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A medan margir listamenn koma sér fyrir innan hefdarinnar
spyrna adrir vid f6tum og spyrja sig i sifellu spurninga um
edli og stédu listarinnar. Gudrdn Hrénn Ragnarsdottir er
ein af peim listamdnnum sem fikrar einstigi personulegrar
skopunar og dregur frumlegar alyktanir af pekktum
liststefnum — minimalisma og ,ready made". A pessari
syningu kynnumst vid nyjum verkum listakonunnar par sem
stillinn er ordinn enn knappari en adur, po svo aldrei sé
langt i glingurskreyti eda kitsch, sem &vallt hafa einkennt
verk hennar.

Fyrir hénd menningarmélanefndar byd ég listakonuna
Gudriinu Hrénn Ragnarsdéttur velkomna med verk sin &
Kjarvalsstadi.

While many artists place themselves within the limits of tradi-
tion there are others who resist and continually ask guestions
about the nature and position of art. Gudrdn Hrénn
Ragnarsdottir is an artist who has chosen to follow the narrow
path of personal creation and to draw her own innovative con-
clusions from established movements within the arts -
minimalism and ready made. In this exhibition we are intro-
duced to the recent work of the artist where the means of ex-
pression are sparser than usual, yet the sense of gaudy orna-
mentation and kitsch which has always characterised her work
is never far away.

On behalf of the Cultural Committee of the City of Reykjavik |
welcome Gudrin Hrénn and her work at Kjarvalsstadir.

Gudrin Jonsddttir, formadur menningarmalanefndar Reykjavikurborgar/
chair cultural commitiee of the City of Reykjavik



ARABISKAR PERLUR A EINFOLDUM KROSSVIDI
Stada tilfinninganna

Vid buum i sérkennilegum heimi skynjunar og skynleysis,
tilfinninga og tilfinningaleysis. Milli pessara andstaedna er
saralitid jafnveagi, hvad pa heldur jafnraedi. Reglufestan sem
vid temjum okkur | daglega lifinu — vegna pess a8 daglega
lifid utheimtir af okkur skilyrdislausa reglufestu — virdist ekki i
neinu samreemi vid drauma okkar um hamingju, alsaeiu eda
allsnaagtir. Ef timinn sem vid eydum i proska skynfsaranna og
eflingu tilfinninganna er borinn saman vid hinn hluta tilverunnar
par sem vid gleymum okkur | timalausu skynjunar- og
tilfinningaleysi ma spyrja hvort andleg vaka okkar nai fimm
hundradshlutum.

Spurningin er nefnilega ekki su hvort vid séum svo andlega
dofin ad vid skynjum ekki tilveruna kringum okkur heldur hvort
vid kaarum okkur yfirleitt um ad vera lengur 4 verdinum en sem
nemur fimm prosentum af daglegri voku. Svo virdist sem
likamsstarfsaminni megi skipta i tvennt, fhugun og athafnir. Vid
ihugun verdur litid adhafst annad en velta véngum yfir
akvednum hugmyndum. Ad visu er haagt ad ganga & tveimur
jafnfljétum enda getur vélraanasta athéfn skrokksins virkad
orvandi a hugsanastGdvarnar. En atlum vid okkur ad
framkvaama eitthvad sem krefst nakveemrar einbeitingar verdur
ekki hja pvi komist a8 leggja dagdraumana & hilluna.
Framkvaamd krefst dskiptrar virkjunar hugans. Pad pydir ekki
ad hugurinn purfi ad vera fullur af hugsun um framkvamdina
pvi slikt mundi einfaldlega trufla hana. Hugurinn verdur helst
ad vera teemdur af allri hugsun svo ekkert hindri 6mengadan
framkvaamdaviljann.

| tryggingaauglysingunni margfraegu er sagt: .Pu tryggir ekki
eftira.” Pad eru ord ad sdnnu, en baeta ma vid: Pu tryggir ekki
samtimis.” Vid tryggjum einungis fyrirffram pd pad sé med peim
fyrirvara ad trygging sé engan veginn skotheld. Med sama hastti
skynjum vid einungis fyrirfram en hvorki medan né eftird. Pannig
verdur skynjun og tilfinning ad fylgja hugmyndaferlinu adur en



latid er til skarar skrida. Tryggdin vid petta IGgmal greinir
listsképun fra annarri tegund framkvaamdar. Hun er éfravikjanleg
bvi listin kannast ekki vid tilviljun nema pvi adeins ad tilviljunin
sé hluti af tilrauninni. Ef tilviljun leedist inn | skbpunarverk
listamannsins | formi happs telur hann sér skylt ad endurtaka
tilraunina uns happid er haatt ad vera tilviljun. Listraen drvinnsia
ar ad pessu leyti ekki ésvipud visindalegum vinnubrégdum.
Pegar 6l kurl koma til grafar vilja listamenn hafa vadid fyrir
nedan sig b svo allt Iiti Gt fyrir ad vera & hverfanda hveli.

Stada listarinnar

i 8llum verkum sinum preifar Gudrin Hrinn a stédu listarinnar
med einum eda GOrum haetti. Hun fetar sig afram med hjalp
skynjunar og tilfinninga, i fyrir 1id, sponn fyrir spénn. Pad er
eins og hun hafi sjénina i fingurgémunum, ekki 6svipad blindum,
sem finna fyrir &ferBarmun dn pess ad sja hann. Sa hluti verka
hennar sem er fyrirferdarmestur er sjalf burdargrindin. Ur
flarlezgd eru skapar hennar og hillur dr krossvidi eins og hver
énnur mubblusmid. Neer kemst ahorfandinn ad raun um pad ad
hiusgégn Gudranar Hrannar eru ef til vill ekki svo heppilegar
hirslur.

