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vel er gert

Jona HIif Halldérsdottir

Formadur SIM

rosum Ppvi sem

Pann 20. mai 2014 sampykkti borgar-
stjorn Reykjavikur menningarstefnu
undir yfirskriftinni ,Menning

er mannréttindi“. Med stefnunni
fylgdi adgerdadaetlun sem pa voru
nymeeli og hefur adgerdadaetlunin
verid uppferd drlega i samremi

vid sampykkta stefnumérkun og
fjarhagsdeetlun borgarinnar.

Sem formadur Sambands islenskra
myndlistarmanna, og fyrir hond
Bandalags islenskra listamanna, hef
ég att seti sem aheyrnarfulltrai

hja Menningar- og ferdamaélasvidi
Reykjavikurborgar seinustu fjogur
4r. A pessum tima hefur pad verid
mikil dnsegja ad fylgjast med hvernig
Reykjavikurborg hefur unnid jafnt
og pétt eftir adgerdadeetluninni

og gert marga storkostlega hluti
fyrir menningarlifid i Reykjavik.
Myndlistarmenn hafa notid gods

af og vil ég nefna hér nokkur atridi
sem ordid hafa til pess ad vid buum i
réttldtara og betra samfélagi.

Stérum afanga var nad pann 12.
oktober 2017 en pd sampykkti
Borgarrdd Reykjavikur nyjar verk-
lagsreglur Listasafns Reykjavikur
og sampykkti viobotarframlag

til safnsins upp a 8,5 milljonir
kréna. Greidslur til listamanna
fyrir syningar 4rid 2018 verda 12,5
milljénir kréna. Er petta 268%

aukning 4 milli 4ra en arid 2017
greiddi listasafnid 3,4 milljonir kréna
i péknun til myndlistarmanna. I
pessu mali tok Reykjavikurborg

af skarid 4 undan rikinu, likt og
adur hefur gerst, og vard fyrir

vikid leidandi 4 landsvisu. NG hafa
einnig Listasafnid 4 Akureyri og
Hafnarborg sampykkt sambaerilegar
verklagsreglur og fengid stéraukid
vidbotarfjarmagn til pess ad

greida myndlistarménnum. Feera
ma rok fyrir pvi ad frumkveedid
sem Reykjavikurborg hefur synt i
pessu mali hafi urslitadhrif fyrir
myndlistarmenn.

Pann 18. mars 2017 opnadi Marshall-
husid med pompi og prakt, en par
hafa nu Nylistasafnid, Kling og Bang
og Studié Olafs Eliassonar adsetur

til framtidar. Pessi lyftistong hefur
ordid myndlistarmoénnum til mikillar
gledi en Reykjavikurborg leigutryggdi
husnadid. Marshallhtsid idar nd

af samtimamyndlist og hefur gefid
grasrotinni fallegan og virdulegan
syningarstad.

Um bessar mundir stendur yfir
samkeppni medal myndlistarmanna
vardandi utilistaverk 1 Vogabyggd
og hefur verid akvedid ad verja

140 milljénum kroéna i verkefnid.
Verkefnid er i samraemi vid

stefnu borgaryfirvalda og hluti af

samningsmarkmidum vid 16dahafa
a sveedinu. Er betta fyrsta verkefni
af moérgum sem eru i bigerd. Pad
er frabaert ad loksins er buid ad
tryggja ad myndlist verdi hluti

af borgarlandslaginu og par med
sampykkja ad myndlist verdi hluti
af vinnu vid gerd nyrra hverfa fra
upphafi.

[ lokin vil ég nefna kaup Reykjavikur-
borgar 4 héggmyndinni Islands-
vardan eftir J6hann Eyfells sem
stendur vid Saebraut. Reykjavikurborg
hefur haft verkid ad lani frd 2010 og
hefur pad 4 peim tima 60dlast sess sem
eitt af kennileitum borgarinnar.
Menningarstefna Reykjavikurborgar
etti ad vera fyrirmynd allra sveita-
félaga og einnig islenska rikid. Eg

vil pvi nota petta teekiferi og skora

a rikisstjérnina ad draga fram

drog ad myndlistarstefnu islenskra
stjérnvalda sem unnin var af
Myndlistarradi 2015 og koma henni

4 koppinn med adgerdadeetlun. A
medan Reykjavikurborg heldur afram
ad stydja vio listir mun borgin dafna.
Adgengi ad menningu og listum

er mikilveegur hluti af pvi ad lifa {
frjalsu samfélagi.



broun greidsina safna til listamanna 2017-2018

2017 2017 2018 2018
Fjoldi lista- Greitt i poknun, Fjoldi lista- Acetlud greidsla i
manna vinnuframlag og manna poknun, vinnu-
listamannaspjall *** framlag og lista-
mannaspjall***
Listasafn Reykjavikur 24 3.400.000 _
Listasafnid ¢ Akureyri 52 1.300.000 35 5.703.280
Hafnarborg 8 1.792.000 _
Listasafn Arnesinga 9 1.539.265 8 2.414.290
Gerdarsafn 22 1.828.000 _
Nylistasafnio 23 1.688.000 15 til 22 1.554.000
Listasafn Reykjanesbeejar 11 1.200.000 _
Listasafn Islands 3 815.000 7 2.380.000
Listasafn ASI 1 1.959.000 5 3120000
Samtals 15.521.265 36.533.910

*Unnid er samkvaemt verklagsreglum sem hafa ekki verid sampykktar.
** Samningar eru gerdir vid hvern listamann fyrir sig og innihalda eingreidslu dn sundurlidunar d péknun og vinnuframlagi.
*** Greidslur vegna listamannaspjalls og fyrirlestra nd til fleiri en listamannanna sem syna.

Sundurlioud deetlun safna d greidslum til listamanna 2018.
Listasafn Islands er eina safnid sem md ekki sakja um i opinbera sj6di eins og Myndlistarsj6d.

Fjoldi [ Vinnuy-  Lista- : Greitt samkvemt /
lista- Péknun framlag ~ manna- Fyrirlestrar ~ Samtals fidrmognun 2018
manna spjall
Listasafn Reykjavikur 37 8.061.744 3.419.000  768.000 12.284.744 | Verklagsreglum safnsins
Verkl 1 i
Listasafnid d Akureyri 35 3453280 1.850.000 240.000 160.000 5.703.280 | \CTxlagsreglum safnsins
frd og med dgiist 2018
Hafnarborg 11 2.520.000 1.500.000 225.000 4.245.000 Verklagsreglum safnsins
{ Verkl I i
Listasafn Arnesinga 8  1.315.830 923.460  175.000 2.414.290 | Verklagsreglum safnsins
(drég)
Greidslur eru hddar
Gerdarsafn 36  2.455.596 672.000 3.127.596 | fjarmignun einstakra
syningarverkefna
.y . Greidslur eru hddar
Nylistasafnid 15-22  1.350.000 120.000 84.000 1.554.000 o
fjdrmégnun
. . . Verklagsreglum safnsins
Listasafn Reykjanesbejar 5 1.705.000 1.705.000 S
(drog)
Listasafn Islands 7 1.640.000 260.000  480.000  2.380.000 | Greitt eftir samningum **
Listasafn ASI 5 400.000  2.500.000 120.000  100.000 3.120.000 | Framlagssamningi SIM

*Unnid er samkvaemt verklagsreglum sem hafa ekki verid sampykktar.
** Samningar eru gerdir vid hvern listamann fyrir sig og innihalda eingreidslu dn sundurlidunar d péknun og vinnuframlagi.
*** Greidslur vegna listamannaspjalls og fyrirlestra nd til fleiri en listamannanna sem syna.



’

Innljos i Listasafni AS

Starkadur Sigurdarson

Listasafn ASI stéd fyrir syningu Sigurdar Gudjénssonar Innlj6s 7 St. Jésefs-
spitala sidasta haust og hlaut syningin fyrstu Islensku myndlistarverdlaunin
sem afhent voru { februar. betta er fyrsta syning Listasafns ASI eftir sélu
Asmundarsals en safnid stefnir { metnadarfulla vinnu d komandi drum. [
seinni hluta verkefnisins flytur syningin Innljés d Blonduds par sem Sigurour
mun vinna inn { fjos i stad spitala. Einnig hefur Hildigunnur Birgisdottir
veri0 valin til ad halda ncestu tver syningar d eftir Sigurdi. Elisabet
Gunnarsdottir, forstodumadur safnsins, svarar nokkrum spurningum um
syninguna og padtt framlagssamnings i syningargerdinni.



Hver eru ncestu verkefni safnsins?

Safnid vinnur med nytt syningar-
plan til fimm 4ra fra jantar 2017.

A medan unnid er ad pvi ad koma
upp nyju husneedi fyrir safnid verda
syningar pess haldnar i samvinnu vid
adra { mismunandi sveitarfélogum
hringinn { kringum landid. Syning
Sigurdar Gudjonssonar { Hafnarfirdi
var fyrsta syningin { syningar6dinni
og mjog anagjulegt og mikil
hvatning fyrir okkur ad hann skyldi
fa Islensku myndlistarverdlaunin
fyrir hana.

Hvernig gekk kostnadardetlun
syningarinnar upp?

Vid férum talsvert fram ur kostnadar-
deetlunum fyrir syninguna sjalfa,
enda var mikil 6vissa par sem vid
vissum ekKki fyrir fram hvar syningin
yrdi haldin og pvi erfitt ad deaetla.

En adrir 1idir reyndust ekki eins
kostnadarsamir, pannig ad rekstur
safnsins kom vel ut. Pad er mjog
anaegjulegt ad geta gefid listafélki
svona taekifeeri. Sigurdur var tilbdinn
ad taka dheettuna. Audvitad vorum
vid ad renna blint i sjéinn med betta
allt og hann lagdi mikid 4 sig med
okkur til ad lata allt ganga upp. Pad
er alltaf heilmikid atak ad setja upp
syningu en parna vorum vid ad

gera eitthvad 4 6venjulegum stad

og pad tekur 4. Sigurdur fékk greitt
fyrir alla sina vinnu og péknun

fyrir syninguna samkvaemt fram-
lagssamningi SIM og allir sem ad
syningunni komu fengu greitt fyrir
sina vinnu eins og 16g gera rad fyrir.
Vid fengum ad auki dmetanlega
adstod frd Verkalydsfélaginu HIif og
Hafnarfjardarbae sem lanadi okkur
husnaedid endurgjaldslaust, BERG
Contemporary - galleriid hans -

var mjog hjalplegt, Hafnarborg og
margir fleiri reyndust okkur vel.

Er eitthvad sem pid munid gera
o0ruvisi { undirbiiningi fyrir syningu
Hildigunnar en med Sigurdi?

I grundvallaratridum verdur petta
svipad nema vid erum reynslunni
rikari eftir pessa fyrstu syningu

i Hafnarfirdi. Pau Sigurdur og
Hildigunnur eru mjog o6likir
listamenn og verkin hennar
Hildigunnar purfa annad en hans.
Vinnan med henni mun taka mid af
pvi beedi hvad vardar stadarval og
framkveemd syninganna.

Er eitthvad i framlagssamningi SIM
sem pid takid eftir ad meetti beeta?

Framlagssamningurinn tekur

4 morgu sem skiptir méli og er

mjog gédur til vidmidunar. Pad

sem kannski vantar inn { hann er
meira um mismunandi verkefni og
greidslur fyrir pau, s.s. patttoku i
pallbordsumredum, annars konar
midlun en syningar, vidtol og fleira

i peim dur. Pad er lika spurning
hversu miklu mali lengd syninga a
a0 skipta pegar kemur ad greidslu
poknunar. Pad er eitt atridi sem
veldur mér talsverdum ahyggjum
vardandi framlagssamninginn en pad
eru alagsgreidslur fyrir syningar og
annad sem listamenn taka pétt { fjarri
heimili sinu. Eg sé strax ad petta dlag
er pad hatt ad pad geeti haft afgerandi
ahrif a skipulag syninga vidsvegar
um landid sem Listasafn ASI leggur
mikla aherslu 4. Vid viljum midla
listinni sem vidast og gefa sem
flestum kost 4 ad sj4 syningar. Eg tel
a0 petta alag purfi ekki ad vera svona
hatt. Mikill meirihluti islenskra
myndlistarmanna byr 4 h6fud-
borgarsveedinu og petta geeti ordid

til pess ad s6fn og adrir veigri sér vid
miklum kostnadi vid syningarhald
utan hofudborgarsveedisins eda ad fa
til sin listafélk sem byr annars stadar.
Eg er hreedd um ad petta komi {

veg fyrir hreyfanleika myndlistar-
manna um landid og vidar vegna
aukakostnadar.

Niina eru fleiri séfn og stofnanir ad
taka upp samninga um vinnuframlag
og péknanir, hver er afstada lista-
safnsins til peirrar vinnu?

Pad er ekkert annad en gott um

pad ad segja og frabeert ad sja hvad
vidbrogdin hafa verid jakvaed. Min
afstada hefur alla tid verid st ad
bidja ekki um neitt fritt fra listafolki
og pad kom a 6vart ad opinber

sofn greiddu ekki poknun i meira
meeli. Reynslan synir ad flestir eru
tilbunir til ad taka tillit til adsteedna
og bess hvada fjarmagn er 1 bodi.
Pad er sitthvad ef allir eru ad gefa
vinnu sina, sbr. listamannarekin
rymi o.p.h., en pegar kemur ad
opinberum s6fnum pa er annad uppi
a teningnum. En svo er lika rétt ad
taka inn { myndina ad adstodumunur
safna 4 Islandi er mjég mikill.
Listasafn ASI hefur nokkra sérstédu
hvad petta vardar og er med gdédan
bakhjarl i Alpydusambandinu, en
sum sofnin eru rekin med fjarfram-
l6gum fra riki eda fjolmennum
sveitarfélogum 4 medan 6nnur hafa
ekki eins sterka bakhjarla og verkefni
minni safnanna eru ekki endilega

i samraemi vid studninginn sem

pau fa. Pess vegna er mikilvaegt ad
rekstrargrundvollurinn og par med
talinn samningsgrundvoéllurinn vid
listamenn sé veginn og metinn a
heildreenan og hlutlausan hatt med
skilningi 4 pessum adstodumun

og skilningi a mikilvaegi pess ad
listinni sé midlad sem vidast. Pad
vantar einhvers konar stefnumétun
sem tekur mid af porfinni fyrir
adgengi alls almennings i landinu
a0 list, porf peirra sem midla

henni og listafélksins sem byr

hana til. Pad sem vid purfum eru
vidmidunarreglur sem safnafléran i
landinu getur samid eftir og adlagad
innan skynsamlegra marka ad
mismunandi verkefnum.



Andrymi, réttekt félagsrymi

Malgangao

Viotal vid Karlottu Blondal
Erin Honeycutt

Lifspekifélagio



Verk Karlottu Blondal hverfast
kringum efnividinn sem notadur er til
ad midla umskiptum milli hins tvivida
og privida, med hverfulu efni par

sem tungumdl og skynjun vega jafn
mikid og pappir og textill. Karlotta
hefur skapad pdtttokugjorninga par
sem landslag 1ék pad hlutverk ad

vera adaluppspretta tungumdls sem
og orsakavaldur breyttrar skynjunar.
I verkum hennar er tungumdl fdna

til demis itrekad notad til ad kanna
birtingarmyndir pess sem vid sverjum
hollustu okkar. Sem slikir takna peir
pad ad hafa rédd og velja sér tungu-
mdl til ad skapa med sinn eigin veru-
leika. Petta var titgangspunktur
samtals okkar d vinnustofu hennar,
par sem vid reddum ventanlegan
gjorning hennar, Maigéngu, { mai

2018.

begar ég las um fyrri umhverfisverk
bin virtist sem adferdir pinar feelu i
sér hdrfina samvinnu umhverfis og
efnivids, olikt sumum af upphaflegu
landlistaverkunum frd dttunda dratug
sidustu aldar, sem voru stundum
6trileg inngrip og skildu eftir sig mikil
ummerki.

J4, ég vil leyfa umhverfinu ad vera
hluti af og patttakandi i pvi sem ég
er ad gera, en & 6radan hatt, neestum
eins og ogreinanlega tilfeerslu sem
vid skynjum. I gjérningnum { mai
mun ég nota pappir og vatnsliti til
a0 bua til fdna, pannig ad vedur og
vindur munu taka patt i myndinni a
fananum. Ef pad rignir, feer regnid sitt
a0 segja. Litir fdnans verda magenta
(vinraudur), cyan (bldgreenn), gulur
og svartur, somu litir og notadir

eru { prentun. Litirnir visa pannig

til prentadra upplysinga, skodana
og ar6durs, sem og prentteekninnar
sjalfrar.

Hvada pydingu hefur Helgafell sem
stadsetning gjorningsins { mai?

Gjorningurinn mun hefjast vid reetur
Helgafells, hins helga fjalls, pott

pbad sé ekki raunverulega dsteedan
fyrir pvi ad ég valdi pad. Petta er
fjall sem f6lk gengur mikid 4 og

er mjog adgengilegt. Sum {joll eru
ekki jafn adgengileg og 6nnur eru of
vidkveem og mega ekki vid mikilli
umferd. Helgafell er einhvern veginn
stadur par sem allir mega fara -
alltumvefjandi fjall. Petta er géngu-
hugleidsluverk sem gestir taka patt i.

Hvernig spilar mikilvagi bardttudags
verkalydsins, 1. mai, inn { gjérninginn?

Pad sem mér finnst dhugavert og
mikilveegt vid 1. mai er gangan i
gegnum borgina med fana sem standa
fyrir hugmyndafreedi med skyrt
markmid, betri heim, ad leidarljosi.
Petta er lika ganga sem allir geta tekid
patt i. Pad sama 4 vid um gjérninginn
pétt fanarnir séu listaverk sem kallast
4 vi0 umhverfid og patttakendur
medan beir ganga og lata { sér heyra.
Gjorningurinn er saminn fyrir Nylo-
koérinn, hljédljédakér sem myndadur
er af samfélagi listamanna og vina.
Zfingarnar munu verda eins konar
prihyrnt ferli milli Lifspekifélagsins,
Andrymis, rétteks félagsrymis i
Reykjavik, og ytra umhverfis.

bad sem virdist mikilveegt vid pennan
gjorning i steerra samhengi er ad
hann stendur fyrir dkvedna tegund

samkoma sem kynna dhorfandann
fyrir einhverju dn pess ad neyda hann
til ad skuldbinda sig.

Pad er pad sem er mikilvegt
vardandi fanana, pvi peir eru ekki
eitthvad sem pu getur samsamad pig
sérstaklega: petta eru litir og pappir,
ekki samfélag. Hver fani er abstrakt
mynd. Allir geta séd i peim pad

sem peir vilja pvi dhorfendur horfa
hugleegt 4 hvert flagg, likt og spegil
eda sjalfsmynd. Sem abstraksjon er
hver peirra jafn einstakur og pinn
eigin veruleiki og breytilegur eins
og pin eigin skynjun. Fanarnir verda
hollustueidur til pins eigin veruleika
eins og sjalft fjallid helga, sem er
hvort sem er huglagt og innra med
okkur.

bad er lika birtingarmynd pess hvernig
adgreiningin milli hins veraldlega og
hins triiarlega er brotin nidur. List

er drangursrikasta adferdin til ad
laumast yfir landameeri par sem hiin
er eitt af pvi fda sem feer alls stadar ad
standa mitt & milli 6likra hépa.

Eg held ad pad sem vid sjdum

fyrir okkur sé jafnvel handan hins
mannhverfa. Timothy Morton
sagdi ad vid staedum ekki sidur
frammi fyrir andlegri krisu en
umhverfiskrisu. Vid erum ekki ad
tala um neina utépiu heldur mjog
raunverulegan veruleika, hér og na.
betta verdur engin utépia pvi atdpiur
eru ekki til. En pad verdur gengid
og latid i sér heyra og pad verdur
hefdbundid 1. mai kaffi og kleinur.



Metum menntun
il launal

Magnus Por Porbergsson

10

A undanférnum arum hafa fagfélog
listamanna i auknum meeli gengid til
lids vid BHM - Bandalag haskoéla-
manna og nud er svo komid ad sex
félog listamanna eru ordin adildar-
félog innan bandalagsins: Arkitekta-
félag Islands, Félag islenskra list-
dansara, Félag islenskra hljom-
listarmanna, Félag islenskra leikara,
Félag leikstjéra 4 Islandi og Samband
islenskra myndlistarmanna. Med
aukinni menntun listamanna og
feerslu listnams yfir a4 haskolastig er
ljost ad listamenn eiga samleid med
60ru haskélamenntudu félki pegar
kemur ad stéttabardttu og geta tekid
undir grundvallarkr6fu BHM: Metum
menntun til launa.

Stofnun Listahaskdla Islands og
uppbygging nams par 4 beedi BA
og MA stigi hefur haft sin dhrif 4
a0 styrkja sto0u listamanna innan
samfélags haskélamenntadra.
Listahdaskolinn hefur barist 6tullega
fyrir vidurkenningu 4 st6du sinni
sem haskoélastofnun, vakid athygli

a peetti listar { pekkingarsképun

og rannsoknum og lagt dherslu

4 mikilveegi framhaldsnams a
haskolastigi i listum. Pad er pvi
einkennilegt ad menntun virdist engu
mali skipta pegar kemur ad launum
vid Listahaskolann, sér i lagi launum
stundakennara.

Eg var fastur kennari vid Svidslista-
deild Listahaskolans 1 tiu ar fra

2005 til 2015. A peim tima tok ég
virkan patt { uppbyggingu nams

vid deildina, atti hlut ad stofnun
Svidshofundabrautar og var fagstjori
hennar um alllangt skeid. Eitt pad
erfidasta 1 starfi minu sem fagstjori
namsbrautar vid Listahdskolann var
ad horfa framan { stundakennara
brautarinnar og upplysa hver
launakjor peirra veeru. Pad kom fyrir
a0 folk heetti vid pegar pad attadi

sig a hversu litid var greitt fyrir
kennslu og pvi var ekki alltaf hegt
ad f4 besta f6lkid til starfsins. Eg
vissi pvi vel hvad beid min pegar ég
var bedinn um ad kenna ndmskeid



Halldérsdéttir.

sem stundakennari. Engu ad sidur
akvad ég ad spyrja hvort tiu dra
starf mitt vid skélann hefdi einhver
ahrif 4 launin. Svarid var skyrt: Allir
stundakennarar vid Listahaskélann fa
sama timakaup - 2.294 krénur - og
skiptir pa engu mali hvort um sé ad
reeda einstakling sem nyskridinn er
ur nami, eda einhvern med aralanga
reynslu af kennslu, listsképun eda
fraedistorfum. Reynsla er ekki metin
til launa.

Fyrir ari sidan lauk ég doktorsprofi

i minu fagi. Eg hafdi unnid ad
doktorsritgerd minni samhlida starfi
minu { Listahdskélanum og fengid par
mikla hvatningu til ad ljuka grddunni.
Pad var litid 4 pad sem mikilvaegt
fyrir sto0u, virdingu og voxt list-
menntunar ad auka menntunarstig
innan svidsins, beedi med pvi ad
hvetja kennara til ad saekja sér
aukinnar menntunar og eins med
stofnun namsbrauta 4 meistarastigi
vid skélann. Pegar kemur ad launum
hverfur pessi hvatning hins vegar eins

o LISTAHASKOLI [SLANDS

\ ‘ w ‘
el T

Allir stundakennarar vid Listahdskdélann fd sama timakaup - 2.294 krénur. Liésmynd Jéna HIif

og dogg fyrir sélu. Vid spurningunni
hversu mikid laun stundakennara
heekkudu med heerri ndmsgradu
fékkst sama svar og adur: Allir
stundakennarar vid Listahdskélann
fa sama timakaup - 2.294 kronur.
Skiptir pa engu mali hvort vid-
komandi sé med doktorsgradu eda
studentsprof. Menntun er ekki metin
til launa.

Eg leyfi lesendum ad gera upp vid

sig hvort peim finnist 2.294 krénur

a timann vera dsettanleg laun

fyrir kennslu 4 haskolastigi. Kjor
stundakennara vid flesta adra haskéla
4 Islandi eru pvi midur ekki mikid
skérri. Eg leyfi mér ad fullyrda ad ein
helsta dsteeda pess ad hér virdist hegt
a0 reka samkeppnisheft haskdlakerfi
fyrir framl6g langt undir pvi sem
gerist i kringum okkur sé su ad
haskolarnir treysti ad umtalsverdu
leyti 4 kennslu stundakennara a
6vidunandi lagum launum. Adrir
hérlendir haskdlar hafa pad p6 fram
yfir Listahaskélann ad greida heerri

laun fyrir aukna menntun. Sem dami
feer stundakennari med BA-gradu
2.070 krénur & timann hja Haskola
Islands, en heekkar vid MA-gradu i
2.338 krénur og i 2.642 krénur vid
doktorsprof.

Stefna Listahdskdlans er hins vegar
a0 horfa ekki til menntunar, stefna
sem er peim mun 6trulegri 1 ljési pess
a0 Listahdskolinn er menntastofnun
par sem prekvirki hefur verid

unnid vid uppbyggingu listnams

4 framhaldsstigum hdskdélandms.
Allar deildir skélans bj6da nu upp

4 meistarandm, en skilabod skélans
til peirra sem utskrifast af peim
namsbrautum eru einkennileg.
Gradan sem skolinn sjalfur veitir
beim hefur engin ahrif 4 laun peirra
sem stundakennarar: Til hamingju
med graduna — vid tokum samt

ekki mark 4 henni. Pad er 6taekt ad
menntastofnun meti ekki menntun -
ekki einu sinni p4 menntun sem hin
veitir sjalf - til launa.

11
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Bad Dionu pt. II, 2017. Frd syningunni Diana, ad
eilifu i Ekkisens, akryl 4 pappamassa. Ljosmynd
Starkadur Sigurdarson.

AuéurLéO
Avextir sem ekki er
hcegt ad borda

Bergrun Anna Hallsteinsdottir

-

TAT MAHAL ER

Gl &
. GRAFHYSI ASTAKWNA://

Hluti af verkinu Diana, ad eilifu af
syningunni Diana, ad eilifu, Gallery
Port, 2017. Akryl d pappamassa. Ljés-
mynd Starkadur Sigurdarson.

S

Vinnustofa. Liésmynd Starkadur Sigurdarson.




Pottaplontur, 2015. Skulptiir, blondud tekni. Liésmynd Audur Léa Gudnadéttir.

Audur Léa Gudnaddéttir iitskrifadist
ur Listahdskéla Islands 2015 og hefur
verid ad vinna og syna i Reykjavik

og vidar sidan pd. Hiin hlaut
Hvatningarverdlaun Myndlistarrdds,
sem voru veitt samhlida
Myndlistarverdlaununum i fyrsta sinn
i febriiar sidastlionum. Vid hittumst

i bilskur foreldra Audar par sem hiin
hefur stidiéadstoou.

