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Sara Bjornadottir

Vark S&ru BjSmaddttur 4 einkasymingu hennor i
A ol Hafnarhissing er sjatta verkid of pesaum
toga sam hin hefur unnid erlandis og hérlendis
a sidasthdnum dratug, bar sem hin hefur sleppt
hendinni af listhlutnum sem slikum. Pessa broun
i verkum Saru ma rekja til myndbandasverksina
Felumyndar (2001) sem segjo ma ad hafi
markod upphafid od gjdrbrayttri ndlgun

hennar vid liatakapuning. | verkinu HA leyair
Sara upp hid fasta rpmi med lfandi myndum

af bvi ajalfu sem falla hver inn | adra og skapar
nyja vidd, sibreytilega sjdnhverfingu sem gerir
aherfandanum kleyft od % dypra inn i rymid og
datta sig a somhengi pess vid listing, andrana og
virru hans sfalfs | gminu.

Sara Bjornadattir er fadd | Reykjovik drid
1942, Hin stundadi ndgm | Myndlista- og
handidaskdlanum og sidar vid Chelsea College of
Art & Design | London (MA]

Medal verka hennar md nefna Where s My Stuff
{Jattanir, Listosafn Faereyja, 2011), Es ist nicht die
kunst die stinkt es ist die galerie (Kulturpalost
Wedding International, Berlin, 20010}, Vima, E_q
vildi ad pi hefdir mairi tima og Salem Lights
[MBguleikar, Listosafn Reykjovikur, 2009), 1007
hewi biiti (Ferdalag, Listahdtid | Reykjavik, 2008),
Swartur [slendingur (Sirkus, Frieze Projects, Frieze
Art Fair, London, 2008), Intoxication (Gallery
Crystal Boll, Berlin, 2007), Hellirinn bak vid ennid
(Kling & Bong, 2006), Skilptir, skilptur, fokking
ket [Ny islensk myndlist [1: Um rymi og frasagn,
Listasafn lslands, 2005), Rugl i rymi (Sjénarhom,
Listasofn lalonda, 2003), Felumynd (Fljigandi
diskar og énnur undursamleg fyrirbaeri, Golleri
Skuggi, 2001).

Syningarstjori er Honna Styrmisdattir.

Sora Bjérnadottir's site-aspecific work at her solo
show in Gallery A ot Hafnarhiaid i the aixth
work of its kind, mode over the paat decade in
Iceland ond abroad, in which she hos let go of
the ort object as such. This tendency in Sara's
work can ba traced back to har wark Felumynd!
Hiding Picture (2001}, which may be said to mark
the beginning of an entirely new approach in her
art. In HA Sara dissolves the permanent space
with video imoges of the spoce itself, which
overlap one another to create a new dimenaion
- o constantly-changing optical illusion, which
enobles the obaerver to see farther into the
spoce, and raalise ita relationship with art, the
maoment and hia‘her own presence in the space.
Sara Bjrnaddttic was born in Reykjovik in
1942, She studied ot the lcelandic College of Arts
and Crafts (now leelond Academy of the Arta),
and later for an MA at the Chelsea College of Art
& Design (now part of the University of the Arta)
in Landon.
Her works include Whare is My Stuff [Jattanin/
Confessions, Faroe lslands Art Museum, 2000), Es
ist nicht die kunst die stinkt es ist die galerie/Tt's
not the art that stinks it's the gallery (Kulturpaloat
Wedding International, Berdin, 2010), Vima/
Intoxication, | wish you had more time and Safermn
Lights (Poasibilities = The Guémunda Kristinsdattir
Art Prize, Reyvkjovik Art Museum, 2009), 1001
Heavy Beauty [Journaey, Reykjovik Arta Featival,
2008}, Black Icalander (Sircus, Frieza Projects,
Frieze Art Fair, London, 2008}, Intaxication
{Gallery Crystal Ball, Berlin, 2007), The Cave
Behind the Forehead (Kling & Bong, 2004),
Sculpture, Sculpture, Fucking Culture (New
leelandic Art || = Moving Centres, National Gallery
of iceland 2005), Confusing Space (Sjonarhorn,
National Gallery of Iceland, 2003), Hiding Picture
{Flying soucers and othar wondrouws thinga,
Gallery Skuggi, 2001).