Par med heettir trésmidin ad virka sem nytjahlutur. | stadinn
verdur hun ad taknmynd allrar skipulegrar framkvaemdar sem
ginkennir natimann. Naumhyggjan — minimalisminn - er
formgerd allra peirra laréttu og lodréttu dsa sem einkenna
kassalaga umhverfi okkar: radhus, blokkir, skemmur og gama.
Framkvaamdagledi nutimamanns er ekki sist ad pakka peirri
stilfreedilegu hreinsun sem gert hefur alla byggingarlist svo
hreina og beina ad byggingarfraedingurinn getur fullkomlega
teemt hugann og keyrt verkid afram & hamarkshrada. Hin fleygu
ord Mies van der Rohe, ,Less is more®, maatti pvi fullt eins tdlka
sem: . Pvi minni Gtirdira sem taka parf tillit til, peim mun fleiri
byggingar getum vid reist.”

Fannig leidir sté8lunin til hamarksafkasta. Pegar vid beetisl
verkfreedileg sprengiteskni nitimans med dynamiti & réttum
stodum svo stérhysin hrynja saman ver8ur ad gera pvi skéna



ad eydileggingin krefjist mun meiri hugvitssemi i formi skynjunar
og tilfinninga en uppbyggingin.

Pad er eins og Gudrdn Hrénn krefjist svara vid spurningunni:
«Hver er stada listarinnar?” Spurninguna maetti fullt eins orda:
Hvar er stadur listarinnar — a listin ser yfirleitt athvarf?” Hafi
hin lagt upp med pa vissu ad neagilegt plass veeri fyrir listrazna
tjaningu | pessum heimi hefur henni vissulega snuist hugur fra
pvi hun hélt sinar fyrstu einkasyningar. Smam saman hefur
skartid, hid tilfinningalega tungutak, sem fyliti alla veggi og golf
med glitrandi hélogi, hopad fyrir reglubundinni og skrautlausri
burdargrindinni. Ma talka pa® sem svo ad tilfinningunni hafi
hrakad i verkum Gudrunar Hrannar?

Stada tjaningarinnar

Listraen tjaning hleypur alltaf einstigid milli Iongunar lista-
mannsins til ad hamarka tjaningu sina og raunveruleikans sem
er sjaldnast i rettu hiutfalli vid pa l6ngun. Listamadurinn verdur
ad sastta sig vid skilyrdi tilverunnar sem aetid hafna omaeldri og
dhaminni tjgningu. Hann laetur po aldrei stjérnast af pessum
skilyrdum. Einkenni sem [ fljétu bragdi virka sem uppgj6f og
undanhald fyrir kréfunni um skikkanlegan tjaningarmata eru
pegar &llu er a botninn hvolft sampjoppun og samhaefing
myndmalsins. Knappur still er ekki undanslattur heldur
hagraeding. Ef eitthvad er pa virdist tjaningin eflast vid pad eitt
ad skreppa saman. Hun verdur gulls igildi s6kum fageetis sins.

Ad visu notar Gudrdn Hrénn silfur | stad gulls. Voldugur
krossvidarskapur hennar, priskiptur med fimm hillum, er alsettur
bladsilfri 4 j68runum. Par sem silfrinu er ekki lokad leikur loft
um malminn og dekkir hann. Jafnframt tekur krossvidurinn
dhjakveemilegum breytingum med tid og tima. Timinn vinnur
med listamanninum og listamadurinn tekur timann i sina pagu
sem afni | @tt vid dldrunarfernis. Vidd hans eykur raunveruleika-
blee listaverksins. Med hjalp surefnis saettir hann med 1id og
tima dlikan efnivid.

Hér er Gudrin Hronn ekki a osvipudu roli og italski barokk-
malarinn Caravaggio pegar hann maladi hina fraagu uppstillingu
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sina Avaxtakarfa sem nu er geymd & Brerasafninu i Miland.
Samkveemt pyska malaranum Sigmari Polke, en hann hefur
ljosmyndad mynd Caravaggios arlega i u.p.b. 25 ar, hefur
myndin tekid framforum a pessum tiltdélulega stutta tima. Polke
heldur pvi fram ad Avaxtakarfan sé enn raunsaarri nu en pegar
hann s& hana fyrst, Ef svo er getum vid reynt ad gera okkur |
hugarlund hvad gerst hafi a peim fijérum &ldum sem lidnar eru
fra pvi myndin var malud.

Stada handverksins

A méti skdpnum med biadsilfrinu hofum vid hillur Gr krossvidi
med raudu snarukégri og adrar med kagri ur kristalsperlum.
Hillurnar eru latleysid uppmalad pannig ad krossvidurinn nytur
sin hreinn og nattdrulegur. Einnig hér er pad Gudrinu Hrénn
greinilegt metnadarmal ad einfaldleiki formgerdarinnar fai notid
sin svo ekkert skyggi 4 byggingarefnid eda dragi fra pvi athygli.
Festingar fjalanna eru meir ad segja asynilegar.

Fagmennskan er hvarvetna i fyrirrami eins og hja hinum sanna
handverksmanni. Skrautid er i lagmarki en talar po sinu mali
med fullum styrk. Pad er engu likara en Gudrun Hronn saaki i
att til pess andlega légmals sem red gjordum handverks-
mannsins fordum daga og franska skaldid Paul Valéry lysti med
svo saknadarkenndum hestti | Bryddingum Marie Monnier.

bar raedir hann um fullkomnun nattdrulegra fyrirbaara; jafnt
finlegar perlur, héfug vin og raunverulega heilsteyptar
manneskjur. Oll vardveita pessi fyrirbeeri aldalanga préun, haaga
en stéduga avdxtun innri fjarsjéds sem med arofinni reektarsemi
og naergaetni hefur leitt til Akvedinnar nattdrulegrar fullkomnunar.
Fyrrum liktu menn polinmodir eftir pessari fullkomnun.
Gadfinnanlegar handritalysingar, lytalaus filabeinsskrin,
spegilgljandi gimsteinar og ikonar lakkadir med dteljandi
gagnsajum pensildrogum bera vott um dsvikna alud og
astundun.

Allt er petta horfid asamt peirri ti& pegar timinn skipti ekki mali.
Mu leggur enginn stund a pad sem ekki er haegt ad stytta.
Yfirlega borgar sig ekki lengur. Oll stérf verdur ad vinna eftir
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skeidklukku. Almenningur fordast verkefni sem krefjast tima og
ihygli vegna pess ad hann veit ad hann faer andvirdi nasrgastni
sinnar aldrei greitt. Pess vegna er ekkert eftir utan halfkarad
fusk. Med skeidklukkunni er einnig horfin tilfinning manna fyrir
eilifdinni.