Hverjir eru helstu undirliggjandi
peettirnir { pinni myndlist?

Frasogn { myndmali er mikid pema
hja mér og ég er alltaf mjog hrifin af
sogum, og sterku myndmali { sogum.
betta faeer madur oft i godafraedinni,
pad eru oft svo margir samverkandi
peaettir { gangi. Pad gildir pad sama
um malverk af Biblius6gum par

sem malud er mynd sem er gerd ar
morgum litlum tilvisunum. Eg hef
mikinn dhuga 4 t.d. list sem var gerd
fyrir f6lk sem kunni ekki endilega ad
lesa. Mér finnst otrulega heillandi ad
segja sogur med myndum. Myndlaesi
og myndlikingar, petta finnst mér
mjog ahugavert.

Utskriftarverkid pitt ur Listahdskdla
Islands, var pad einhvers konar préun
eda speglun da pvi?

Pottaplontur (2015), sem var
utskriftarverkid mitt, fjalladi einmitt

mikid um myndmal og petta ferli

ad bua eitthvad til. Eg get buid til
eitthvad greent ur plastdik eda
greenum vettlingum, steypt pad i
form og félk mun pekkja pad sem
plontu ... Pad voru til demis margir
sem komu 4 syninguna og s6gdu

vid mig: ,Va ég hélt fyrst ad petta
vaeri alvoru!“ En pad var ekkert sem
tengdi petta vid raunverulega plontu,
annad en ad pad litur pinulitid ut
eins og petta gaeti verid planta. Pad
er akvedinn tilgangur med plontum
og i pvi sem alvoru plontur standa
fyrir. En gerviplanta, til hvers er hun
i raun og veru, og af hverju? Eg hef
mikinn dhuga 4 slikum fyrirbserum.
Petta 4 vid um gerviavexti lika. Hvada
tilgangi pjona peir fyrir utan ad vera
eitthvad til ad horfa 4, og af hverju ad
eiga avexti sem pu getur ekki bordad?

Tolum um Diénu, sem var
vidfangsefni syningarinnar Diana a0
eilifu, hvad var pad sem leiddi pig ad
henni sem midpunkti listasyningar?

Eg var { vinnustofudvél { Dublin {
oktober 2016, og pa langadi mig ad
gera verk um gydjuna Diénu sem var
ad bada sig med vinkonum sinum

og svo kemur veidimadur sem sér
hana. Hun breytir honum i hjort,
veidihundarnir hans elta hann uppi
og drepa hann. Petta samhengi fannst
mér bara alveg geggjad og langadi ad

gera skulptur af pessari senu. Margir
klassiskir malarar hafa tekist 4 vid
petta vidfangsefni, og virdist petta
vera hin fullkomna blanda af erétik
og haska. Oft er sagan notud sem
afsokun til ad mala naktar konur.
Pegar ég var ad rannsaka verkid, pa
notadi ég google images. Pad komu
alltaf nokkrar myndir af gydjunni, og
svo var sirka fimmta hver mynd af
Dionu prinsessu i hlébardasundbol ad
taka sig vel ut 4 einhverri skatu. Mér
fannst petta rosalega skemmtilegt
myndmal i gangi, og samtalid milli
pessara tveggja kvenna otrulega
dhugavert. Eg sat med hugmyndina
hja mér i sma tima og byrjadi a
heimildavinnu um Diénu prinsessu
og fattadi ad arid 2017 veeru 20 ar
sidan hin d6. Hugmynd ad verki
breyttist svo i samsyningu, og petta
yrdi 4 endanum svona litil hatid, eda
homage.

Listamadurinn kom med éskapema
fyrir vidtalio: ,, Ad mistakast. Af
hverju vildirou ad samtalio byrjadi

par?

betta er kannski svolitid vitt
samhengi, pad ad ,mistakast® yfir
hofud, af pvi ad pad er svo margt sem
getur mistekist. Sérstaklega i myndlist
par sem pad er engin uppskrift ad pvi
hvernig madur 4 ad vinna. En ég held
a0 ég vilji tala um pad af pvi ad mér
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Vinnustofa. Ljésmynd Starkadur Sigurdarson.

finnst pad svo skemmtilegt, af pvi ad
mér hefur ,,mistekist” svo margt, og
margt hefur gengid erfidlega.

Pa finnst mér gaman ad fa verdlaun!

Vid hlejum ad pessari yfirlysingu,
sem segir svo margt um innri heim og
efasemdir listafélks, en hiin beetir vid:

Pad hefur verid erfitt 4 koflum, en

4 sama tima mjég leerdomsrikt. [
rauninni held ég ad mér finnist best
begar gengur illa. Pad er dskorun
pegar pad sem madur er ad reyna ad
gera gengur ekki vel, ad takast 4 vid
pad, og lata verkin ekki yfirbuga sig.
Pa er madur ad leera. Petta er madur
orugglega buinn ad heyra oft, en
betta er satt. En svolitid erfitt engu
a0 sidur, pegar madur imyndar sér
einhvern veginn ad ef madur sé gédur
i einhverju pd muni allt ganga vel.

Hvad ertu ad meina pegar pui talar
um ad mistakast, ertu ad tala um
ad glima vid dkvedid verk, eda
kannski ferlid almennt? Eda er pad
myndlistarheimurinn, par sem er
ndttirulega mjog erfitt ad fota sig?

Akryl d pappamassa.

Pad er enginn sem neydir mann til
ad gera myndlist, og i raun stridir
ansi margt gegn pvi. Porfin til ad gera
myndlist er alls ekki praktisk, kostar
baedi peninga og tima, og tima til ad
gefa sig verkefnunum af heilum hug.
Madur er svolitid einn a bati.

Ef vid gongum ut fra verkefninu
Diana, ad eilifu, sem vard ad frekar
miklu verkefni. Eg var med mjog
margar hugmyndir og mig langadi
ekki ad gera petta med halfum

hug, svo ég akvad strax ad reyna ad
framkveema allt sem mér datt { hug.
Pad var mjog skemmtilegt en lika
otrulega mikil vinna. Pad er flokid
a0 skipuleggja syningu, kannski
sérstaklega pegar madur hefur ekki
skipulagt syningu af pessari staerd
adur. Mér lidur oft eins og ég sé ad
synda i djupu vatni an kta.

Eftir svolitid fram og til baka

kom pessi hugmynd um ad hafa
petta & premur mismunandi
syningarstodum; Portinu, Ekkisens
og svo gjorningakvold i Mengi.

Prir mismunandi stadir og prir
mismunandi adilar, og pa parf ad
halda i alla spottana, hveneer ma setja
upp, hveneer ma gera hvad,

=

Hundur i s6lstél, 2016. Frd syningunni 109 kettir i peysum, Ekkisens.

hvar, og svo i ofanalag voru petta 14
mismunandi listamenn sem edlilega
gerir allt frekar fl6kid. Eg vonadi

lika ad vid fengjum einhvers konar
fjarmoégnun, en pad gekk ekki upp, ad
hluta til vegna pess hvad vid vorum
o6reynd i pvi ad skrifa styrkumsoéknir.
Eftir 4 ad hyggja laerdi ég, { gegnum
petta, ad pad versta sem pu getur
verid ad pela i er hvort eitthvad muni
fara urskeidis, eda ad velta sér of
mikid upp ar pvi sem er buid og gert.

Eftir toluverdan tima ljiitkum vid
vidtalinu, en seinna fe ég SMS.
Nokkrir aukapunktar sem komu upp
i kolli Audar eftir samtalid okkar.
Videigandi svona undir lokin:

A0 standa 1 halla er dhugavert

i pessu samhengi. Sem ungur
listamadur gagnvart listheiminum,
sem listamadur i samfélaginu, sem
listamadur gagnvart efnivid sinum.
Pad krefst pess ad madur hugsi
skapandi.

Ad mistakast eda finna nyja lausn.
Allt rennur saman { myndlist og pegar
madur er ad stiga sin fyrstu skref pd er
o6ll hvatning velkomin.



Bad Di6nu pt. I, 2017. Frd syningunni Diana, ad eilifu, Gallery Port. Akryl d pappamassa. Liésmynd
Starkadur Sigurdarson.



16

Ef pt byrjar daginn med sjé a vinstri hond, sjo til heegri, sjé ad baki pér og
svo langt sem augad eygir, pa ertu mjog liklega 4 eyju.

Ef pu ert nu pegar adal umraduefni baejarins, eftir 6rfaar minatur, pa er

hann mjog liklega litill.

Ef pad er alltaf bankad pegar pu ert a klosettinu og skérnir pinir eiga pad til
a0 leggja af stad ut ur husi an pin, pa ertu liklegast innan um margt félk.

Ef bt ert komin { rumid en hlerd samt heest ad brandaranum sem er { gangi
vid bordstofubordid, pa dvelur pu liklegast i ansi gisnu husi.

Ef allar hugmyndir pinar sameinast { pokuskyi med hugmyndum annarra,
pa veistu ad pu hefur misst eg6id og tilheyrir na steerra samhengi.

LAUMULISTASAMSTEYPAN

Laumulistasamsteypan samanstendur af hépi
listamanna sem dvelja drlega og timabundid
saman { Hrisey med 6likum afleidingum.
Laumulistasamsteypan er residensia, matar-
klubbur, furduverk, hétid, gengi, raunveru-
leikapattur, leidangur, kommuna, atvarpssto0d,
studningshépur en kannski fyrst og fremst
sumarbudir fyrir fridlausa listamenn.

Laumulistasamsteypan var stofnud af
Asgerdi Birnu Bjérnsdéttur og Helenu
Adalsteinsdéttur og hefur starfad frd arinu
2014. Samsteypan er amaba sem breytir
16gun sinni 4r hvert i takt vid parfir og éskir
hépsins og skipuleggjendanna. Hun steekkar
og teygir sig jafnvel ut fyrir landsteinana en
4 60rum stundum minnkar hun aftur nidur i
kjarnasteerd.

Laumulistasamsteypan bydur uppa tekifeeri
til pess ad stiga ut ur sinu eigin hversdagslifi
og leyfa sér ad sniast um adrar sélir en
madur gerir i sinni eigin skopun. Ad breyta
vendipunktinum i takmarkadan tima og gefa
alla sina orku og athygli i verkefnid sem er
fyrir hendi og f6lkid sem vinnur pad med
manni. AJ nyta petta rymi sem samsteypan
gefur manni til pess ad marinerast med 6drum
heilum og bregdast vid pvi sem a sér stad i
kringum mann. Laumulistasamsteypan gefur
patttakendum listreent vitamin sem siast

inn smam saman, a é6ventum svidum og oft
manudum eftir ad verkefninu lykur.



e

Stilla dir verkinu Mud man, Laumulistasamsteypan Laumulistasamsteypan & the Clusterfog gig, syning
2017. Liésmynd Laumulistasamsteypan. i Harbinger 2017. Liésmynd Oléf Kristin Helgaddttir.

Hdamundarstadir, heimili Laumulistasamsteypunnar. Liésmynd Timna Tomisa.
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Kenichi, hver
er €g?”

Viotal vid pysku fjollistakonuna Katrin Hahner

Katrin Helena Jénsdéttir, verkefnastjori gestavinnustofa SIM

JEAN. Akril og olia & striga 150x170cm.
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Katrin Hahner er pysk myndlistar-
og tonlistarkona sem hefur dvalio
hérlendis sidan { juni 2017. A pvi
timabili hefur hiin starfad sem tén-
listarstjori fyrir leiksyninguna Gud
blessi Island 7 Borgarleikhiisinu,
verid gestalistamadur hjd SIM

og kynnst islensku mynd- og
ténlistarsenunni.

Katrin Hahner feddist { sveit
Sudur-byskalandi og vard snemma
heillud af hvers konar sképun: ,Eg
var stodugt ad teikna og syngja og
var algjor draumameistari, segir
hiin mér. Leid Katrinar ld pé ekki
beint ad myndlistinni heldur kldradi
hin fyrst leiklistarndm og vann
toluvert i leikhuisi. Eftir ad hiun lauk
leiklistarndminu for hiin til Stuttgart
i Akademie der Bildenen Kiinste

og leerdi hefobundna mdlaralist og
for svo i framhaldsndm i myndlist {
Weissensee listahdskoélann i Berlin.
bar byr Katrin enn i dag og starfar
jafnt ad myndlist sinni og tonlist.

Hvers vegna komstu til Islands?

Eg kom fyrst til Islands 4rid 2016,
pa var ég ad heimsakja vinkonu
mina sem dvaldi { gestavinnustofu
SIM. Eftir heimsdknina gat ég

ekki heett ad hugsa um ad koma
hingad aftur og 1ét loks verda af pvi.
Planid var ad vera hér i fimm vikur
i byrjun sumars 2017 og vinna ad
ténlist eda i myndlistinni. Eg hef
alltaf eitthvad ad gera; ég er alltaf
ad vinna og hugsadi ad ég geeti allt
eins gert pad hér 4 Islandi eins og {
Berlin.

En bad var svo fyndid ad viku adur
en ég kom hingad réd Porleifur Orn
Arnarsson mig sem tdnlistarstjora
fyrir verkid Gud blessi Island sem
hann var ad leikstyra, svo kom SIM
inn { deemid og eitt leiddi af 6dru og
nu er kominn mars og ég er ennpd
hér!

Orkan hérna er kristalter, mér lidur
eins og ég sé nedansjavar og ad ég
geti sé0 mjog langt frd mér, ég held
a0 ég dyrki bara pennan skyrleika
sem mér finnst ég upplifa hérna. Eg
hef hugsad oft 4 lidnum ménudum:
Af hverju vard ég myndlistarmadur?
Svarid er: Til ad geta verid frjdls.
Pess vegna dakvad ég fra manudi

til manadar hvort ég etti ad vera
afram, spurdi sjalfa mig hvernig
mér 1idi og alltaf pegar ég var buin
ad akveda ad vera hér kom nytt
taekifeeri upp i hendurnar 4 mér sem
gerdi mér kleift ad vera dfram: Pessi
timi 4 Islandi hefur verid téfrandi.

Nii vinnur pui beedi { myndlist og
ténlist. Hvernig er ad stokkva d milli
midlanna?

Eg elska pad. Pad olli sméavaegilegum
vandredum i upphafi og ég hugsadi
alltaf. Hvad er petta? Er ég ad

flyja vandamdlin? Einstein sagdi:
»Hugsunarhatturinn sem skapar
vandamalid getur ekki verid sami
hugsunarhattur og skapar lausn 4
vandamélinu.“ Eg held ad { minu
tilviki sé petta akkurat malid; ég
reyni ad skipta um sjénarhorn til ad
finna lausn 4 vandamdlunum. Nuna
pbegar ég hef gert petta i nokkur ar
lidur mér eins og 61l listskdpunin sé
ad renna saman i eitt.

Eg daist ad folki sem getur einbeitt
sér ad einhverju einu og dyft sér
alveg ofan i pad, svolitid eins og
djupsjavarkafarar. Eg atti { basli
med betta til ad byrja med pvi
audvitad lidur manni eins og madur
kafi ekki jafn djupt ef madur gerir
marga hluti, en ég sé pad alls ekki
pannig lengur. Mér finnst frekar
a0 ég sé ad leita ad sama hlutnum
eda praedinum, alveg sama hvada
midil ég nota. Kannski er ég
djupsjavarkafari sem kafar frekar
160rétt en larétt, dyptin er i raun
hin sama. Eg er ad leita ad einum

raudum preaedi sem tengir alla
punktana saman, reyni alltaf ad
leysa somu gatuna.

I mérg 4r reyndi ég ad neyda mig
til ad einbeita mér ad einu i einu
og ég for eiginlega yfir um. Pad
var pegar ég vann i leikhuasinu,

var ad gefa at plotu og vann lika
sem myndlistarmadur: P4 leid mér
eins og brjaledingi, ég held ég hafi
verid svolitid brjalud. Eg var miklu
taugaveikladri pa en i dag, nu er ég
rolegri.

Pad var mikil vinna ad setta sig vid
ad vera sa listamadur sem ég er;
allt i 6llu, i stad pess ad neyda mig
til ad gera eitthvad eitt. Eg hugsadi
bara: Hvar er gledin? Hvad kveikir
virkilega { mér? Pad er ekki akvedin
taeekni sem kveikir i mér, heldur er
pad gatan, raudi pradurinn sem
kveikir 4 skopunargledinni og
veldur pvi ad ég rannsaka allt sem
verdur 4 vegi minum.

Hvernig st6d d pvi ad pui forst ad
semja tonlist?

Eg deildi vinnuadstédu med 6drum
listamanni i Berlin. Eitt sumarid

fér hun i burtu og ég var ein eftir {
stadiéinu. Huan skildi gitarinn sinn
par eftir. Eg var ad ganga { gegnum
timabil par sem ég gat ekki malad,
mér leid eins og ég hefdi ekkert ad
segja, alla vega ekki 4 striga eda med
teikningu, eins og ekkert vildi koma
frd mér. En pessi gitar var parna

og ég byrjadi bara ad spila, pad var
magnad og ég gat ekki heett. Eg held
ad pad sé svolitid einkennandi fyrir
pad sem ég geri, heilinn minn virkar
einhvern veginn pannig ad pegar ég
lendi i vandraedum med einn midil
pa snyr heilinn sér ad pvi ad leysa
vandradin med hjalp annars midils.
Parna byrjadi ég ekki bara ad semja
tonlist heldur for ég aftur ad geta
malad. Eg held nefnilega ad pegar
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einn hluti heilans verdur virkur pa
frelsist sa hluti sem var adur stifladur,
pa er allur heilinn slakur og getur
buid til lausnir. Petta er svona hja mér
ennpd. Eg er med hljédferin min og
myndlistarverkfeerin 4 sama stadnum
i stadiéinu minu, ef ég stiflast pa get
ég flakkad 4 milli. Til deemis pegar ég
lendi { vandreedum med ténlistina, pa
fer ég ad hugsa um liti, pad er frekar
magnad.

Fyrstu prjar ploturnar sem ég gaf
ut komu ut undir nafninu Miss
Kenichi, hin var svolitid eins og
annad sjalf mitt. Nafnid kom fra
japanskri teiknadri endurgerd 4
kvikmyndinni Metropolis eftir

Fritz Lang. [ myndinni er einn
karakterinn ljésheert vélkvendi sem
heitir Tima. Hun skilur ekki ad hin
sé vélmenni og vill tria pvi ad hun
sé manneskja. Tima reynir ad flyja
rannsoknarstofuna par sem hun var
buin til og henni er bjargad af strak
sem heitir Kenichi, hann vekur i
raun med henni préna til ad verda
manneskja og kennir henni ad tala
og finna til. Undir lok myndarinnar
hrapar Tima fram af skyjakljafi og
er jafnframt farin ad efast um hversu
mikil manneskja hin raunverulega
sé. Sidustu ord hennar eru: ,Kenichi,
hver er ég?“

Eg s4 pessa mynd og spurning Timu
sat eftir i mér. Petta er ad endingu
min spurning, spurningin um pad
hver ég er, hvernig ég er og hvad ég
geti gert { pessum heimi. Pess vegna
vildi ég bera nafn Kenichi og ur vard
Miss Kenichi.

Stundum getur nytt nafn eda ny
persona, jafnvel grima sem pu setur
a pig, hjalpad pér ad syna meira af
sjalfum pér. Stundum parftu einhvern
buning til ad pora ad draga fram nyja
eiginleika eda stiga i nyjar 4ttir. Eg er
nuna ad vinna ad nyrri plotu undir
nafninu KENICHI, hun er eins og
slipadur, undursamlegur kjarni sem
fyllir alheiminn minn. Eg er étrtlega
spennt ad fara ad vinna ad pessari
plotu sem ég vonast til ad klara fyrir

lok sumars. Einhver hluti plétunnar
verdur tekinn upp 4 Islandi med
dédsamlegu félki padan!

Hvad ertu ad sysla vid i dag?

Eg er 4 kafi vid ad bua til heillagripi.
Peir koma til af pvi ad ég var a tén-
leikaferdalagi fyrir nokkrum drum og
upplifdi allt i einu pennan svakalega
svidsskrekk, mjog sleeman 4 pessum
tima, alveg lamandi svidshredslu. Eg
hafdi aldrei 4dur verid hreedd vid ad
koma fram en allt i einu var ég alveg
veik af hradslu. Eg var ad reyna ad
komast ad pvi hvad petta veeri og
hvers vegna, svo ég hugsadi hvernig
ég gaeti komid med minn eigin kraft
inn i adstaedurnar.

Eg held ad pad hafi mégulega

verid fyrsta hugsunin, andlega
hugsanaferlid, 4 bak vid heillagripina.
Hin hlidin & ferlinu vid heillagripina
er ad ég er heillud af handverki og ad
skapa gripina vard dkvedin hug-
leidsla. Eg hugsadi med mér ad
pjodir i gegnum aldirnar hafi studst
vid alls konar tdkn og heillagripi og
spurdi: Hvernig er minn galdragripur?
Pannig ad ég byrjadi ad talga eitthvad
sem ég kalladi tennur, mjog stérar
tennur. Einbeitingin sem for { ad gera
tennurnar var mjog mikil og stundum
song ég a kvoldin pegar allt var hljott
og ég gerdi endalaust margar tennur,
fjall af tonnum sem ég breytti svo i
gripi sem ég for ad ganga med um
halsinn. Gripirnir eru pungir og liggja
svo pungt 4 bringunni 4 manni ad
pad er einhver kraftur sem fylgir pvi
a0 vera med pa. Pegar ég var med pa
leid mér eins og ég veri ad fylla sjalfa
mig af krafti. Ut af svidsskrekknum
leid mér 4 svidi eins og ég veeri brotin,
ég gat leitt kraft til ahorfenda en fékk
ekkert til baka, 6ll orkan lak ar mér
en pad var eins og heillagripurinn
hafi lokad fyrir lekann. Svo f6r ég ad
gefa folki heillagripi. Eg gaf til deemis
Patti Smith einu sinni grip. Eg hitti
otralegan fjolda af f6lki 4 pessum
tima og gaf peim gripi.

Grunnhugmyndin med gripina er st
ad heimurinn er fullur af bylgjum

og orku. Hvad erum vid til deemis

ad reyna pegar vid kledumst kjol
sem er merktur tiskumerki? Ju, vid
erum ad reyna ad bera einhvers
konar orku med okkur sem kemur
fra hénnuninni. Eg hugsadi med mér
a0 ég vildi ekki endilega bera med
mér orku fra Versace. Eg vildi alvéru
daemid, raunverulega heillagripi sem
vernda pig fré sleemri orku 4 bord
vid reidi, hreedslu, kvida og efa, pu
veist pessar tilfinningar sem eru svo
skadlegar og nidurbrjétandi. I peirra
stad fylla heillagripirnir pig af gédum
hugsunum.

Ef ég ber petta saman vid pad ad madla
pé er malverkid oft mjog mikil glima,
svakalegt ferli par sem madur strokar
ut, malar yfir, tekur af, madlar yfir,
tekur af, dkvordun, engin dkvordun,
onnur akvordun: Petta er rosalega
mikill bardagi. En ferlid vid ad bua
til heillagripina er mikid hreinna, pa
er eins og likaminn fai ad skapa an
hugans. Mélverkid snyst meira um
a0 berjast vid ad halda huganum i
skefjum, allt babblid og rabbid sem

a sér stad { huganum pegar ég mala
truflar. En pegar ég geri heillagripina
fara bara g6dar hugsanir beint {
gripina, an bardagans.

Eg nyt pess ad bua pd til og ég held
a0 fyrir mig sé takmarkid, pegar

ég hugsa ut i pad: Hvar er gledin?
Hveneer gleymi ég timanum? Hvencer
stoppar timinn? Timinn stoppar
alveg begar ég by til heillagripina. Eg
get sagt pér ad alltaf pegar ég skapa
eitthvad, ef ég upplifi ad timinn
stodvast er skopunin géd, listaverkid
gott. Eg reyni oftast ad peela ekkert

i pvi hvad 6drum finnst en audvitad
er engin laus vid pad. bt byrd yfir
pessum hugsunum en ég fyllist vissu
pegar timinn stoppar: Okei, petta er
malid, engin efi, engar spurningar,
engin hradsla.



Katrin Hahner med heillagripina. Liésmynd Antje Taiga Jandrig.
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Myndlist 1 fyrsta sinn

bordis Adalsteinsdottir

Ut er komin békin Eg er hér. Rit sem
gefid er ut { tengslum vid syningu
Heklu Daggar Jonsdoéttur, Evolvement,
syningu sem gladdi listunnendur

er 16gdu leid sina 1 Kling og Bang
sidastlidinn februar. Eg tel mig
bekkja verk Heklu Daggar ageetlega,
og uppgotvadi po margt nytt og
spennandi i kaflanum Works, par

sem farid er yfir helstu verkin a ferli
hennar { myndum, titlum og stuttum
lysingum & verkum, syningarstad og
stund. Kaflinn gerir myndlist Heklu
Daggar god skil, madur hrifst med,
60last lesskilning 4 verkum hennar og
hugmyndum, ad einhverju leyti alla
vega. Stundum langadi mig i adeins
meiri upplysingar um einstaka verk,

Pu ert hér/You are here, 2000. Ljésmynd
Hekla Dégg Jonsdottir.

sem er til marks um ad bokin ndi
peim dgeeta drangri ad vekja dhuga

4 ad vita enn meira um listakonuna
um leid og hun uppfredir mann.
Verk Heklu Daggar eru alla jafna

ekki bara upplifunarverk, par sem vid
gongum inn i tilbuna upplifun heldur
er baktjaldavinnan - klippiverid,
spytnastruktirinn sem heldur isskap
gangandi uti 4 skégargotu { sumarhita
o.s.frv. — jafn dhugaverd og moégnud
og ttkoman. Ef madur neer ad setja
sig inn { verkin, heyra ségurnar, sja
vinnuferlid, gengur madur katari

inn i daginn. En myndlist Heklu neer
einnig vel ad standa ein og sér, sem
falleg og fagud lokautkoma, timaleysa
og furduverk.

Pad ad reyna ad endurskapa nattaru-
leg fyrirbaeri i vinnustofunni med
manngerdum gerviefnum er ekki
nytt undir sélinni, en Hekla Dogg
reedst ekki 4 gardinn par sem hann
er leegstur. Hun tekur romantisk og
tdknreen minni, til deemis vardeld
eda flugelda og utferir 4 rafreenan
hatt 1 bakskautsljés og hljédupptokur.
Utkoman er melankdlisk og jafnvel
eins og deemd til ad misheppnast, en

gerir pad po ekki.

