir glétunin sem
vofir yfir pessum fossum pegar beir voru myndadir. Pad eina sem na er eftir
eru ljésmyndir og upptohkur,

Obeislud & er aldrei eins. Lissmyndir Olafs syna kyrrstaedar myndir af anni
rétt eins og upptokur Rariar af fossum festa & band faein andartok [ nidn.
um begar peir hrynja endalaust nidur kletta. Pad er eins og badir listamenn
séu, hvor a sinn hatt, ad vardveita dna & hinstu andartSkunum. Hefdi &in
haldi¢ dfram ad streyma Gbeislud hefdi han lika haldid afram ad breytast,
Hin flaedir annad veifid yfir bakka sina, hin kann ad breyta um farveg 4
koflum og svo framvegis. bvi leggja listamennirnir dhersiu 4 sibreytilegan
svip nattdrunnar. Sjonraen tdlkun sem velur andartak af pvi ferli ad verda
til getur aldrei gert nattdrunni géd skil af pvi ad & neesta andartaki hefur
hin breyst.



bessi deemi hafa verid sett fram til ad syna ad list er einn vettvangur heim-

“spekilegra vangaveltna um tengsl okkar vid nattdruna. Allir listamennirnir
sem voru nefndir eiga bad sameiginlegt ad peim er umhugad um fagurfraedi-
lega skynjun & nattdru og landslagi. Megindherslan er ekki 16gd & hvernig
listamadurinn sér nattdruna, talkar hana og lysir. Landslaginu er lyst eins
litid og haegt er og | bvi birtist andot gegn klisjum i sjénraenni framsetningu
& nattarunni. Roni Horn vill T raun ad petta landslag sé ekki neitt. Ymsir
stadir ati | nattdrunni hafa ordid ad pdstkortalandslagi, stodum til tiltekinnar
upplifunar af nattdrunni, og likjast | peim skilningi sifellt meira skemmti-
gordum. Listraenu damin sem vitnad var til hér snoast 8l um ad fordast
bé upplifun af nattirunni sem hzegt er ad verda fyrir 4 slikum stodum, svo
framarlega sem farid er pangad til ad odlast upplifanir sem eru hugsadar
upp og kynntar [ peim tilgangi ad markadssetja ferdamannastadi.

MNaumhyggjuframsetninguna ma einnig talka sem breytingu a sjonarhorni.
Aherslan er ekki 16gd 4 bad sem vid aukum vid nattdruna med framsetningu
okkar heldur &hrifin sem néttiran hefur 4 okkur, andrimsloftid sem vid
getum opnad okkur fyrir og skynjad. Til ad nattdran geti haft dhrif & okkur,
til ad vid getum skynjad hana, purfum vid lika ad losa okkur vid sjénreena
frarmsetningu & henni, Témid skapar svigram fyrir nyja upplifun. Parna er
bui ekki um pad ad razda ad listin bendi okkur a hvad vid sttum ad sja og
akveda med pvi moti hvemig vid sttum ad skynja eda upplifa nattiruna.
bannig faum vid aftur & méti ad upplifa nattdruna sem eitthvad annad. Pad
er ekki hitt | pvi sama heldur hitt i 8llum sinum fijolbreytileika, svo vitnad s
til Irigaray.'® Slik afstada skapar tom fyrir Sendanlega moguleika. Ef madur
virdir framandleika bess sem madur stendur andspaenis pa vidurkennir
madur ad pad geti sifellt komid manni & dvart vegna pess ad pad er aldrei
hzegt ad skilja til fulls.

Er ba til einhver heildarkennd 1 slikri upplifun af framandleika nattdrunnar?
Ef til vill & bann mjog akvedna hatt sem framandleikinn sem vid stondum
frammi fyrir [ pvi sem vid getum kallad heildar-upplifun veldur okkur furdu.
Hann vekur hjd okkur dttablandna lotningu og pad kallar sidan fram frum-
spekilegar vangaveltur um hid staerra samhengi hlutanna og sess okkar,
sem stundum er sérkennilega framandi, innan pess. [ raun hefur p& upp-
lifun af heild | nattdrunni sndist upp | pad ad vera sd upplifun sem synir
okkur ad heildarsamhengi hlutanna er manninum Shéndlanlegt.
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holeness, otherness and nothingness in experiences of nature?

