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Hreyfing
augnablikaina

Eina og heiti syningarinnar, Hreyfing augna-
bliksing, ber med sér, eru med henni konnud
umbreytingarafl, Oll listaverkin tengjast
framvindu og breytingum. Pau eru Gtkoman dr
apersenubundnum og Svissum verkferlum sem
listamennirnir atydjoat vid til 08 breyto efnividi
sinum, faara hann dr einu datand) | annad.
Endanleg daynd listaverkanna er ofyrirsegjanleg,
par ed listamennirmir leyfa efnafradilegr virkni
efnividaring ad vinna upp 4 sitt eindemi, od mestu
an afskipta of hends listomannana. Hér beinat
athyglin od framvindu sjatfrar umbreytingarinnaor.
Listaverkin sem getur ad lita o bessari ayningu
enu formbirtingar verkferlanna og paar bera merki
timana sem virknin tekur. [ pessu sambandi er vid
heafi od vitna til orda Johanna Eyfells, sem sagoi
Lsamfellur” sinar ,gefa okkur faer & 0d hlaupoat
eitt augnablik undan merkjum timans til od geto
& honum bragda fyrir eitt augnablik”.

Vid ajdum hina dvissu verkferla vinna
a mismunand mata | verkum pessora sex
listamanna. , Tausamfello® Johanns Eyfells er
gerd dr stranga of gegndrapu toul sem hefur
legid @ blautri mold | nokkrar vikur, og ofan a
b ymisir hlutir O mamunandi malmi. Pryatingur
pyngdaraflsins og virknl efnanna setja mark
sitt & tousd dn pesa od listomaduring atjémi
utkemunni, | Efnislandsiégum sinum, sem enn
eru i vinnalu, gerir Gudrin Einorsdottir tilraunir
med mismunandi tegundir og magn oliu, oliulits
oq oliuibléndunarefna til od breyta og teygjo
@ pwi hvernig malningin pornar. Pornunartiminn
getur venid |2-14 manudir og jofnvel lengr,
eftir pvi hvernig efnunum er blandod saman.
Markmidid ar ekki o préo odferd sem leidir of sér
fyrirsegjanlega dtkomu, heldur fremur od breyta
g auka figlbreytileika prounarferlising. Harpa
Arnadattir ber a strigann I5g of litardufti ag limi,
aem gerir od verkum ad striginn dregat soman
og mykist a vikl, sam veldur pvi od ylirbordid
werdur alaett éitreiknanlegum sprungum. Hita-
og rokastig umhwverfising hefur sva pau ahrif ad
mdlverkin holda mégulega afram od springa og
breytast lengi eftir od listemadurinn hefur lokid®

verkl sinu, sem ad ainu leyti gerir hugmynding
um verklok” merkingariausa, Verk fré arinu
2005 eftir Rognu Rabertadottur samanatendur
einfaldlega of fagdn alfurplty sem hangir &
vegq og listamaodurinn hefur leyft od fallo . Ferlid
heldur afram ava leng sem ailfrid er berakjaldad
fyrir andrimaloftinu og birtunni, sem volda pwi ad
ylirbord beas dékknar og skiptir litum, Undonfarid
hefur Rogna unnid verk mad byi ad leysa upp salt
i votni og hellt soltupplauaninni yiir glerplétu, par
sem saltid kristallast af ajalfu sér | ymaum farmum
og myndum medan votnid i lawsninni guior upp.
Og i sinni nyju ljdsmyndosyrpu notast Solveig
Adalsteinaddttir hvorki vid myndavél né linsur til
ad stjgma ljdamagninu. Hin hefur filmuna ovarda
i myrku herbergi | talsvert longan tima og latur
[je2id sem Jlekur” inn i ryrmid um od skapa farmin
sam featast 4 yfirbordi filmunnar. Lokarahrodi eda
[jeaop hefur ekkert med dtkomuna of gera, Ekki
er hiegt od apd neinu fyrir um hvermnig ljéamyndin
mun lita Ot og pad verdur ekki ljdst fyrr en filman
hefur verid framkaliud, | myndbondsinnsetningu
ainni (eina verkinu d syningunni sem fellur undi
hefdbundna skilgreiningu & Jtimatengdum”
midlum) hefur Par Elis Palason I6tid tilviljun rada
i hvernig tveer myndbandsvarpanic mastost
d sama tjaldinu, svo od fyrir vikid mynda paer
sibreytilegt sjénarapil sem kemur & Gvart med
tengingum ainum,