Hugmyndin um listamanninn

og manneskjuna sem hluta af
samfélagi og samvinnu er kannski
frekar hluti af almennri lifssyn
Heklu Daggar en mérkud stefna,

o ok
o V)

Frosinn pollur/Frozen puddle, 1998. Ljésmynd Hekla Diogg
Jonsdottir.



og rennur a nattarulegan hatt
saman vid myndlist hennar. Hekla
Dogg skapar 4 stundum adstaedur
par sem listaménnum er bodid ad
koma inn og bua til sin eigin verk
innan myndlistar hennar sjalfrar,
hun setur fram teeknilegan og
hugmyndafraedilegan ramma sem
bedi sleer toninn og heldur utan um
utkomuna. I pessum verkum vikur
einredisherrann fyrir anarkiunni,
eda hvad? Listamennirnir sem

taka patt fa teekifeeri til ad slokkva
adeins 4 egdinu og eignarhaldinu

og skora a sjalfa sig, morkin sem
listaménnunum eru sett virka sma
eins og i kvikmyndinni The Five
Obstructions, par sem takmarkanirnar
auka moguleikana.

Ingibjorg Sigurjonsdottir, syningar-
stjori Evolvement og ritstjori bokar-
innar, skrifar stuttan og skyran
inngang { Eg er hér, med hnitmidadri
kynningu 4 listakonunni og syning-
unni i febraar. Ingibjorgu finnst
freistandi ad mynda tengingu milli
mekkanismans og blondu dlikra patta
i syningunni Evolvement yfir i verk
Duchamps Stéra glerid, tengingu
sem mér finnst jafn heillandi og mér
finnst hin framandi.

Fire, fire fire, fire fire fire, 2006. Ljésmynd Ivar Valgardsson.

Markus Pér Andrésson skrifar
gladlegan texta sem bydur upp a
marga nyja vinkla og tengingar {
myndlist Heklu Daggar. Hann gefur
okkur ekki kynningu 4 verkum Heklu
i listasogulegu samhengi, en setur pau
frekar i samhengi hvert vid annad,

og hjalpar lesandanum ad stiga inn

i heim listakonunnar og upplifa

hann og skilja 4 forsendum Heklu og
listarinnar sjalfrar. Midad vid reynslu
og menntun Markusar er hrifnemi
hans einstakt. Vid lestur 4 textum
hans fee ég idulega 4 tilfinninguna ad
hann sé ad lysa einstokum atburdum,
hamarki préunarségunnar, en ekki
tiltolulega algengri framsetningu

a myndlist. Stundum finnst mér
jafnvel ad hann sé ad sja myndlist {
fyrsta sinn og trui ekki eigin augum
yfir kraftaverkunum sem heegt er ad
framkveema. Og sjalfsagt hefur hann
rétt fyrir sér. Vid stondum liklega
endalaust frammi fyrir hdmarki
mannlegrar getu, erum alltaf ad sja
myndlist 1 fyrsta sinn.

Titill bokarinnar, Eg er hér, speglar
titil 4 verki Heklu fra drinu 2000,

bij ert hér. Silfrud jolatréskula,

30 sentimetrar i pvermal, med
aletruninni P ert hér. Petta einfalda

verk undirstrikar kannski einmitt
pessa fullvissu sem vid leitum ad
pegar vid forum ad horfa a og upplifa
myndlist. Tilvist okkar sjalfra,
tilvist sogulegs eda bara einhvers
samhengis. Bokartitillinn Eg er

hér er aleitin og falleg yfirlysing.
Hekla D6gg er hér, 4 fullri ferd i
6lgandi myndlistarferli par sem
hver dhrifarik og uthugsud syning
rekur adra. Hun er hér og storf
hennar sem einn af stofnendum
listamannarekna rymisins Kling og
Bang, og drifkraftur hennar vid ad
virkja listamenn til ad ganga i eina
seeng, hafa markad stor pattaskil {
islenskri listasogu og hugmyndum
um listamanninn og myndlist.
Bokarkapuna sjélfa hefdi ég viljad
hafa meira ssispennandi en svarta
strigakdpu. En innihaldid stendur
styrkum fotum og skiptir kdpan par
engu, skrasetning sem og kynning
4 pessum fyrsta hluta ferils Heklu
Daggar. Gledi, lagstemmdur humor
og fagmennska einkenna bokina,
engu ofaukid, sem sagt rimar vel vid
myndlist Heklu. Hér er gott innlegg
i samtimalistasoguna, pad er gaman
a0 vera hér og muna eftir pvi hvad
myndlist er mikill galdur og gefandi
fyrirbeeri.
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Jafnveoegi og ad
gera myndlist:
Vidtal vid

Sigurd Guojonsson

Starkadur Sigurdarson

JE e

Ljésmyndir Starkadur Sig



bd byrjar petta i einhverju svona objekt. Liésmynd Starkadur Sigurdarson.

AJ upplifa rymid og hreyfinguna.
Eitthvad sem ég hef alltaf gert. Pad
er einhver stor partur af mér. Eg
fer ad hugsa um strakinn minn,

a kafi { hjolabretti. Hvernig hann
er stanslaust a hreyfingu, og er ad
upplifa umhverfid 4 hreyfingu. En
samt parf ad halda jafnvaeginu, vera
kyrr. Og hvad er vide6kameran? bu
parft einhverja hreyfingu. Petta er
einhver leit eftir hreyfingu gegnum
kameruna.

Jordin hefur haldid dfram sinum
sniiningi, pad er komid sumar, ef

ekki i loftinu pa i félkinu. Pad pydir
ljos, yndislegt ljés. A0 hafa adgang

ad solinni adeins lengur hvern dag.
En vid Sigurdur Gudjonsson sitjum {
vinnustofunni hans og hann segir mér
ad petta sé ekki négu gott. bad er of
mikid ljés. Hann er ad fara a0 skipta
um vinnustofu vid annan listamann i
hiisinu, einhvern sem hefur adgang ad
meira myrkri. Rymi adeins dypra inni
i byggingunni.

Petta er ahugavert ef madur horfir

4 pad pannig. Petta statiska og

svo hreyfingin. Pad hefur verid

i verkunum alveg sidustu 3-4 dr.
Nanast still life. En 4 sama tima
eitthvad sem hefur hladid hreyfingu,
og spennu, { myndefnid.

Sigurdur Gudjénsson gerir verk sem
hreyfast, hratt, heegt, en vilja, purfa,
ad vera i jafnveegi. Fyrir syninguna
sina Innljés hlaut hann Islensku
myndlistarverdlaunin, afhent 1 fyrsta

skiptid i febriiar sidastlidinn. Syningin
var dhugaverd d margan hdtt. Haldin
i samstarfi vid Listasafn ASI og
Elisabetu Gunnarsdéttur, i Sankti
Jésefsspitala { Hafnarfirdi.

Og bd kemur madur inn { pessa
byggingu. Madur fer strax ad hugsa
60ruvisi heldur en i gallerii. Madur
gengur inn um litlar dyr, kapelludyr.
Pad myndast petta presence, sem
verdur partur af verkinu. Pad er

lika eitthvad fallegt, eitthvad gott
ord sem Sankti Josefsspitali hefur.
Pad kom mikill fjoldi félks, vonandi
ad kikja 4 syninguna, en lika ad
skoda minningar ur husinu. Eg

var medvitadur um pad, en ég atti
ekki von 4 pvi ad petta veeru svona
sterkar minningar, mikid af sogum
sem fleeddu parna um. Nunnurnar,
leeknarnir, yfirgefna byggingin, pessar
myndir sem birtast. Nattarulega
algjort overload ad syna a pessum
stad. Og ég purfti ad hugsa, setlardu
ad fara parna inn? Ju, pu verdur bara
ad lata flakka.

b ferd inn i kapellu, inn { likhds,
spitala. Pad verdur ad virda pad. En
pegar upp er stadid held ég ad ég hafi
ekki hugsad svo mikid um pad, frekar
um virknina i verkinu. Rymid sjalft.
Svo koma pessar minningar med.
Pessi bygging er dalitid rafmognud.
Leifar af skurdstofum og vélum og
sud i loftinu, hun sudar 61l byggingin.

Eitt verkid d syningunni syndi eitthvad
sem ég hélt fyrst ad veeri unnid i tolvu,

ad pad veeri einhver heimagerour
effekt vir ljosi og endurtekningu. Verkio
heitir Fuser og er einhverskonar ljés
mynstur sem rilladi um i rétthyrningi
a golfi kapellunnar. Pad er hlj60 af pvi,
sud lika, en pad litur ut eins og sandur
eda sjor i sélarljosi, eda pd vélrenn
bondi ad girda. ba segir Sigurdur mér
ad petta sé ekki pad heldur upptaka

af mjog einkennilegum hlut sem hann
fékk i hendurnar.

Hann kom bara til min. Pad var
einhver ad fara ad henda pessu. Afar
heppilegt. P4 byrjar petta { einhverju
svona objekt.

Malm kubbur sem heldur hringlaga
grind d teini. Undir grindinni eru
nokkrir takkar og rofi. begar hann
setur petta tewki sem kallad er Fuser {
samband pad sleer ut. Birtan i kringum
okkur breytist ekki, en pad gerir
algjora pogn. Vid horfum d pennan
hlut.

betta er rosalega analog. Petta er bara
one take. Eg etla ad sla inn.

ba snyst pessi hlutur, heegt, og hitnar,
gléir. A einhverju éredu millibili pd
smellur hann og eitthvad feerist til med
smd ldtum.

Pad er flaedi i ljésinu, og pessari
hreyfingu, og pessu hokti, duff,
pessum rypma sem er ad myndast,
sem ég horfi mikid 4. Videdid nemur
virknina i teekinu. Kannski er petta
ekki svo mikid pegar pu ert bara med
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petta i hondunum, en pad er spurning
hvad pu gerir vid pad, hvernig pu
leggur pad inn, og hvad passar.
Pannig ad petta er einn layer.

bad er 60ruvisi ljos inni { hiisi og uti
undir himni, berum eda skyjudum.

Og pad er 60ruvisi ad halda syningu

i pinu eigin rymi, { Asmundarsal, eda
ad purfa ad leita ut d vid, ad einhverju
rymi sem madur gengur inn i, finnur.
Vorid 2017 kalladi Listasafn ASI eftir
umsoknum fyrir petta verkefni sem
vard Innljés, fyrsta syningin eftir
séluna & Asmundarsal. Metnadarfullt
verkefni sem Elisabet Gunnarsdoéttir,
forstodumadur safnsins, styrdi. Valinn
var listamadur til ad syna d tveim
stooum d landinu, og svo myndi safnid
kaupa verk af viokomandi fyrir tveer
milljonir kréna. Kallad var d frumleg
vinnubrogd. Parf listasafn ad vera med
hiisnedi, syningarsal, hvita mdlningu,
til ad vera listasafn?

Eg vissi ekki alveg hverju pau voru ad
leita eftir pegar ég sotti um. Eg bjdst
bara vid ad pau vildu kaupa eldri verk
en pa voru pau spennt fyrir einhverju
nyju lika. Pannig ad vid tokum dalitid
sénsinn 4 pvi ad ég myndi gera alveg
ny verk. Petta er i byrjun mai, og
syningin opnar um midjan september.
Natturulega sotti ég 1 eitthvad sem ég
var byrjadur 4. En vid vissum ekkert
hvar syning yroi.

Elisabet vildi vanda til verka, henni
fannst petta mikilveegt skref. Og betta

Hér er of mikid ljés. Liésmynd Starkadur Sigurdarson.

r .

gekk otrilega vel. Pad var miklu meiri
adsokn a syninguna en vid bjuggumst
vid, og vid fengum agaetis athygli.
betta er spennandi verkefni sem hun
er med bar til pau na ad byggja nytt
husneadi. Ad vera i fljétandi rymi,
bara hér og par.

ba parf ad vera jafnvegi hér

lika. [ sambandinu, { vinnunni, i
hugmyndunum. Og pad var striiktiir
til stadar. Pad var skyr fjarhagsdeetlun,
skyr syn sem Elisabet hafoi prdtt
fyrir hisndisleysi. Listasafn ASI

var fyrsta safn & Islandi til ad borga
listamonnum péknun fyrir sina

vinnu og var pad viss hornsteinn {
verkefninu. Hvad purfti til a0 gera vel
hér?

Pad var samningur um syninguna,
par sem ASI fylgir SIM framlags-
samningnum. Pad var allt tekid

inn, hversu lengi stendur syningin,
eru petta ny eda gomul verk, upp-
setningarferli, allt pad. Petta er
adislegt, natturulega, og petta er i
raun og veru fyrsta skiptid sem ég
kynnist pessu. Og pessir samningar,
af pvi sem ég pekki, peir eru gédir.
Pad er taxti sem myndlistarménnum
er borgad eftir, greitt er fyrir upp-
setningu, syningartima, og fyrir ad
vinna ad nyjum verkum. Eg var med
adstodarmann i uppsetningunni. Og
hann fékk greitt sem verktaki. Pad
var alveg naudsynlegt ad fa petta.
Pér lidur betur med vinnuna. En
auk pess ad greida sem samsvarar

manadarlaunum fannst mér heilsteypt
ad pau keyptu pessi prju verk, 6ll
verkin 4 syningunni. Pannig ad
deemid gengur mjog vel upp 1 pessu
samstarfi. Petta var mikil vinna og
audvitad eiga myndlistarmenn ad fa
greitt fyrir storf sin.

Hvernig viljum vid tala um launamdl
listamanna? bad er erfitt pegar madur
skynjar stundum einhverja tregou vio
ad tala opinskdtt um petta. Audvitad
hafa ekki allir somu syn d petta efni,
en pad er heegt ad byrja d einhverjum
sameiginlegum punkti.

Madur hefur aldrei talid timana

sem madur hefur nytt i syningu,

eda listina sina. Petta er, 4 einhvern
hatt audvitad, ekki timakaupsvinna.

[ minu tilviki p4 er petta mikil
teeknivinna og mjog timafrekt ad
setja upp svona syningar. Endalausir
kaplar og drasl, og hugsun sem

fylgir uppsetningunni. En fyrir
uppsetningarvinnu a pessari syningu
var ég med nakvaeman timafjélda sem
ég skiladi inn til Elisabetar pegar ég
var buinn. Pad var ekkert heegt ad
gera petta 60ruvisi. Pad er erfidara ad
meta huglagu vinnuna ad baki hverju
verki sem og timann sem flygur fra
manni pegar verid er ad skapa.

Er jafnveegi pd ad geta haldio d
hjartanu og d gluggapostinum d sama
tima? Ekki kannski i somu hendinni,
en kannski i sitthvorri?



Fuser, 2017. Frd syningunni Innljos. Videdinnsetning d St. Jésefsspitala. Liésmynd Vigfiis
Birgisson. Birt med leyfi Sigurdar Gudjénssonar og Berg Contemporary.

Eg man ad ég syndi, 2007, i D salnum,
svona fyrir unga listamenn. Pad var
eitthvad budget i peirri syningu, hvort
pad var 200.000 krénur. A peim tima
var pad fint, og pad munar virkilega
um pad fyrir unga listamenn sem eru
ekki med neitt milli handanna. En
hvadan su tala kom, eda fyrir hvad
hun var, var ekki skyrt.

Og madur er ad syna Gt um allt,

lana verkin ut, screening hingad og
pangad, og hingad til hef ég ekki verid
ad rukka fyrir pad. En 4 einhverjum
timapunkti, i raun og veru bara nuna,
parf madur ad fara ad huga ad pvi

ad audvitad 4 madur ad rukka fyrir
pad pegar verkin eru synd. Og par er
samningurinn alveg krusial. Parna
getur madur visad { eitthvad sem er
til. Pad er gott ad setja petta upp a
bordid, og ad pad sé alla vega verid

a0 byrja einhversstadar. Petta er
brakethrough demi ntina, og vonandi
neest ad byggja ofan 4 pann grunn.

En ég hugsa ad petta eigi eftir ad
proast lika hagt og rolega, pessir
samningar og pessi vinna. Og pad
parf ad halda peim vid, pad parf ad
uppfera pa, passa ad peir areldist
ekki. Tolur breytast hratt. Eins og
framlagssamningurinn sem er ekki
har. En vid byrjum hérna. Reynum
svo ad koma pessu i edlilegt form.

Og i pvi samhengi er naudsynlegt ad
fagna i okkar geira lika, eins og med
Islensku myndlistarverdlaununum.
AJd skoda pad sem gerdist 4 arinu. Pad
er fljott ad gleymast.

Lag og lag og lag, og hljéd, hiis, gestir.
bad er erfitt ad taka login i sundur
frd hvort 60ru. Pad parf ad halda
jafnveegi. List er vinna og ekki vinna,
dst en lika strit, til og ekki til. Hvort er
video efnislegur hlutur eda defnislegur
hlutur? A hreyfingu eda ekki d

hreyfingu?

Pad er lika dahugavert. Pessi 6efnislegi
hlutur, video, ad pad hafi einhver
likamleg ahrif. Og pad hefur alltaf
togad { mig, lika ut af 6llu pessu.
Sigurdur tekur upp simann sinn. Pad
eru allir ad fletta endalaust { gegnum
sima. Verkid er svo mikid petta ad
pu purfir ad fara a einhvern stad og
upplifa eitthvad, likamlega. Pessi
verk virka ekki 4 skja i simanum eda
tolvunni. Pa getur fengid synishorn,
pad er ekki pad sem pau eru. bPad er
lika lyktin af 6llu.

Og svo heldur madur dfram. A
hjolabrettinu, ad lida um heiminn.
Madur mad ekki vera hreeddur ad detta
af, eda, pad er ad segja, madur parf
ad elska pad meira ad vera d brettinu,
ad leita ad pessu jafnveegi, heldur en
ad hredast pad ad detta. Sigurdur
heldur dfram. Pad eru syningar fram
undan sem ndlgast, { Maximuseum

i Rom, Kapall i Skaftfelli, samsyning
d Hjalteyri, samsyning i Listasafni
Reykjavikur d Listahdtidinni, svo
hugsanlega nytt verk fyrir syningu i
Lithden. Og seinni syningin med ASI
verdur 1 fjéshloou d Blondudsi.

Eg er ekki buinn ad fara { rymid,

hef bara séd myndir. En ég hef trt &
pvi. betta er fjos og langur skur. Allt
annad. En fjéshladan minnir adeins &
form kapellunnar. Hun er falleg, hatt
til lofts. Og lj6sid. Minningin sem
madur hefur af fjoshl6dum er hvernig
1j6sid lekur inn og teiknar, ryk i
loftinu. Eg held pad verdi eitthvad
heilagt i kringum pad. Miklu hrarra,
en rosalega fallegt staedi, Kleifar a
Blondudsi, par sem Finnur Arnar og
Aslaug eru. Alveg vid Blondubakka,
ain rennur parna bak vid. Petta
verdur tignarlegt 6rugglega.

En hlutfollin 4 verkunum breytast.
Og ég eetla ad hanna hlj60id adeins
60ruvisi 4 einu verkinu. Verk sem

var litid i likhusinu verdur risastort.
Ljoésgeisli sem feerist medfram 6llu
ryminu. Pad hefur strax adra virkni.
Madur parf ad reyna ad mota verkin
inn i ny rymi. Af pvi pad fer petta hitt
sem var i kapellunni og i likhusinu.

Verkin eru kyrr um stund, svo fara
pau ad fleda aftur, i juli. Jafnveegio
helst med hreyfingu. I hreyfingunni og
i ryminu. Pad parf vissan kjark til ad
tria d sjdlfan sig i listinni, ad halda
dfram. Pad gefst mikid af pvi a0 einhver
annar trii lika.
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Virkjum
hjartastdoino
og pridja augad

Audur Adalsteinsdottir

Gjorningaklubburinn er Listahopur Reykjavikur drido 2018. Pad
felur i sér styrk til ad vinna ad verkum d pessu dri og viourkenn-
ingu d 22 dra ferli klubbsins, sem Eirun Sigurdardottir og Joni
Jonsdottir segja ekki siour mikilvaega. Peer nyta pennan byr {
seglin til ad sigla af krafti inn i 6ld vatnsberans; proa dfram hug-
myndir sinar um Aqua Mariu og kanna orku vatnsins gegnum
hjartastédina og med adstod pridja augans.

Ljésmyndir: Gjorningaklubburinn.




e

Frd gjorningnum é Torginu i Neskirkju.

Listahépur Reykjavikur er drleg
titnefning sem var dour einskoroud

vid tonlist en neer nii til annarra
listgreina. Gjorningaklubburinn er
fyrsti myndlistarhépurinn sem feer
pessa vidurkenningu, enda hefur hann
sérstéou i islensku menningarlifi og
hefur starfad lengst og mest allra slikra
hépa. Stofnfélagar voru prir, Eiriin,
Joni og Sigriin Hrélfsdottir, sem hefur
verid i starfsleyfi frd drinu 2016, og
um tima var Déra Isleifsdéttir fjérdi
medlimurinn. Sjdvarlykt svifur yfir
votnum pegar Stara tekur hiis d peim
d vinnustofu peirra vid Grandagard,
padan sem glittir i sjéinn, og inni
liggja hreinsadar 60uskeljar um gélf og
bida frekari utfeerslu.

»Reglurnar okkar hafa alltaf verid
peer ad vid segjum ekki hver gerir
hvad eda hver 4 hvada hugmynd.

Pad skiptir mali ad allir geti lagt
nokkud jafnt { pakkid. Sem tvieyki
komum vid tviefldar inn { pennan
midhluta starfsferilsins, pad fylgir pvi
mikil orka og g6d. Og mikid hjarta.
Samkvemt talnaspekinni erum vid
tveer fjarkinn, sem er hjartad, og vid

fylgjum pvi. Vid seekjum til deemis
namskeid sem heitir villikellingar. Til
ad nalgast okkar innri villikellingu og
hjartast6dina stundum vid aldagamla
sukkuladiseremdniu. Verkefnin
okkar nina og hugmyndafreedin
tengjast mikid inn i pd aru sem fylgir
6ld vatnsberans, sem er otrulega
hippalegt en naudsynlegt. Hipparnir
hofdu rétt fyrir sér og pess vegna
erum vid 6hraeddar vid ad fara a
villikellinganamskeid og stunda
talnaspeki - fara 4 nyja stadi og losa
okkur vid fordéma. Pad var einmitt
hugmyndin pegar vid stofnudum
Gjorningaklubbinn. Vid h6fdum
fordéma gagnvart gjorningum; fatt
var ludalegra. Pess vegna dkvadum
vid ad proéfa gjorninga og dgra

okkur. Pad sama gerum vid ntina
med nyaldarspekina. Vid erum i pvi
fleedi ad risa upp gegn stédludum
forsendum i samfélaginu, fara inn 4
vid og upplifa vatnid i okkur.“ bPaer
vinna med nokkra preedi i peim
efnum; m.a. uppreisn og vatn og par
kemur verkid Aqua Maria sterkt inn.
»Maria pydir medal annars uppreisn
4 hebresku og mar pydir sjor a

islensku. Aqua Maria birtist okkur
hér 4 vinnustofunni. Pad var é6trileg
stund. Vid horfdum hér ut og allt {
einu var eins og umferdin stodvadist.
Pad byrjadi ad hellirigna og svo kom
pessi svakalega birta og regnbogi,

en bldi liturinn var svo sterkur ad
hann yfirgneefdi hina litina og taladi
til okkar. Pad kom einhver kraftur
ur vatninu sem vid leyfum okkur

ad taka til okkar. A sama tima risa
upp konur um allan heim, med Me
Too. Aqua Maria er rebellinn i okkur
6llum, segir hingad og ekki lengra.
Hun var t.d. med okkur i pvi a0 skila
skomminni fyrir hond Mariu meyjar
til Guds, sem vid gerdum a Torginu
i Neskirkju sidasta pdlmasunnudag,
4 bodunardegi Marfu. Par notudum
vid peer adferdir kirkjunnar ad
predika og tala beint ut, og fluttum
vid hugvekju og Mariuspjall ar
Nyjasta-testamentinu. Bodunardegi
Mariu er alltaf lyst svo fallega en
hun var aldrei spurd hvort hun vildi
ganga med Jesu. Gamlar montrur
geta verid heettulegar og petta er i
raun ekki falleg saga; kona er gerd ad
stadgéngumodur an pess ad hin sé
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Gjorningakliibburinn dindrar upp Pissed off! i gjérningi ¢ Torginu i Neskirkju. Piss d vatnslitapappir, 2018.

spurd. Vid vinnum med réddina, pad
ad hafa r6dd og nota rédd og finna
vatnid titra i likamanum gegnum
réddina. Hér 4 vinnustofunni erum
vid med gong skal sem gefur okkur
téninn fyrir fimmtu orkustédina, sem
er r6ddin. Par kemur byltingarréddin
inn lika, ad finna hana og nota. i
gjorningnum i Neskirkju fengum

vid kvennakorinn Hrynjandi til pess
a0 flytja tonverkid Aqua Maria sem
er unnid { samstarfi vid ténskaldid
Olaf Bjérn Olafsson par sem vid
fengum hann til ad rimixa Ave Mariu
Schuberts og Sigvalda Kaldaléons med
texta eftir okkur um Aqua Mariu.“
Eirtn og Joni segja ad pessar nyju
aherslur spretti af gomlum rétum.
»Gjorningaklubburinn er eins og

risatré med miklar retur og stort
greinahaf. Vid hoppum milli greina,
gefum einni og einni grein meiri
innspytingu, vokvum adeins meira
hér og par. Vid hofum frd fyrsta degi
haft slagordin ,,astin sigrar allt —
tvimeelalaust® og ,,pad mjika sigrar
hid harda“ Eftir ad vid urdum tveer
hofum vid svo opnad 4 medvitadri
hatt fyrir samstarf med 6drum og
hleypum félki fyrr inn { ferlid til ad
taka patt { skopuninni.®

Blaskeljarnar og perlurnar 4 gélfinu {
vinnustofunni vitna um ymiss konar
tilraunir. ,Vid vitum ad pad eru ekki
perlur i blaskeljum en vid erum
listamenn, ekki natturufreedingar.*
beer benda einnig 4 ad opnar skeljar

minni 4 piku og ad i Svipjod sé
snipurinn kalladur perla, sem sé
skemmtileg tenging. I gjérningnum
i Neskirkju bar kvennakdrinn
derhufusladur, blaar og hvitar
derhdfur med afastri blarri sleedu
og hvitri perlu i derinu. ,Hafurnar
tala inn i 6lika menningarheima.
Derhufan er t.d. mjog akvedid

takn fyrir Ameriku og sérstaklega
nuverandi Bandarikjaforseta 4 medan
sleedan tengist meira konum, Mariu
mey eda burkum. Hvadan sem vid
komum og hvernig sem vid kleedum
okkur minnir perlan 4 mikilvaegi
pess ad efla innsaid, hlusta a pad og
treysta pvi.®



Gjorningaklibburinn dsamt Aqua Mariu.
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Ef kisa getur dansad tangé geta
listasofn orugglega dansad. Nylista-
safnid hefur sannarlega talist eitt af
ovenjulegri sofnum 1 fléoru mynd-
listar 4 Islandi { gegnum tidina og
adal dansarinn. Safnid hefur veitt
vettvang fyrir tilraunagjarnan fram-
gang myndlistar og kollegar af 6llum
kynsl6dum, mislangt komnir i dansi
sinum, hafa att par métstad og lagt

4 sig mikla vinnu fyrir safnid og
merkingu pess. Pad sem hefur m.a.
veitt Nylo algera sérstodu er ad pad
er stofnad og rekid af myndlistar-
moénnum og hefur 1 40 ar safnad
tilraunakenndum listaverkum og efni
sem tengist frumkveedi listamanna {
reykvisku listalifi med peirri dherslu
og syn sem starfandi listamenn einir
hafa 4 senuna. Fertugasti arsfundur
safnsins er nyafstadinn og nidurstada
hans markar kannski enn nyja spor-
braut { framtidina undir nyja pakinu
vestur 4 Granda.

