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tviceringurinn

Erla bérarinsdéttir
Medlimur stjérnar SIM og stjiérnarmedlimur { KIM fyrir hénd SIM

Fyrsti Feneyjatvieringurinn var haldinn 1895. I dr er sd 56.
Island ték fyrst pdtt drid 1960 pegar Asmundur Sveinsson og
Johannes Kjarval syndu par verk sin. Svavari Gudonasyni og
borvaldi Skulasyni var bodid ad syna drid 1972 og frda 1976
hafa Islendingar tekid pdtt sérhvert sinn. Tvieringurinn er
afar mikilvegur vettvangur fyrir myndlist pvi par eru synd
verk listamanna hvadaneva ur heiminum, sannkollud deigla
hugmynda, stefna og strauma.



Arid 2013 var auglyst eftir hugmyndum ad

verki fyrir Islands hond til syningar 4 Feneyja-
tvieeringnum 2015. Oskad var eftir ad listamenn
sem sektust eftir patttoku tilgreindu samstarfs-
adila og hugmyndir um fjarmégnun verkefnis-
ins. Fér fagrad Kynningarmidstédvar islenskrar
myndlistar (KIM) yfir umséknirnar. Fyrir valinu
vard tillaga ad verki eftir Christoph Biichel i
samvinnu vid sambyliskonu hans Ninu Magnus-
dottur sem syningarstjora, sem var i stuttu mali
su a0 Romafolk atti ad setjast ad i Gardinum 4
midsvaedi Biennalsins, eda ,,Giardini®, og dvelja
par yfir syningartimann. I Gardinum eru syn-
ingarskalar helstu storpj6da, adallega Vesturlanda,
auk pess sem hann er menningarségulegur
stadur og vidkveemur sem slikur. Pétti stjornendum
Feneyjatvieringsins tillagan sem KIM valdi ekki
framkvemanleg 4 slikum stad og fékkst hun
ekki sampykkt. Fagrdd KIM virdist ekki hafa séd
pad fyrir.

Pegar pessi stada var komin upp voru ekki
endurmetnar innsendar hugmyndir annarra
listamanna heldur var Christoph Biichel falid ad
koma med adra tillégu, sem reyndist lika 6fram-
kveemanleg, og svo enn adra, par til hugmyndin
um ad setja upp mosku i Feneyjum var valin til
framkvemdar.

Syningarstadur var enginn og flokid og dyrt ad
finna slikan, en eftir mikinn undirbining og leit
a0 heppilegu husneedi var verkid ,,Moska“ opnad
i athelgadri kirkju. ,,Moskunni“ var sidan lokad
af borgaryfirvoldum Feneyja eins og komid
hefur fram i fj6lmidlum. Ma segja ad par hafi
verid komist ad mérkum Biennalsins; panpolid
ner ekki lengra og verkid er ,,lokud Moska® I
framhaldinu h6f3adi KIM démsmal gegn bor-
garyfirvoldum i Feneyjum og for fram 4 flyti-
medferd { peim tilgangi ad opna meetti verkid
fyrir almenningi. bvi var hafnad. Hefdbundid
domsmal tekur allt ad eitt 4r, en par sem Biennal-
inum lykur { névember nestkomandi var heett
vid frekari domsmal.

Kynningarmidstod islenskrar myndlistar er rekin
fyrir opinber fjarframlég sem hafa verid pad
knopp undanfarin ar ad bolmagnid er litid og
KIM getur litlu 63dru sinnt en Feneyjatviering-
num. [ samningi KIM vid raduneytid vegna
rekstrarframlags pess til KIM segir ad 15% af
rekstrarfé midstédvarinnar skuli fara i styrki til
myndlistarmanna. Sidastlidin tvo ar hefur pad

ekki gengid eftir, en fram kemur i 4rsreikningi
fyrir 4rid 2014 ad uthlutadir styrkir til lista-
manna arid 2013 voru rumlega 2,8 m.kr. eda um
11% af rekstrarframlagi rikisins til KIM, og 2014
voru pessir styrkir ramlega 1,8 m.kr., eda um 8%
af rekstrarframlagi rikisins til KIM. I rekstrar-
deetlun KIM fyrir yfirstandandi 4r er stefnt ad
pvi ad pessir styrkir verdi um 3,5 m.kr.