Otti nutimamannsins vid daudann er i réttu hiutfalli vid dhyggjur
hans af pvi a8 hafa aldrel skilad dadfinnanlegu dagsverki.
Halfdrukkinn kaffibollinn og halfnégud braudsneidin eru
apreifanieg teikn um halfkarad avistarf hans. Flestir
nutimamenn deyja halfmenni pvi peir fengu aldrei tima til ad
springa almennilega Ut og syna sinar bestu hlidar, en bestu
hlidar mannsins eru paer hlidar sem hann sjalfur vill syna, ekki
hinar sem adrir kjosa ad sja. Almenningur natimans er pvi
sjaldan meira en halfvirdi pvi ad hann er einungis hlidin sem
snyr ad 6drum.

Stada listamannsins

Luktargler Gudrunar Hrannar Ur sultukrukkum med upplystum
gulraudum og skaargreenum laufblédum hvisla ad okkur ségum
fra peirri horfnu tid pegar pad var enn einhvers virdi ad vanda
sig eins og heaegt var. Samhengid | verkum hennar talar pvi til
okkar med skyrum og latlausum haetti. Svona er stadan: betta
er stada listamannsins og listar hans | samfélagi okkar vid rastur
21, aldarinnar. Pad pjonar engum tilgangi ad fegra adstaadurmnar,
né heldur fela pad sem vel er gert. Pvi sifur gagnar a8 grata
lidna tid.

Vid sjaum stodu mala einfaldlega | raunhaefum hiutféllum.
Gudridn Hrénn leggur gogn sin fram med 6llum peim punga og
alvéru, lettleik og dreymni sem einkennir jafnan list hennar. En
gleymum ekki alddinni | pvi litla sem tilheyrir listinni, ,pessum
austraenu perlum,” eins og Baudelaire hefdi ordad pad. Astaedan
fyrir litilleetinu aatti pvi ad vera Ollum ljos. Stada listamannsins i
nutimanum leyfir ekkert grobb. Slikt veeri einungis fals og
hegomi. Gudrun Hrénn hefur aldrei verid gefin fyrir sjalfsblekk-
ingu, hvad pa hitt ad ljuga ad 6drum.



Latum pess vegna ekki heillast af silfri hennar, perlum og kagri
4n pess ad minnast krossvidarins. bad er list Gt af fyrir sig ad
njdta med vokulum augum. Um pad snyst oll list okkar aldar
sem ber nafn med rentu. Hitt er hégémi til ad breida yfir
sannleikann i stédunni. Pad er ekkert annad en sannleiksast
Guérinar Hrannar sem faer glingrid i verkum hennar til ad skina
gins og skeerustu perlur.

Halidér Bjérn Rundlfsson
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ARABIAN PEARLS ON A SIMPLE PLYWOOD
The state of the senses

We live in a curious world of sensibility and senselessness; of
sentiments and insensitivity. Among these contradictions there

is very little stability, let alone equality. The set of rules which
we follow in our daily routine — our daily life exceeds an un-
conditional adherence to order — does not seem o agree with
our dreams of happiness, zest or prosperity. If we compare the
time we use to develop our sensitivity with the opposite part of
our existence, where we lose sight of time in blank oblivion and
lack of reflection, we may wonder whether our sensory aware-
ness exceeds five percentage of our tolal wake.

We may also ask if our aloofness towards the existential milieu
is due to our lack of consciousness or if it is simply a matter of
choice. Do we care to stay alert for more than half an hour
daily? It is possible to devide our bodily function aproximately
between action and reflection. Under the latter circumstances
we do little else than ponder on a certain amount of ideas. It is
of course possible to walk while thinking and experience how
the most mechanical action stimulates the mind. However, if
we are to accomplish something which demands a thorough
concentration we are obliged to dispense with all our brown
study. A realization demands a full coordination of all our intel-
lectual faculties. This does not mean that the mind has to be
full of thoughts concerning the plan to be realized, since that
would obviously disturb its execution. The ideal would be to
empty the mind of all thought in order to guarantee the maxi-
mum purity of diligence.

*You do not guarantee afterwards’, sais a popular insurance
slogan. To this unshakable fact we can add: "You do not guar-
antee in the meantime'. We only guarantee beforehand, bear-
ing in mind that no insurance is devoid of risk. The same Is true
of awareness. We only sense beforehand, not while in full ac-
tion nor afterwards. Therefore, sense and sensitivity have to
be linked with the conceptual process before the realization of
the plan. Faithfulness to this principle distinguishes art from
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other kind of activity. It is in fact absolute since art does not
accept contingency except where chance is a part of the ex-
periment. If contingency in form of a chance pops up in a work
of art the artist then considers it his duty to repeat the experi-
ment until the chance has ceased to be contingent. In this sense
artistic operation is not far from the usual scientifc process.
The truth is that artists long for a safe kind of procedure al-
though often they may seem to favour a disorderly approach.

The state of art

One way or other Gudrin Hrdnn, in each work, examines the
state of art. She moves forward gradually, little by little, step by
step. A bit like the blind she seems to feel her way about differ-
ent texture as if she had the sight in her fingertips. The con-
struction is the bulkiest part of her works. From afar her ply-
wood shelves and cabinets look like ordinary storage furniture.
Mearer, the observer discovers that her units are not such ideal
containers.

Immediately her carpentry ceases to look like a commodity.
Instead it becomes the symbol of all the systemaltic construc-
tion typical of our modern times. Minimalism is the structural
model of all the horizontal and vertical axes which characterize
our boxlike environment; semi-detached houses, edifices, ware-
houses and containers. The executive zest of our era is not
least the result of the stylistic cleansing which has turned all
architecture into a streight-lined structure easy to erect at maxi-
mum speed with minimum of mental effort. Thus, Mies van der
Rohe's famous saying ‘Less is more’, could just as well be in-
terpreted as ‘the less the structural digression the more are we
able to build'.