Syningarsalur Nylistasafnsins 1983, mynd af bodskorti fyrir syninguna SYN.

Safnid var stofnad til ad maeta
stodnudu og thaldssomu safnalands-
lagi sjotta aratugarins pegar ung
kynsléd listamanna kom med strauma
flixus- og konseptlistar til eyjarinnar
frd meginlandinu. Svokéllud nylist
fékk draemar vidtokur, t.a.m. var
unga félkinu ekki hleypt ad { FIM

og SUM var stofnad sem andsvar
vid pvi. Sidar nadi pessi sveifla til
Islands, Nylistadeild var stofnud i
Myndlista- og handidaskélanum

og arid 1978 var tekid pad skref ad
stofna listasafn, sem vidbragd og til
a0 glata ekki menningarverdmetum
sem eldri kynslodin pd skellti skolla-
eyrum vid. Safnid var stofnad af
hoépi myndlistarmanna og, eins og
freegt er, 1 andst6du og skyldi vera
rekid sem sjalfseignarstofnun af
félagi starfandi myndlistarmanna

og dhugamanna um myndlist. Nyl
hefur 6slitid hreyft sig i 6reglulegum
takti vid starfandi listamenn i 61l sin
40 ar med allskyns skakkaf6llum,

skodanaskiptum, misvitrum akvord-
unum, hisnadishraki og 6rum yfir-
halningum 4 stefnumétun og sjélfs-
mynd. Safnid hefur med pessu

brolti haft 6afturkreef dhrif 4 pann
voll sem islenskir myndlistarmenn
hreyfa sig um og i gegnum tidina
hafa erlendir kollegar synt safninu
ahuga og hluttekningu, synt par i
félagi vid islenska listamenn og skilid
eftir sig listaverk sem eru vardveitt i
breidri og eiginlega tilviljanakenndri
safneign og heimildasé6fnum sem nu
eru flokkud og vardveitt { Volvufelli
eins og pusl 1 pusluspil fyrir pa

sem vilja rannsaka og rekja sogu
samtimamyndlistar 4 Islandi.

Listasafn a4 hlaupum

Pad er ekki 6venjulegt ad listamenn
taki sig saman og stofni til syninga-
rymis eda jafnvel safns, en pad er
6venjulegt ad pad haldist listamanna-
rekid svona lengi. Pad ma lita til



Dansandi listasafn

Gunnhildur Hauksdottir

Ljésmyndir Nylistasafnid

senunnar i Amsterdam og i New York
par sem bylgja slikra ryma reid yfir 4
attunda dratugnum en fa ef einhver
peirra eru enn listamannarekin.
Liftimi ryma sem rekin eru 4
forsendum listamanna er yfirleitt
2-5 ar samkveemt Heimildasafni um
listamannarekin rymi i Nylé. Pau
standa yfirleitt sem timabundinn
vollur tilraunamennsku 1 listum sem
annad hvort leggst nidur eda verdur
formlegri og adrir taka yfir pegar
skriffinnskan eykst.

Nyl6 var fyrst til hasa i bakhasinu 4
Vatnsstig { husnedi SUM hépsins.
Pad var stofnad til ad safna pessari
hverfulu nylist og vardveita pad sem
sidar urdu vissulega menningar-
verdmeeti p6 ekki kemu allir auga

4 bad pa. Arid 1980 var fyrsta
syningin haldin 4 vegum Nylé og
fljotlega var Galleri Nylistasafnsins
stofnad og rekid algerlega sjalfsteett
frd safninu. Smdm saman ma segja
a0 aherslan hafi krossast og vett-
vangurinn til ad syna og sjd tilraunir
i myndlist fengid meira vaegi en
sofnunarstarfid. A timabili for
sofnunin i dvala, kassarnir voru settir
i geymslur i hollum en galleriid 6x
og dafnadi. Aratuginn { kringum
aldamét var Nylo eftirséttur og
alpjédlegur syningastadur, samfélag,
vettvangur og métstadur yngri og
eldri kynsl6da listamanna. Nu eru
pessi samskipti kynsloda i formlegri
farvegi og ma nefna bjoérkvold og
pub-quiz fyrir myndlistarnema auk
bess sem formadur stjérnar hefur
haldid fyrirlestra um starfsumhverfi
myndlistarmanna i LHI og nemar
syna i Nylé.

Frafarandi formadur, Porgerdur
Olafsdottir, man eftir ad hafa komid
i bakhusid 17 ara 4 bjorkvold med
Kvenno, tveim drum 4dur en hun for
a0 spa { myndlist, pad hefur verid
sama ar og safnid flutti i fram-

husid vid Vatnsstig og hof par med
harmaso6gu flutninganna. ,Safnid
flutti fimm sinnum & fimmtdn
arum,“ upplysir Porgerdur og visar

i husnadisbramboltid sem ekki
verdur rakid hér. Nylo virtist vera i
sifelldum umhleypingum og sifellt ad
endurskoda hlutverk sitt. Tengsl yngri
listamanna vid pa eldri virtust byrja
a0 rofna og med timanum steekkadi
rofid. Pad var litil rifa, svo gja og gil.

Fulltraar listasafns og ny stjorn

Nylé er eiginlega lifreent samkvamt
skipulagsskra. Fulltriar geta bodid
sig fram til ad leida safnid a sjalfum
arsfundinum og kynnt frambod

sitt svo hver arsfundur getur tekid
6venta stefnu 4 néinu. Einn slikur
er nyafstadinn, en daginn adur fengu
peir fulltraar sem hé6fou pa tilkynnt
frambod sendar spurningar sem m.a.
fjolludu um pad i hverju munurinn 4
listamannareknu rymi og listastofnun
felist, og hvernig petta maetist i
Nylistasafninu, auk spurninga um
fjaroflun, spurninga sem midudu

ad pvi ad knyja frambjoédendur til

a0 hugsa um stefnu safnsins og
sérstodu pess. Pad eru dhold um pad
medal fulltria hvort pad sé ennpd
aeskilegt ad listamadur veiti safninu
formennsku enda kemur hvergi fram
i skipulagsskra safnsins ad pad verdi
ad vera starfandi listamadur. Asta
Olafsdottir, sem var ritari stjornar 4

sokkabandsarum safnsins, segir ad
allir fulltrdar megi bjéda sig fram til
abyrgdarstarfa fyrir safnid. ,Peir sem
vilja mega ganga i Nylistasafnid 6h4d
starfsheiti eda pannig var pad. Mér
finnst ekki stormadl hvort sa sem styrir
safninu sé listamadur,“ segir han.
»Adalatridid er ad til formennsku sé
valin feer manneskja sem af ahuga lifir
og hreerist { samtimamyndlist.“

A nylidnum érsfundi var ekki kosinn
starfandi listamadur til ad leida
safnid. [ ddgéda stund voru pad
syningarstjori og listfreedingur einir
sem bitust um formannsseetid par

til tveir listamenn af yngri kynsl6d
budu sig fram. Dorothée Kirch,
syningarstjori, hafdi betur og mun
leida safnid a.m.k. neesta arid. Einn
fulltrai minntist 4 ad nu séu helst

til mikil v6ld 4 einu heimili par sem
eiginmadur nykjorins formanns gegni
lykilstodu a Listasafni Reykjavikur.
»En petta er kannski ekki évenjulegt.
Pad gerist stundum a svona litlu
landi ad mikil vold safnist inn 4 eitt
heimili eda { einn vinahdp.“ Pad er
sogulegt 4 fertugsafmeelinu ad sd sem
veitir stjorninni formennsku sé ekki
starfandi listamadur en stjérnin er
blanda af listafélki og 6dru ahugafolki
med starfandi listafélk 4 ymsum
stigum lifs { meirihluta. Dorothée
hefur mikid traust medal fulltrua

og hlaut yfirgneefandi kosningu

enda hefur han langa reynslu af
syningarstjornun og syn a nyja
sporbraut fyrir Nylo.

Hun talar um ad Nylo6 bjodi alltaf
upp 4 moguleika fyrir breytingar.
»Sem stjéornarmedlimur er madur a
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Nylé vid Skulagotu par sem pad staldradi stutt vid.

tdnum, timalega hefur madur tak-
markad umbod svo madur verdur

a0 eiga samtal vi0 listamenn og hafa
tilfinningu fyrir pvi hvad er i gangi.“
Hun visar lika i annan frambjédanda
sem taladi a drsfundinum um ad
starfid snuist fyrst og fremst um ad
hlusta. Hun segist vera algerlega
sammala pvi og vill hlusta 4 raddir
listamanna. Lika gagnrynisraddir og
hun vill starfa med peim 4 forsendum
listarinnar.

Bakland stjornar er fulltriardd Nylo,
skipad vel yfir 300 fulltraum sem
adur voru kalladir félagsmenn. bvi
var breytt pvi samkvemt l16gum

er ekki lengur haegt ad vera badi
sjalfseignarstofnun og félagasamtok.
Fulltriar eru ad langmestum hluta
myndlistarmenn og svo einhverjir
ahugamenn um myndlist. Nu glaedist
ahuginn hja dhugamoénnum, pegar
safnid er komid i fint og varanlegt
hus. Porgerdur talar um ,alvarlegra
htisnedi“ og pad ma leida likur

a0 pvi ad med nyju husnaedi hafi
syningarstjorar og fagfélk annad en
listamenn meiri dhuga 4 pvi ad koma
a0 rekstri safnsins sem hingad til
hefur kannski verid séd sem hélfgert
ponkarabarn { rekstri. Porgerdur
segist samt ekki upplifa pad pannig
a0 safnid glatist ur hondum
myndlistarmanna pé safnstjérinn

sé ekki listamadur og bendir 4 ad
meirihluti fulltria séu listamenn.
,Fréfarandi stjorn hefur unnio
h6érdum hondum ad 40 4ra afmeelis-
syningunni, segir Porgerdur, ,0g

i peirri vinnu veltum vid pvi fyrir
okkur hvernig neestu 40 ar verda.*
Porgerdi hefur alltaf pétt einkennilegt
a0 kalla sjalfa sig safnstjora, pvi
hun telur sig ekki hafa menntun

til ad kalla sig pad. Hun hefur
myndlistarmenntun.

Nylo er vettvangur fyrir pa sem vilja
vinna ad syningum og veita rodd i
samhengi myndlistar. Myndlist er
ungt fag og myndlistarmenn, med
Nyl6 sem farveg, hafa gegnt hlutverki
i ad finna upp ordredu i kringum
sitt fag pvi listfreedi og listheimspeki
eru ju, enn yngri 4 Islandi. Adeins
Listahaskoélinn og svo Nylo6 hafa

veitt listaménnum pann vettvang
med beinum heetti. Peir listamenn
sem leida safnid i daglegum rekstri
hafa teplega tima til ad sinna eigin
list svo vel sé, safnid er krofuhardur
htsbondi. Ad taka Nyl6 ad sér
timabundid er nastum eins og ad
vera kvaddur i herskyldu fyrir staerra
samhengi listarinnar. ,,Er Nylo
bannig vettvangur ad pad breytir
myndlistarménnum i syningarstjéra?“
hefur Porgerdur stundum spurt sjalfa
sig.

Heimildasafn um listamannarekin rymi.

Stadlad safn i finu husi

Pegar Nyld var 4 Laugavegi missti
pbad geymslur sinar og fékk alla
kassana aftur { hausinn. b4 upphofst
atburdaras endurnyjunar par sem
yngri kynslé0 listamanna tok safnid
i algera sjalfskodun. Skodadi retur
bess gaumgeefilega, samhengid

sem pad faeddist i og tok abyrgd a
sogunni. Stjérnin opnadi kassana
og hof ad kanna hver pessi safneign
eiginlega veeri og hvert gildi hennar
sé og i u.p.b. 2 ar var safnid undirlagt
safneigninni og rannséknum henni
tengdri. Ung kynsl6d kalladi til
eldri fulltrda til ad stoppa i got

sem hofdu myndast i soguna og
graeddi ad stéorum hluta rofid sem
var ordid. Upp ur bessari vinnu tok
safneignin 4 sig steerri mynd en
adur var pekkt og var 6ll skrad, en
skrdning hafdi farid fyrir ofan gard
og nedan pegar Niels Hafsteinn foér
4 vit annarra verka. Heimildarsafn
um listamannarekin rymi téok a sig
mynd og gjérningaarkifid vard til.
[1j6s kom ad safn bokverka er stért
og markvert. Miklu pudri var varid
1 a0 bera kennsl 4 verk og atburdi i
sOgu safnsins og ad safna munnlegum
sogum eldri listamanna ar ro6dum
fulltrda.



[ gegnum tidina hefur oft verid

talad um ad safnid ,,pyrfti ad

fara ad fullordnast®. Undirritud

er 6sammala pvi. Safnid feeddist
fullordid. Sidar gekk pad { barndom,
svo { sjalfsskodun og alltaf i
reglulega endurskodun og nu er

pad mogulega 1 meltingarvegi
gerilsneydingar. begar kassarnir
voru opnadir var oft talad um ad
safnid gengi ur barndémi og i raun
var parna lagdur grundvoéllur fyrir
pvi ad safnid fengi starfsleyfi. Nu er
safnid aftur rekid eins og 4 attunda
dratugnum, med safneignarstarfio og
syningarstarfsemina adskilda, eins og
flest s6fn eru rekin. Syningarstarfid
er i 60a 6nn ad koma sér fyrir i
Marshallhusinu vid Reykjavikurhofn,
i fallegri glerh6ll med Olaf Elfasson
og Kling og Bang, lika stofnad af
listamoénnum en rekid sem fyrirteeki,
sem nagranna. Fint safn i finu

htsi, med fina nagranna og fint
kaffihts. Parna eru samankomin tvo
modurskip listamannarekinna ryma
med Olaf Elfasson & hdaloftinu.

SUM i bakhiisinu vid Vatnsstig drid 1974 og handridid eftir Jén Gunnar Arnason, ni
geymt i safneign Nylistasafnsins.

Margir ur frafarandi stjéorn muna
taeplega eftir Nylo i bakhusinu

vid Vatnstig. Ef ekki hefdi ordid

pessi naflaskodun 4 Laugaveginum
hefdi rofid liklega verid algert pvi
kynslédarofid spilar lika hlutverk.

En i stjorn metast oft kynslodir og
pannig er pad lika ndina. Kannski

er nina ad eiga sér stad annars

konar rof. Kannski fer pverrandi
tilfinningin fyrir mikilvaegi pess

a0 starfandi myndlistarmenn leggi
beint til ordreedurnar i safnalandslagi
Islands. ,,Ad listamenn finni 4fram
hja sér hvot og vilja til ad skapa pad
rymi og samhengi sem peim finnst ad
vanti. Starfsemin parf hins vegar ekki
endilega ad vara endalaust, heldur
bara vera eins lengi og 4hugi og

orka eru til stadar,“ sagdi frafarandi
formadur i pistli um sogu Nylo a
RUV { febriar og visadi par i rekstur
listamannarekinna ryma almennt.
Hun sagdist { simtali vid undirritada
ekki hafa ahyggjur af pvi ad missa
Nylé ur hondunum 4 listaménnum.
En kannski er orka listamanna til ad

gefa Nylo6 timann sinn porrin og timi
til kominn ad lata annad fagfélk taka
vid, a.m.k. timabundid. Kannski er
sagan komin & pann stad ad Nyl¢ falli
i sama far og hin s6fnin. Na eru pessi
prju meginsoéfn 1 Reykjavik, Listasafn
Reykjavikur, Listasafn Islands og
Nyl6 61l komin i jafn fin hus og allar
drnar renna i sama sjo.

En timinn mun leida pad i ljos.
Skipulagsskra Nyl6 bydur alltaf upp
4 uppstokkun, formannsseta er eitt
ar i senn og stjérnarseta tvo. Petta
fyrirkomulag bydur alltaf upp 4

ad listamenn, sem eru lunginn ar
fulltriaradi, og pad folk sem hvada
stjorn sem er situr i forsvari fyrir,
hafi hond i bagga med starfsemi
safnsins, enda bakland pess. Ef safnid
heldur afram ad safna og vinna
med safneignina ut fra gildismati
listarinnar sjélfrar pd er safninu og
um leid senunni borgid.
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Til Berlinar i
mdanadarutlegd

Herra Anton Logi Olafsson

Mars { Berlin er vist ekki vor. I 6skhyggju fér undir-
ritadur af stad 4 vinnustofuna illa kleeddur og éundir-
buinn fyrir kaldar neetur par sem kynding er ekki
sjalfs6gd eins og heima i bubblunni. Til ad stra salti i
kold sarin berst til eyrna ad utlit sé fyrir alvoru vor a
heimaskerinu.

En kuldi er engin hindrun fyrir verkin framundan. Eg hef ekkert ad
gera med ad fara ut hvort ed er, pad er allt til alls hérna. Hoppa stundum
handan vid hornid i ofurmarkad og neeli mér i kebab 4 einum af premur
stodunum vid hlidina. Innivera og myglun hentar vel fyrir vinnu mina
pessar naestu fjérar vikur.

Seinustu tvo dr eda svo, begar ég hef
unnid ad pessu verkefni, hefur einangrun
og sjalfsryni leikid lykilhlutverk. Fjérda
hedin i Friedrichshain bydur upp a full-
komin skilyrdi fyrir pessa mikilveegu peetti
vinnunnar - einangrun fyrir ofan milljonir
folks, algjorlega 6viokomandi og 6parfa
dropi i hafid. Pad er gridarlegur sjarmi vid
pad ad skipta engu mali um leid og enginn
og ekkert annad skiptir neinu.




Lestarst6din og midbaerinn vekja upp minningar fyrra
lifs sem maur i 6skiljanlega stéru bui. Vid pjénum 611
einhverjum tilgangi, i okkar eigin lifum, hlaupandi &
milli allra stalsivalninganna, og pad er eins og vid séum
6ll sem partur af einhverri vél. En vélin hefur ekkert
endanlegt takmark, engan tilgang. Berlin 4 til ad
aftengja mig.

=)

stockcom - 758075218

bratt fyrir petta hvarf fra raunveruleikanum (eda afturhvarf til hans?)

pa kemstu ekki hja pvi ad kynnast og tengjast gédu og ahugaverdu folki
hérna. Storborgir hafa allar, af minni takmo6rkudu reynslu, pennan tendens
til pess ad leyfa manni ad tynast i fjoldanum, en Berlin kemur med sitt
twist & formuluna. Af einhverri dskiljanlegri dsteedu eru langflestir hérna
vingjarnlegir og opnir { vidmoti. Pad er sem einhver jakvaedur andi hvili
yfir pessari borg i minni upplifun. Allt er uppi 4 bordinu, félk er eins og
pad vill vera og pad er allt { lagi. Og pad horfa allir i augun 4 pér, annad en
hvekktu pegnar heimaskersins.

Upplifunin 1 Berlin hefur verid marglitud og misgdd eins og lifid sjalft. Hér hef
ég fengid ad leera mikid og sja hluti i nyju ljosi. Timinn mun segja til um hvort
pbad muni sitja eftir. Hédan held ég aftur i bubbluna, vonandi ekki of dekradur og
snobbadur af hendi Berlinar.

39



40

Adeins um
listaomannalaun

Erling Johannesson
forseti Bandalags islenskra listamanna

Vinnustofa listamanna hjé Obvia gestavinnustofu i Portiigal. Ljiésmynd: Carlos M Santos.



Mér fellur reyndar betur ad tala

um starfslaun listamanna, sem {
minum huga fangar betur anda
hugmyndarinnar um listamanna-
launin. Af hverju segi ég anda
hugmyndarinnar? Pvi starfslaun
listamanna eru ekki eingéngu pessir
aurar sem listamonnum er atlad

ad draga fram 1ifid & fyrir vinnu
sina og listskopun, heldur felst {
starfslaununum, sem slikum og pvi
hvernig vid umgoéngumst pau, mjog
menningarpolitisk yfirlysing.

Alla sidustu 6ld hofum vid sem

pj6d verid ad braggast, koma

okkur fyrir i samfélagi pjédanna

og na menningarlegum takti med
nagrannapjédum okkar. Fljétlega
eftir strid féoru ndgrannar okkar i
Skandinaviu ad byggja upp launakerfi
fyrir listamenn. Pad var pdlitisk
skodun 1 hinum sdsial-demokratisku
samfélogum ad listin gegndi
mikilvaeegu samfélagslegu hlutverki
og ad opinber starfslaun tryggdu
listinni frelsi og ekki sidur sjalfstaedi,
listin fyrir listina. Hér uppi 4 Islandi
gekk haegar ad koma svipudu kerfi

a. Allar tilraunir til ad byggja upp
sambeerilegt kerfi sem lyti forsendum
listamanna runnu ut { sandinn, baedi
virdist dhugi pingmanna ekki hafa
verid mikill og samtok listamanna
voru 6samstiga og gatu ekki fylgt

méalunum eftir sameiginlega. A

sama tima og nagrannar okkar voru
ad byggja upp launakerfi vorum

vid uppteknari vid uppbyggingu
menningarstofnana eins og Pj6dleik-
huss og Sinféniuhljémsveitar og
politisk menningarumrada var mjog
litud af pjéderniskennd hja hinu nyja
lyoveldi.

Pad er ekki fyrr en med annarri

og pridju kynsl6d listamanna ad

vid eignumst 16g um starfslaun
listamanna eda arid 1991. Nuverandi
kerfi er grundvallad a peirri
lagasetningu, Pvi ma segja ad vid
hofum verid svona 40 arum a eftir
nagronnum okkar ad vidurkenna
mikilvaegi starfslauna. Tiltekid er
ilogunum fra 1991 ad uppheed
starfslaunanna eigi ad midast vid
laun lektors vid HI ad vidbeettu

6% alagi og ad starfslaunapegar

eigi kost a greidslu i s6fnunarsj6d
lifeyrisréttinda. Pad ma segja ad {
pessari malsgrein birtist akvedid
verdmat, vidurkenning hins
opinbera & hvers virdi vinnudagur
listamannsins var og hvada réttinda
potti sjalfsagt ad hann nyti. Petta

eru adrar upphedir en vid sjdum i
launat6lum starfslaunasjédsins i dag.
i l6gunum sem { gildi eru, fra 2009, er
fost tala sem lytur akvordun Alpingis
hverju sinni og starfslaununum fylgja

engin réttindi. I sliku fyrirkomulagi,
par sem uppheedin visar ekki til
neinnar hlidstedu 4 launamarkadi,
gerist pad sjalfkrafa ad launin ryrna.

Starfslaunin eru gridarlega stor
breyta i starfsumhverfi listamanna.
Pau eru nanast eins og yfirlysing um
kjor listamanna og pegar um er ad
reda pessa litlu uppheed og algjort
réttindaleysi gefur auga leid ad pau
gefa toninn og halda nidri 60rum
samningum listamanna.

Pad er listamonnum gridarlega
mikilveegt ad endurreisa virdingu
starfslaunanna. Med virdingu er ég
ekki ad visa til ordreedu nettrollanna,
heldur virdingar valdhafa og

okkar listamannanna sjalfra. bvi
eins og ég nefndi { upphafi felst
menningarpolitisk yfirlysing i
setningu, umgengni og framkvemd
pessara laga. I framkvemd peirra
liggja efndir hins opinbera 4 eigin
menningarstefnu sem sampykkt var
2013, par sem segir medal annars:
Islensk stjérnvold lita é pad sem
hlutverk sitt ad skapa skilyrdi fyrir
fjolbreytni, skopun og frumkveedi

d svidi lista og menningararfs.
Listamenn landsins bera dbyrgdina
a fjolbreytninni, skopuninni og
frumkvedinu en stjornvold bera
abyrgd a skilyrdunum.
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Katrin Helena Jonsdottir,

verkefnastjéri gestavinnustofa SIM

,Madur missir stjorn

d timanum og pad er
dasamleqg tilfinning”

Vidtal vid Nica Junker, listamann i gestavinnustofu SIM

Nica Junker er pyskur listamadur sem
hefur dvalid undanfarinn manud i
gestavinnustofu Sambands islenskra
myndlistarmanna (SIM) vid Seljaveg
i Reykjavik. Nica er rétt rimlega
fertug og hefur 4 tilt6lulega stuttum
ferli nad ad afreka margt. Hin hefur
buid { Frakklandi, Irlandi, Pyskalandi
og Japan, unnid sem leikstjori, gegnt
starfi adjunkts i virtum listahdskoéla

i byskalandi og par ad auki unnid
h6rdum hondum ad listsképun sinni
og rannséknum. Nica vinnur nt ad
doktorsrannsékn i myndlist par sem
htn veltir fyrir sér birtingarmyndum
timans og reynir eftir fremsta megni
a0 ljosmynda fjarveru hans.

Nattarunni alveg sama um
landameeri

Nica Junker feeddist 4 landameerum
Pyskalands og Frakklands, nanar
tiltekid i Saarbriicken, arid 1975.

N minningunni var skégur a
landamerunum og sem barn vissi ég
aldrei hvort ég veeri nakvemlega i
Frakklandi eda Pyskalandi, trén geta
audvitad ekki sagt pér til um hvar pu

ert staddur, segir hin og beetir vid
a0 pad ad alast upp 4 landameerum
hafi stundum haft ruglandi dhrif 4
sjalfsmyndina: ,,Eg 6lst upp med pann
skilning ad nattdrunni veeri alveg
sama um landameeri. Sidar for ég til
Parisar i ndm og padan til Pyskalands
a0 leera, svo ég er alltaf ad flakka &
milli Frakklands og Pyskalands.“
Nica lagdi stund 4 ndm { heimspeki,
heimsbékmenntum og leikhusfreedi

i eitt ar { Paris. A pridja ndmséri sinu
fér hian til Dublin { skiptindm og
uppgotvadi par kvikmyndamidilinn:
»Eg gerdi kvikmynd i Dublin og var i
framhaldinu tekin inn i Babelsberg-
kvikmyndahdaskélann { Potsdam

sem er rétt fyrir utan Berlin. Par
leerdi ég kvikmyndaleikstjorn, par er
bakgrunnur minn i listinni.*

Mikilveg mistok

A 6dru arinu i Babelsberg gerdi Nica
sina fyrstu biémynd en handritid

var unnid eftir smasdgunni ,,The
Second Bakery Attack” eftir japanska
rith6fundinn Haruki Murakami.