Enda pétt listamennirnir hafi kamist upp
4 log med adferdir sinar eftir miamunandi
leidum, ba tengjost peir greinilega innbyrdia i
dhuga sinum 4 tima, breytingum og kénnun a
efnislegum eiginleium. Slikur ghugi er oudvitad
engin nylunda i listinni. Skemmat er ad minnost
fyrimennara @ bord vid Dieter Roth og Kristjan
Gudmundason. Pegar drid 1969 akopadi Rath
listoverk Gr matvaelum, til 0d myndao osti sem
hann lét mygla og skemmaat. Og soma ar
gerdi Kristjan Gudmundsson ainn alreemda
Umhverfisskilptdr (Environmental Sculpture)
med pvi ad skilja eftir stroubratti umn skeid inni |
hananakefa ag léta hansnaskitinn pekjo ylirbord
peas med datreiknanlegu mynatri. Eldro fordasmi,
aam slar tdninn fyrir Dieter Roth og er ahugavert
vidmid fyrir hid ovirdulego uppataeki Kristjans, er
Stora glerid (Large Glass) eftir Marcel Duchamp.
Arid 1920 lagdi Duchamp ridu dr Stdra glerinu
flata & tve bikka | vinnuatofu sinni og lét hana
safra ryki megnid of drinu medan hann sjalfur
var flarverandi. Eftir od hafa fengid vin sinn,
listamanninn Man Ray, til ad festa dtkomuna @
filmu, fenga hana med peirr vidfraegu ljoamynd
Ryktimgun (Stdra glerid hans Duchamps med
minnispunktum ur ryki) (Dust Breeding (Duchamp’s



Harpa Arnaddtoir, Sprungsverk)
Surfacs of Wesory, 2007.

Gudrim Einarsdbttir, Efmis landalag/Vaterial
Landacape, 3011,



Large Glass with Dust Notes)), strauk Duchamp
burt nokkud of rykinu an akildi eftir hluto pess sem
heann festi voranlega vid glerid. Pod sem er svo
sldandi og eftirtektarvert vid petta snemmborna
verk Duchompa er od hann kom sjalfur hvergi
naarr i sképun pesa, ekki frekar en § sinum fundnu
hiutum {, ready-made”) verkum sinum, heldur
leyfdi pvi ad verda til af ajdifu sér,