Curated by Hanna Styrmisdéttir.
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HS Eitt af bvi sem einkennir pig sem
listamann er gognrynin endurskodun og
endurnyjun, sem birtist med vidtakum haetti |
viarkum pinum. Pennan brad er haegt od rekjo
aftur til namadranna. Eg er ad velta fyrir mér
Héggmyndum (1995} | pesau sambandi

SB Eg veit akki hvort bod er sératik
endurskodun eda endurnyjun i pwi verki, en
aamt sem ddur var ég bar od leita od leid til ad
tja orkuna | gj@rmingum | foat efni. Med bvi od
gefa pornandi gifsinu pungt hnefahogg nee ég
andartaki og orku gjérningsina sem haggid er
og "fryati” pod sem gerist | efninu wvid orkuna fra
hégginu | tithimurm Haggmyndir er ég od leika mér
od tungumdalinu og tengja pad inn i listasdguno a
tvirmdan hatt

HS Pad er mjdg margt sem geriat | pessu verki
en pbod ma segio ad parna benir O sjénum i
fyrata 2inn ad listhlutnum sem taknmynd, od pvi
sem hann stendur fyrir, Peasa proun heldur sidon
afram ag tekur 4 sig afar shugoverda mynd i
Priledk (1999)

SB Pad ma segjo od | Prileik komi fram
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endurskodun, endurnyjun og uppreian byvi mér
fannat &g vera ad ajd mikid pod soma i list. Eg
fékk pa hugmynd od gera prjar ayningar maed
verdlausum hlutum i Slikum litum med dlikum
titlum og ayna 4 premur stédum & skdmmum
tima, 54 fyrata var Hiutur feqgurdarinnar a Maokka
Par voru hiutirnir malodir | gulu, roudu og bldu,
Petta var fegurdarsamkeppni mill hlutanna

pwvi od geastir voldu fegurata hlutinn. Naeat kom
Hugleidsla um list por sem sdmu hlutirnic vor
hvitmalodir, ndnast daynilegin, | budargluggo og
geatir gatu hlistod & hugleidslu sem ég samdi um
hwitt, tomt rymi. Pridja syningin hét Punglyndi hins
sanna listamanns. Par voru hlutirir svartmaladir
a gallerigalfinu og a veggnum atod: Gefdu listinni
spark, istamadurinn gefur bér leyfi til ad sparka

i verkin. Vidbrogdin voru dtrileg og margir nutu
pess 0d sparka i liating, bod var sparkod pilikt

i hona od bad komu git a veggina i galleriinu

og ljgan i loftinu brotnudu, En odrir leku sér od
hlutunum og rodudu peim upp i litha skilptira,
Liklega var ég byrjud ad pala barna, hvad byda
pesair lathlutir | rauninnd, hvad eru bair?




HS  Oghvoda gildi vid gefum peim, hvad bod
er | samféloginu sem akvardar pod. Mér finnat
ptta verk, sem tekur form priggjo syninga, sndast
um ad athjipa bod.

SB Ja, ofhjupun er dgaetis ljsingarord. Falki
fannst Hlutur fegurdarinnar snidug. Hugleidsla
urmn list pirradi. A Punglyndi hins sanna listamanns
attodi folk sig 6 od petta voru sdmu hlutimir
og od peir sjalfir skiptu engu mali heldur hid
gefniskennda; hugmyndin og verknadurinn.

HS  Egvelti pwi fyrir mér hvort petta hafi
ekki verid timamataverk a ferli pinum? ba
dregur samaon meginbaetting | mjSg mikilvaegu
hugsanaferti, gerir ba upp og vid pad d aér
stad umbreyting aem setur mork aitt & verk bin i
kjalfand.