igridur Porgeirsddttir
sociate Protessor of Philosophy at
e University of lceland

A philosophical conception of wholeness is problematic. For one, the con-
ception of wholeness is commaonly associated with a premodern worldview.
According to predominant streams within ancient philosophy the cosmos
was thought to be a rationally ordered whole in which everything has its
place in accord with laws of harmony and principles of proportion. But
even though ancient cosmology did not survive the modern warldview that
emerged with the rise of modern science, the idea of wholeness did not
go completely overboard with the idea of a rationally ordered totality of
the cosmos. In 20th century European philosophy the idea of wholeness
is present as a metaphysical conception based on an existential experi-
ence, for example in Martin Heidegger's thought. He developed an idea of
an experience of wholeness in which one can sense everything that is as a
whole.? Without further clarification such an idea of an experience of whole-
ness seems vague and obscure. What is however interesting about it is that
it is pre-emptive of notions of wholeness, experienced in nature, encoun-
tered in some contemporary philosophical reflections on the matter. | will
take one philosophical reflection on a sense of wholeness as a particular
experience of nature as a point of departure, Such reflection reflects quite
a common idea, namely that one can have a sense of wholeness under cer
tain conditions in nature. Does it make any sense to speak of wholeness in
this context? And if so, what does it really mean to do so? What kind of an
experience of wholeness are we talking about?

Aesthetic experience of nature as wholeness
The lcelandic philosopher Pall Skidlason has in his book, Reflections at
Askja®, described how he had an experience of wholeness in the highlands
of Iceland. He describes how being at Askja, a caldera or a basin shaped
volcanic depression, in the wilderness north of Vatnajokull, the greatest
glacier in Europe, made him sense wholeness. What he describes is a con-
templative experience in wilderness that many people are familiar with. 1t is
not a religious kind of idea of wholeness, although it may have similarities
to it. It is rather a sense of belonging to a whole, and this whole, so Skila-
son makes him feel that he is part of the earth. A second characteristic of
this experience is that it gives one a sense of being whole as well. What do
these notions really entail? What do we mean when we say that we feel as
if we become whole? Skilason introduces another concept to support this
idea, and that is the notion of “relation”. That implies that one senses that
everything somehow feels related in this experience of wholeness. In order



to emphasize that this particular kind of wholeness-experience is depen-
dent on a place Skalason claims that one can also experience a sense of
wholeness in a urban environment, for example in a big city like Paris.

In the following | will elaborate what such an experience in a place, or an
environment, could entail. | will then compare it to different possible nations
of wholeness, in science and in arts, What is of interest to me is how ideas
about wholeness-experiences in nature reflect our relation to nature. | argue
against the idea of experiencing wholeness as a grasp of totality. Instead |
argue that a sense of wholeness one can experience in nature includes oth:
erness of nature. One can have a sense of nature as a whole, but at the same
time as something other and different. This kind of idea of wholeness is,
as will be argued, instrumental to counteract an attitude of dominance and
disrespect towards nature. Our tradition of Western, Enlightenment science
has given rise to dominance of nature with its core belief that nature is in
principle readable by science. But there is, like Sandra Harding writes, no
possibility of “one perfect scientific reading of nature's order.”* One cause
of the limits of nature's readability is its emergent character, Nature s
constantly changing, producing new phenomena, discarding others, which
repeatedly makes it foreign and other to us. The following analysis of whole-
ness with reference to notions of otherness and nothingness centres on a
certain kind of aesthetic and contemplative approach to nature.

In his reflections Skilason claims that the highland landscape around Askja
gives him a sense of whaleness, also in a temporal way so that past, pres.
ent and future come together in one. This accounts for how wild nature;
untouched by human workings and artefacts, can make us experience
nature as eternal and as such timeless compared to human life that has a
beginning and an end. A sense of whaleness is always conditioned by the
particularities and the attributes of the place at hand. This shows in what
way Skllason's idea of wholeness is different from the pre-modern sense of
wholeness as a logical, abjective ordering of reality as a whole. Wholeness
experienced as an aesthetic or contemplative experience in the wilderness
or in the city means experiencing some kind of unity with the whole of
things.