This is how standardization leads to maximizing of efficiency.
With the advent of modern implosion engineering and its mas-
tery in planting of dynamite on right spots in doomed buildings
it is possible to assume that a much greater adjusting of senses
and sensitivity is needed in order to destroy than to build.
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It is as if Gudran Hrénn were asking: ‘What is the state of art
under these circumstances?’ The question could be reformu-
lated: ‘Where is the place for art — does it have a sanctuary?’
If she set off with the conviction that there was ample space for
artistic expression in this world she has detinitely changed her
opinion from the time she held her first exhibitions. The orna-
ment, the language of sensitivity which used to fill the walls
and the floors with glittering phosphorescence has gradually
receded before the systematic and sober construction. Is it a
token of a diminishing sensitivity in the works of Guérin Hrénn?

The state of expression

Artistic expression always follows the narrow line between the
longing of the artist to maximize his expression and reality which
is seldom in accordance with his wishes. The artist has to ac-
cept the conditions of reality which bluntly refuses any kind of
boundless and uncouth expression. However, his procedure is
never ruled by these conditions. Signs which hasily seem to be
an indication of surrender and compromize before the demands
of expressive sobriety are in fact a condensation and a coordi-
nation of the pictorial means. A concise style is not a retreat
but orderliness. By condensation artistic expression even gains
strength. Its scarity makes it as precious as gold.

Gudrun Hrénn actually uses silver instead of gold. Her sturdy
cabinet of plywood, triple with five shelves each, has its edges
covered with silver leaves. Whereas the silver is not covered
the metal itis allowed to oxidize and darken. Inevitably as times
go by the plywood changes as well. Thus, time works with the
artist who employs the time factor as a substance akin to an
ageing varnish. The time factor increases the aspect of reality
of the artwork.

In this sense Gudrdn Hrénn comes close to Caravaggio, the
Barogue master who painted the famous Basket of Fruits in
the Pinacoteca Ambrosiana in Milan. According to the Garman
painter Sigmar Polke who has photographed the work annually
the last 25 years, approximately, the painting has not ceased
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to evolve during this short span of time. Polke maintains that
the Basket of Fruits is more realistic now than it was when he
saw it for the first time. If this is true we can only imagine the
changes that have taken place during the four centuries from
the time the work was painted.

The state of crafts

in front of the cabinet with the silver leaves there are shelves
with red fringes and another one with a fringe of glass pearls.
Otherwise the material of the shelves is left in its plain and
untouched state. Here as elsewhere it is a matter of principle
for Gudrin Hrénn to preserve the simplicity and the transpar-
ency of the structure in order to emphasize the presence of the
material. Even the fastenings of the shelves are hidden.

Everywhere the craftsmanship is evident . The ornament is
minimized although its lustre is left undiminished. It is as if
Gudran Hrénn were trying to revive the spiritual precept which
guided the artisan in the past, and the French poet Paul Valéry
described so nostalgically in Les Broderies de Marie Monnier.

There he spoke of the perfection of natural phenomena; exqui-
site pearls, deep and ripe wines as well as human beings of
integrity. All these phenomena preserve an age old evolution; a
slow but steady thesaurization which with nurturing and con-
sideration has led to a certain natural perfection. In the past
people patiently imitated this perfection. Impeccable illumina-
tions, flawless ivory chests, shining diamonds and icons glazed
with innumerable, transparent layers are a tokens of genuine
care and diligence.

All of this is gone and so is the age when time did not matier.
Mowadays, nobody practises things which cannot be abridged.
Thoroughness does not pay anymore. Everything has to be
done according to the stopwatch. An ordinary person avoids
tasks which demand time and involvement knowing that it will
never get its fair due for being assiduous. Hence, halfdone dab-
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ble is all there is left. With the advent of the stopwatch our sense
of infinity has also disappeared.

Our fear of death is compatible with our worries of never hav-
ing fully completed a daily task. The half emptied cup of coffee
and the half eaten sandwich are telling signs of our half fin-
ished lifework. Most contemporary people die as incomplete
persons since they never got the opportunity to flourish by show-
ing their best qualities, but man’s best qualities are the ones
he chooses to show, not those which others choose 1o see.
Thus, today ‘s ordinary man is seldom worth more than half of
what he is, because he contents himself with being only the
half which he shows others.

The state of the artist

Gudrdn Hrénn’s lanterns made of marmelade jars with their
illuminated orange and bright green leaves, whisper to us sto-
ries from bygone times when it was still worth while to do one’s
best. The context in her works is plain and clear. This is the
state of affairs: such is the state of the artist and his art in our
society by the end of the 20th century. It is unnecessary to em-
bellish the circumstances, or hide that which is well done. It is
also useless to mourn the past.

Let’s just look at the state of affairs by standards of reasonable
proportion. Gudrin Hronn presents her case with all the firm-
ness and gravity, lightness and reverie which normally charac-
terizes her art. However, let’s not forget the loving care she
shows the small details which pertain to the art; ‘these oriental
pearls’ as Baudelaire would have put it. By now the reason for
her modesty should be clear. The state of the artist in modermn
society prevents him from bragging, since all such behaviour is
simply false and vain. Gudrin Hrénn has never been tempted
by self-deception, nor has she tried to deceive others.

Hence, let’s not fall for her silver, pearls or fringes and forget
the plywood. It is art in itself to enjoy with open eyes. That is
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what 20th century art - worthy of that name - is all about. The
rest is triviality of no use except to hide the true state of affairs.
It is only Gudrin Hronn 's authentic sincerity which can turn her
frippery into gleaming precious pearls.

Haliddr Bidrn Rundlfsson
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An titils

DMF, ligsapera, glerkukk, og messing
26x14x16,5 cm

Gudrin Hronn Ragnarsdottir (f. 1956)
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An titils, 1995—96

DMF, lakk og kdgur
Bstk. 32x120 sm

Gudrin Hronn Ragnarsdottir (f. 1956)
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An titils, 1994

krossvidur, veggfodur og gler
240x200x40 cm

Gudrun Hrénn Ragnarsdottir (f. 1956)
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krossvidur og bladsilfur
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An titils, 1995

DMF, kristal perlur, veggfodur og plastmalning
276x37 cm

Gudrin Hronn Ragnarsdottir (f. 1956)
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A medan margir listamenn koma sér fyrir innan hefdarinnar
spyrna adrir vid fétum og spyrja sig i sifellu spurninga um
edli og stédu listarinnar. Gudrin Hrénn Ragnarsdottir er
ein af peim listam&nnum sem fikrar einstigi personulegrar
skopunar og dregur frumlegar dlyktanir af pekktum
liststefnum — minimalisma og ,ready made“. A pessari
syningu kynnumst vid nyjum verkum listakonunnar par sem
stillinn er ordinn enn knappari en adur, pd svo aldrei sé
langt i glingurskreyti eda kitsch, sem dvalit hafa einkennt
verk hennar.