Riétt @ina og svo oft hefur gerst hvad
snertir byltingarkenndar adferdir Duchampa,
hefur dakipuleg uppsdfnun hans @ ryki ordid
od vidmidi | somtimalistskBpun, Fra einum
listamanni til onnars eru hinir dnssu ferlar
aamt sem adur afar fidlbreytilegir og Gtkeman
mismunondi, og somuleidis hugmyndafradin
ad baki listaverkunum. Til ad dtta sig betur 6
pvi hwad tengir saman listoverkin a symingunni
Hreyfing augnabliksing, er pvi mégulega
gagnlegt od bera pou saman vid adrar leidir
sem listamenn hafa forid, svo sem vel pekdt verk
sam Robert Rouschenberg gerdi i virdingarskyni
vid Ryktimgun, verkid Ledjumalverk (handa
John Cage) (Dirt Painting (for John Cagel).
[Rauschenberg vard fyrir dhrifum frd John Coge,
ouk Duchamps, og ekki aist tifraunum hina
fyrrmefnda med margvislega tilviljunartakni
i tonlistarskopun sinni)  Maherkid®, sem var
unnid arid 1953, var odollego gert Or ledju sem
war pryst | tréramma med botni sam var svo
hengdur upp @ vegg. Myglo sem myndodist &
ledjunni skapadi breytileg litbrigdi og =a til pess
od verkid var stédugt | praun. | skyldu listaverki,
Vaxtarmalverki (Growing Painting), notodi
Rauschenberg einnig grasfra sem hann vokvodi
doglega g lét spretta dn frekan afakipta. Eftir &
ad hyggjo ma segja od Rauschenberg hafi verid
forspar um jard-listaverk med vidurkenningu ainni
4 jardvegi sem gjoldgengum efnividi listaverka.
En listaverkin sam sj& mad d symingunni Hreyfing
augnabliksins virdeat Iita annarn rokvisi. Hér
eru bad ekki nattiruleg efni heldur nattiruleg
&fl sem eru | brennidepli. Pegaor Johann Eyfalls
notar lifreena ferlo og latur ba um od setja
mark sitt & samfellur sinar, beitir malmhlutum og
vidwvarandi byngdaraflapriating til od stimpla
touid med merkjum og myndum, verdur (tkoman
Iykeill od peim kréftum aem hafa ahrif & tauid,
Soma mad segjo um ba akilptura hons sem eru
unnir med svipudum odferdum og samfellurnar.
Patt peir likist hrauni, ba eru peir ekki syni of
jardfradilegum fyrirbarum i sama skilningi og
verkin eftir Rouschenberg eru syni af jordvegi.
pegar Johann hellic bradnum malmi i halur i
jardinni og leyfir honum od storkna of ajalfu sér
og mynda skdlptara, er pad fremur markmid hana

o gefo demi um pd krafta og pa edlisfraedilegu
framvindu sem getur of sér hrounid med pvi od
I6ta nattirudilin eiga beinon batt | od mata
malminn. Verk hans eru matud of pyngdaraflinu
og lofthrystingi vid tilteknar adatmdur sem og
peim tima sem pod tekur natturuleg fyrirhaen od
myndast.
Hinir listomeannirnir sem eiga verk a syningunni
fylgja svipudum leidum og Jéhann, Med pvi
ad nota efnafradilege eiginleika til ad koma
af stad dviasum verkferlum — med pvi od ldta
lim skreppa saman, saltknistalle myndast,
blanda eliumalningu & misjafnan hatt, og lata
[joanzamislag filmu bregdast vid birtu - eiga
listamennirnir pod someiginlegt med hanum
ad peir ayna okkur virkni hinnar nattarulegu
framvindu eina og hin er | margvisleika sinum,
Pannig od pegar Sdlveig Adalsteinsddttic
laetur filmuna alfand um pod od safna i aig
ljGainu, an bess ad stidma pvi @ nokkurn hatt,
er alveg ljgat od han er ekki 0d reyna od ,ng”
spanraenum myndum of dpreifanlegum hiutum
heldur fremur ad na timanum inn | myndirnar.
Markmid hennar er ekki od skapa tilkanir, Pétt
runginn fldturinn a hvitum mdlverkum Hérpu
nadattur likist aprungu yirbordd jakuls, ba ar
pod ekki vegna pess ad hin hofi malod jokla
eda biid til is-mdlverk heldur vegna beas ad
ylirbordid a malverkum hennar hefur sprungid
i rauntima & likan mata og jokulis. Cg minni
Efnislandsidg Gudrinar Einaraddttur okkur a
ummarki um eldgos, ba er bod vegna peas ad
verkin hafo of sjalfu sér tekid a sig pessi form
fyrir tilverknod efnafraedilegror framvindu, Salt-
myndanir Régnu Rabertsdattur minno okkur
ekki endilega & landalag en paer fylgja sdmu
rakréttu framvindu par sem paer verda of ajalfu
sir of saltkristallobreidum, eins og uppbornadur
hafsbotn, fyrir tilverknad dpersonubunding
framgangs timana, Sidast en ekki sist ma nefna
ad pegar Por Elis notar myndir af nattdrunni
i myndbandainnsetningu sinni, par sem hann
vottar Johanni Eyfells virdingu aina, er had ekk
i peim tilgangi gert od fanga birtingarmyndir
nattirunnar med kvikum myndum, heldur til 0d
léta efnividinn sem hann notar lita hinum Gvisau
verkferlum og a pann hatt, | anda verka Johanns,
~gefo okkur faen & 0d hloupost eitt ougnaoblik
undan merkjum timans til ad gata aéd honum

bregda fyrir eitt augnablik®,

Hafpdr Yngvasen,
syningaratjori.
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Power
of Passage