When a city is experienced in such a way it feels as if the enviranment is
alive and has similarities with a natural environment. That is one of the
reasons we speak of urban landscapes. In this context it is therefore useful
to recall the distinction between nature and landscape made by Joachim
Ritter. In his well-known article on “Landscape®, Ritter defines landscape
as a natural environment that one senses aesthetically® He differentiates
between a practical approach to natural landscapes and an aesthetical one.
It is of importance for Ritter to secure a possibility of appreciation of land-
scape that is not determined by utility and pragmatic concerns. For him



it is also a possibility of experiencing a sense of wholeness that modern
science with its reductionist methods and fragmented view of nature has
undermined. So the only possibility of recovering a lost sense of wholeness
of nature is according to Ritter an aesthetic experience of a landscape as
natural space.

The conceptions of wholeness Skilason and Ritter propose are however
rather speculative as they stand. | will therefore attempt to examine and
analyse further what it can mean to experience wholeness in nature. One
preliminary step in that direction is to distinguish it from ideas of whole-
ness found within the biosciences,

Without going into detail there is a holistic conception to be found for
example in the so-called system thinking developed by Fritjof Capra. Capra
argues that we are now shifting away from the mechanistic world of Des-
cartes and Mewton to a holistic, ecological view.® Capra calls for ecological
literacy that will enable us to create sustainable communities, social and
cultural environments that can satisfy our needs and aspirations without
diminishing the choices of future generations.

Another example of an idea of wholeness within the biosciences is Lynn
Margulis' theory of a symbiotic universe. Margulis is one of the advocates
of the so-called Gaia hypothesis.” The earth and its lower atmosphere are
according to this hypothesis a self-maintaining and self-regulating system
made possible by the activities of microbes and other life forms.

These are anly two examples of theories of wholeness or holistic approach.
es in ecological and biological sciences. Such research is currently upheld
by a relatively small group of interdisciplinary scientists. This approach
challenges both the fragmentation of science caused by disciplinary divi-
sions and the mainstream reductionist approaches that dominate scientific
thought within the various disciplines,

Conceptions of aesthetic experiences of wholeness could lend support
from such attempts. That is, however, not necessary. In fact it may be rather
problematic if we have Skdlason’s idea in mind. Theories of wholeness that
embrace the universe, the earth and human life are for at least two rea-
sons prablematic as a foundation for an aesthetic experience of wholeness.
For one, such theories are obviously scientifically controversial. Secondly,
encompassing ecological theories of wholeness can have political impli-
cations that are difficult to agree to. Aesthetic conceptions of wholeness
would be overloaded if they were to be founded in theories of this sort,
even though in many respects one can intuitively sympathize with them.
The experiences of wholeness Skilason has in mind cannot have the far-
reaching implications such theories have. On the basis of such aesthetic
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or contemplative experiences one can make claims about ane’s relation
to nature;, and how one conceives of nature and oneself in this relation. It
is however impossible on the basis of such experience to make any state-
ments about whether there are principles of wholeness according to which
life itself is organized.

The kind of experience of wholeness Skilason describes can only be under.
stood as a sensing of the whole of my life, here and now in this landscape.
It is not my life in terms of who | am as a specific person with a certain
cultural background, history, experiences and identity. It rather consists in
a transcendence of these contingencies of one's life. One is drawn beyond
narrow individuality. It is an experience of oneself in a much broader con-
text, as part of nature, as part of life itself as a circularity of becoming and
degenerating. It reminds one that one's life is temporal, but at the same
time also eternal as part of the cycle of life. One interpretation of Skila-
son's meaning is that through such an experience one senses oneself in the
larger scheme of things.

Nature's otherness

Skalason's reflections on wholeness experiences in nature belong in certain
respects to the tradition of the aesthetics of the sublime. But one common
feature of traditional conceptions of the sublime (as for example portrayed
in Kant's aesthetics of nature) is however lacking in Skilason's reflections.
A basic characteristic of the sublime is that it evokes an ambivalent senti-
ment. Against breathtaking, overwhelming natural landscape one senses
awe that is a mixture of joy and fright. Mature gives one life, and takes it at
the same time. We care about nature and are dependent on it, but nature
can live without us, doesn't really bother about us, Nature is therefore also
something else than us, something beyond us, something ungraspable. This
feeling has often been likened to locking into the abyss. In that sense such
a feeling also has much in common with existential philosophical ideas of
being in the world. For Heidegger the experience of wholeness in What is
Metaphysics? is coupled with an experience of nothingness.