[ ségunni kynnumst vid nygiftum

japonskum hjénum i Tokyo sem

taka upp 4 pvi ad brjotast inn 4
McDonald’s veitingastad kleedd
skidagrimum og reena hamborgurum.
Astaedan fyrir innbrotinu er ekki
einungis su ad hjonin séu svong
heldur styrir fortid eiginmannsins og
hjatra eiginkonunnar atburdardsinni.
,,Eg vil taka pad fram ad allt
kvikmyndalidid sem vann med mér
a0 myndinni st6d sig storkostlega,

en pratt fyrir pad tokst mér ad
kltdra henni algjérlega. Eg hafdi
ekki hugmynd um allt myndmalid
ijapanska tungumalinu pvi ég

hafdi lesid bdkina i pyskri pydingu.
Kvikmyndin misheppnadist alveg,

ég gat dmogulega nytt mina eigin
menningu sem efnivid i mynd um
japanska menningu. Eg veit pad

ekki, ég var ekki sannfaerd i hlutverki
leikstjorans vid gerd pessarar
kvikmyndar, adrir gaetu hafa verid
dnaegdir med hana en mér fannst
verkid alls ekki tulka pad sem ég vildi
ad keemi fram. I kjolfarid kviknadi
reyndar hugmyndin um ad fara til
Japan.©



The beauty of lingering time 2017. (ljésmynd, birt med leyfi listamannsins).

Stundum eru mistok upphafid ad
nyjum @vintyrum og su var raunin
hja Nicu. Eftir utskrift fékk hun
namsstyrk til ad fara til Japan par sem
hin dvaldi { fimm 4r. ,,Eg var reyndar
svolitid ad flakka 4 milli London
og Japan 4 pessum tima pvi ég var
a0 leera ljosmyndun i Central Saint
Martins College of Art and Design
i London,“ segir hin. ,Eftir dvdlina
i Japan for ég sidan aftur til Evrépu
og starfadi sem listamadur, ég vann
med ljosmyndir og kvikmyndir og
hélt fyrirlestra. b4 var eins og ég veeri
komin ad timamétum og ég hugsadi
med mér: ,,Eg er fost.“ Mér leid eins
og ég veeri ad hringsnuast i kringum
sjalfa mig og ég vildi meira frelsi.

Svo ég sotti um doktorsnam i Linz {
Austurriki og par er ég stddd nuna.“

Landamearavandreadi

Nica virdist vera a stodugu ferdalagi
um heiminn en hun telur pad ad
hafa alist upp 4 landameerum hafa
haft mikil dhrif 4 flokkuedlid. ,J4,
pessi reynsla ur sesku ad purfa ekki
ad vera med vegabréf 4 sér til ad fara

a milli landanna tveggja, i gegnum
skéginn, hefur tvimeelalaust haft sitt
a0 segja. Eftir ad ég flutti padan var
ég ekki alveg medvitud um ad madur
byrfti ad vera med vegabréf til ad fara
yfir landameeri. Einu sinni etladi

ég til Prag og gleymdi vegabréfinu
heima, kannski var ég eitthvad utan
vid mig en mér fannst pad ekki
mikilvegt p4 stundina. Eg var bedin
um ad yfirgefa lestina adur en hun
fér yfir landameerin og purfti pvi ad
heetta vid ferdalagid til Prag. Petta
var 40ur en Tékkland vard hluti af
Evrépusambandinu.®

Nicu hafdi lengi langad ad koma

til Islands 4dur en han sétti um
gestavinnustofu SIM. ,Mig langadi
a0 komast nordar, birtan hér er
otruleg. bvi nordar sem madur fer
peim mun sterkari verdur hugmyndin
um ad timi og birta séu natengd. Eg
kom hingad i byrjun februar pegar
dagsljosid var minna, ég finn ad med
hverjum deginum eykst birtan. bad
var g60 tilfinning ad missa tengslin
vid dagsbirtuna, vanalega segir hun
pér til um tima dags, en hér er pad

eiginlega ekki svoleidis svo pu verdur
audveldlega ringladur.”

Ad myndgera fjarveru timans

Nica er eins og 40ur sagdi 4 kafi

i doktorsverkefni sinu par sem

hun rannsakar fjarveru timans:
»Doktorsrannséknin hofst pegar

ég fékk hugmynd um ad myndgera
timann med ljosmyndum.
Ljésmyndin gerir okkur kleift

a0 frysta augnablikid, hvort sem
pad er myndad hratt eda heegt pa
geturdu séd hvernig timinn hreyfist
iljésmyndinni um leid og hann
bjappast saman. Pegar ég horfdi til
baka 4 pau verk sem ég hafdi skapad
komst ég ad pvi ad pau fjolludu oll
um tima og hvert einasta verk bjé
yfir sinni eigin birtingarmynd af
honum. Mig langadi ad vinna afram
med pessa hugmynd, hugmyndina
um ad pad sem letur okkur skilja ad
timinn 1i0i er einhver breyting. Pad
hefur svo margt verid skrifad um
hvernig hagt sé ad myndgera timann
med ljosmyndun en mun minna um
fjarveru timans { ljésmyndum. Svo
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ég hugsadi: ,Hvitt, pogn, fjarvera:
Pegar eitthvad virdist vanta.“ Pad
var pad sem ég vildi myndgera.“
Nica hofst handa vid ad ljosmynda
fjarveru einhvers, fjarveru timans.
»En pa attadi ég mig 4 pvi ad madur
verdur ad vinna med andstaedur:
Eg veit bara hvad hvitt er pegar ég
veit hvad svart er og ég veit adeins
hvad pogn er ef ég pekki havada.
Svo ef ég vil syna tom, verd ég

ad syna einhverja andsteedu sem
atskyrir tomid. ba for ad velta fyrir
mér: Hvad get ég ljdsmyndad sem
er tomt?“ Nica for i kjolfarid ad
lj6smynda sneevi pakid landslag

og lysir pvi pannig ad ,,ljésmyndin
sem pu feerd er alveg hvit en pad er
samt eitthvad efni 4 myndinni.“

Ma, t6mid og ad missa stjorn

Nica kynnir mig fyrir japanska
hugtakinu Ma sem leikur
veigamikid hlutverk i doktors-
rannsokninni. ,Ma stendur fyrir
bad sem er 4 milli, pad getur
verid tomid i hvitri mynd. Vid 4
Vesturlondum segjum ad eitthvad

vanti, pad sé tom, en Ma gerir rdd
fyrir ad pad sé alltaf eitthvad folgio
i téminu, eitthvad falid. I tominu
er ekki ekkert vegna pess ad pad er
ekkert til sem heitir ekkert, pad er
alltaf eitthvad. Eg held ad vestranar
hugmyndir einkennist af pvi ad ef
eitthvad vanti pa sé ekkert par. Ma
hugmyndafredin sannferdi mig
um ad taka hvitu ljésmyndirnar,
pad er eitthvad par, { tominu. Eg
fér ad gera tilraunir med petta og
tok myndir af tominu i Austurriki,
Finnlandi og Japan til ad sja

hvort ljosmyndirnar breyttust

fra menningu til menningar. Pad
virkadi alls ekki, petta voru allt
somu myndirnar! P4 attadi ég mig
4 pvi ad ég var ad taka ljosmynd af
minum eigin innri hugmyndum um
tima, minni innri tilfinningu fyrir
timanum. Med pvi ad gera pad
sem ég hef verid ad lysa fyrir pér,
ad reyna ad syna fjarveru timans,
snerust myndirnar i raun meira
um rymi og fjarveru rymisins, pvi
pegar pu upplifir rymi pa upplifir
pu lika tima. Eg held pad hafi
verid John Cage sem sagdi ad pu

geetir aldrei upplifad algjora pogn,
jafnvel p6 ad pa veerir { tomarumi
myndirdu heyra i pinum eigin
hjartsletti. A sama hatt veit ég ad
svo lengi sem ég lifi get ég ekki
upplifad timaleysi pvi svo lengi sem
ég lifi lidur timinn.“

Nica segist upplifa timann 6druvisi
hér i nordri heldur en heima hja
sér i Berlin, naeturnar séu lengri

og ad pad hafi tekid nokkra daga
ad venjast myrkrinu. ,,Eg upplifi
samt lifid 4 Islandi hvatvisara en

i Pyskalandi, par er lifid oft mjog
vel skipulagt, hér virdist dagurinn
meira spinnast upp 4 stadnum, pu
veist, ut af vedrinu. Hvern einasta
morgun kiki ég 4 vedurspana og
jafnvel p6 ad madur kiki 4 spana 4
morgnana pydir pad ekki ad vedrid
verdi eins og hun segir til um pann
daginn. Eg held ad petta hafi dhrif
4 mann pvi madur verdur ad lifa
eftir vedrinu, madur missir stjorn 4
timanum og pad er alveg dasamleg
tilfinning.“



p 4

The beauty of lingering white, 2017 (ljés

Ve =%
mynd, birt med leyfi listamannsins).
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Elinu Brotherus i Listasafni Islands

Astridur Magnusdottir

Finnski ljésmyndarinn og mynd-
listarmadurinn Elina Brotherus

(f. 1972) vakti ung athygli fyrir
sjalfseevisogulegar og sérstakar
sjalfsmyndir par sem hun endur-
spegladi daglegt lif sitt og tokst

4 vid hversdagsleg verkefni med
alvoru og kimni ad leidarljési. Hin
er med meistaragradu i ljdsmyndun
frd University of Art and Design
(UIAH) i Helsinki en byr og starfar

i Finnlandi og Frakklandi. A ferli
sinum hefur hun ad mestu fengist
vid sjalfsmyndir og landslag. Likami
hennar og narvera skipar stéran sess
i mérgum verka hennar. Brotherus foér

a0 syna verk sin i lok 10. aratugarins
med hoépi framurstefnulegra ljos-
myndara sem kenndur var vid
Helsinki School i Finnlandi. Hun er
vidurkenndur samtimalistamadur

og hefur synt verk sin vida um

heim t.a.m. { Pompidou safninu i
Paris, Neue Berliner Kunstverein i
Berlin, Pj6darlistasafni Finnlands
Ateneum { Helsinki og Louisiana
nutimalistasafninu { Danmorku. Verk
hennar hafa adur verid synd 4 {slandi,
i18 galleri { Reykjavik 4rid 2000 og a
samsyningu i Gerdarsafni i Képavogi
arid 2006.

Um pessar mundir synir hdn ny verk
i Listasafni Islands, unnin 4 4&runum
2016-2017, undir yfirskriftinni
LEIKREGLUR. Syningin er hluti af
dagskrd Ljésmyndahatidar Islands
2018. Titillinn visar i reglur leiksins
og leikgledina; badi hid gledilega og
hid alvarlega. I vidtali 4rid 2016 talar
Brotherus um ad pvi eldri sem hun
verdur pvi oftar bregdi hun a leik.
Hun talar um ad leikir og listin eigi
pad sameiginlegt ad madur gleymi
sér i leiknum 4 sama hatt og madur
gleymi sér i listinni. Reglur eru kjarni
leiksins og peim verdur ad fylgja.
Verkin a syningunni eru marglaga

Elina Brotherus. Nakin kona fer upp rullustiga (Nu montant un Escalator). 2017. Stilla tir videéverki. Ljés-
mynd Sigurdur Gunnarsson. Birt med leyfi Listasafns Islands.



Yfirlitsmynd frd syningu Elinu Brotherus. Liésmynd Sigurdur Gunnarsson. Birt med leyfi Listasafns Islands.

frasagnir sem visa { fyrrnefnda
leikgledi og alvoru lifsins. Birta
Gudjonsdottir syningarstjori segir {
inngangsordum syningarinnar ad i
verkunum setji Elina sér leikreglur
sem hun fari eftir, og noti til pess
ramma myndavélarinnar, sem er i
senn salarspegill hennar og leikfélagi.

Neergongult, personulegt, forvitnilegt,
saklaust, akvedid, sveipad dulid og
fjarreent eru ord sem koma upp i
hugann pegar staldrad er vid verkin

4 syningunni LEIKREGLUR. I
verkunum ma skynja sterka naleegd
Brotherus sjalfrar en hin kemur fyrir
i 6llum ljésmynda- og videéverkum
syningarinnar, berskjoldud og
hispurslaus. Listakonan neer ad fanga
dhorfandann 4 rélegan og yfirvegadan
hatt med mikilli likamstjaningu og
ahrifamiklu augnaradi sem er baedi
sterkt og athugult. Hun litur b6

neer aldrei { augu dhorfandans en
neer engu ad sidur ad fanga hann
med nerveru sinni og uthugsudum
rommum. Hun krefst mikils af
dhorfandanum eins og af sér

sjalfri. Hun horfir beint i gegnum
ahorfandann og skilur eftir sig spor.
Pessi mikla nemni fyrir adstaedum,
fagleg vinnubr6gd og einlaegnin i
verkum hennar gera pad ad verkum
a0 dhorfandinn staldrar vid og fer ad
hugsa inn 4 vid eda tengir vid soguna
sem Brotherus visar til.

A syningunni er ad finna prjt
myndbandsverk og ellefu ljosmynda-
verk, par 4 medal eina seriu sem
samanstendur af fjérum ljésmyndum.
Myndbandsverkid Nakin kona fer upp
rullustiga (Nu montant un Escalator)
fra arinu 2017 vekur athygli en pad er
tekid upp i Pompidou safninu i Paris.
Fljétandi myndatakan, myndefnid,
listakonan sjalf, myndbyggingin og
rammi verksins hrifur dhorfandann
med sér inn { hugarheim Brotherus,
upp rullustiga safnsins og um ganga
stigahtssins sem liggur utan a
safninu, um arkitektar Parisarborgar
sem blasir vid og visunin er { verk
Marcel Duchamp: Nu descendant un
escalier fra arinu 1912. Brotherus

er nakin, berskjoldud en 6feimin

og akvedin. Hun er einbeitt og

lidur afram af stadfestu. Likami og
birtingarmynd Brotherus er i raun
hlutlaus og ahorfandinn getur séd
hvad sem er i likama hennar og
andliti. S4 sem horfir skynjar i raun
sjalfan sig og hugsanir sinar i gegnum
hugmyndir hennar um sjalfid og
listina.

Lj6draena og sterk naervera hennar

i verkunum leidir til pess ad hun
fangar dhorfandann og feer hann
med sér i ferdalag, hin segir 6rségur
sem leida ahorfandann afram eda fa
hann til ad staldra vid hja einu verki
frekar en 60ru. Eins og med marga

samtimalistamenn visar Brotherus
i fortidina og sjalfid. Hun leitar til
lj6dskalda, ténskalda og annarra
myndlistarmanna i verkum sinum
sem eru i senn hugmyndafreedilegs
edlis og/eda sjalfsevisoguleg, 1jos-
myndaverk eda videdverk, 1j60raen
og gripandi.

Ljésmyndaverkid 433", byggt d
John Cage, fra arinu 2016, blasir
vid pegar gengid er inn i salinn.
Par ma sja Brotherus sjalfa, og b6
ekki pvi hun segir i nylegu vidtali:
»Petta er ekki ég, petta er ljosmynd®.
A ljésmyndinni stendur hun ofan

i vatni med opinn munn og opna
arma, { gulum kjol sem flytur a
vatnsyfirbordinu. Pad er eitthvad
6raett vid myndina sem vekur
forvitni og jafnvel 6hug. Brotherus
notar likama sinn og sjalfa sig i
6llum verkum 4 syningunni en eins
og hun segir sjalf, pa er petta ekki
htn heldur ljésmynd, stadgengill
hugsana og hugmynda hennar og
hugmynda sem koma upp i huga
ahorfandans pegar hann upplifir
verkin. Ljésmyndaverkid er visun {
fraegan gjérning tonskaldsins John
Cage (1912-1992) fra arinu 1952 par
sem hann sest vid pian6id og situr
par i pogn an pess ad sla nétu i 4
minuatur og 33 sekindur. Brotherus
er med pessu verki ad visa { avant
garde tonlist og hugmyndalist
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Elina Brotherus, Ord John Cage ur hatti Joseph Beuys, 2017. Stilla #ir videéverki.

Ljésmynd Sigurdur Gunnarsson. Birt med leyfi Listasafns Islands.

eftirstridsdranna og sinar eigin
hugmyndir um pégnina og sjalfid.
Hun virdist vera ad dskra en pad
kemur ekkert hlj6d enda er um
ljésmynd ad reeda, ekki hana sjalfa.

Huamor er aldrei langt undan i
verkum Brotherus, i bland vid

hid alvarlega og hid lidna. Eitt af
skemmtilegri verkum a syningunni
er myndbandsverkid Ord John Cage
dregin upp 1r hatti Joseph Beuys

fra arinu 2017. Par stillir hun sér
upp dsamt annarri manneskju

sem snyr baki i dhorfendur og
heldur a hatti, ,hatti Joseph Beuys®
Brotherus er kleedd i rautt pils og
hvitan bol. Manneskjan andspenis
henni er dokkkleedd med rauda
hufu. Listakonan dregur ord upp
ur hattinum, les pau upp og leggur
4 svartan koll. Eitt ord 4 faetur
60ru; timi, geta, ad yfirstiga, hafa
ahyggjur af, tilvera, samsetning,
nalegd, ad dkveda, ad leggja til,
préun, margir, porf, adstedur,
hlutfoll, dramatik, saga, tenging

og einmitt, svo allt sé nefnt. Han
visar i manifesto og hugmyndafreedi
dadaista { upphafi 20. aldar &

sinn einstaklega skemmtilega og
nystarlega hatt { anda samtimalistar
og nymidla. Verkid er myndrent,
fallegt og heillandi. Allt er ut-
hugsad, myndbyggingin, ordin,
tonlistin, litaval i f6tum sem rimar
vid litaval 4 plakotum dadaista:
raudur, svartur og hvitur. Einfalt en
marglaga i anda konseptsins.

Pad er engin tilgerd { verkum
Brotherus, ekkert skraut, enginn
Obarfi, einungis kjarninn og rikt
innhald. Hun skipuleggur i paula
og hugsar hverja einustu hreyfingu,
hvern einasta lit, hvert einasta
form, hvern ramma og hvern fl6t.
Pad kemur bersynilega fram i
verkunum ad hin er vel lesin og
vinnusom. Pad sést 4 pvi hversu
ahrifarik verkin eru og hvernig pau
gripa dhorfendur. Héfundur man
eftir fyrstu ljosmyndaverkunum
sem hann sa eftir Elinu Brotherus.
Pad var serian Suites Fran¢aises og
myndin Le Nez de Monsieur Cheval
fra arinu 1999. Pa endurspegladi
Brotherus a4 komiskan og persénu-
legan hatt hvernig hun tokst a vid
a0 leera nytt tungumal 4 nyjum

dvalarstad i Frakklandi, 27 4ra
gomul. Serian er full af humor en
alvarleikinn er aldrei langt undan.
Somu leidarstef ma lesa ur verkum
hennar 4 Listasafni [slands en
préunin er augljés. Verk Elinu hafa
préast med arunum. Hun er sidur
personuleg og hin er med fleira
f6lk med sér en adur 1 ad tulka
hugmyndir sinar og koma peim {
myndraent form. Myndbandsverkin
eru flokin og a bak vid pau eru
margir skapandi einstaklingar. Pau
verk gefa ljésmyndunum ekkert
eftir og eru sterk og ahrifamikil.
Birtu Gudjonsdéttur syningarstjéra
hefur d4samt listakonunni sjalfri
tekist ad skapa heilsteypta syningu
sem fangar dhorfandann og fer
hann til ad hugsa. Ekki er annad
heegt en ad hrosa Elinu Brotherus
fyrir verkin og hvetja folk til ad

sja syninguna LEIKREGLUR i
Listasafni Islands sem er sannkéllud
veisla fyrir augu, eyru, huga og sal.
Pann 3. juni gefst gestum kostur a
ad njéta leidsagnar Brotherus um
syninguna sem stendur til 24. jani.
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Ord John Cage dregin upp ur hatti Joseph Beuys,2017. Stilla ir videdverki. Liésmynd Astridur Magniisdéttir.
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Praise Where
Praise is

Due

Jona HIif Halldérsdottir

Chairman of SIM

“Culture is a Human Right”, is the
title of the City of Reykjaviks
Culture Policy 2014-2020, which was
approved by the city’s Culture and
Tourism Committee in April 2014,
and by the City Council’s Executive
Committee in May 2014. Attached
was a project plan with aims towards
action in the cultural field, which
was a novelty. This project plan is
updated annually in accordance
with the city’s approved policies and
budget plan.

As the president of The Association
of Icelandic Visual Artists, and
representative of the Federation of
Icelandic Artists, I have attended
meetings at the Department of
Culture and Tourism at the City of
Reykjavik as an observer for the

last four years. In that time, it has
been a great pleasure to observe how
the City of Reykjavik has steadily
followed this project plan through to
the great profit of Reykjavik’s cultural
environment. There have been many
gains in the field of visual art and I
want to mention a few improvements
that have made our society more fair
and just.

A great milestone was reached on
the 12th October 2017 when the
executive board of the City Council
approved new procedures for the

Reykjavik Art Museum, along with
extra budget of 8.5 million ISK.
Payments to artists for exhibitions
in the year 2018 will amount to 12.5
million ISK. This is an increase of
268% from 2017, where the museum
paid 3.4 million ISK in fees to artists.
In this case, the City of Reykjavik
took the initiative ahead of the state,
not for the first time, and thereby
set a leading example nationwide.
Now Akureyri Art Museum and
Hafnarborg Centre of Culture and
Fine Art have also set up similar
procedures and therefore have
received a great increase to their
budgets to pay artists fees for their
work. It would be safe to say that
Reykjavik’s initiative in the matter
has marked a turning point in the
work conditions of visual artists.

The 18th of March 2017 saw the
grand opening of the Marshall House,
where The Living Art Museum, Kling
& Bang and Studio Olafur Eliasson
now have a future residence. This
leverage has been a great pleasure

for artists. The City of Reykjavik

has guaranteed the rent of the house,
which is now alive with modern
visual art and provides the grassroot
a beautiful and respectful venue.

At present, there is an ongoing
competition among visual artists to

produce an outdoor art work in the
quartier of Vogabyggd. 140 million
ISK will go towards the project,
which is in accordance with the city’s
policy and a part of an agreement
with landowners. This is the first
project of many that are planned.

It is exemplary that visual art has
finally been ensured a place in the
city landscape, and thereby accepted
as one factor in the planning and
building up of new quartiers.

Finally, I would like to mention

the city’s purchase of the sculpture
Icelandic Cairn by Jéhann Eyfells,
placed at Sabraut. The City of
Reykjavik borrowed the sculpture in
2010 and since then it has become
one of the landmarks of Reykjavik.
The Cultural Policy of the City of
Reykjavik should set an example

for all other municipalities to

follow, and the same applies to the
Icelandic state. I therefore want to
use this opportunity to encourage the
Icelandic government to dig up the
drafts for the Icelandic government’s
policy in visual art, made by the
Icelandic Visual Arts Council in
2015, and realize it with a project
plan. As long as the City of Reykjavik
continues to support art, the city will
prosper. Accessible culture and art
are vital elements of a free society.



The development of museums’ payments to artists 2017-2018

Reykjavik Art Museum
Akureyri Art Museum
Hafnarborg

LA Art Museum
Képavogur Art Museum
The Living Art Museum
Reykjanesbeer Art Gallery

The National Gallery of Iceland

Art Museum of Icelandic
Confederation of Labour

Total cost

2017

Number of
artists

24
52

22
23
11

2017

Paid for in gratuity,
payment for work and
artists’ talk in 2017 ***

2018 2018
Number of Estimated cost for
artists gratuity, payment for

work and artists’

*Following procedures that have yet to be formally approved.
** Each artist gets an individual contract delineating one payment without itemizing remuneration and work effort.

*** Payments for artist talks and lectures are not limited to exhibiting artists.

3.400.000
1.300.000
1.792.000
1.539.265
1.828.000
1.688.000
1.200.000
815.000

1.959.000
15.521.265

The table shows the estimated operating cost of the

museums, and how much they plan to pay artists in 2018.

talk in 2017 ***

35

5.703.280

2.414.290

15-22

1.554.000

2.380.000

36.533.910

The National Gallery of Iceland is the only museum that is not allowed to pursue grants from public funds like the Icelandic Art Fund.

Reykjavik Art Museum
Akureyri Art Museum

Hafnarborg
LA Art Museum

Képavogur Art Museum

The Living Art Museum

Reykjanesbeer Art Gallery
The National Gallery of
Iceland

Art Museum of Icelandic
Confederation of Labour

Number
of artists

37
35

11
8

36

15-22

5

5

Gratuity

8.061.744
3.453.280
2.520.000

1.315.830

2.455.596

1.350.000
1.705.000

1.640.000

400.000

Payment
for work

3.419.000
1.850.000

1.500.000
923.460

2.500.000

*Following procedures that have yet to be formally approved.
** Each artist gets an individual contract delineating one payment without itemizing remuneration and work effort.

*** Payments for artist talks and lectures are not limited to exhibiting artists.

Artists’
talk

768.000

240.000

225.000
175.000

672.000

120.000

260.000

120.000

Lectures

160.000

84.000

480.000

100.000

Total

12.284.744

5.703.280

4.245.000

2.414.290

3.127.596

1.554.000

1.705.000

2.380.000

3.120.000

Payments in accordance
with / Financing in 2018

Procedure policy

Procedure policy in effect
from August 2018

Procedure policy

Procedure policy (draft) *

Payment is contingent on
the financing of specific
exhibition projects
Payment is contingent on
financing

Procedure policy (draft)*

Disbursement in accord-
ance with contract™**

The Contribution Contract
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Inlight at the
AS|I Art Museum

Starkadur Sigurdarson

Installation of Inlight. Photo Kolbriin Vaka Helgadéttir.

Last fall, the Art Museum of the Icelandic Confederation of Labour (ASI Art Museum)
started its collaboration with Sigurour Gudjonsson with the exhibition Inlight at St.
Joseph’s Hospital in Hafnarfjorour. The exhibition was the first to be awarded the
Icelandic Art Prize, in February 2018, and is also the first exhibition ASI Art Museum
organizes after selling the exhibition space Asmundarsalur. This marks a new step in the
museum’s ambitious plans for the future. In the second part of the project, the exhibition
Inlight moves to Blonduds where Sigurour will exhibit his works in a cowshed instead
of a hospital. Last March ASI chose the artist Hildigunnur Birgisdéttir for the following
two exhibitions planned for this project. Elisabet Gunnarsdéttir, the museum’s director,
answers a few questions about Sigurour’s exhibitions and the role of the contribution
contract in preparing and mounting the exhibition.