Aa the tithe suggests, the exhibition Power of
Passage explores the forces of tranaition. All of
the artworks presented involve progression and
change. They are the outcome of impersonal
and indeterminate processes that the artists
use to transform their matenals from one stote
inte another. The final forma the worka take

ore unpredictable, as the ortista allow the
dynamic chemical reactiona of the materials to
wark on their own, largely without interference
of the artista’ own hands, The attention is on
the progression of the transformation itself.
The artwerks that we see in the exhibition are
manifestations of the processes and they are
marked by the time invalved, As Jéhann Eyfalls
has said of his “collapaions,” they afford us an
opportunity to momentarily farsake time in order
to momentorily catch a glimpse of it.”

We soe these indeterminate processes at
work in different ways in the art of the six artists
represented. The “clath collopaion” by Jéhann
Eyfells is composed of o sheet of absorbant
cloth that haa lain in a bed of slurry for a period
of several weeks, topped with various metals
and alloys. The gravitational pressure and the
chemical reactions of the materials imprint
a pattern of marks on the cloth without the
artist controlling the outcome. In her ongoing
Material Landscape Project, Gudrin Einaraddttic
experiments with varying types and quantities of
oil, pigments and salvents to change the woy the
paint dries, The drying time may last [2-14 montha
or longer, depending on the blend of chamicala.
The goal here i not to develop a formula that
will result in o predictable cutcome but rather
to vary the results and subject them to chance.
Harpa Amadattir paints her canvases with
layers of pigments and glue, which makes the
convas contract and soften, cousing the surface
to crack in unpredictable ways. Responding to
temperature and humidity, the paintings may go
on cracking and changing long after the artist
ia “finished” with them, rendering the nation of
“finishing™ meaningless. A piece from 2005 by

Ragna Robertsdottir consists simply of o polished
silver plate hung on the wall, which the artist
haas allowed to become tarnished aa the silver
sulfate reacts to the oir and light. This pracess will
continue as long as the silver remains exposed to
the elements, cousing the surfoce to dorken and
change colors depending on the chemicals in the
atmosphere. In her recent work, Ragna dilutes salt
in water and poura the solution on sheets of glass,
where the salt crystallizes into shapes and forma
an ita own a3 it diies. And in her new senes of
photographs, Solveig Adalsteinsdttic doesn't use
o camera or lenses to control the light. Instead,
she exposes the film in a darkened room over an
extended period of time and allows the light that
“leaks” into the space to create forma on its own
on the film surface. Shutter speed and aperture
play no role in the outcome. It is impoasible to
pradict what the photograph will ook like; it
becomes clear only once the film ia proceased.
Finally, in a videa installation (the only work in
the exhibition that falla undear the traditional
definition of "time-bosed" art), Pér Elis Pélsaon
has allowed chance to determine how two video
projections come together so that, consequently,
they form constantly changing and surprising
connections.

Although these artists have arrved ot their
different methoda by different means, they
ara clearly reloted to one another through
their concerns with time, chance ond material
explorationa. These concerns are not new to art,
of course, The closeat precursors, geographically,
ara the worka of Dieter Roth and Kristjan
Gudmundason. Starting in 1969, Roth created
artworks out of foodstuff, such as cheese, which
he allowed to mold and decompoase. And in the
samae year, Kristjan Gudmundsson created his
notorious Environmental Sculpture by leaving
an iraning boord in a henhouse for a period
of time, letting the chicken waste gather in
unpredictable potterns on the surface of the
board, which he then displayed in an exhibition.
An earlier example, which setas the tone for Roth
and provides an intereating reference point for
Kristjan's irreverent act, ia Marcel Duchamp's The
Large Glass. In 1920, Duchomp ploced one of
the glass plates from the Large Glass honizontally
on a pair of sowhoraes in his studio and left it to
gather dust for much of the year while he was
away. After having hia friend, the artiat Man Ray,
record the outcome, which he captured in the
famous photograph Dust Breeding (Duchamp’s
Large Glass with Dust Notes), Duchamp wiped
some of the duat oway but left o section of it that