In his definition of this experience of wholeness Heidegger distinguished
between everything there is as a whole ("das Seiende im Ganzen") and the
whole of everything (“das Ganze des Seienden"”).® The whole of everything
is for Heidegger the concept of wholeness according to the scientific view
of the world. Sciences are occupied with the analysis of particular things.
Matural and experimental sciences are “objective” for they examine and
analyse objects. The world is according to a scientific outlook the whole of
all the objects in the world. As opposed to this view Heidegger describes
the experience of everything as a whole as an existential experience. Such
an experience is triggered by a certain affective disposition (be it angst,



boredom or joy) that makes us experience and understand the whole of our
world in a unigue way. This affective experience has a cognitive content. It
makes us sense the whole of our existence at once, and aone of the basic
features of that wholeness experience is that this whole is conditioned by
nothingness. Nothingness is an obscure and enigmatic term. It is possible
to make sense of this term if we use it to describe quite a common type
of experience. For one, it is an experience of nothingness because all the
contingent facts of our lives, our cultural background and our status, i.e.
all the contingent facts that give us a feeling of security in our lives are
instantly swept away. So this is a basic feeling of unsettling or insecurity,
At the same time it is also a feeling that can have an empowering effect.
Heidegger claims that this experience of wholeness, in which nothingness
is like the mask of being, makes us care for our lives. In order to render the
idea of the experience of nothingness more plausible | want to "translate”
the obscure term of nothingness into the experience of the otherness and
difference experienced in nature. What could an attempt to do so entail?

For Heidegger the existential experience of wholeness/nothingness is not
dependent on any specific circumstances. The affective disposition that
evokes it (Heidegger calls “Stimmung”) can overwhelm one out of the blue.
The experience of wholeness in a natural landscape Skilason talks about
is on the other hand conditioned by that very landscape. Certain types of
landscapes offer the possibility of an experience of wholeness. One cannot
prescribe what attributes such a landscape must necessarily have, but it
has been argued that a wild and unspoiled natural environment is condu-
cive to such an experience. What is special about the landscape at Askja is
that one can really sense the earth in the process of making. Askja itself
was formed not 5o long ago in an eruption. The area is geologically active
and constantly changing, being reborn over and over again. This kind of
landscape can, due to its creative unpredictability not be described as a
harmonious whole. The workings of nature in this area are highly dissonant,
impulsive and variable. This is a landscape that makes visible how nature
is constantly becoming. The idea of nature’s otherness as unpredictability
thus implies a constant flux, change and difference. This becoming is a
phenomenon that we are subject to and are unable to control.

Artistic reflections on nature's otherness
For the last several years the Icelandic highlands have been the object of
a controversy that has split the Icelandic people more so than any other
political debate of the last decade. The lcelandic government along with
the National Power Company has just finished construction of the larg:
est gravel dam in Europe, the Karahnjikardam.? The largest dam in this
complex will measure almost 800 meters long and 200 meters high. Two
glacial rivers have been harnessed, 60-70 kilometres of tunnels built to




direct their flow, and land has been submerged under water. The largest
reservoir of almost 60 square kilometres has submerged grown land, nest-
ing grounds of geese, and breeding grounds of reindeer. The energy that
will be produced by the power plant will be sold to one sole aluminium
smelter in the rural area of the Eastern Fjords. The construction work was
accompanied by protests that have continued until this date. Artists have
been especially active in the protest movement. The artworks that have the
Icelandic highlands as their object offer in my view a distinct philosophy of
nature's otherness. As | have argued that means that these artists all try to
account for the otherness of nature as an experience of difference that is
also related to the notion of nature as constant becoming. Interastingly the
idea of nothingness also plays a role in one of these artistic renderings of
the wilderness experience.

Roni Horn is an American artist who has for the last two decades studied
lcelandic landscapes extensively and turned them into an object of her
work. She photographs landscapes and she also writes about her experi-
ences of them. In her view the highlands are special because of the void
and the nothingness one can experience. The highlands are a “nowhere”,
and being in the highlands offers thus the “rare tender, and wonderful®
experience of being nowhere, as she writes,

For Horn nowhere-places have become very rare, and they are very vulner-
able and need protection. “Nowhere” implies the notion of clearing and
having an empty space. In that sense it has affinity with the idea of nothing-
ness. Being “nowhere" and being “no one® (specific) also means transcencd.
ing narrow individuality the experience of wholeness entails. So this empty
space |s the possibility of wholeness, not as filled with parts, but rather
making it possible because it is void of them, The emptiness thus is like
the flip side of wholeness.