What projects lie ahead for AST Art
Museum?

The museum has a five year exhi-
bition plan that started in January
2017. Until we acquire new housing
the museum’s exhibitions will be held
in collaboration with other actors
in several municipalities around
the country. Sigurdur Gudjénsson’s
exhibition in Hafnarfjérdur was the
first in the exhibition series. It was
fantastic, and very encouraging for
us, that he should win the Icelandic
Art Prize for it.

Did you manage to follow the budget
for the exhibition?

The exhibition itself exceeded the
budget quite a bit, the different costs
were difficult to estimate given the
uncertainty regarding the loca-

tion. But other factors proved less
expensive, so things worked out well
in the end. It is absolutely fantastic
to be able to give artists this kind of
opportunity. Sigurdur was prepared
to take the chance. We were, of
course, sailing blind at first, and he
put in a lot of energy himself to help
us put everything together. It is never
an easy task to create an exhibition
but we were doing this in an unusual
place and that takes a great effort.
Sigurdur received payments for all
his work and a fee for the exhibition
in accordance with SIM’s contribu-
tion contract, and everyone involved
in the process got paid for their work
as in accordance with the law. We
also received invaluable assistance
from the trade union Hlif and the
Town of Hafnarfjérdur which lent us
the building for free, BERG Contem-
porarary — Sigurdur’s gallery — was
very helpful, Hafnarborg Centre of
Culture and Fine Art and many oth-
ers proved very supportive.

Is there something you will do
differently in the preparations for
Hildigunnur’s exhibition?

This will be rather similar but, of
course, we now have the experience
of the first show in Hafnarfjordur.

Sigurdur and Hildigunnur are very
different artists and Hildigunnur’s
work requires a different approach.
In collaboration with her we will take
that into account, both in regard to
locations and the production of the
exhibitions.

Have you noticed something in SIM’s
contribution contract that needs
improvement?

The contribution contract deals with
many important aspects and is a
very good reference. What might be
lacking are more details on differ-
ent projects and remunerations for
them, i.e. participation in panel
discussions, other presentations,
interviews, among other things.
There is also a question of how much
the length of an exhibition should
affect the fee amount for artists. One
point regarding the contract that
gives me some concern are the extra
payments when artists have to travel
away from home for exhibitions

and other events. I immediately see
that this rate is high enough to be a
deciding factor in the organization
of exhibitions around the country,
something the ASI Art Museum puts
a lot of emphasis on. We want to
spread the art as widely as possible
and make the exhibitions accessible
for as many people as we can. I don’t
think this rate needs to be that high.
The majority of Icelandic artists live
in the greater Reykjavik area and the
extra cost could mean museums and
others hesitate to exhibit outside of
Reykjavik or invite artists from other
parts of the country to participate in
exhibitions. I am afraid that if this
extra cost is too high it will limit the
mobility of art and artists within the
country.

Now there are more and more muse-
ums and institutions setting up con-
tracts regarding work contributions
and fees. How does ASI Art Museum
view this process?

There are only but good things to
say about that process and it is great
to see how positive the reaction has

been. My stance has always been to
never ask artists to do anything for
free, and it was a surprise to find

out how low the fees were in some
of the public museums and other
institutions. We know from expe-
rience that most people are ready

to adapt to circumstances and the
budget available. It is one thing when
everyone is volunteering their work,
as in artist-run spaces for example,
but it is another matter altogether
when it comes to public institutions.
We must also take into consideration
that the museums in Iceland do not
all have the same backing. AST Art
Museum is somewhat unique in this
respect and has a reliable sponsor in
the Alpydusamband, the Confeder-
ation of Labour (AST). Some Icelan-
dic museums are subsidized by the
state or by the larger municipalities
while others do not have as strong
backing and the agendas of museums
in smaller communities are not nec-
essarily in proportion to the support
that they receive.

This is the reason why we need

to re-evaluate how museums are
financially operated. Why contracts
with artists need to be made consid-
ering the whole scene, taking into
consideration our museum’s various
types of funding and the general
need for the dissemination of art to
all our citizens wherever they live.
We need some sort of “mission plan”
taking into account that all Iceland-
ers should have access to art. And
into that picture have to be taken
the needs of those who organize and
curate the projects and the artists
that make the art. We need general
guidelines to help the various actors
in the field negotiate and adapt
within reasonable limits to various
projects.
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Andrymi, a radical social space.

A Walk in May

Interview with Karlotta Blondal
Erin Honeycutt

The Theosophical Society of Reykjavik,



Karlotta Blondal’s work revolves
around the materials used to mediate
the transition between the 2-dimen-
sional and the 3-dimensional, where
ephemeral materials like language and
perception are given the same weight
as paper and textiles. Karlotta has
created participatory performances

in which the landscape was the main
source of language as well as agent of
perceptual change. The language of
flags, for example, has been a recur-
ring theme in her work, exploring how
we represent that to which we pledge
our oaths. As such, they represent
having a voice and choosing which
language you create your reality with.
This was the point of departure for
our discussion in her studio about her
upcoming performance in May 2018.

When I was reading about your pre-
vious environmental works, it seems
your methods involve a subtle collab-
oration between the environment and
materials, unlike some of the original
land art pieces from the 1970s, which
were at times incredibly manipulative
and leaving huge traces.

Yes, I want to allow the environment
to be involved and to participate in
what I am doing, but ever so subtly,
almost like a shift in perception. In
the performance in May I will be
using paper and watercolour to create
flags, so the wind and weather will
be participating in the image of the
flag. If it is raining, the rain will have
a say. The colours of the flags will be
magenta, cyan, black and yellow, like
the colours that are used in printing.
More significantly, these colours
relate to the printing of information,
opinions, and propaganda as well as
printing techniques.

What is the significance of Mount
Helgafell, the location of your perfor-
mance in May?

The performance will start at the base
of Mount Helgafell, which means
Holy Mountain, although that is not
exactly why I chose it. It is a moun-
tain that people walk a lot and is very
accessible. There are some mountains
that are not so accessible, while some
are too fragile and cannot withstand
much traffic. Helgafell is somehow a
place where everyone is allowed to go
- it’s an all-embracing mountain. It is
a walking meditation piece that the
visitors become part of.

How does the significance of Union
Day on the Ist of May play into the
performance?

For me, the act of walking through

a city with flags that represent an
ideology with a clear intention for a
better world is what I find interesting
and important about the 1st of May. It
is also a walk that everyone can join
in on. The same applies for the per-
formance, although the flags are art
pieces that respond to the environ-
ment and the participants with their
walking and sounding.

The performance is for The Living
Art Museum choir, a sound choir
made up of a community of artists
and friends. The rehearsals will be a
triangulation of some sort between
the Theosophical Society of Reykja-
vik, Andrymi, a radical social space
in Reykjavik, and the outside envi-
ronment.

What seems significant about this
performance on a larger scale is that
it represents a type of gathering that
introduces the viewer to something
without forcing them to subscribe to
anything.

That is what is important about the
flags as they are not something that
you can identify with specifically: it
is a colour and paper, not a society.
Each flag I make is an abstract image.
Everyone is able to see what they
want because each flag is subjective-
ly seen by the viewers like a mirror
or a self-portrait. As an abstraction,
they are each as unique as your own
reality and changeable like your own
perception. The flags become your
oath to your own reality like the Holy
Mountain itself, which is subjective
and internal anyway.

It also represents further this collapse
of the division between the secular
and the religious. In this respect, art is
the most successful infiltration method
as it is one of the few things that

are allowed to exist between groups
everywhere.

I think what we are envisioning is
beyond the Anthropocene even.
Timothy Morton said that it is a
spiritual crisis as much as environ-
mental crisis. It is not a utopia we are
talking about but a very real reality,
in the here and now. It is not a utopia
because utopias don’t exist. But there
will be walking and sounding and
there will be traditional Union Day
coffee and kleinas.
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Education Must
be Rewarded|

Magniis bér Porbergsson
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In recent years, an increasing number
of the professional artist associations
have joined BHM, the Icelandic Con-
federation of University Graduates.
At this moment of writing, six artist
associations have become mem-
ber-unions: The Icelandic Architects
Association, The Icelandic Dance
Association, Icelandic Musicians
Union, Icelandic Actors Association,
Icelandic Association of Directors
and The Association of Icelandic
Visual Artists. The increased educa-
tion of artists and the movement of
art studies to university level make

it clear that artists belong with other
university graduates when it comes
to class struggle, and can join in on
BHM’s basic demand: a higher salary
for higher education.

The foundation of the Iceland Univer-
sity of the Arts and its development
of BA and MA study programmes has
been a factor in strengthening the
position of artists within the society
of university graduates. The Iceland
University of the Arts has fought
diligently to be acknowledged as a
university institution, brought atten-

tion to the role of art in knowledge
creation and research, and under-
lined the importance of postgraduate
university programmes for the arts. It
is therefore peculiar to note that edu-
cation seems of no importance when
it comes to salaries at the Iceland
University of the Arts, especially the
wages of part time lecturers.

I was a steady lecturer at the univer-
sity’s performing arts faculty for ten
years, from 2005 to 2015. In that time,
I actively participated in developing
the faculty’s study programmes, in-
cluding the foundation of the Theatre
and Performance Making programme
which I proceeded to direct for quite
some time. One of the hardest tasks
of my job as a programme director

at the Iceland University of the Arts
was to look part time lecturers in

the eye and inform them of their
wages. There were times when
people changed their mind when
they realized how little they would
get paid for teaching and therefore

it was not always possible to get the
best people for the job. As a conse-
quence, I was very aware of the terms



o LISTAHASKOLI [SLANDS

“,‘ P —U—‘—UML

All part time lecturers in the Iceland University of the Arts get the same hourly pay - 2,294 ISK.

Photo: Jéna HIif Halldérsdéttir.

of employment I could expect when I
was asked to teach a course as a part
time lecturer. I decided nonetheless
to ask whether my ten years’ work
experience at the university would in
any way be taken into consideration
when it came to wages. The answer
was clear: All part time lecturers at
the Iceland University of the Arts get
the same hourly pay - 2,294 ISK -
regardless of whether they have just
graduated or have years of experience
in teaching, art creation, or research.
Experience is not rewarded with
higher wages.

A year ago, I finished a PhD degree
in my field. I had worked on my
PhD thesis alongside my work at

the university, where I was actively
encouraged to finish the degree. It
was considered important for the
status, respect, and growth of art
studies to raise the level of education
within the field, both by encouraging
lecturers to continue their studies
and by establishing MA-level study
programmes at the university. But
when it comes to wages, this encour-
agement vanishes. The answer to the

question how much the wages of a
part time lecturer increase with a
higher degree was the same as before:
All part time lecturers in the Icelandic
University of the Arts get the same
hourly pay - 2,294 ISK. It makes no
difference whether the lecturer has a
PhD or has finished high school. Ed-
ucation is not rewarded with higher
wages.

I will let readers decide for them-
selves whether they find 2,294 ISK
per hour a sufficient pay for lecturers
at a university level. The wages and
conditions of work of part time lec-
turers at other universities in Iceland
are unfortunately not much better. I
dare say that one of the main reasons
we seem to be able to run a compet-
itive university system for contri-
butions far below our neighbouring
countries is that the universities rely
in considerable measure on part time
lecturers working for unacceptably
low wages. However, other Icelandic
universities have a lead on the Ice-
land University of the Arts by paying
higher wages for higher education.
As an example, a part time lecturer

with a BA-degree receives 2,070 ISK
per hour at the University of Iceland
but an MA-degree earns him 2,338
ISK per hour and a PhD gives 2,642
ISK per hour.

The policy of the Iceland University
of the Arts is, on the other hand, not
to take education into consideration.
This policy is even more incredible
seeing that the university is an edu-
cational institution where great effort
has been put into building up gradu-
ate studies in the field of art. All the
departments of the university now
offer MA-studies but the university’s
message to those who graduate from
those study programmes are peculiar.
The university’s own degrees have

no effect on their wages as part time
lecturers: Congratulations on your
degree - but we really don’t take it
seriously. It is unacceptable that an
educational institution does not value
education - not even its own educa-
tion — when it comes to paying wages.
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Audur Loa

Diana’s Bath pt . I 1, 2017. From the exhibition
Diana Forever in Ekki sens, acryl on paper maché.
Photo: Starkadur Sigurdarson.

Inedible Fruit

Bergrun Anna Hallsteinsdottir

TAT MAHAL ER

- GRAFHYSI ASTARINNAR

Detail of the work Diana Forever from
the exhibition Diana Forever, Gallery
Port, 2017. Acryl on papher maché.
Photo: Starkadur Sigurdarson.

Studio, photo: Starkadur Sigurdarson.



Potted Plants, 2015. Sculpture, mixed technique. Photo: Audur Léa Gudnadéttir.

Audur Léa Gudnadéttir graduated
from the Iceland University of the Arts
in 2015 and has been working and ex-
hibiting in Reykjavik, and elsewhere,
since then. She received the first
Motivational Prize of The Icelandic
Visual Arts Council awarded to an up
and coming artist, in February 2018.
We met in Audur’s studio, her parent’s

garage.

Are there any underlying factors that
define your artwork?

Telling a story through images is one
strong theme that reoccurs in my
work. I have a great liking for stories
and strong imagery in stories. You
often get that in mythology, where
there are so many elements working
together. The same can be said about
paintings of stories from the Bible,
for example, where a work is created
from many small references. I am
very interested in art that was made
for people who did not necessarily
know how to read. I find it incredibly
fascinating to tell a story with images.
Visual literacy and metaphors, this
really interest me.

Was your graduation work from the
Iceland University of the Arts some
sort of elaboration, or a mirror, of that
interest?

Pottaplontur (Potted Plants, 2015),
my graduation project, did focus

on visual language and this process
of creating something. I can make
something green out of a plastic
tablecloth or green mittens, cast it in
a mould and people will recognize it
as a plant. There were many people
who came to the exhibition and told
me, “Wow, at first I thought this was
real!” But there was nothing connect-
ing this thing to a real plant, other
than it looking a little like it could
maybe be a plant. Plants have a cer-
tain purpose and there is a purpose
in what a real plant represents. But
an artificial plant, what is it really
for, and why? I am very interested in
these types of phenomena. Artificial
fruits too. What purpose do they
serve other than being something to
look at, why have fruits you cannot
eat?

Let’s talk about Diana, who was the
focal point of your exhibition Diana
Forever. What led you to make her the
centre of an art exhibition?

I was in a residency in Dublin in
October 2016 and wanted to create

a work about the goddess Diana,
bathing with her friends when a
hunter comes and sees her. She turns
him into a stag, his own hounds chase
him down and kill him. Everything

in the story, the whole context, is
amazing, and I wanted to use this
scene for a sculpture. Many classical
painters have taken on this subject,
and it seems like the perfect mixture
of eroticism and danger. On top of
that, the story is frequently used as an
excuse to paint naked women.

When I started to research the work,
I used google images. There were
always lots of pictures of the goddess
that appeared, but one in every five
pictures or so turned out to be of
Princess Diana in a leopard swimsuit
looking good on some yacht. This
imagery, and this juxtaposition, was
very fun, and the dialogue between
those two women is extremely inter-
esting. I sat on the idea for a while
and started some research on Princess
Diana and realized that in 2017 it
would be 20 years since her death. An
idea for an artwork then turned into
a group exhibition, and in the end a
small festival, or homage.

The artist requested a special theme
for this interview: “To fail”. Why did
you want the conversation to start
there?

It’s maybe a rather wide context, to
“fail” in general, because so many
things can fail. Especially in visual art
where there is no recipe for how to
work. But I think I want to talk about
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Studio, photo: Starkadur Sigurdarson.

that because I find it fascinating,
because I have “failed” at so many
things, and so much has been a strug-
gle. Then it is fun to get a reward!

(We both laugh at this declaration,
which reveals so much about the inner
world and doubts of artists, but she
adds) It has been hard at times, but
very educational at the same time. In
fact, I think I do best when things are
going badly. It is a challenge when
what you’re trying to do doesn’t work
out, to deal with that and not let the
work overwhelm you. Then you’re
learning. One has probably heard
this many times, but it’s true. But a
little difficult nevertheless, when you
kind of imagine that if youre good

at something then everything will go
well.

What do you mean when you talk
about failing, are you talking about
wrestling with a particular work or
maybe the process in general? Or even
the art world, where it can of course be
hard to find your footing?

i

Dog in a deck chair, 2016. From the exhibition 109 cats in sweaters.
Ekkisens. Acryl on paper maché.

No one forces you to make art, and
really there are many things that
work against you making art. The
need to create is not practical at all,
it costs both money and time, and
then one needs to be able to give the
work complete focus. You are sort of
rowing the boat on your own.

Take for example Diana Forever,
which turned into a rather big pro-
ject. I had many ideas and I didn’t
want to do this half heartedly, so I
decided right at the start to try to put
all my ideas into action. It was really
fun but also required an incredible
amount of work. Organizing an exhi-
bition is complicated, especially if you
haven’t organized a show of this size
before. I often feel like I'm swimming
in deep water without floats.

After going back and forth, this idea
to exhibit in three different places
came up. Portid, Ekkisens and at a
performance night in Mengi. Three
different places and three different
groups of people, and then you have
to keep hold of all the strings, when
can you install everything, when
should you do what, where, and on
top of that there were 14 different

artists which naturally complicates
everything. I was also kind of hoping
wed get a little bit of funding but

it didn’t work out, probably in part
because we were not too experienced
in writing grant proposals. In hind-
sight, I learned through this that the
worst thing you can think about is if
something will go wrong, or being
bummed out about what already has
gone wrong.

After a pretty long time, we end the in-
terview, but later I get an SMS. A few
extra points that popped up in Audur’s
head after our conversation. Appropri-
ate here at the end:

To stand in a slope with the hill in
front of you is interesting in this con-
text. As a young artist in relation to
the art world, as an artist in society,
as an artist in relation to her material.
It asks that one thinks creatively.

To fail or to find a new solution.
Everything flows together in art and
when you are taking your first steps all
encouragement is welcome.



Diana’s Bath pt . I, 2017. From the exhibition Diana Forever, Gallery Port. Acryl on paper maché. Photo:
Starkadur Sigurdarson.
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When you wake up in the morning with sea on the left, sea on the right, sea
at your back, and far ahead, you must be on an island.

When you’re the talk of the town in a matter of minutes, you know you’re in

a small one.

When there is always someone knocking at your door when you’re peeing,
and your shoes already left the house without you, you must be with a lot of

people.

When you still laugh the loudest of the joke happening at the dinner table
while you’re already in bed, you must be sharing a pretty threadbare house.

When all ideas merge into one collective fog, for anyone to extract at any
time, you know you’ve lost your ego and become a part of a bigger entity.

LAUMULISTASAMSTEYPAN

Laumulistasamsteypan (the Sly Art Associa-
tion or the Hush-hush Art Alliance) consists
of a group of artists, annually and temporarily
entwined on a small island called Hrisey. Lau-
mulistasamsteypan is a residency, a cooking
club, an oddity, a festival, an unbroadcasted
reality TV show, a reunion, an expedition, a
radio station, a cult, a transnational project
meeting but first and foremost a summer
camp for restless artists.

Laumulistasamsteypan is initiated by Helena
Adalsteinsdéttir and Asgerdur Birna Bjdrns-
déttir and has been running since 2014.
Laumulistasamsteypan is an amoeba that
shifts shape according to the needs of the
group and its organisers. Sometimes it

expands all the way abroad while on other
moments it shrinks down to its smallest core.

Laumulistasamsteypan offers an opportuni-
ty to step out of your everyday surrounding
and orbit around suns unknown to your own
artistic practise. To shift the weight temporar-
ily and give all your attention and energy to
the mission at hand and the group operating
it with you. To make use of the space Laumu-
listasamsteypan creates to marinate with other
brains and react to what’s happening around
you. Laumulistasamsteypan acts as artistic
vitamine to its members that seeps in slowly
and often months after the project is over,
activating unexpected fields.



Video still from the work Mud man, Laumulista-

samsteypan, 2017. Photo: Laumulistasamsteypan. exhibition in Harbinger 2017. Photo: Oléf Kristin
Helgadottir.

Laumulistasamsteypan & the Clusterfog gig, an

Hdmundarstadir, the home of Laumulistasamsteypan. Photo: Timna Tomisa.
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"Kenichi, who
am |?”

An interview with the German multi-artist Katrin Hahner

Katrin Helena Jénsdéttir, residency project manager at SIM

JEAN. Acryl and oil on canvas. 150x170cm.



Katrin Hahner is a German visual
artist and a musician who has been
staying in Iceland since June 2017.
During that period, she has worked
as a music director for the theatre
play God bless Iceland (Isl. Gud
blessi Island) in Borgarleikhiisid,
been a resident at SIM, and has
gotten to know the Icelandic art and
music scenes.

Katrin Hahner was born in the
countryside of Southern Germany
and was early on fascinated by the
arts: “I was always drawing or sing-
ing, busy being a master dreamer,”
she tells me. However, Hahner didn’t
go directly into the arts so to speak
but first studied acting and worked
in a theater. After finishing her
degree in acting, she went to Stutt-
gart to study traditional painting
and fine art at the Akademie der
Bildenen Kiinste, from there going
to Berlin to Kunsthochschule Berlin
Weissensee where she did advanced
studies in painting. Hahner is still
based in Berlin and focuses there on
her art and music career.

Why did you come to Iceland?

The first time I came here was as

a visitor in 2016, then I visited my
friend who was a resident of SIM
residency. I just fell in love with the
country and couldn’t stop dreaming
about returning. So I booked five
weeks to stay here on my own in
June 2017 to work on music or my
art. I always have something to do;
I'm always working so I thought

to myself I might as well do it here
in Iceland. It was funny because a
week before I came here, Porleifur
Orn Arnarsson hired me as a music
director for God Bless Iceland that
he was directing in Borgarleikhusid.
Then there was SIM and then some-
thing else came along, and now it’s
March and I'm still here!

I feel the energy here is crystal clear,
it’s like I'm underwater and I can
see very far, I just love this feeling
of clarity. I've thought many times
in the past months “Why did I
become an artist?” and the answer
is “To be able to be free” That’s why
I just decided from month to month
whether I should stay longer and
usually, when I had decided to stay
here some new opportunity came

to me and made it able for me to
stay. This time in Iceland has been
magical.

You work both with visual art and
music. How is it to go between the
two disciplines?

I love it. First, it caused me some
problems and I kept thinking “what
is this? Am I fleeing my problems?”
Einstein once said, “The thinking
that created the problem cannot be
the thinking that creates the solu-
tion.” In my case that really rings
true; I basically shift my perspec-
tive to find the solution. Through
doing this for some years now, I feel
like all my practices are starting to
merge into each other.

I deeply admire people that have
one thing that they dive into, like

a deep-sea diver. I struggled with
that for a while because perhaps you
would think that you don’t dive as
deep if you do many things, but I
totally don’t see it like that anymore.
I'm looking for the same thing

or thread of sensations in every
discipline that I do, 'm a deep-sea
diver but in a more horizontal way.
It’s the same depth, I'm looking

for the same thing by connecting
the dots all around and solving the
same riddle. For many years I tried
to make myself focus on just one
thing, but I sort of went overboard.
It was when I was working at the
theater, I was releasing an album

and being an artist: I felt like a crazy
person, I think I was a crazy person.
I was way more neurotic, today I'm
much calmer.

It was heavy work to be okay with
what kind of an artist am [, instead
of forcing myself into doing just
one thing. I just started thinking
“Where is the joy? Where do I get
really fired up?” I don’t get fired up
just by a technique; I get fired up
by the thread, by solving the riddle.
That is what makes me explore
whatever comes my way.

How did you get into music?

I was sharing a studio with another
artist in Berlin, and on one summer
vacation she went somewhere and I
was alone in the studio. She left her
guitar and amplifier there. It was at
a time where I couldn’t paint; I felt
like I had nothing to say, at least not
with a canvas or a drawing, noth-
ing wanted to come out. But this
guitar was there and I just started
playing, it was so incredible that I
wouldn’t stop. I think that is a bit
symptomatic for what I do, how my
brain works. I face a challenge in
one discipline and my brain sort of
circumvents and finds a solution
by tapping into another discipline.
That way I can look at the problem
from a totally different angle and
through a different perspective. Not
only did I start making music but

I could also paint again. I think if
something gets fired up in one part
of your brain then it will free the
part that was facing the problem.
That part is then free and relaxed
and can come up with a solution.

I still have it like that in my studio
where I have my music gear and the
art gear in the same place, so if I hit
a roadblock my brain immediately
goes to the other discipline. When

I face challenges in music I start to
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think about colour, it’s really cool.
The first three albums I released came
out under the name Miss Kenichi,
sort of an alter ego. The name comes
from a Japanese anime version of
Metropolis by Fritz Lang. In this
movie, one of the characters is this
blonde robot and her name is Tima.
She doesn’t understand that she is a
robot and really wants to believe that
she is human. In a long and twisted
story, Tima flees the laboratory where
she was developed before she is being
rescued by a boy named Kenichi who
is basically the one to awaken her
desire to become human. Kenichi
teaches her to speak and feel. In the
end, after a series of events, Tima falls
off a skyscraper and she has started
questioning how much of a human
she is. Her last words are “Kenichi
who am I?”

I saw this movie and this question
just resonated deeply with me. This

is ultimately my question; who am I,
how and what can I do in this world?
That’s why I wanted to carry Kenichi’s
name and so I made it Miss Kenichi.
Sometimes, a new name, or a charac-
ter, or even a mask that you put on,
can help you show more of yourself.
Sometimes you need a costume to
dare to show new aspects of yourself
or to step into new directions. Now

I am working on a new album as
KENICHI, a more refined, wondrous
centre of my universe. I am super
excited to work on this album which I
plan to finish before summer. Parts of
it will be made in Iceland with some
wonderful people!

Tell me what you are up to today

I'm making amulets. I started mak-
ing them when I was touring some

years ago. All of a sudden, I started
experiencing this terrible stage fright,
very bad at the time, like a paralyz-
ing fear. Going on stage had never
frightened me before but suddenly I
was sick from it. I was trying to figure
out what this was and how it was and
started thinking if I could bring my
own power into these situations.

I think that is maybe the mental
process behind the amulets. The
other thing is that I deeply admire
the craft and so creating the amulets
became sort of a meditation for me.
Nations through the centuries have
had all these symbols and charms and
so I asked myself, “what is my charm
like?” I started to carve these really

large teeth, or I would call them teeth.