SB Syningin sem kemur @ eftir peasu er
Flidgandi diskar og dnnur undursamleg fyrirbasri
(Galleri Skugga, 2001) bar sem ég gerdi fyrata
stodbundna vided|d. Pod var reyndar nokkrum
arum fyrr, | London "96, sem ég kynntist
stadbundinni list, verkum sem pd gerir d og
um stodinn og éq fakk mikinn ahugo & beasori
nalgun. Pad var engin umrada um stodbundin
verk a lslandi a peasum timo. Smdm saman fér
mir od finnast listhiuturinn obarfur, ad list vaen
dypri upplifun og skynjun fyrir mér en pod od
horfa og um leid fér ég ad hugsa verk min ot fra
syningarstadnum. Mér finnat myndlist dhugaverd
pegar hin gerir mig medvitoda um rymid sem ag
er i og um stad og stund, Pegar han hefur IGmak
tilfinningaleg ahrf, sogar mann inn | rymid: pad er
tilfinningin sem ég vil nd fram.

Pagar g var 0d vinna verkid | Galleri Skugga,
flattodiat &g avo fyrir tilviljun inn | bad, fann
eitthvad sem gerdiat dvart en rédi a endanum
Graliturn um Gtkomu verkaina.

H5  En piert ekk alltaf hluti of stodbundnu
verkunum.

SB Pod gerdist i fyrata sinn drid 2003. b4
var &g bedin ad vinna verk fyrir Listosafn lalonds
en var jafnframt tjad ad ég fengi ekki vinnulaun
greidd. Eg dkvad od gera verk um témt rgmi,
ekkart fyrir ekkert, o dg vier dadtt vid ad fa
engin loun akvad ég od nyta teekifaend og gera
nytt verk fyrir sjdlfa mig. Par er ég lika | uppreisn
of fannat i roun algjort rugl od vinna an launa.
Par var titillinn kaminn, Rugl § rgmi en hann visar
lika til peas hverau ruglondi pess verk geta verid.
HS  Padvar a.a, palitiskur gjdrmingur | upphafi
od fjorlagjo sjalfa big dr verkunum?

SB Ja, uppreisnarpalitik, dn bess od glato
takifaerinu til Ggrandi vinnu og nys verks. Eg man
ennpa hverau mikid hugrekki ég burfti til od setja
fram petta verk.

Sidan hefur petta broast a ponn hatt od
éq nyti mér pod ef rymid bydur upp d od ég 28
i verkinu. Hér i Hofnarhdainu gerdist bad ekki,
Sdlurnor eru gina og einstaklingaor, Pegor ég
felli myndirnar hverja ofan { adro ba hreyfaat
ppaer til. Sama adlon birtist hér ag par | salnum
oq oft d sama tima. Petto er a.t.v. ekki dskylt
skammtafradi. Pegor madur fer od hugsa um
arku og hvernig heimurinn er og hvernig hann
birtiat okkur, pa getur vel vend ad betta rimi sé
aekki @ina og vid haldum od bad sé. Eg leitast vid
o hreyfo vid fullvissu félks um hvar pad stendur
og hvad pad sér. Pad tekur bess vegna tima ad
upplifa verkid. Pod porf od staldra vid,

H5  Pad er sterk tilhneiging til bess od lita @
syningarrymi | sofni sem fyrirfram gefid. Svono

er rymidy, petta héifum vid til ad vinna med og
smam saman verdur til hefd | kringum méguleika
peas. Mir finnat syningogerd dhugaverd m.a.
vegna pess ad hin er timabundid form og er
prvi § edli sinu tilkounakennd og | matsdgn vid
syningarrymid sem er timaloust. Symingagend
hwerfist i alltaf o hluta til um tegstretuna
sem skapast | kringum pessa motsdgn. Pod er
sterkt element | stedbundnum verkum pinum

og sarstoklega i pasau verki ad pd aynir fram &
timann | ryminu sjélfu, spnar i bvi timavidding,
ef avo maetti segja. PO tebour verkid upp & einum
tima og setur pad upp & Barum og tekat od midla
pessari tilfarslu a tima mjog vel.