Fyrir hénd menningarmélanefndar byd ég listakonuna
Gudrinu Hrénn Ragnarsdéttur velkomna med verk sin a
Kjarvalsstadi.

While many artists place themselves within the limits of tradi-
tion there are others who resist and continually ask guestions
about the nature and position of art. Guérdn Hrénn
Ragnarsdottir is an artist who has chosen to follow the narrow
path of personal creation and to draw her own innovative con-
clusions from established movements within the arts -
minimalism and ready made. In this exhibition we are intro-
duced to the recent work of the artist where the means of ex-
pression are sparser than usual, yet the sense of gaudy orna-
mentation and kitsch which has always characterised her work
is never far away.

On behalfl of the Cultural Committee of the City of Reykjavik |
welcome Gudrin Hrénn and her work at Kjarvalsstadir.

Gudrdn Jonsddttir, formadur menningarmalanafndar Reykjavikurborgar/
chair cultural committee of the City of Reykjavik



ARABISKAR PERLUR A EINFOLDUM KROSSVIDI
Stada tilfinninganna

Vid buum i sérkennilegum heimi skynjunar og skynleysis,
tilfinninga og tilfinningaleysis. Milli pessara andsteedna er
saralitid jafnveegi, hvad pa heldur jafnraadi. Reglufestan sem
vid temjum okkur | daglega lifinu — vegna pess a8 daglega
lifid utheimtir af okkur skilyrdislausa reglufestu — virdist ekki i
neinu samreemi vid drauma okkar um hamingju, alssiu eda
allsnaagtir. Ef timinn sem vid ey8um | proska skynfseranna og
eflingu tilfinninganna er borinn saman vid hinn hluta tilverunnar
par sem vid gleymum okkur i timalausu skynjunar- og
tilfinningaleysi ma spyrja hvort andleg vaka okkar nai fimm
hundradshlutum.

Spurningin er nefnilega ekki su hvort vid seum svo andlega
dofin a8 vid skynjum ekki tilveruna kringum okkur heldur hvort
vid kaarum okkur yfirleitt um ad vera lengur & verdinum en sem
nemur fimm prosentum af daglegri voku. Svo virdist sem
likamsstarfseminni megi skipta i tvennt, ihugun og athafnir. Vi@
ihugun verdur litid adhafst annad en velta véngum yfir
akvednum hugmyndum. Ad visu er haagt ad ganga 4 tveimur
jafnfljétum enda getur vélraenasta athéfn skrokksins virkad
orvandi a hugsanastGdvarnar. En atlum vid okkur ad
framkvaema eitthvad sem krefst ndkveemrar einbeitingar verdur
ekki hja pvi komist ad leggja dagdraumana & hilluna.
Framkvaamd krefst dskiptrar virkjunar hugans. Pad pydir ekki
ad hugurinn purfi ad vera fullur at hugsun um framkveemdina
pvi slikt mundi einfaldlega trufla hana. Hugurinn ver8ur helst
ad vera teemdur af allri hugsun svo ekkert hindri 6mengadan
framkvaamdaviljann.

| tryggingaauglysingunni margfraegu er sagt: Pu tryggir ekki
eftira.” Pad eru ord ad sonnu, en baeta ma vid: P tryggir ekki
samtimis.” Vid tryggjum einungis fyrirffram pd pad sé med peim
fyrirvara ad trygging sé engan veginn skotheld. Med sama hastti
skynjum vid einungis fyrirfram en hvorki medan né eftird. Pannig
verdur skynjun og tilfinning ad fylgja hugmyndaferlinu adur en



latid er til skarar skrida. Tryggdin vid petta IGgmal greinir
listsképun fra annarri tegund framkvaemdar. Hun er ofravikjanleg
bvi listin kannast ekki vid tilviljun nema pvi adeins ad tilviljunin
sé hluti af tilrauninni. Ef tilviljun leedist inn | sképunarverk
listamannsins i formi happs telur hann sér skylt ad endurtaka
tilraunina uns happid er haatt ad vera tilviljun. Listraan Grvinnsia
ar ad pessu leyti ekki ésvipud visindalegum vinnubrdgdum.
Pegar 6l kurl koma til grafar vilja listamenn hafa vadid fyrir
nedan sig b svo allt |iti Ot fyrir ad vera & hverfanda hveli.

Stada listarinnar

i Bllum verkum sinum preifar Gudrin Hrénn a stbdu listarinnar
med einum eda GOrum haetti. Hun fetar sig afram med hjalp
skynjunar og tilfinninga, 1@ fyrir 1id, spénn fyrir spénn. Pad er
eins og hun hafi sjénina i fingurgémunum, ekki ésvipad blindum,
sem finna fyrir &ferBarmun dn pess ad sja hann. Sa hluti verka
hennar sem er fyrirferdarmestur er sjalf burdargrindin. Ur
flarlezqd eru skapar hennar og hillur Gr krossvidi eins og hver
énnur mubblusmid. Neer kemst ahorfandinn ad raun um pad ad
hiusgégn Gudranar Hrannar eru ef til vill ekki svo heppilegar
hirslur.

Par med heettir trésmidin ad virka sem nytjahlutur. | stadinn
verdur hun ad taknmynd allrar skipulegrar framkvamdar sem
ginkennir natimann. Naumhyggjan — minimalisminn - er
formgerd allra peirra laréttu og lodréttu dsa sem einkenna
kassalaga umhverfi okkar: radhus, blokkir, skemmur og gama.
Framkvaamdagledi nutimamanns er ekki sist ad pakka peirri
stilfreedilegu hreinsun sem gert hefur alla byggingarlist svo
hreina og beina ad byggingarfraedingurinn getur fullkomlega
teemt hugann og keyrt verkid afram & hamarkshrada. Hin fleygu
ord Mies van der Rohe, ,Less is more*, maatti pvi fullt eins tdlka
sem: . Pvi minni Gturdira sem taka parf tillit til, peim mun fleiri
byggingar getum vid reist.”