The devotion that went into doing
them was a lot; sometimes I would
sit at night singing while I carved,
when everything was quiet. I did tons
of them, a mountain of teeth and
then I would start wearing them. The
amulets are heavy and when I was
wearing them I felt as if I could feel
all the devotion and power that went
into crafting them. It was as if I was
fuelling myself with my own energy
again. Because of the stage fright I
felt when performing almost as if the
circuit was broken, I could give to the
audiences but I got nothing back. It
was just leaking and didn’t fuel me.
But it was almost as if the amulets
closed the circle again and stopped
the leaking. Then I started to give
them to people, for example I gave
one to Patti Smith when I met her. I
had this range of people that I met at
the time and I gave many of them an
amulet.

The main idea of the amulets is that
the world is full of waves and vi-
brations. What are we, for example,

trying to do when we are wearing a
designer dress with labels all over it?
We are trying to carry some energy
around that comes from the design.

I thought I didn’t necessarily want

to carry a Versace energy, I wanted
the real shit. Real things that actually
protect you from the bad stuff such
as anger, fear, anxiety, and doubt, you
know these violating and harmful
feelings. I am determined to keep
them at bay and the amulets help with
that.

If I compare it to the act of painting
then the painting is most often a
wrestle, a massive process where you
erase, paint over, take paint off, paint
over, take off, decision, no decision,
decision; It’s a battle. But the process
of making the amulets is much clear-
er, it’s like the body without the mind.
The painting is more about keeping
the mind at a distance, all the chatter
and blabber in there disturbs while
I'm painting. But when I make the
amulets all the good stuff goes direct-
ly into them, without the battle.

I love making them and for me, I
think, that is the ultimate goal, when
I think about it: Where is the Joy?
Where do I get lost in time? Where
does time stop? Time really stops
when I'm making the amulets. I can
tell with any art that I make if time
stops I know it’s good, the art is good.
I aspire most of the time not caring
about what other people think but

of course, no one is free of that. You
have these thoughts, but I know when
time stops: Alright, this is it, no more
doubt, no more questions, no more

fear.



Katrin Hahner bearing the amulets. Photo: Antje Taiga Jandrig.
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Art for the first time

bordis Adalsteinsdottir

The book I am here (Eg er hér) is a
work published in connection with
Hekla D6gg Jonsdottir’s exhibition,
Evolvement, which art lovers were
able to experience in February this
year. I consider myself well acquaint-
ed with Hekla Dogg’s works, yet I still
discovered many new and exciting as-
pects of it in the chapter Works, which
gives a respectable overview of Hekla
Dogg’s artistic career with images,
titles, short descriptions of works,
dates, and placement of exhibitions.
The reader of I am Here gets swept up,
as he learns to decrypt her works and
ideas to some degree at least. Some-
times I wanted more information

You are here/Pu ert hér, 2000. Photo: Hekla
Ddogg Jénsdéttir.

about particular works, which shows
that the book is not only informative
but also raises an interest in wanting
to know more about the artist. Hekla
Dogg’s works are generally not just
happenings, where we walk into a
ready-made experience. Instead, the
backstage scenery - the editing room,
which consists of a wooden structure
which keeps a refrigerator running on
a forest path in summer heat, etc. - is
just as interesting and powerful as the
end result. If you manage to immerse
yourself in the art, hear the stories,
see the working process, it may
brighten your day. But Hekla Dogg’s
art can also easily stand alone as a

beautiful and refined final product
that is timeless. yet bizarre.

Trying to recreate natural phenomena
in a studio with artificial ingredients
follows an age-old tradition, but
Hekla Dégg is not taking the easy way
out. She uses romantic and symbolic
motifs, such as bonfires and fire-
works, and presents them electroni-
cally using cathode lights and sound
tracks. The outcome is melancholic
and even comes across slightly like it
is doomed to fail, but still it does not.

Seeing the artist, and the human
being, as a part of a community and

Frozen puddle /Frosinn pollur, 1998. Photo: Hekla Dogg Jons-

déttir.



cooperation seems more a part of
Hekla’s general outlook on life than a
defined policy, and it merges natural-
ly with her art. Hekla Dogg some-
times creates circumstances where
artists are invited to come and create
their own art. She gives a technical
and ideological frame that both sets
the tone and coordinates the final re-
sult. In these projects, the dictator is
overthrown by anarchy - or is it? The
artists who participate get a chance to
turn off their egos and their sense of
ownership for a while and challenge
themselves - the frame they must
work within functions a little like the
idea of Lars von Trier’s movie The
Five Obstructions, where restrictions
actually open up new possibilities.

Ingibjorg Sigurjonsdéttir, the curator
of Evolvement and the book’s editor,
writes a short and concise prologue to
I Am Here, introducing the artist and
her February exhibition. Ingibjorg

is tempted to make a connection be-
tween the mechanism and mixture of
elements in Evolvement with Marcel
Duchamps’ work, The Large Glass, a
connection I find as fascinating as I
find it exotic.

Fire, fire fire, fire fire fire, 2006. Photo: Ivar Valgardsson.

Elsewhere in the book, Markus Por
Andrésson writes an uplifting text
offering many new angles and con-
nections towards Hekla Dogg’s art.
He doesn’t give an overview of Hekla’s
works in a historical context, rather
introducing them in context with
each other, helping the reader to step
into the artist’s world, experiencing
and understanding it on the artworks
own terms. Considering Markus’
career and education, he still has a
unique ability to be amazed. Reading
his texts, I often get the feeling he

is describing unique events, some
climaxing in evolution, but not a
rather common presentation of art.
Sometimes I even get the feeling he
is experiencing art for the first time
and can’t believe his eyes when con-
fronted with the miracles of art. And
perhaps he is right; we are probably
constantly faced with high points of
human capabilities, constantly seeing
art for the first time.

The book’s title, I Am Here, mirrors
a title of Hekla’s work, You Are Here
which consists of a silvery Christmas
ornament 30cm in diameter, with the
inscription “You are here.”

This simple work seems to underline
the certainty we seek when we see

or experience art. The certainty of
our own existence, the existence of a
historical context or just any context.
The title I am Here is a strong and
fascinating declaration. Hekla Dogg
is here, speeding forward in a swirl of
creative process where one effective
and thought out exhibition follows
another. She is here, and her effort as
one of the founders of the artist-run
space Kling & Bang, as well as her
drive in getting artists to unite their
powers, have made its mark on
Icelandic art history and our ideas

of the artist and art itself.

I would have liked the book’s cover
to consist of something more excit-
ing than a plain black canvas. But
regardless of the cover, the content is
solid, a registry and introduction of
this first part of Hekla Dogg’s carrier.
Joy, quiet humour, and professional-
ism are the trademarks of this book
with no redundancies, which rhymes
perfectly with Hekla’s artwork. This is
a positive contribution to contempo-
rary art history; it is good to be here
and to be reminded of the generosity
and magic of art.
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Balance and
mMmaking Art

An interview with Sigurdur Gudjoénsson

Starkadur Sigurdarson

Photos: Starkadur Sigurdarson.



Then this starts in an object. Photo: Starkadur Sigurdarson.

Experiencing the space and the
movement. Something I have always
done. It is some big part of me. I
start thinking of my son, deep into
skateboarding. How he is constantly
in movement, and experiencing his
environment while moving. But still
needs to keep his balance, stay still.
And what is the video camera? You
need some movement. This is some
search for movement through the
camera.

The Earth has continued its turning, it
is summer, if not in the air then in the
people. That means light, wonderful
light. To have access to the sun a little
longer each day. But Sigurour Gud-
jonsson and I sit in his studio and he
tells me that this is not good enough.
There is too much light. He is going
to switch studios with another artist
in the house, someone with access to
more darkness. A space a little deeper
inside the building.

It is interesting if you look at it like
that. The static and then the move-
ment. This has been in my works for
the last 3-4 years. Almost still life. But
at the same time something that has
loaded movement, and tension, into
the subject matter.

Sigurdur Gudjonsson makes works
that move fast and slow, but want,
need, to be in balance. For his exhibi-
tion Innljos, he received the Icelandic
Art Prize, awarded for the first time
last February. The exhibition was

interesting in many ways, being set up
in collaboration with the ASI Art Mu-
seum and Elisabet Gunnarsdéttir, in

St. Joseph’s Hospital in Hafnarfjorour.

And then you enter this building. You
immediately start thinking differ-
ently than in a gallery. You go in
through a little door, a chapel door.
There develops this presence, which
becomes a part of the work. There

is also something beautiful, a good
reputation, that St. Joseph’s Hospi-

tal holds. A great number of people
came, hopefully to see the exhibition,
but also for these memories of the
house. I was aware of that, but I did
not expect the memories to be so
strong. There were many stories flow-
ing around. The nuns, the doctors,
the abandoned building, these images
that appear. Obviously, a complete
overload to exhibit there. And I had
to think, are you going in there? Yes,
you have to just take the chance.

You go into a chapel, into a morgue,
then a hospital. That must be respect-
ed. But in the end, I don’t think I
thought too much about that, rather
about the function of the work. The
space itself. And then these memories
also come along. That building is a
little electrified. Remnants of surger-
ies and machines and a buzz in the
air, the whole building buzzes.

One of the works in the exhibition
showed something that I first thought
was made on a computer, some home-

made effects of light and repetition.
The title of the work is “Fuser” and
it is some sort of light pattern rolling
around in a rectangle on the floor
of the chapel. A sound comes from
it, also a buzz, but it looks like sand
or sea in sunlight, or a mechanical
farmer putting up a fence. And then
Sigurdur tells me that is not what it
is, but rather a recording of a very
peculiar object he acquired.

It just came to me. Someone was
throwing it out. Very convenient.
Then this starts in an object.

A metal cube holding a round grill
frame on a pin. Under the frame are

a few buttons and a switch. When he
plugs in this device called Fuser the
power goes out. The light around us
does not change, but it becomes totally
quiet. We look at this thing.

This is very analogue. It’s just one
take. I am going to turn the power
back on.

Then this thing turns, slowly, and
warms up, glows. In some unpredict-
able interval it clicks and something
moves around with a slight noise.

There is a flow in the light, and this
movement, and this stuttering “doof”
sound, this rhythm that is forming,
that I look at a lot. The video picks up
the action in the device. Maybe this
isn’t so much when you just have it

in your hands; it becomes a question
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There is too much light. Photo: Starkadur Sigurdarson.

of what you do with it, how you set it
up, what fits. So that is one layer.

There is a different light inside a
house and outside under the sky, be it
clear or cloudy. And it is different to
hold an exhibition in your own space,
in Asmundarsalur, or to have to look
outward for some space to walk into
or to find. In spring 2017, the ASI

Art Museum called for applications
for a project that became Innljos, the
first exhibition after the museum sold
Asmundarsalur. An ambitious project
led by Elisabet Gunnarsdoéttir, the
museum director, an artist was chosen
to exhibit in two places in Iceland, and
then the museum was to buy artworks
from that artist for two million ISK.
This called for creative solutions. Does
a museum have to have a house, an
exhibition space, or white paint, to be
an art museum?

I was not sure what they were looking
for when I applied. I just thought
they wanted to buy older works but
then they were interested in some-
thing new as well. So, we took a little
chance that I would make some to-
tally new works. This was at the start
of May and the exhibition opens in
the middle of September. Of course,

I drew on something I had already
started. But we had no idea where the
exhibition would be held.

Elisabet wanted to do this well, as she
felt this was an important step. And
everything went incredibly well. More

people came than we expected, and
we got a lot of attention. This is an
exciting project Elisabet is managing
until they manage to build a new
house. To be in a floating space, just
here and there.

Then there needs to be a balance here
also; In the relationship, in the work,
in the ideas. And there was a struc-
ture. There was a set budget, a clear
vision that Elisabet had, in spite of the
lack of housing. The ASI Art Museum
was the first museum in Iceland to pay
artists fees for their work and that was
a cornerstone for the project. What
was needed to do this well?

There was a contract for the exhibi-
tion, which ASI based on the contri-
bution contract of The Association of
Icelandic Visual Artists. Everything
was accounted for, how long the
exhibition would stand, are these old
works or new works, the installation
process, all of that. Of course, this is
terrific, and really this is the first time
I have experienced this. And these
contracts, what I know of them, they
are good. Artists are paid according
to a rate, including the installation
time, and for making new works. I
had an assistant for the installation.
And he got paid as a contractor. This
was absolutely vital. You feel better
about the work. And in addition to
what amounts to a month’s pay, I felt
it was appropriate that they bought
these three works, all the works in the

exhibition. So everything adds up in
this collaboration. It was a lot of work
and of course visual artists should get
paid for their work.

How do we want to talk about the
wages of artists? It can be hard when
one sometimes senses a reluctance

to talk about it openly. Not everyone
has the same view on the matter, of
course, but it is possible to start on
some shared point.

One has never really counted the
hours put in to an exhibition, or to
one’s art. This is, in some way of
course, not measured in hours or an
hourly wage. In my case, there is a
lot of technical work and it takes a
long time to set up exhibitions like
this. Endless cables and stuff, and
calculations regarding the installa-
tion. But for this exhibition I kept an
exact count of hours spent installing
it, which I then turned in to Elisabet
when I was done. There was no other
way of doing it. It is harder to assess
the amount of mental work behind
each artwork and the time that flies
away from you when you are creating
something.

Does balance then mean being able to
hold the heart and the bank letters at
the same time? Maybe not in the same
hand, but maybe one in each hand?

I remember exhibiting, in 2007, in the
D-gallery at Reykjavik Art Museum,



Fuser, 2017. Fom the exhibition Innljés. Video installation at St. Joseph’s Hospital. Photo:
Vigfis Birgisson. Courtesy of Sigurdur Gudjénsson and Berg Contemporary.

for young artists. There was some
budget for that exhibition, if it was
maybe around 200,000 ISK. That was
pretty good at the time, and really
makes a difference for young artists
with nothing in their pockets, strug-
gling to make ends meet. But where
that figure came from, or what it was
for, was not clear.

And you are exhibiting all over,
lending your work, screening it here
and there, and until now I have not
been charging for it. But at some
point, really just right now, you need
to start realising that of course you
should charge when your works are
exhibited. And here the contract is
crucial, as you can refer to something
that already exists. It is good to put
this up on the table, and that we are
starting somewhere at least. That is a
breakthrough thing, and hopefully we
can build on that foundation.

But I think it will also develop slowly,
these contracts and this work. And
we need to update them, make sure
they don’t become outdated. Numbers
change fast. The ones in the contri-
bution contract, which are not high.
But we start here. Then we try to get
things into proper shape. And in that
context, we need to celebrate things
in our field also, as with the Icelandic
Art Prize. To look at what happened
in the past year. Things are quickly
forgotten.

Layer and layer and layer and sound,
house, visitors. It is hard to separate
the layers from each other. Balance

is needed. Art is work and not work,
love but also labour, existing and
non-existing. Is a video a tangible
thing or a non-tangible thing? Moving
or not moving?

That is also interesting. That this
non-material thing, the video, that

it should have some bodily effect.

It has always had a pull on me, also
because of all this (Sigurdur pulls out
his phone). Everyone is constantly
flicking through a phone. The work is
so much about you going someplace
to experience something, physical-

ly. These works do not work on the
screen of a phone or a computer. You
can get a preview, but that is not what
it is. It is also the smell of it all.

And then you keep going. On the
skateboard, gliding through the world.
You cannot be scared of falling off or,
that is, you need to love being on the
board, looking for this balance, more
than you are afraid of falling.

Sigurdur keeps going. There are
exhibitions nearing ahead, at the
Maximuseum in Rome, CABLE in
the Skaftfell Center for Visual Art,

a group exhibition in Hjalteyri, a
group exhibition at the Reykjavik
Art Museum for the Reykjavik Arts
Festival, then possibly a new work for
an exhibition in Lithuania. And the
second exhibition for ASI in a cowshed
in Blonduds.

I have not been to the space yet, only
seen pictures. But I believe in it. It is
a barn and a long shed. Totally differ-
ent. But the barn has some resem-
blance to the form of the chapel. It is
beautiful, with a high ceiling. And the
light. The memories one has of barns
are of the light leaking in and draw-
ing on everything, the dust in the air.
I think there will be something holy
around it. It is much rawer, but an
extremely beautiful place, Kleifar in
Blonduds, where Finnur Arnar and
Aslaug are. Right at the bank of the
Blanda river. It will be a little majestic
probably.

But the proportions of the works

will be different. And I am going to
design the sound slightly differently
in one of the works. A work that was
small in the morgue will become
huge. A ray of light that moves along
the whole space. It immediately gets a
different action, different vitality. One
has to try and shape the works into a
new space. Because it goes away, all
the other things that were there in the
chapel and in the morgue.

The works are still for a moment,

then they start to flow again, in July.
Balance is kept with movement. In the
movement and in the space. It takes a
certain courage to believe in yourself
and in your art, to keep going. Then
it is a great gift when someone else
believes also.
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Activating the
Heart Chakrao
and the Third Eye

Audur Adalsteinsdottir

The Icelandic Love Corporation has been named the Art Group
of Reykjavik, 2018. This entails a grant to finance projects this
year, and a recognition of the corporation’s work in the last 22
years, which Eirun Siguroardottir and Joni Jonsdéttir are proud
to receive. They use this wind in their sails to set full course
into the age of Aquarius, further developing their ideas on Aqua
Maria and researching the water energy by means of the heart
chakra and the third eye.

Photos: The Icelandic Love Corporation.
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From the performance at the Plaza by the church Neskirkja.

The Art Group of Reykjavik is a
yearly nomination, first intended for
music groups but now encompass-

ing other forms of art. The Icelandic
Love Corporation is the first group of
visual artists receiving this recognition
and is indeed a unique feature of the
Icelandic visual art scene, the oldest
and most prolific of such groups. The
founding members were three, Eiriin,
Jéni and Sigriin Hrélfsdéttir, who has
been on leave since 2016, and for a
while Déra Isleifsdéttir was the fourth
member. The scent of sea lies in the air
at their workshop in Grandagardur,
whence the ocean can be spotted, and
on the floor, empty horse mussels
await further improvisation.

“We have always abided to the rule
of not saying who does what or who
had which idea. It is important that
everyone contributes as evenly as
possible. The two of us are enter-
ing the phase of mid-carrier with
double and positive energy. And a
lot of heart. According to numerol-
ogy we add up as the number four.
The fourth chakra is the heart, and
we follow it. Recently we have been

attending a program called wild
women. To approach our inner wild
woman and the heart chakra we per-
form an ancient chocolate ceremony.
Our current projects and ideas are
strongly connected to the aura of the
age of Aquarius, which is incredibly
hippie-like, albeit necessary. The
hippies were right, and therefore

we are unafraid of attending a wild
witches program and practicing
numerology - of going to new places
and conquering our prejudice. Which
was exactly the basic idea behind the
Icelandic Love Corporation. We had
prejudice against performance, few
things seemed geekier. We therefore
decided to try out performances, as

a way of challenging ourselves. The
same now applies to the New Age way
of thinking. We have already entered
the flow of rising up against standard
norms of society, practicing intro-
spection and experiencing the water
within.”

They focus on several elements in
that experiment, i.e. revolt and water,
and that is where Aqua Maria comes
in. “One of the meanings of the

Hebrew name Maria is “revolt” and
the word “mar” means sea in Icelan-
dic. Aqua Maria came to us here, at
our workshop. It was an incredible
moment. We were looking out the
window and suddenly the traffic
seemed to stop. Rain started pour-
ing down, followed by an immense
brightness and a rainbow where the
blue colour dominated all others and
spoke to us. The water brought with it
great energy, which we accepted with
open arms. At the same time women
all over the world are rising up, with
#MeToo. Aqua Maria is the rebel in
us all, saying enough is enough. She
was present when we put the shame
where it belongs on behalf of the
Virgin Mary, on Annunciation Day
at the plaza in the church Neskirk-
ja. We used the church’s methods

of preaching and reflecting, as well
as reading the gospel of Mary from
the Newest Testament. The Annun-
ciation of Mary is always described
as something beautiful, but she was
never asked whether she wanted to
give birth to Jesus. Old mantras can
be dangerous and this is in fact a
grim story; a woman is made a sur-
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The Icelandic Love Corporation hammers up the work Pissed off! at a performance on the plaza at Neskirkja (Piss on watercolour
paper, 2018)

rogate mother without asking for her
consent. We have experimented with
the element of voice; the experience
of having a voice, using that voice
and finding water vibrate in the body
through the voice. In our workshop
we have a gong to set the tone for

the fifth chakra, the voice, mostly
focusing on the revolutionary voice;
finding it and using it. At the per-
formance in Neskirkja, the women’s
choir Hrynjandi sang the hymn Aqua
Maria, composed in cooperation with
the musician Olafur Bjorn Olafsson,
who remixed Ave Maria by Schubert
and Sigvaldi Kaldaléns to our lyrics
on Aqua Maria”

Eirtn and Jéni say these new empha-
ses have grown up from old roots.

“The Icelandic Love Corporation is
like a giant tree with deep roots and
a great crown of branches. We jump
between the branches, tending to one
and then another, watering a little
here and there. From the first day our
logo has been: “Love conquers all,”
and “The soft overcomes the hard”.
Since we are two left we have opened
up for cooperation with others in a
more conscious way, letting them
enter the creative process in earlier
stages so they can be an active part
of it”

The horse mussels and pearls on the
floor of their studio are evidence of
recent experimentations. “We know
that there are no pearls in horse mus-
sels, but we are artists, not natural

scientists. The open shells look a lot
like vaginas and in Sweden the clit-
oris is in fact called pearl, which is a
nice connotation. At the performance
in Neskirkja the women’s quire car-
ried blue and white baseball caps with
a blue veil in the back and a white
pearl in the front. The caps represent
different cultures. The baseball bat

is a very strong symbol for America,
especially the president of the USA,
while the veil has a reference to wom-
en, the Virgin Mary or burqas. No
matter what our origins are, or which
clothes we wear, the pearl reminds us
of the importance of enforcing our
intuition, listening to it and trusting

P}

it.



The Icelandic Love Corporation with Aqua Maria.
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If a black cat can tango, art muse-
ums most definitely can dance. The
Living Art Museum in Reykjavik has
certainly been considered one of the
more unusual museums on the scene
of visual arts in Iceland and one of
the main dancers. The museum has
provided a venue for experimen-

tal visual art, with colleagues of all
generations, at various stages in their
dance, coming together there and
putting in a lot of effort for the muse-
um and its legacy. One of the reasons
for The Living Art Museum’s singular
position is that it was founded and
run by artists, and has for 40 years
collected experimental artwork and
material connected to the initiative of
artists in Reykjavik’s art life, with the
emphasis and view unique to practic-
ing artists. The museum’s 40th annual
meeting and its result may mark yet
another orbit into the future under a
new roof at Grandi harbour.

The museum was established to

The exhibition space of The Living Art Museum,

confront a stagnant and conserva-
tive museum landscape of the 1950s,
when a young generation of artists
brought the tides of fluxus and
concept art from the mainland to the
island. The contemporary currents
were poorly received on the onset; the
young artists were, for example, not
admitted to the Society of Icelandic
Artists, and the SUM movement was
founded in reaction to that. Later,
these vibrations reached Iceland and
were gradually, however reluctantly,
accepted by the cultural elite. A new
media art department was established
at the Icelandic College of Arts and
Crafts and in 1978, yet another step
was taken with the founding of an art
museum, in order to salvage a cultur-
al heritage still largely ignored by the
older generation. The museum was
founded by a group of visual artists
and, famously, was meant to be run as
a non-profit organization represented
by a society of practicing artists. The

1983. Photo from an invitation for an exhibition.

Living Art Museum has continuously
moved in irregular step with artists
for 40 years, with all kinds of mis-
haps, vigorous discourse, wise deci-
sions and others not as wise, housing
adventures, and rapid overhauls of
the museum’s policy and vision. With
this tumbling about, the museum has
had an undeniable influence in the
fields Icelandic artists move within
and during its time, international
colleagues have shown interest and
solidarity with the Museum. The
colleagues exhibited their works side
by side with Icelandic artists, and left
behind artworks that are preserved
in the museum’s eclectic collection
and archives, now fully sorted and
persevered in Volvufell.

Museum on the Run
It is not unusual for artists to club

together and establish an exhibition
space or even a museum, but it is un-



The Dancing Museum

Gunnhildur Hauksdottir

Photos The Living Art Museum

usual for a museum to keep on being
artist run for such a long time. The
art scene in cities like Amsterdam
and New York famously experienced
a wave of such exhibition spaces in
the 1970s, but today few, if any, are
still being artist run. The lifetime of
exhibition spaces managed by prac-
ticing artists themselves are usually
2-5 years, according to the Living Art
Museum’s Archive of Artist Run Initi-
atives. They usually stand as tempo-
rary venues for experimental art that
are either shut down or become more
formalised as administration takes
over to handle increased bureaucra-
cy that inevitably follows increased
funding.

The Living Art Museum was first lo-
cated at Vatnsstigur, in the stronghold
of the SUM-group. It was founded to
collect this transient media art and
preserve what would later become a
cultural heritage institution, although
not everyone realized it at the time.
In 1980, The Living Art Museum
mounted its first exhibition and soon
The Living Art Museum Gallery was
established and run completely inde-
pendently of the museum. Little by
little, those emphases started to shift
and a venue to exhibit experimental
art gradually became considered more
important than the preservation of
the artworks. For a period of time the
collection hibernated as boxes were
put in storage, but the gallery grew
and thrived. In the decade around
the turn of the century, The Living
Art Museum was an internationally
known exhibition space, a society,
venue, and meeting place for younger

and older generations of artists. Now
this interaction of generations is in a
more formal channel, with a pub-
quiz for art students, and the director
holding lectures on artists’ work en-
vironments at the Iceland University
of the Arts, with students and young
artists exhibiting at the museum from
time to time.