5B Timaskynjunin sern ég er ad paeba i er eins
og pegar pd sérd ljosmynd of langammu pinni i
s6fa aem pd hefur erft og att og aitur | & medan
pd horfir @ myndina. PU verdur medvitud um od
vera i sama hiai og herbergi og bessi mynd var
tekin i fyrir 50-60 arum. Baro petta dregur big
aftur i timann, bannig o pd ert somtimis § tveimur
timum i @inw. Pod er pod sem gerist | peasum
verkum, [ villist & tima, Sidan topardu kannaki
attum en leyfir verkinu bore o rada. Pegar pd
gerir pod fardu loksina od ndta bess. En pod
er samt adallego rymid sem ég hugso um. Med
peassari vérpun er ég od opna rymid, veggirnir
hvearfa og pd sérd lengra inn | einhvern stlnaaal og
akekkt rymi,

Pad sem ég vildi nd hér | Hafnorhidsinu voru
einhver)ir dvart tafror sem voru til stadar begar ég
ok verkid upp, Pad er hluti of vinnuferlinu od vera
opin fyrir pvi dvaenta, Ol peaat stadbundnu verk
hafa bodid uppa tilviljanir sem komu @ dvart, Eg
veit ad pod skiptir engu mdli hvada rymi ég fa bl
od vinna i heldur skiptir 8llu od skilningarvitin aéu
opin. Folk haettir 08 ajd umbverdi sitt begar pod
venst bvi. Eg vil syna fegurding, tafrang, | hiny
hversdagalega.



Punglyndi hims samna listamamns/Depression of

Ljdsmyma/Photor Sara Bjérneodtiir

HS  Peasl stodbundnu verk eru giBrmingatengd
od bvi leyti ad pou hverfast um ferlid. En pa hefur
lika gert mikid of lifandi gpémingum.

5B Ef rymid bydur upp d pod, sins og pod
hefur stundum gert, finnat mér gaman ad leko
miér | i, birtast § verkinu ajalf eins og vid hifum
talod um. Peasir videdgjérningar eru allt annara
adlia en lifond) giormingar bvi beir snGast um npmid
og hid dvaanta, medan hinir sndast um andortakid
og orku, Gjérningurinn hverfur a peim stodum par
sem hana er ekki parf. Hann kom aftur 2001 § verki
sem &g gerdi | Fareyjum,

Eg heillast af gjémingnum pvi hann ar
ograndi. Fleata gjérninga gen ég bara einu ainni,
sam vidburd, hid dpekkta | ndinu. Peas vegno mtti
gieringur kannsks frekar ad kallast nd-ningur.

HS  Skraseturdu gjérningana bina?

SB Ekki alla. Mér finnst pod trufla mig og
ahorfendur ad hafa tékuvélar inni, ég eiginlega
pali bad ekki pvi pod tekur andrana i burtu. Eg er
enn od gera gjérninga sem éq skraaet ekki, bod er
égrun i pvi ika. Eg parf a dgrun od halda, pvi ad
listin haldi mér vakandi, fai mig til pess ad hugao

1009

the True Argist,

og pora.

H5 Sumir liastamenn ganga mjsg langt i

ad skrdsetjo giominga sing og gera sjdlfstett
myndbandaverk Or peirn skrdaetningu, Adrir
fara | ofuga dtt og skrasetjo ekkert, &ina og Tino
Sehgal t.d., sem er mjog dhugavert. Pad er i raun
hin fullkemna afneitun & listinni sem aoluven.

Ef engin skrdsetning er til & gjGrningi, of hann

er einungis til i augnablikinu, ba verdur hann
ekki ad hlut eda vidburdi sem vid getum gehid
fiarhagalegt gildi,

SB Mér finnat falleg tilhugsun ad beir
gjérningar sem ég hef gert og ekki skrasett, ey
adeina til | minum huga og peirra sem s8u pa.
Eg hugadi aldrei od bvi ad ég byrfti od seljo
myndlisting, Ef ég hefdi hugsod um afkomu i
byrjun pa vaen &g mjog liklega od gera allt Gnnur
werk. Eg finn mikid :;ﬁrf;taeau og fradsi i listinni,
éq gen pad sem mig longaor til od gera og aflid
til peas er hugrekki, enginn er med puttana eda
reiknivéling i i,
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HS One of thinga that is characteristic of you
@3 an artist i your critical revision and renewal,
which is monifested extenaively in your works,
This theme can be troced bock 1o your time aa

o student. I'm thinking obout Haggmyndir/Hit
Pictures (1995) in that context.