Fannig leidir sté8lunin til hamarksafkasta. Pegar vid baetisl
verkfraedileg sprengiteskni nitimans med dynamiti & réttum
stodum svo stérhysin hrynja saman verdur ad gera pvi skona



ad eydileggingin krefjist mun meiri hugvitssemi i formi skynjunar
og tilfinninga en uppbyggingin.

Pad er eins og Gudrin Hronn krefjist svara vid spurningunni:
«Hver er stada listarinnar?” Spurminguna maatti fullt eins orfa:
Hvar er stadur listarinnar — a listin ser yfirleitt athvarf?“ Hafi
hun lagt upp med pa vissu ad neegilegt plass vaeri fyrir listraena
tjaningu | pessum heimi hefur henni vissulega snuist hugur fra
pvi hin hélt sinar fyrstu einkasyningar. Smam saman hefur
skartid, hid tiltfinningalega tungutak, sem fyliti alla veggi og golf
med glitrandi hélogi, hopad fyrir reglubundinni og skrautlausri
burBargrindinni. Ma tdlka pad sem svo ad tilfinningunni hafi
hrakad i verkum Gudrdnar Hrannar?

Stada tjaningarinnar

Listreen tjaning hleypur alltaf einstigid milli longunar lista-
mannsins til ad hamarka tjaningu sina og raunveruleikans sem
er sjaldnast i réttu hiutfalli vid pa I6ngun. Listamadurinn verdur
ad sastta sig vid skilyrdi tilverunnar sem aetid hafna 6maeldri og
dhaminni tjdningu. Hann laetur pd aldrei stjérnast af pessum
skilyrdum. Einkenni sem | fljétu brag8i virka sem uppgjéf og
undanhald fyrir kréfunni um skikkanlegan tjaningarmata eru
pegar éllu er & botninn hvolft sampjoppun og samhaefing
myndmalsins. Knappur still er ekki undanslattur heldur
hagraeding. Ef eitthvad er pa virdist tjaningin eflast vid pad eitt
ad skreppa saman. Hun verdur gulls igildi s6kum fagaetis sins.

Ad visu notar Gudrdn Hrénn gilfur [ stad gulls. Voldugur
krossvidarskapur hennar, priskiptur med fimm hillum, er alsettur
bladsilfri & j6drunum. Par sem silfrinu er ekki lokad leikur loft
um malminn og dekkir hann. Jafnframt tekur krossvidurinn
dhjakveemilegum breytingum med tid og tima. Timinn vinnur
med listamanninum og listamadurinn tekur timann i sina pagu
sem efni | 2t vid dldrunarfernis. Vidd hans eykur raunveruleika-
blee listaverksins. Med hjalp surefnis saettir hann med 1id og
tima dlikan efnivid.

Hér er Gudrin Hronn ekki a dsvipudu rdli og italski barokk-
malarinn Caravaggio pegar hann maladi hina freegu uppstillingu
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sina Avaxtakarfa sem nu er geymd & Brerasafninu | Miland.
Samkveemt pyska malaranum Sigmari Polke, en hann hefur
ljesmyndad mynd Caravaggios drlega i u.p.b. 25 ar, hefur
myndin tekid framforum a pessum tiltdlulega stutta tima. Polke
heldur pvi fram a8 Avaxtakarfan sé enn raunsarri nu en pegar
hann s& hana fyrst, Ef svo er getum vid reynt ad gera okkur |
hugariund hvad gerst hafi & peim fjorum &ldum sem lidnar eru
fra pvi myndin var malud.

Stafa handverksins

A méti skapnum med biadsilfrinu hdfum vid hillur dr krossvidi
med raudu snirukégri og adrar med kogri ur kristalsperlum,
Hillurnar eru latleysid uppmalad pannig ad krossvidurinn nytur
sin hreinn og natturulegur. Einnig hér er pad Gudrinu Hrann
greinilegt metnadarmdl ad einfaldleiki formgerdarinnar fai notid
sin svo ekkert skyggi & byggingarefnid ebda dragi fra pvi athygli.
Festingar fjalanna eru meir ad segja asynilegar.

Fagmennskan er hvarvetna i fyrirrimi eins og hja hinum sanna
handverksmanni. Skrautid er i lagmarki en talar po sinu mali
med fullum styrk. Pad er engu likara en Gudrun Hronn saaki
&Mt til pess andlega logmals sem red gjordum handverks-
mannsins fordum daga og franska skaldid Paul Valéry lysti med
svo saknadarkenndum heetti | Bryddingum Marie Monnier.

bar raedir hann um fullkemnun nattdrulegra fyrirbazra; jafnt
finlegar perlur, héfug vin og raunverulega heilsteyptar
manneskjur. Oll vardveita pessi fyrirbeeri aldalanga préun, haega
en stéduga avaxtun innri fjarsjods sem med orofinni raaktarsemi
og naergaetni hefur leitt til akvedinnar nattarulegrar fullkomnunar.
Fyrrum liktu menn polinmodir eftir pessari fullkomnun.
Oadfinnanlegar handritalysingar, lytalaus filabeinsskrin,
spegilgljandi gimsteinar og ikonar lakkadir med oteljandi
gagnsasjum pensildrogum bera voit um dsvikna alud og
astundun.

Allt er petta horfid asamt peirri ti8 pegar timinn skipti ekki mali.
NG leggur enginn stund a pad sem ekki er haegt ad stytia.
Yfirlega borgar sig ekki lengur. Oll storf verbur ad vinna eftir
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skeidklukku. Almenningur fordast verkefni sem krefjast tima og
ihygli vegna pess ad hann veit ad hann feer andvirdi nargaetni
sinnar aldrei greitt. Pess vegna er ekkert eftir utan halfkarad
fusk. Med skeidklukkunni er einnig horfin tilfinning manna fyrir
eilifdinni.