What is interesting about Roni Horn and other artists that are dealing with
the destruction of highland wilderness in their works is the highly minimal.
istic visual representation of the landscapes. There is an evident reluctance
to visually objectify the landscape. Their visual representations are a far
cry from any glossy photos of landscapes that underscare its beauty or
magnificence. That is quite interesting since such postcard:like photos have
for propaganda purposes been impartant in the environmental controversy
over the dam construction in the highlands. This trend of minimalistic,
factual representations of landscapes is evident in two examples | would
like to mention.

Otafur Eliasson photographed the whole river Jokla, the glacial river that
has been be dammed, from the air, documenting how it looked like while
it was still flowing freely in a very objective, factual, even cold manner. It



is almost if the artist took the river, put it on an examination table like a
patient, and photographed it piece by plece to document it. The photos are
also comparable to studies done for land surveys needed for the making of
geographic maps.!! The photos document the final stage of the landscape
as it was prior to its destruction. The river does not flow freely any more,
With the dam, and the underground tunnels it has been directed into, its
flow has been directed and controlled.

In Archive — Endangered Waters by Rarf, exhibited at the Venice Biennale
2003, there are pictures of 52 separate waterfalls, without any surround-
ings. The photos are framed and stacked in a row. One can pull out one
picture at a time, look at the waterfall, and at the same time hear the
recording of the sound of that same waterfall. This artwaork is an archive of
waterfalls that have been submerged or dried up in the course of the dam
construction. The waterfalls look quite similar, socund similar, but each one
is special, with its own name and characteristics. The series is imbued with
the death knell hovering over these waterfalls. What is now left are photos
and recordings.

A free flowing river is never the same. Elfasson’s photographs show static
moments of the river, just like Rari's recordings of the waterfalls pick out a
few moments of the sound of their endless falling down the cliff. It is as if
both artists, each in their own way, are conserving the river at its very last
mament. Had the river continued to flowing freely it would also continue
changing. It overflows periodically, it may change its course in places and
so on. These artists therefore underscore the emergent aspect of nature. A
visual representation that selects a moment out of a process of becoming
can thus never do justice to nature for it will have changed at the very next
moment.

These examples have been taken here in order to show that art is also a ven-
ue for philosophising about our relation to nature. Common to the different
artists who have been mentioned is how they are all concerned with percep-
tion of nature and landscapes. The emphasis is not on how the artist sees,
interprets and portrays nature. In fact these examples have been chosen to
show how certain artists protest against cliché types of visualization and
representations of nature. Many sites in nature have become postcard type
sceneries, sites for certain kinds of experiences of nature, and in that sense
more and more like amusement parks. The artistic examples cited here all
centre around avoiding the kind of experience of nature to be had in such
places, insofar as one goes there to have certain experiences that have been
conceived and promoted for purposes of marketing tourist attractions.

The minimalistic representations can also be interpreted as a shift of focus.
The emphasis is not on what we project into nature with our representa-
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tions, but rather on how nature affects us. In order for it to affect us, in
“order for us to perceive nature, we also have to free ourselves of visual
representations of it. The void creates space for a fresh experience. So
it is not a matter of art pointing out to us what we should notice, and so
~determining how we should see or perceive nature, That in turn allows us to
experience nature as something other. It is not the other of the same, but
the other in its great diversity, to use a phrase by Irigaray.'? One cannot fully
_control something or someone whose otherness one respects.

So is there some sense of wholeness to this kind of experience of nature's
otherness? Perhaps in the very specific way that the otherness that we are
confronted with in a wholeness-experience makes us wonder. It gives us a
feeling of awe, and that in turn makes us ponder on metaphysical ques-
tions about the larger scheme of things, and our at times strangely feeling
foreign place within it.
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Fra syningunni Dreams of the sublime and nowhere in con-

temporary lcelandic art, Bozar Brussel, 18/02-25/04 2008.