SB | don't know whether thot work entaila
specific revision or renewal. But | was looking for
o way 1o expreas the energy of performance art
in solid matter. By punching the drying plaster,
| coptured the moment and the energy of the
performaonce that is the punch, and "froze” what
hoppened in the drying material, using the energy
of the punch. The lcelandic title Hoggmyndir ia
a pun, because in lcelandic the verb hégg(va)
maans to hit [punch) as well as to sculpt, a0
héggmyndir means "hit pictures” o2 well as
*aculptures’ which 1a the word's conventional
meaning. My intention was to play with the
language, to ereate an ambivalent cannection to
the history of art.

HS  Alotis heppening in thot work. One

could say thot in this piece you focus on the art
object 04 a symbal, aa a signifier, for the first time.
That tendency continues, and tokes on o moat
intereating form in Prileikur/Trilogy (1999).

SB One might say that in Prileikur/Trilogy,
revision, renewal and rebellion are monifested,
as | felt thot what | was seeing in art was all much
the same. | hod the idea of doing three shows
composed of valusless objects in different colours
and with different titles, ond exhibiting them in
three venues over a short period of time. The first
waa Hlutur fegurdarinnar/The Part of Beauty at
the Makka café. The abjects were painted yellow,
red and blue, It was a beauty contest between
the objects, as the viaitors were supposed to
pick the one they found moat beautiful, The next
exhibition was Hugleidsla um list/Meditation on
Art; here the objects were pointed white, and
were near-invisible, displayed in o shop window,
Visiters could listen on tope to a meditotion | had
composed about a white, empty spoce. The third
waa Punglyndi hins sanna listamanns/Depression
of the True Artist. Now the objects were painted
black, and arranged on the gallery flaor. On the
woll were the words: Give Art a Kick. The artist
gives you permission to kick the art works. The
response woa incredible: a lot of people enjoyed
kicking the art. They kicked so much that they
made denta in the walls and the ceiling lights got
broken. Other visttors played around with the
ohjects, and arranged them into litthe sculptures. |
suppoae | hod started to think: what do these art
worka really mean? What are they?

HS  And the value we assign to them - what
it ia in aociety that determinas thot? To me, this
warlk, in the form of three exhibitions, serves to
expose that.

SB Yes, expose is 0 good word, Pecple were
entertained by Part of Beauty, and irritated by
Meditation on Art. In Depression of the True Artist,
they realised that these were the same objects
yet again - that the things in themselves were of
no importance - rather something intangible: the
concept, the happening,.

HS  I'm wondering whether it may have
marked a turning-paint in your work? You bring
together the main strands in on important series
of thoughta, ond resolve them, in o transformative
way which makes its mark on your subsequent
worka.

SB The next exhibition was Flying Saucers
and other Wondrous Things (Gallery Skugg,
2001}, in which | did my firat site-apecific video. |
had first come ocroas site-specific art some years
earlier, in London in 1994, warks that are made
in, and about a certain place. It wos an opprooach
thot fascinated me. At the time there waas no
discourae on aite-specific art in lceland. Slowly, |
came to feel thot the ant object wos redundant,
that ort woa a more profound expanence and
perception thaon asimply looking; and the starting
point became the exhibition space itself. | find
art interasting when it owakena my conaciousness
of the space I'm in o3 well os the time and ploce
—when it has a subtle emotional effect, enticing
one into the space. Thot's the fealing | want to
achieve.

When | was maoking the work ot Gallery Skug-
gi, | inadvertently got cought up in it and found
something out by chance which in the end waa
crucial to the work.

HS  But you're not always a part of the aite-
specific pieces.

SB The first time was in 2003, when | waa
asked to do o piece for the Notional Gallery
of lceland, but woa also informed that no fee
would be paid. | decided to do a work about an
empty apace — nothing for nething, Although |
waan't happy not to be paid, | decided to seize
the opportunity to make a new work, for myself.
Again | was in revolt. | really found it ridiculous
to be working for nothing. And that gave me the
title: Rugl i rymifConfusing Space [anather pun, on
the phrase “ad rugla einhvern i riminu”, to confuse
someaona], underlining as well the confusing
nature of these worka.

HS  Soitwaoaoriginally o political oction, to
remove yourself from the worka?