Otti nutimamannsins vi8 daudann er | réttu hiutfalli via dhygajur
hans af pvi ad hafa aldrel skilad dadfinnanlegu dagsverki.
Halfdrukkinn kaffibollinn og halfnégud braudsneidin eru
apreifanieg teikn um halfkarad asvistarf hans. Flestir
nutimamenn deyja halfmenni pvi peir fengu aldrei tima til ad
springa almennilega ut og syna sinar bestu hlidar, en bestu
hlidar mannsins eru paer hlidar sem hann sjdlfur vill syna, ekki
hinar sem adrir kjosa ad sja. Almenningur nitimans er pvi
sjaldan meira en halfvirdi pvi ad hann er einungis hlidin sem
snyr ad 6drum.

Stada listamannsins

Luktargler Gudrinar Hrannar ur sultukrukkum med upplystum
gulraudum og skeergreenum laufblédum hvisla ad okkur ségum
fra peirri horfnu tid pegar pad var enn einhvers virdi ad vanda
sig eins og haegt var. Samhengid i verkum hennar talar pvi til
okkar med skyrum og latlausum haatti. Svona er stadan: Petta
er stada listamannsins og listar hans | samfélagi okkar vid rastur
21. aldarinnar. lPad pjonar engum tilgangi ad fegra adstadurnar,
né heldur fela pad sem vel er gert. Pvi sidur gagnar a8 grata
lidna tid.

Vid sjaum stodu mala einfaldlega i raunhaefum hiutfélium.
Gudrin Hrénn leggur gbgn sin fram med 6llum peim punga og
alvdru, léttleik og dreymni sem einkennir jafnan list hennar. En
gleymum ekki alddinni i pvi litla sem tilheyrir listinni, ,pessum
austraenu perlum,” eins og Baudelaire hefdi ordad pad. Astazdan
fyrir litilleetinu aatti pvi ad vera ollum ljgs. Stada listamannsing i
nutimanum leyfir ekkert grobb. Slikt vaeri einungis fals og
hegomi. Gudrun Hrénn hefur aldrei verid gefin fyrir sjalisblekk-
ingu, hvad pa hitt ad ljiga ad 64rum.



Latum pess vegna ekki heillast af silfri hennar, perlum og kagri
4n pess ad minnast krossvidarins. bad er list Gt af fyrir sig ad
njdta med vokulum augum. Um pad snyst oll list okkar aldar
sem ber nafn med rentu. Hitt er hégémi til ad breida yfir
sannleikann i stédunni. Pad er ekkert annad en sannleiksast
Guérinar Hrannar sem faer glingrid i verkum hennar til ad skina
gins og skeerustu perlur.

Halidér Bjérn Rundlfsson
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ARABIAN PEARLS ON A SIMPLE PLYWOOD
The state of the senses

We live in a curious world of sensibility and senselessness; of
sentiments and insensitivity. Among these contradictions there

is very little stability, let alone equality. The set of rules which
we follow in our daily routine — our daily life exceeds an un-
conditional adherence to order — does nol seem to agree with
our dreams of happiness, zest or prosperity. If we compare the
time we use to develop our sensitivity with the opposite part of
our existence, where we lose sight of time in blank oblivion and
lack of reflection, we may wonder whether our sensory aware-
ness exceeds five percentage of our total wake.

We may also ask if our aloofness towards the existential milieu
is due to our lack of consciousnass or if it is simply a matter of
choice. Do we care to stay alert for more than half an hour
daily? It is possible to devide our bedily function aproximately
between action and reflection. Under the latter circumstances
we do little else than ponder on a certain amount of ideas. It is
of course possible to walk while thinking and experience how
the most mechanical action stimulates the mind. However, i
we are to accomplish something which demands a thorough
concentration we are obliged to dispense with all our brown
study. A realization demands a full coordination of all our intel-
lectual faculties. This does not mean that the mind has to be
full of thoughts concerning the plan to be realized, since that
would obviously disturb its execution. The ideal would be to
empty the mind of all thought in order to guarantee the maxi-
mum purity of diligence.

*You do not guarantee afterwards’, sais a popular insurance
slogan. To this unshakable fact we can add: *You do not guar-
antee in the meantime’. We only guarantee beforehand, bear-
ing in mind that no insurance is devoid of risk. The same is true
of awareness. We only sense beforehand, not while in full ac-
tion nor afterwards. Therefore, sense and sensitivity have to
be linked with the conceptual process before the realization of
the plan. Faithfulness to this principle distinguishes art from
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other kind of activity. It is in fact absolute since art does not
accept contingency except where chance is a part of the ex-
periment. If contingency in form of a chance pops up in a work
of art the artist then considers it his duty to repeat the experi-
ment until the chance has ceased to be contingent. In this sense
artistic operation is not far from the usual scientifc process.
The truth is that artists long for a safe kind of procedure al-
though often they may seem to favour a disorderly approach.

The state of art

One way or other Gudrin Hrénn, in each work, examines the
state of art. She moves forward gradually, little by little, step by
step. A bit like the blind she seems to feel her way about differ-
ent texture as if she had the sight in her fingertips. The con-
struction is the bulkiest part of her works. From afar her ply-
wood shelves and cabinets look like ordinary storage furniture.
Mearer, the observer discovers that her units are not such ideal
containers.

Immediately her carpentry ceases to look like a commodity.
Instead it becomes the symbol of all the systemaltic construc-
tion typical of our modern times. Minimalism is the structural
model of all the horizontal and vertical axes which characterize
our boxlike environment; semi-detached houses, edifices, ware-
houses and containers. The executive zest of our era is not
least the result of the stylistic cleansing which has turned all
architecture into a streight-lined structure easy to erect at maxi-
mum speed with minimum of mental effort. Thus, Mies van der
Rohe s famous saying 'Less is more', could just as well be in-
terpreted as ‘the less the structural digression the more are we
able to build'.