Ligsmynd/Photo Spessi



Um listamennina/0On the artists

Daniel Porkell Magnisson (1958)

spyr graglettnislegra, gagnryninna spurninga um pjddarimynd, tungumal
og pjédtakn. Hann byr og starfar | Reykjavik, / He asks ironic, critical quest-
ions about national identity, language and national symbaols, He lives and
works in Reykjavik.

Gjorningakldbburinn/The Icelandic Love Corporation: Sigrin Hrolfsdéttir
(1973), Joni Jonsdattir (1972), Eirdn Sigurdardéttir (1971).

Saman hafa paer sett 4 svid gjorninga og skapad muni, ljésmynda. og
videdverk frd 1996. beer spyrja gagnryninna politiskra spurninga og gera
oft grin ad neysluhyggju landans. Paer bla og starfa | Reykjavik. / They have
been producing performances, objects, photographs, and videos together
since 1996, They raise critical political guestions and poke fun at their
countrymen’s obsession with the consumption of luxury goods. They live
and work in Reykjavik,

Halldér Asgeirsson (1958)

Med skaldlegu imyndunarafli og greiningu sinni & efni og l6gun hlutanna i
anda gullgerdarmanna hefur hann tileinkad sér pa athafnatengdu hugsun
sem einkennir hefdbundna asiska menningu. Hann byr og starfar | Reykja-
vik. / His poetic imagination and his alchemist analysis of the matter and
the shape of things have brought him close to the performative thinking of
traditional Asian culture. He lives and works in Reykjavik.

Hrafnkell Sigurdsson (1963)

Vidfangsefni hans eru ostodug tengsl menningar og nattdru | samtimanum
og addrattarafl rusls og Grgangs. Med narmyndarsyn sinni af grunnpattum
hversdagsleikans leikur hann sér ad kenndum & bord vid pra og vidbjod.
Hann byr og starfar | Reykjavik. / He examines the unstable nature - culture
relationship of contemporary world and the seductiveness of waste and
garbage, His close-up vision of everyday elements plays with feelings of
desire and repulsion. He lives and works in Reykjavik.

Hreinn Fridfinnsson (1943)

er dsamt Kristjdni Gudmundssyni einn af fremstu konseptlistaménnum
landsins. [ einfaldleika sinum og gagnsaei eru verk hans [ senn ljédraen og
frumspekileg. Hvort heldur i ljosmyndum, teikningum eda glerinnsetning.
um byggjast verk hans & einféldum goldrum ljéssins. Hann byr og starfar
i Amsterdam. / He is with Kristjan Gudmundsson one of Iceland's leading
conceptual artists. His works are both poetic and metaphysical in their sim-
plicity and transparency. Often based on the simple magic of light, whether
it's in photography, drawings, glass installations, or ready-mades. He lives
and works in Amsterdam.



Kristjdn Gudmundsson (1941)

er asamt Hreini Fridfinnssyni einn fremsti konseptalistamadur landsins,
Verk hans taka 4 sig mynd ,innan spennunnar sem rikir milli einskis Og ein-
hvers®. Med strangri naumhyggju sinni kannar hann edli efnivida af hrifandi
beinskeytni. Hann byr og starfar | Reykjavik. / He is with Hreinn Fridfinnsson
one of Iceland's leading conceptual artists. He works “within the tension
that exists between nothing and something.” Through his sharp minimalist
aesthetic he explores the essence of materials and thought with a mind-
blowing straightforwardness. He lives and works in Reykjavik.

Olga Bergmann (1967) & Anna Hallin (1965)

Likt og madurinn skodar nattiruna | anda visindamenningar virda Olga
Bergmann og Anna Hallin nattdruna fyrir sér Gt frd beim grunnpattum
menningarinnar sem skilyrda nattarusyn okkar. Pzer bia og starfa | Reykja-
vik. / As man sees nature through the culture of science, QOlga Bergmann
and Anna Hallin look at nature through the cultural elements that condition
our vision of nature. They live and work in Reykjavik.

Olafur Eliasson (1967)

hefur kannad frumpzett| nattGrunnar eins og beir birtast | islenskri nattdru
og nytt sér sem innblastur og upphafsreit fyrir fiolda verka og liGsmynda-
innsetninga. [ flestum verka hans gegna heimspekilegar hugmyndir um
skynjun og spurningar um hvernig likamar okkar tengjast heiminum lykil-
hlutverki. Hann byr og starfar | Kaupmannahtfn og Berlin. / He has explored
leelandic nature and natural elements as source for inspiration and point
of departure for numerous constructions and photographic installations.
Philosophical notions of perception and questions about how our bodies
hold to the world are the crucial element in most of his monumental instal-
lations, He lives and works in Copenhagen and Berlin.