SB Yes, the politica of revolt - but without sac-
rificing the posaibility of making challenging wark
and a new piece. | still remember the courage it
took to present that work. Since then, if the spoce
offers the possibility of my being in the piece, |
toke odvantoge of that. That didn’t happen here
in Hafnarhusid, The columna are like persona.
Whan | fit the pictures together, they move. The
same column is sgen here and there around the
space, often ot the same time. When you think
about energy and what the world ia like, and haw
it appeara to us, it i entirely posaible that thia
space ia not as we think it ia. | want to move peo-
ple's certainties about where they ore and what
they see. So it takes time to experience the work,
One must stay ond reflect upon it.

HS  There ia a strong tendency to see an
exhibition spoce as a given, This is the spoce -
thia is whaot wea hove to work with = and gradually
assumptions develop obout its possibilities. |

find curating interesting, amang other things
becausa exhibitions are temporory designs, and
thua by noture experimental - and in contrast
with the exhibition space, which is permanent.
Curating thus always revolves partly araund the
tenaion that onses from that parodox. It's o strong
element of your site-specific worka, and especially
this work, that you demonstrate the time in the
space itself - you open the dimension of time
within it, so to speak. You record the work ot one
time, and exhibit it at another, and you manoge
to get that time-warp ocross very well.

SB The perception of time that I'm thinking
about is like when you see a photo of your great-
grandmaother stting on a sofa you have inherited,
that you're sitting on while you look ot the photo,
You becoma aware of baing in the same house,
the some room, as the photo waa taken in, fifty
or aixty years ogo. Thot alone takes you back in
time, a0 you're in two differant times simultane-
ausly. That's what happens in these works, you
get loat in time. It moy confuse you but you simply
leave it up ta the picture. When you do that, you
can finally enjoy it.

But it's mainly the space I'm concerned with.
With this projection | open up the space, the walla
disoppear, ond you can see farther, into a dis-
torted space, o portico.

What | was aiming to achieve here in
Hafnarhdsid was a kind of accidental magie,
which happened when | made the recording.

It's part of the work process to be open to the
unexpected. All my site-specific works have
hod the potentiol for unexpected and chonce
elements. | am well cware thot it makes no

difference what space | om allocated to work in -
what's important is to have all one’s senses open.
When people are used to o certain environment,
they stop seeing it. | want to show the beauty, the
megic, in the everyday,

HS The site-specific works are performances,
in the sense thot they focus on the process. But
you've daone a lot of live performances too.

5B If the apoce offera the posaibility, aa it
sometimes does, | like to seize on that, play o part
in the work myself, 0s we discussed. These video
performances are quite different in nature from
Ive performaonces, becouse they are concerned
with the spoce ond the unexpected, while the
athers ore concemed with the momant and
enargy. The performance vanishes in places where
it s not needed. It returned in 2011, in o work | did
in the Faroe Islanda.

Performances oppeal to me becouse they are
challenging. | do moat perfarmances only ence,
as an event — the unknown in the now. So perhaps
perfor-mance should really be called now-mance.
HS Do you keep a record of your
performancea?

SB Mot all of them. | find it distracting to my-
self and the oudience if a recording ia being made
during the performance. It disturba the moment.
I'm atill doing perfarmances that | don't record.
That’s a challenge too. | need the challenge, |
need art to keep me awake, to make me think,
and dare.

HS  Some ortists go quite for in recording their
performances, making them into video worka
which have their own separote existence, Others
go to the other extreme and keep no records
whatsover- like Tino Sehgal, for instance — and
that's very mteresting, too. It's really an abaclute
repudiation of art as o commodity. If there's no
record of a parformance, if it exiata only in the
moment, then it con never become an chject

or an avent to which a menetory value can be
aasigned,

5B It's a wonderful thought, that the many
performances I've done of which there is no re-
cord, exist only in my mamory and that of the peo-
ple who were present, it is like we shore o secrat
or an expariance, | never thought of the work as
a product that was meant to be sold. If I'd been
thinking obout the financial aapect at the start,
no doubt I'd be doing completely different thingas
in my art. | have a atrong sense of autonomy and
freedom in art — | do what | want to do. The ener-
gy to do that comaes from courage. Nobody goea
sticking their fingers, or their calculator, into that.