he adhered permanently to the glass, What is so
striking about Duchamp's ecrly work is that he
removed his hand entirely from the process of
making the work, juat as with his ready-maodes,
and allowed the process to happen unoasisted.
Aa hoa happened so often with Duchamp's
revolutionary approaches to art, his unatructured
accumulation of dust hos provided a paradigm
for contemporary art practice. The processes
of indeterminacy vary greatly frem artist to
artist, however, and the cutcomes are different,
as well os the intentiona behind the warks, To
understond better what connects the artwerks
in Power of Passage, it may therefore be helpful
to compare them to other approaches as well,
such as Robert Rouschenberg's well-known
homage to Dust Breeding, namely Dirt Painting
{for John Cage). (Rouschenberg was influenced
by Cage, as well as by Duchomp, particularly
by the former's use of various techniques of
randomnieas, such oa the | Ching, in his music.)
The “painting,” made in 1953, consisted entirely
of dirt preased into a wooden box frame that was
then hung on the wall. Mold growing on top of
the dirt created changing colors and a conatantly
develaping compasition. In a related piece,
Growing Painting, Rauschenberg included grass
ssads that he watered daily and let grow over
time. In retreapect, Rauschenberg's paintinga,
in his ocknowledgment of earth aa legitimate
material of art, may be said to have anticipated
earthworka. The artwarka gothered together in
Power of Passage seem to follow a somewhat
different logic, however. Here it is not natural

materials but natural forces thot are emphasized,

When Eyfells uses organic processes to imprint
upan his collopsiona, employing alloys and
sustained gravitational pressure to stomp cloth
with marka and images, the outcome ia an index
of the forces that affect the cloth. And if some
of his sculptures, which are created through
a proceas similar to the collopsions, look like
lava, they are not samples of the geological
phenomana, in contrast te Rouschenberg's work,
which exemplifiea earth, By pouring molten
metal inta holes in the ground and letting it
coagulate on its own to form sculptures, Eyfells
goalia rather to exemplify the gravitational and
atmospheric conditiona that help shape the lova.
The other artists in the exhibition follow
similar paths, Their uses of chemistry to instigate
indeterminacy—through the contraction
of glue, the formation of salt cryatals, the
manipulation of ail paint, ond the reaction of
photagraphic emulsion to light—share with

Eyfells in demonstrating the workings of natural
processes in their diversity. Thus when Sélveig
Adalateinadottir allows film to collect light an

its own, uncontrolled, she is dearly not trying

to "copture” the optical images of physical
objects but to copture the time invahed, If
Harpa Amadéttir's cracked field of white paint
resembles the cracked surfoce of a glocier, it ia
not becouse she has been pointing glaciers, or
maoking ice paintings, but becouse the surfaces
of her paintings have cracked, in real time,

like glacial ice. And if Gudriin Einaraddttirs

series of paintings Material Landscapes reminds
ua of valcanic formations, it is bacouse the
paintings have assumed those farma themaelves
through chemical processes over time. Ragna
Robertsdattir's salt formations may not remind
ua of landscapes but they follow the same

logic as they form themaelvea ina fields of solt
cryatals, like a dried-up ocean bed, through the
imperaonal process of time. And finally, when Pér
Elis, in his hamage to Eyfells, uses notural images
in hia video inatallation, it is, ogain, not to capture
naturol appearances through moving imeges
but ta aubject the material he uses to processes
of indeterminacy, and thus, in the apirit of Eyfells’
work, to “offord us on opportunity to momentarily
foraoke time in order to momentarily catch o
ghimpae of it.”

Hafpdr Yngvasen,
Curater.