Pétur Thomsen (1973)

var valinn einn af 50 ungum liésmyndurum framtidarinnar fyrir ljgsmynda-
syrpu sina Adflutt landsiag. | myndum hans, sem syna umbreytta nattiru,
er f6lgin gagnrynin og tvieggjud upphafning landslagsins eins og pad birtist
med sem tilkomumestum og hrikalegustum heetti. Hann byr og starfar |
Reykjavik. / He was selected in 2005 as one of reGeneration 50 young
photographers of tomorrow, for his series Imported landscape. His photo-
graphs representing transformed nature are a double-edged critical subli-
mation of a landscape in its most magnificent and frightening visions of it.
He lives and works in Reykjavik.

Ragnar Kjartansson (1976)

starfar jofnum hondum sem myndlistar- og ténlistarmadur og litur & sjalf-
an sig umfram allt sem gjorningalistarmann. Fra 2001 hefur hann unnid
ad videdlistaverkum, mélverkum og innsetningum. Verk hans einkennast



af samspili matsagna, hryggdar og gledi, hryllings og fegurdar, drama og
kimni. Hann byr og starfar | Reykjavik. / He works simultaneously as an art-
ist and a musician and considers himself mainly as a performance artist,
Since 2001 he has made videos, paintings and installations. His pieces are
characterised by the interplay between contradictions, sorrow and happi-
ness, horror and beauty. drama and humour. He lives and works in Reykja-
vik.

Sigurdur Gudjénsson (1975)

Kvikmyndalist og ténlist, hljéd og ljés — hvort tveggja er jain mikilveegt
i myrkum frasognum hans. | peim mé segja ad listamadurinn preifi sig
afram med pa finlegu kennd sem Ghugnadurinn vekur. Hann byr og starfar
i Reykjavik. / Cinematographic and musical elements, sound and light, are
equally important in dark atmospheric narratives where the artist explores
the fragile feeling of uncanny realities. He lives and works in Reykjavik.

Spessi (1956)

Fair ljésmyndarar hafa tekist & vid peer skyndilegu og &heftu efnahags- og
piddiélagsbreytingar sem ordid hafa undanfarinn aratug. Spessi dregur fin-
lega markalinu milli hins hversdagsiega og hins dvenjulega i stadfradilegri
rannsékn sinni & [slandi samtimans. Hann byr og starfar | Reykjavik. / Few
photographers have been dealing with the crude and sudden economic and
social changes that have been taking place over the last decade. Spessi
traces the frail border between the ordinary and the extraordinary through
topographic investigation of contemporary lceland. He lives and works in
Reykjavik.

Vigfis Sigurgeirsson (1900-1984)

nam ljésmyndun | byskalandi & fjérda aratugnum. Hann var undir ahrifum
MNyju hlutlgninnar innan ljésmyndalistarinnar og vard einn mikilhaefasti
ligsmyndari og heimildamyndagerdarmadur & [slandi. / He studied pho-
tography in Germany in the 1930's, influenced by the New Objectivity in
photography, he became a prominent photographer and documentary film
maker in lceland.



Vigflis Sigurgeirsson, Landslag/Landscapes, 1928-1930












Listi yfir j6smyndir og verk/List of works and photocredits

Daniel Porkell Magnisson (1958)
So Fucking Peaceful
2001, (60=70), superchrome, Gr safni listamannsins/courtesy of the artist

OK
2001, (60x70), superchrome, dr safni listamannsins/courtesy of the artist

MNordrid/The North
1998, (60x60), superchrome, Gr safni listamannsins/courtesy of the artist

Gjorningaklabburinn/lcelandic Love Corporation (Sigrin Hralfsdattir (1973),
Jonl Jonsddttir (1972), Eirdn Sigurdardottir (1971)
Gestrisni Tjaldkonunnar/The Tent Lady's Hospitality
2008, innsetming/installation, DVD, tjald/tent, Reykjavik Art Museum.
Ljésmynd/Photo Bernhard Kristinn Ingimundarson