The retiring director, Porgerdur
Olafsdéttir, remembers coming to the
back house at Vatnsstigur when she
was 17 years old, at a beer night with
her high school, two years before she
started contemplating engaging with
art. That will have been the same year
the museum moved into the front
house at Vatnsstigur and thereby
started its infamous track record of
moving houses. “The museum moved
five times in fifteen years,” Porgerdur
says, referring to the scramble for
housing that will not be further elabo-
rated here. The Living Art Museum
seemed to be in constant turmoil

and eternally revising its role. The
relationship between the older and
younger generations began to break,
and that break grew larger with time.
It was a little rift, then a gap, then a

gorge.
Representing an art museum

The Living Art Museum is truly
organic according to its constitution,
first drafted by those young artists all
those years ago. Representatives can
promptly present their candidacy, run
to serve on the board and for the of-
fice of museum director at the annual
meeting itself, so that each annual

meeting can take an unexpected turn
on a dime. The 40th meeting was held
in spring this year, where the day be-
fore, representatives that had already
announced their candidacy received
questions that revolved around what
sets the museum apart from other
institutions, the difference between an
artist run space and an art institution,
and how these two counterparts meet
in The Living Art Museum, as well

as the usual suspects; questions on
raising funds and questions intended
to raise the candidates’ awareness

of the museum’s policy. There are
different opinions among represent-
atives on whether it is still expedient
that an artist directs the museum

and it is nowhere mentioned in the
museum’s constitution that it has to
be a practicing artist. Asta Olafsdot-
tir, who was the board’s secretary in
the museum’s early days, says that

all representatives can run for office.
“Those who wish can join The Living
Art Museum, regardless of their job,
or so it used to be. For me it not a big
deal whether the person directing the
museum is an artist,” she says. “The
main concern is that the director is a
capable person, deeply interested in
and concerned with contemporary
visual art”

At this year’s annual meeting, it was
not a practicing artist that was elected
as the museum’s director. For a long
while two people, a curator and an

art theorist, vied for the directorate,
until two artists from the younger
generation presented their candidacy.
The curator Dorothée Kirch won the
election and will lead the museum
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The Living Art Museum at Skiilagata, where it had a short stop.

for the next year at least. One of the
representatives remarked that a lot of
power over the Reykjavik art scene
has now accumulated into one house-
hold, seeing that the husband of the
newly elected director is in a key po-
sition at Reykjavik Art Museum. “But
that’s not so unusual. It sometimes
happens in such a small country that
a lot of power concentrates around
one family or one group of friends.”
The fact that the person directing

the museum on its 40th anniversary
is not a working artist is a landmark,
but the majority of the board of
representatives is a mixture of artists
and art enthusiasts in various stages
of their lives. Dorothée has great sup-
port among representatives and got a
predominant majority of votes, being
experienced as a curator and having
a vision for The Living Art Museum’s
orbit.

Dorothée says that The Living Art
Museum always offers possibilities
for change. “As a board representative
you are constantly on your toes time
wise. You have limited authority, so
you have to be in dialogue with artists
and be aware of what is going on.” She
also references another candidate that
spoke at the annual meeting, claiming
the director’s job is mainly to listen.

She agrees wholeheartedly and wants
to listen to the voices of artists, also
the critical ones. And she wants to
work with them, keeping the well-be-
ing of art as the highest goal.

The Living Art Museum’s repre-
sentative body is the board’s sup-
port system, consisting of well over
300 representatives that used to be
called members. This change is in
accordance with the law that no
longer allows an institution to be
both a non-profit organization and

a member organization. The ma-
jority of representatives are artists,
with the rest being art enthusiasts or
professionals. Now that the museum
has acquired an elegant, and hope-
fully a permanent, residence, there
has been an increased interest in it.
Porgerdur speaks of, “a more serious
housing,” and it is likely that curators
and professionals other than artists
are now more willing to participate
in the management of the museum
that, until recently, was rather revered
as the field’s punk child. Although
the new director is not an artist,
Porgerdur does not feel that artists
are losing governance of the museum
and points out that the majority of
representatives are indeed artists.

The Living Art Museum’s Archive of Artist Run Initiatives.

“The retiring board has put a lot

of effort into the preparations for
the 40th anniversary exhibition,”
borgerdur says. “And during that
work, we wondered what the next 40
years would look like.” Porgerdur has
always found it inappropriate to call
herself a director, for she does not
think she has the right education for
that title. She has an art degree.

The Living Art Museum is a venue
for those who want to work on exhi-
bitions and to give a voice to visual
art. Visual art is a young profession
and visual artists, with The Living Art
Museum as a channel, have played
their part in developing a rhetoric
and discourse for their field of work,
for art theory and philosophy of the
arts are even younger in the con-

text of Iceland. Only the Icelandic
University of the Arts and The Living
Art Museum have given artists a
concrete forum for that. The artists
that direct the museum in its day-to-
day business hardly have time left for
their own art practice, the museum’s
urgency demands all their energy.
Undertaking the project of running
The Living Art Museum temporarily
is almost like being drafted into mili-
tary service for the greater context of
art. “Is The Living Art Museum the



kind of forum that changes artists
into curators?” Porgerdur says she
has sometimes asked this question
herself.

Standardized Museum in a
Fancy House

When The Living Art Museum was
at Laugavegur, it lost its storage
space and was confronted with piles
of boxes. That started a process of
renewal where a younger generation
of artists took the museum through
a thorough self-inspection as it re-
searched its roots, the context it was
born into, and took responsibility
for its history. The board of directors
opened the boxes and started inves-
tigating this collection and its value.
For around two years, the museum
was overtaken by this research. The
younger generation was aided by
older representatives in filling in the
gaps of the museum’s history and
consequently began to close the rift
between generations. As a result, the
museum collection drew up a bigger
picture than had been seen before
with everything ending up being
registered, something which had not
been considered a priority after Niels
Hafsteinn left for other projects.
The Living Art Museum’s Archive
of Artist Run Initiatives emerged
and the performance archive was
created. The museum’s collection

of artist books proved to be both
comprehensive and important. A lot
of effort went into identifying works
and events in the museum’s history
and gathering oral history from older
artists who had been members.

Throughout the museum’s history,

it has often been said that it “need-
ed to start growing up.” I disagree.
The museum was born all grown up.
Then it went through adolescence,
self-inspection and regularly through
revision, and now it is possibly being
digested and pasteurised. When the
boxes were opened, it was often said
that the museum was coming of age
and that here was the basis for the
museum getting a practicing licence.
Now the museum’s operations are
following the same format as in the
1970s, separating the museum col-
lection and the exhibition space, like
most other museums. The exhibi-
tion space is settling in the Marshall
House by Reykjavik harbour, in a
beautiful glass castle with neighbours
Olafur Elfasson and Kling & Bang,
also founded by artists but run by
another model. A fancy museum in a
fancy house, with fancy neighbours
and a fancy café. This new building
brings together the two motherships
of artist run spaces, with Olafur
Eliasson in the attic.

Many of the retiring board of repre-
sentatives hardly remember The Liv-
ing Art Museum in the back house at
Vatnsstigur. If not for this introspec-
tion at Laugavegur, the gap would
most likely have been permanent
because the gap between generations
also plays its part. But the board
often brings generations together and
that has proved to be the case this
time. Maybe now we are experienc-
ing a different kind of gap. Maybe it
is no longer considered as important
for artists to directly provide the
discourses for the scene of Icelandic
museums. “That artists continue to

feel the motivation and will to create
the space and context they feel is
needed. The operation does, howev-
er, not need to last forever, just for as
long as there is interest and energy,”
said the retiring director in a radio
feature on the history of The Living
Art Museum at the Icelandic Nation-
al Broadcasting Service in February,
referring to the management of artist
run spaces in general. In a telephone
conversation, she disclosed to me
that she was not concerned about
losing The Living Art Museum from
the hands of artists. But maybe art-
ists have no more energy and time to
give The Living Art Museum and it
is now time to let other professionals
take over, temporarily at least. Maybe
history is now at the point that The
Living Art Museum and the other
museums are bound to homogenize.
Now these three main museums in
Reykjavik - the Reykjavik Art Muse-
um, the National Gallery of Iceland
and the Living Art Museum - all have
fancy houses and all the rivers run to
the same sea.

Time will tell. The constitution of
The Living Art Museum always
invites reshuffling, with the director
sitting for one year at a time, with
the representatives of the board

for two. This arrangement always
invites artists, who are of the greater
number in the board of representa-
tives, to put their hand on the plough
in managing the museum, being its
crucial support system. If the muse-
um continues to collect and use the
collection for artistic purposes, the
museum and the scene itself can be
safe, healthy and sound.
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A Month of Exile
in Berlin

Mister Anton Logi Olafsson

March is apparently not springtime in Berlin. Wish-
fully thinking, yours truly set off for the residency
impractically dressed and unprepared for cold nights,
where heating is not a certainty like it is in the bubble
at home. To add insult to injury, the word has spread
that a real spring might be the cards at the home isle.

But the cold is no obstacle for the work ahead. I have no business outside
anyway; I have everything I need right here. Sometimes I jump around
the corner to a supermarket or grab a kebab at one of three places next
door. Staying inside, gathering mildew, suits my work just fine for the
next four weeks.

The last two years or so, working on this
project has involved the key elements of
isolation and selfinspection. The fourth
floor of Friedrichshain offers the perfect
conditions for these important factors of
my work - isolation high above millions of
people, a completely irrelevant and unnec-
essary drop in the ocean. There is a great
charm in being unimportant and at the
same time nothing else matters.




The train station and the city centre awake memories
from another life as an ant in a colony of unfathomable
dimensions. We all serve some purpose, in our own lives,
running between all the steel cylinders, as if we are all
part of some machine. But the machine has no definite
aim, no purpose. Berlin tends to disconnect me.

=)
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In spite of this retreat from reality (or return to it?), it is inevitable that
you get to know and connect with good and interesting people here. All big
cities, according to my limited experience, have this tendency of letting you
get lost in in the crowd, but Berlin comes with its own twist of the formula.
For some incomprehensive reason, the majority of the people have a friend-
ly and open manner. It feels as if some positive spirit looms over this city.
Everything is above board, people are just the way they want to be, and that
is quite all right. And everyone looks you in the eye, contrary to the sheepish
citizens of the home isle.

My experience of Berlin has been colourful and uneven as life itself. Here I have
gotten to learn a lot and see things in a different light. Time will tell if it sticks with
me. From here I go back to my bubble, hopefully not too snobbish and spoiled by
Berlin.
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A Few Words on
the Artists’ Salaries

Erling Johannesson
president of The Federation of Icelandic Artists

Artists’ studio at the Obvia residency in Portugal. Photo: Carlos M Santos.
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I prefer, in fact, to use the phrase
artist’s stipend,” which in my opinion
better captures the spirit of the idea
behind artist’s salaries. Why do I talk
about the spirit of the idea? Because
the artist’s stipend entails not only
those coins artists are supposed to
live off in exchange for their work
and artistic creation. The stipend as
such, and the way we treat it, also
entails an important cultural-political
statement.

Throughout the last century we have
been growing as a nation, securing us
a place in the international communi-
ty and a cultural position on par with
our neighbour countries. After the
second World War, our neighbours

in Scandinavia soon began building
up a system of artists’ salaries. In the
political ideology of social-demo-
cratic societies, art had an important
sociological role and an official
stipend was a means to ensure artistic
freedom and, even more importantly,
independence; l'art pour l'art. Here

in Iceland, establishing such a system
proved to be a slower process. All
attempts at building up a similar
system on the artists’ terms petered
out; it seems that the members of par-
liament had no real interest in it and
on top of that the artists’ associations
were disunited and could not follow

their interests through together. At
the same time our neighbours were
building up a system of salaries, we
were occupied with the building

of cultural institutions such as The
National Theatre of Iceland and
Iceland Symphony Orchestra and the
political cultural debate was strongly
characterized by nationalism in this
new republic.

It is only with the second and third
generation of artists that we get laws
regarding an artist’s stipend, in the
year 1991. The current system is
based on that law. It is therefore safe
to say that we are 40 years behind
our neighbours in acknowledging the
importance of artist’s salaries. It is
stated in the laws from 1991 that the
stipend should be at the same scale as
Lecturers Grade II at the University
of Iceland, adding a 6% overhead, and
that recipients of the stipend have
the rights of payments into a pension
fund. This clause reveals a certain
official valuation of the worth of an
artist’s workday and the rights they
deserve. Those amounts are quite
different from the numbers we see in
the artists’ salaries today. Under the
applicable law, from 2009, there is a
set amount, decided by parliament on
a yearly basis, and no rights are in-
cluded. Such an arrangement, where

the amount has no conjunctions to
wages on the labour market, leads to
an automatic decrease in salaries.

The stipend is a huge factor in an
artist’s work environment. They come
close to being a declaration of an art-
ist’s worth, and this low amount and
lack of rights obviously devalue the
work of artists in all other contracts.

For artists, it is of the utmost impor-
tance to resurrect the respect of the
artist’s stipend. By respect I am not
referring to trolls on the internet, but
to the respect of governing bodies
and the artists themselves. For as I
mentioned at the beginning there is
a cultural-political statement in the
implementation, handling and execu-
tion of these laws. In their execution
lies the fulfilment of the National
Cultural Policy, published in 2013,
where it is stated that “The Icelan-
dic government sees it as its role to
create the appropriate conditions

for fostering diversity, innovation
and initiative in the field of the arts
and cultural heritage” The artists of
the country are responsible for the
diversity, innovation, and initiative
but the government is responsible for
creating the appropriate conditions.
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Katrin Helena Jonsdottir

Residency project manager at SIM

“You |lose control
of time and it's
wonderful feeling”

An interview with Nica Junker, a resident at the SIM residency

Nica Junker is a German artist who
has been staying at the SIM residen-
cy in Seljavegur for the past month.
Junker has used her time in Iceland
to work on her Ph.D. research in fine
arts, but simultaneously she is enjoy-
ing visiting the country which has
been a dream of hers for some time.

Junker is 42 years old, but has during
her relatively short career has man-
aged to achieve a lot. She has lived in
France, Germany, and Japan; worked
as a director, had the position of an
assistant professor in a well-respected
film university in Germany, and been
very focused in her work as an artist,
to name a few things. I met Nica in
the building of SIM (The Association
of Icelandic Artists) at Hafnarstreeti
16 and got to ask her about life and
art.

Nica Junker was born on the bor-
ders of Germany and France, in
Saarbriicken in 1975. “If I remember
it right, there was a forest on the
borders so as a child I never knew if I

were in France or Germany, the trees
can’t tell you where you are,” Junker
tells me adding that growing up on
borders has had its effect on her sense
of identity, “I think that’s important
because I grew up with the under-
standing that nature doesn’t care
about borders.” Borders, according
to Junker, are made by humans and
they shouldn’t be taken too seriously.
“Yeah, I grew up there, then I went to
Paris to study and from there to Ger-
many to study, so 'm always a little
bit between France and Germany.”

Junker studied philosophy, drama
studies, and comparative literature for
two years in Leipzig, but on her third
year, she went to Dublin as an ex-
change student and there she discov-
ered the medium of film. “In Dublin
I shot a movie and got accepted to a
film school called Potsdam-Babels-
berg which is very close to Berlin.

I studied film directing there, that’s
my background. Oh yeah, then in my
second year I did a movie,” Junker
tells me and smiles with a hint of

embarrassment, “It was an adaptation
on Haruki Murakami’s novel, The
Second Bakery Attack. The team did
a brilliant job. Still, at the same time I
messed it up. I had no idea about the
Japanese language because I had read
the book in German, so the movie
adaptation failed because of images

I couldn’t really relate to my own
culture through the movie. I don’t
know, I wasn’t so convinced about my
own performance as a director in that
movie. Other people might have liked
it but I thought it didn’t really express
what I wanted to express. And then
came the idea of going to Japan.”

Sometimes mistakes are the be-
ginning of new adventures, and in
this case, it was so for Junker. After
graduating, she got a scholarship to
go to Japan where she stayed on and
off for five years. “I went back and
forth from London to Japan since I
was studying photography at Central
Saint Martin’s College of Art and
Design in London. Then I went back
to Europe and worked as an artist



The beauty of lingering time 2017. Photograph Nica Junker.

using photography and films where I
was also lecturing. Then there was a
point in my life I thought, “I'm stuck
in a way.” I felt like I was circulating
around myself, and I wanted more
freedom. So, I applied for a Ph.D. in
Linz in Austria and that’s what I do
now, where I plan on graduating in
October this year”

Junker seems to be constantly trav-
eling but she tells me that growing
up on the borders probably had its
effects on her perspective towards
travels. “Yeah, it’s always the expe-
rience of my childhood you know. I
didn’t need the passport when going
through the forest, over the green
border. When I moved from the area
I wasn’t so aware that I had to use

a passport to cross borders. Once I
went to Prague and I forgot to bring
my passport because I possibly was
not paying so much attention to it I
didn’t think it was necessary. I had to
leave the train before we crossed the
Czech Republic and I had to cancel

my trip to Prague. This was before
the Czech Republic became a part of
the European Union.”

Junker has long dreamed of coming
to Iceland. She had travelled much,
not just for her profession, but also
for personal reasons. “I wanted to

go even more north, the light here is
amazing. The more north we go, we
get the idea that time and light are re-
lated concepts. I came here at the be-
ginning of February this year, when it
was darker, but now you can already
feel the light becoming more and
more present. It was a nice experi-
ence to lose this connection with the
light because the light does tell you
the time of the day, but here it really
doesn’t so you get easily confused.”

While the main subject to Junker’s
Ph.D. is in artistic research in fine
arts, there is also a research focus
on the concept of time and how
time could be visualised. Therefore,
it seems a visit to the island in the
north in the middle of winter would

surely give Junker a new feeling for
time, where the darkness lurks over
the city and one storm after another
gives one the feeling that time might
just stand still.

“The Ph.D. work began with the

idea I wanted to visualize time with
respect to photography. With pho-
tography you know you can freeze the
moment by using a fast shutter speed,
or you can use slow shutter speeds
and you can visualize movement and
combinations of time, and that’s the
two ways I think about, yeah that’s
how I picture photography. So, I was
interested in that and for the last few
years when I looked at my projects,
they were always about time, or each
project had a time idea in it, so I
wanted to work more with it. What
tells us that time has passed is the
perception of change, so I thought,
whiteness, silence, absence. When
something seems to be missing, that’s
what I want to capture” Junker didn’t
attack the lowest hedge and start-
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ed photographing the absence of
something, the absence of time.
“But then came the idea that you
need to work with both of the two
contrasts,” she says. “I only know
what white is if I know black and

I only know silence when I know
noise. If I want to show an emp-
ty place, I need something in it
that’s explaining the emptiness,
and I started wondering, what can
I photograph that is in some way
empty?” Junker began photograph-
ing snowy landscapes; “the photo-
graph you get is white, but there is
still something on it.”

Junker introduces me to the Japa-
nese concept of “ma” which plays
a big role in her Ph.D. “Ma means
in-between spaces, it can be the
emptiness in a white picture. We
westerners say that when some-
thing is missing it is empty, but
with ma it means emptiness that
you can project something into,
there is something hidden there,

something is there. It is not noth-
ing because there is no nothing;
there is always something. I think
the western idea is more along the
lines of if something is missing
then there is nothing. But the ma
ideology convinced me to take
these pictures, there is something
there”

“So, I did an experiment taking
photos in Austria, Finland, and
Japan to see if the photos changed
from culture to culture,” explains
Junker. “That didn’t work at all.
They were all the same picture! I
realized it’s always my inner idea of
the time that I'm taking a photo of.
But by doing what I have described,
I tried to show the absence of time
when actually it was more space,
the absence of space because as
long as you have space you experi-
ence a kind of time”

“I think it was John Cage who said
you can never experience absence

of silence, even if you were in a
vacuum you would hear your own
heartbeat, that means as long as I
live I can’t experience timelessness
because as long as I live there is
always time passing.”

Junker says she experiences time
differently here in the north than
back in Berlin, where she lives.
“The nights are very long and it
took some days to get used to the
darkness. I think things here seem
to me more spontaneous than in
my life in Germany. Here, my life
seems to me more improvised
because of the weather you know,
each morning I look at the weather
forecast and even when I look at it
in the morning it doesn’t mean the
weather will be that way that day. I
think this affects you because you
live with the weather more than
you control it. You lose control of
time and it’s a wonderful feeling”
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-lina Brotherus’
Rules of the Game

at the National Gallery of lceland

Astridur Magnusdéttir

The Finnish photographer and visual
artist Elina Brotherus (b. 1972) drew
attention early on in her career with
her autobiographical and unusual
self-portraits that reflected her daily
life and mundane chores with grav-
ity and humour. She has a Master’s
degree in photography from the Uni-
versity of Art and Design (UIAH) in
Helsinki, and resides in Finland and
France. In her art she has mostly fo-

cused on self-portraits and landscape.

Her body and presence are an impor-
tant feature in her works. Brotherus
started displaying her works in the
‘90s with a group of avant-garde
photographers in Finland named the

Helsinki School. She is a renowned
contemporary artist and has exhibited
her work around the world, such as
the Pompidou in Paris, Neue Berliner
Kunstverein in Berlin, Ateneum Art
Museum in Helsinki, and Louisiana
Museum of Modern Art in Denmark.
Her works have been exhibited in
Iceland, in the i8 Gallery in Reykjavik
in 2000, and at a group exhibition at
Gerdarsafn, Képavogur Art Museum,
in 2006.

Brotherus now exhibits new works
from the years 2016-17 at the Na-
tional Gallery of Iceland, under the
title Rules of the Game, as part of

The Icelandic Photography Festival
2018. The title refers to game rules
and playfulness; both the joyful and
the serious. In an interview in 2016,
Brotherus has said she gets the more
playful as she gets older. Making art
and playing games makes you forget
time and place, but rules are the
foundation of play and they must be
followed. The works at the exhibition
are multi-layered narratives referring
to the aforementioned playfulness, as
well as towards taking life seriously.
The curator, Birta Gudjonsdéttir, says
in an introduction to the exhibition
that Elina sets her own rules of the
game and follows them within the

Elina Brotherus. A Naked Women Ascends an Escalator (Nu montant un Escalator). 2017. Still from a video.
Photo: Sigurdur Gunnarsson. Courtesy of The National Gallery of Iceland.



An overview of Elina Brotherus’ exhibition.

frame of the camera, which is both
her playmate and reflective of her
soul.

Inquisitive, personal, curious, inno-
cent, decisive, mysterious, and distant
are words that come to mind when
considering the works in Rules of

the Game. In them one can perceive
Brotherus’ presence, which is blunt
and vulnerable, as she appears in

all of the photographic and video
works of the exhibition. She catch-

es the viewer’s attention in a calm
and composed way, with her strong
body language and a compelling gaze
that is both forceful and observant.
Although she almost never makes eye
contact with the viewer she captivates
him with her presence and calcu-
lated frames. Brotherus demands
much from the viewer, as she does of
herself. She looks right through the
viewer but leaves a trace. This great
sensitivity for circumstances, along
with professionalism and sincerity,
makes the viewer stop in introspec-
tion, or begin to relate to the story
Brotherus refers to.

Rules of the Game consists of three
videos and eleven photographs,
including one series of four photos.
The video Naked Woman Ascends an

Photo: Sigurdur Gunnarsson. Courtesy of The National Gallery of Iceland.

Escalator (Nu montant un Escalator),
filmed in the Pompidou museum in
Paris in 2017, is especially compel-
ling. The floating point of view, the
subject matter, the composition and
framing of the work, even the artist
herself - all of this carries the viewer
into the mindset of Brotherus, up the
escalator and through the tunnels

of the museum’s exterior staircases,
with the architecture of the city of
Paris all around, referencing Marcel
Duchamp 1912 work, “Nu descendant
un escalier”. Brotherus is naked and
vulnerable, but determined rather
than shy. Her body and appearance
are neutral and the viewer can make
his own interpretation. The viewer is
actually perceiving himself and his
own thoughts through Brotherus’
ideas about the self and art.

The posing, and Brotherus’ strong
presence in her works, enable her

to capture the viewer and take him
on a voyage. She tells micro-stories
that lead the viewer on or they make
him dwell by one piece rather than
another. As with many contemporary
artists, Brotherus references the past
and the self. She draws on the works
of poets, composers, and other visual
artists in her works, which are po-
etic and captivating, simultaneously

ideological and/or self-biographical
photographs or videos.

The photo 4°33", based on John
Cage,” from 2016, meets the viewer
when they enter the exhibition hall.
It shows Brotherus herself, and yet
not, for in a recent interview she said,
“It’s not me, it’s a photograph.” In the
photograph she is standing in water,
with an open mouth and open arms,
in a yellow dress that floats on the
water surface. There is something
mysterious about the photo that
intrigues and even alarms the viewer.
Brotherus uses her body in all the
works at the exhibition but as she says
herself, it’s not her, it’s a photograph,
a replacement of the thoughts and
ideas that come into the viewer’s head
when he experiences the works. This
photo references the famous 1952
performance piece from the compos-
er John Cage (1912-1992), where he
sat down at the piano and kept sitting
there in silence without hitting a note
for 4 minutes and 33 seconds. With
this work, Brotherus refers to history
of avant garde music and the concep-
tual art of post-war years as well as
her own ideas of silence and the self.
She seems to be screaming but there
is no sound as this is a photo and not
herself.
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Elina Brotherus , John Cage’s words out of Joseph Beuys’ hat, 2017. Still from a video.
Photo: Sigurdur Gunnarsson. Courtesy of The National Gallery of Iceland.

Humour is never far off in Broth-
erus’ works, in line with the past
and seriousness. One of the more
entertaining works at the exhibi-
tion is the 2017 video “John Cage’s
words out of Joseph Beuys’ Hat,”
where she poses with another per-
son facing away from the audience
and holding a hat titled, “Joseph
Beuys’ hat”. Brotherus is dressed

in a red skirt and white top. The
person opposite her is dressed in
dark with a red cap. The artist pulls
words from the hat, reads them out

loud and puts them on a black stool.

One word after another; time, can,
overcoming, concerned, existence,
composition, the presence, decide,
suggest, development, many, need,
situations, proportion, dramatic,
history, connection, indeed. She
cites and refers to the the manifesto
and ideology of the Dadaists from
the beginning of the 20th century,
in her own particular, amusing,
and novel way and in the spirit of
contemporary art and new media.
The work is pictorial, beautiful and

alluring. Everything is calculated;
the composition, the words, the
music, the colour of clothes that
rhyme with the colours in Dadaist
posters: red, black and white. Sim-
ple but multi-layered, following the
spirit of conceptual art.

There is no pretention in Brotherus’
works, no embellishment, nothing
superfluous, only the essence that

is rich in content. She organizes
carefully and contemplates every
move, colour, form, frame and
aspect. Looking at the works, it is
obvious that she is well read and
hard working. That results in im-
pressive and captivating artwork. I
can remember the first photographs
I saw by Elina Brotherus. It was

the series Suites Francaises and the
photo “Le Nez de Monsieur Cheval”
from 1999. In this series, Brotherus
reflected in a comical and personal
way on how she took on the plight
of learning a new language in a new
residence in France, when she was
27 years old. The series is humor-

ous, but seriousness is never far
off. The same theme can be seen in
her works at the National Gal-
lery of Iceland but with a definite
development. Elina’s works are

not as personal as before and she
gathers artistic talent in interpre-
tation of her ideas. The videos are
complex and behind them many
creative individuals. Those works
are just as strong and impressive
as the photographs. Curator Birta
Gudjonsdottir has, along with the
artist herself, successfully created
a self-consistent exhibition that
captures the viewer and gets her or
him thinking. It is impossible not
to praise Elina Brotherus for her
works and I encourage people to see
the exhibition Rules of the Game at
the National Gallery of Iceland, a
true feast for eyes, ears, mind and
soul. The exhibition is open until
the 24th of June and on the 3rd of
June visitors have the opportunity
to get a guided tour of the exhibi-
tion, from Brotherus herself.
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Elina Brotherus. John Cage’s words out of Joseph Beuys’'s Hat. 2017. Still from a video.
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