This is how standardization leads to maximizing of efficiency.
With the advent of modern implosion engineering and its mas-
tery in planting of dynamite on right spots in doomed buildings
it is possible to assume that a much greater adjusting of senses
and sensitivity is needed in order to destroy than to build.
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It is as if Gudran Hrénn were asking: ‘What is the state of art
under these circumstances?’ The question could be reformu-
lated: ‘Where is the place for art — does it have a sanctuary?’
It she set off with the conviction that there was ample space for
artistic expression in this world she has detinitely changed her
opinion from the time she held her first exhibitions. The orna-
ment, the language of sensitivity which used to fill the walls
and the floors with glittering phosphorescence has gradually
receded before the systematic and sober construction. Is it a
token of a diminishing sensitivity in the works of Guérin Hrénn?

The state of expression

Artistic expression always follows the narrow line between the
longing of the artist to maximize his expression and reality which
is seldom in accordance with his wishes. The artist has to ac-
cept the conditions of reality which bluntly refuses any kind of
boundless and uncouth expression. However, his procedure is
never ruled by these conditions. Signs which hasily seem to be
an indication of surrender and compromize before the demands
of expressive sobriety are in fact a condensation and a coordi-
nation of the pictorial means. A concise style is not a retreat
but orderliness. By condensation artistic expression even gains
strength. Its scarity makes it as precious as gold.

Gudrun Hrénn actually uses silver instead of gold. Her sturdy
cabinet of plywood, triple with five shelves each, has its edges
covered with silver leaves. Whereas the silver is not covered
the metal it is allowed to oxidize and darken. Inevitably as times
go by the plywood changes as well. Thus, time works with the
artist who employs the time factor as a substance akin to an
ageing varnish. The time factor increases the aspect of reality
of the artwork.

In this sense Gudrdin Hrénn comes close to Caravaggio, the
Barogue master who painted the famous Basket of Fruits in
the Pinacoteca Ambrosiana in Milan. According to the Garman
painter Sigmar Polke who has photographed the work annually
the last 25 years, approximately, the painting has not ceased
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to evolve during this short span of time. Polke maintains that
the Basket of Fruits is more realistic now than it was when he
saw it for the first time. If this is true we can only imagine the
changes that have taken place during the four centuries from
the time the work was painted.

The state of crafts

in front of the cabinet with the silver leaves there are shelves
with red fringes and another one with a fringe of glass pearls.
Otherwise the material of the shelves is left in its plain and
untouched state. Here as elsewhere it is a matter of principle
for Gudrin Hrénn to preserve the simplicity and the transpar-
ency of the structure in order to emphasize the presence of the
material. Even the fastenings of the shelves are hidden.

Everywhere the craftsmanship is evident . The ornament is
minimized although its lustre is left undiminished. It is as if
Gudrin Hrénn were trying to revive the spiritual precept which
guided the artisan in the past, and the French poet Paul Valéry
described so nostalgically in Les Broderies de Marie Monnier.

There he spoke of the perfection of natural phenomena; exqui-
site pearls, deep and ripe wines as well as human beings of
integrity. All these phenomena preserve an age old evolution; a
slow but steady thesaurization which with nurturing and con-
sideration has led to a certain natural perfection. In the past
people patiently imitated this perfection. Impeccable illumina-
tions, flawless ivory chests, shining diamonds and icons glazed
with innumerable, transparent layers are a tokens of genuine
care and diligence.

All of this is gone and so is the age when time did not matter.
Mowadays, nobody practises things which cannot be abridged.
Thoroughness does not pay anymore. Everything has to be
done according to the stopwatch. An ordinary person avoids
tasks which demand time and involvement knowing that it will
never get its fair due for being assiduous. Hence, halfdone dab-
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ble is all there is left. With the advent of the stopwatch our sense
of infinity has also disappeared.

Our fear of death is compatible with our worries of never hav-
ing fully completed a daily task. The half emptied cup of coffee
and the half eaten sandwich are telling signs of our half fin-
ished lifework. Most contemporary people die as incomplete
persons since they never got the opportunity to flourish by show-
ing their best qualities, but man’s best qualities are the ones
he chooses to show, not those which others choose 1o see.
Thus, today ‘s ordinary man is seldom worth more than half of
what he is, because he contents himself with being only the
half which he shows others.

The state of the artist

Gudrdn Hrénn’s lanterns made of marmelade jars with their
illuminated orange and bright green leaves, whisper to us sto-
ries from bygone times when it was still worth while to do one’s
best. The context in her works is plain and clear. This is the
state of affairs: such is the state of the artist and his art in our
society by the end of the 20th century. It is unnecessary to em-
bellish the circumstances, or hide that which is well done. It is
also useless to mourn the past.

Let’s just look at the state of affairs by standards of reasonable
proportion. Gudrin Hronn presents her case with all the firm-
ness and gravity, lightness and reverie which normally charac-
terizes her art. However, let’s not forget the loving care she
shows the small details which pertain to the art; ‘these oriental
pearls’ as Baudelaire would have put it. By now the reason for
her modesty should be clear. The state of the artist in modermn
society prevents him from bragging, since all such behaviour is
simply false and vain. Gudrin Hrénn has never been tempted
by self-deception, nor has she tried to deceive others.

Hence, let’s not fall for her silver, pearls or fringes and forget
the plywood. It is art in itself to enjoy with open eyes. That is
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what 20th century art - worthy of that name - is all about. The
rest is triviality of no use except to hide the true state of affairs.
It is only Guérin Hrénn s authentic sincerity which can turn her
frippery into gleaming precious pearls.

Haliddr Bjérn Rundlfsson
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Gudrdn Hronn Ragnarsdottir (f. 1956)
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An titils, 1995—96

DMF, lakk og kdgur
Bstk. 32x120 sm

Gudrin Hronn Ragnarsdaottir (f. 1956)
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An titils, 1994

krossvidur, veggfddur og gler
240x200x40 cm

Gudrun Hrénn Ragnarsdéttir (f. 1956)
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An titils, 1995
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Gudrin Hrénn Ragnarsdottir (f. 1956)
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An titils, 1994

krossvidur, vegglodur og maining

17, 3x180x24 cm

Kjarvalsstadir — Listasaln Reykjavikur / Reykjavik Municipal Art Museum

Gudrin Hrénn Ragnarsdottir (f. 1956)
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