Dynasty
2007, video. Ljgsmynd/Photo Bernhard Kristinn Ingimundarsen

Halldér Asgeirsson (1956)
Jardeldhis/Earth Kitchen
2002/2005, ur safni listamannsins/courtesy of the artist

Oendanlegt/Endless
2001, dr safni listamannsins/courtesy of the artist

Hrafnkell Sigurdsson (1963)
Coldhouse
2004/2008, innsetning, OVD, sjorvdrp og grédurhis/innstallation, DVD, TV
screens, and greenhouse, (180x180x120). Lijosmynd/Photo France Demarbaix

Sixth Conversion
2006, laserchrome print, diasec, (110 x 165 lokud/closed 110x330 opin/
open). Ligsmynd/Photo i8

Hreinn Fridfinnsson (1943)
Fyrir ljés, skugga og ryk/For Light, Shadow & Dust
1994/2007, gler og gullpynna/glass and gold foil, (1/4 horn/corner), Gr
safni listamannsins/courtesy of the artist. Ljdsmynd/Photo i8

Kristjan Gudmundsson (1941)
Bla faersla/Blue Transmission
1998/2006/2008, innsetning/installation, pappir, blek og 2 floskur/paper,
ink and 2 bottles, 5x(126x90cm), courtesy of the artist. LjGsmynd/Photo
Galleri Riis, Oslo
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Olga Bergmann (1967) & Anna Hallin (1965)
Leidangur/Expedition
2007, vidur, DVD og sj6nvérp/wood, DVD and TV screens, {50x190x90), dr
safni listamannanna/courtesy of the artists

Olga Bergmann (1967)
Panorama
2001, klippimynd prentud & striga/collage printed on canvas, 3x(245x400),
ur safni listamannsins/courtesy of the artist

QOlatur Eliasson (1967)
Jiklaserian/The Glacier Series
1999, C-prints, 42x(32x48,25), Listasafn [slands/Mational Gallery Iceland,
Litsmynd/Photo Listasafn [slands/MNational Gallery lceland

Jokla/The Jokla Series
2004, C-prints, 48x(37, 8x55, 8), Kauphing. Lj6smynd/Photo Terje Ostling.
Courtesy of the artist

Pétur Thomsen (1973)
Adflutt landslag/Imported landscape
2003-2006, laserchrome print, diasec, 3x(120 x 150), ir safni listamannsins/
courtesy of the artist

Ragnar Kjartansson (1976)
Samviskubit/Guilt Trip
2007, video, innsetning/installation, dr safni listamannsins/courtesy of the
artist, Lidsmynd/Phato Stephan Stephensen

Sigurdur Gudjonsson (1975)
Leysing/Ablation
2008, video, innsetning/installation, Gr safni listamannsins/courtesy of the
artist

Spessi (1956)
Location
2005, laserchrome print, diasec, 4x(100x120), Gr safni listamannsins/cour-
tesy of the artist

Vigfis Sigurgeirsson (1900-1984)
Landslag/Landscapes
1928-1930, dr safni erfingja listamannsins/courtasy of the family of the
artist
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pa islenskir samtimalistamenn hafi kollvarpad pjodlegrl natturusyn er samspil lista og nattiru enn sem fyrr
apriglandi uppspretta nyrrar synar & landid. Med gagnrinum hatti er hér hugad ad dlikum hugmyndum islenskia
listamanna um egifeglrd og traefi og synt hvernig tregafull, hadsk eda politisk afstada peirra birtist T nyjum verkum.
/ Even though contemporary Icelandic artists have turned their back to national understandings of the lantscape,
nature-art relations continue to trigger off new visions of the land. This is a critical exploration of the notions of
nowhere and sublime In their many. manifestations, whether melanchalic, ironic or radically ecological,

Verk eftir/works by Danjel barkel Magnisson, Gjorningakldbbinn/lcelandic Love Corporation, Halldor Asgeirssaon,
Hrafnkel Sigurdsson, Hrain Fridfinnsson, Kristjan Gudmundsson, Olgu Bergmann & Onnu Hallin, Olaf Eliasson, Pétur

Thomsen, Ragnar Kjartansson, Sigurd Gudjénsson, Spessa, Viglis Sigurgeirsson,

Syningarstjori/curated by £sa Sigurjonsdatiin