KIM verdur ad vera kleift fjarhagslega ad gera
islenska myndlist synilega i alpj6dlegu samhengi
svo fullur sémi sé ad og er patttaka i Feneyja-
tvieeringnum par afgerandi. Vid verdum ad endur-
meta tilhdgunina vid valid 4 framlagi okkar til
neesta tvierings 2017. Og vid verdum ad vera
fjarhagslega raunse. Kostnadur vid patttoku i
tvieringnum er ad lagmarki 50 milljonir, eda
helmingi meira en opinbert framlag til hans —
sambeerilegur kostnadur og til uppsetningar einn-
ar leikhdssyningar i bjodleikhusinu. Fair lista-
menn hafa adgengi ad sliku fé, enginn 4 Islandi.

Forsendur fyrir vali fulltrua Islands 4 Feneyja-
tvieeringinn 2015 var ,,open call®, enginn fastur
syningarstadur og adeins helmings fé til fram-
kveemdar syningar. Og KIM auk pess med tap
fra Feneyjatvieringnum 2013 { eftirdragi. Petta
eru ekki gédar forsendur. Osk KIM um ad lista-
menn sem seaktust eftir ad vera fulltriar Islands
a Feneyjatvieringnum tilgreindu { umsékn
sinni samstarfsadila og fjarmoégnun var nyjung.
Hvadan atti féd ad koma? Erlendis fra? Fra
atvinnulifinu? Oskhyggjunni einni...?

Oskandi veri ad { Feneyjum veeri adgengi ad
husnedi til syningarhalds og kynninga. Fram
hefur komid hugmynd um ad nyta meetti

slikt husneedi til patttoku i fleiri menningar-
vidburdum, eins og alpjédlegu kvikmynda-
hatidinni Gyllta ljéninu, Arkitektabiennalnum,
dans- og leikhtshatidum — eda 6llu pvi sem
vid viljum taka patt i sem fullgildir adilar ad
menningu heimsins. Leiga 4 hisneedi til langs
tima audveldar allt skipulag og er hagkveemari,
en til pess parf samvinnu milli listgreina og
rdduneyta, skipulag og samstédu. Island er

i utjadrinum landfreedilega og 4 Biennalnum,
en hér 4 landi fer fram orkumikil frumskdpun
4 ymsum svidum lista sem ahugi er fyrir hja
60rum pjédum. Nytum okkur pd jakvaedu syn.
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Listeria

— Okldrada safnhusid d Nesi
Jon Proppé

Verk Svovu Bjornsdéttur, Solarplexus. Gifs og pappir. 2015. Ljésm RAX.

Vestast da Seltjarnarnesi stendur stort, okldrad hus. Rétt par hja
er Nesstofa, steinhus sem byggt var uppur miori dtjandu old fyrir
landlekni. Hugmyndin var ad nyja hiisio cetti ad hysa lekninga-
safn en af ymsum dstedum hefur ekki ordid af pvi og eftir stend-
ur stor og falleg bygging, haganlega felld inn i landslagid. A0 inn-
an er allt 6kldrad, veggirnir hrd steypa, ekkert vatn, enginn hiti

og ekkert rafmagn.

Husid hefur litid nyst utan ad Listahaskolinn hélt
par nemendasyningu fyrir nokkrum 4drum, en nu
hafa syningarstjérarnir Margrét Askelsdéttir og
Klara Stephensen fengid ad opna rymid og setja par
upp syningu med verkum fimm listamanna.

Syningin er einfold og verkin fa gott rymi inni i
pessu stéra hasi en p6 eru parna nokkud floknar
samraedur, ekki sist samraedan milli myndlistarinnar
annars vegar og hussins og umhverfisins hins vegar.
Arkitektarnir hafa attad sig vel 4 mikilveegi umhverfis-
ins og a vesturhlid hussins eru stérir gluggar par
sem natturan i Grottu blasir vid og Faxafloéinn allur.

Pad er erfitt ad keppa um athygli vid slika sjon enda
hefur verid akvedid ad lata syninguna frekar kallast
4 vid landid og sjdinn.

Ljésmyndir Ragnars Axelssonar gegna par stéru
hlutverki og syna mannlif & nordursl6dum. A
golfinu stendur gamall og illa farinn sudbyrdingur
og inn a milli ljésmyndanna hefur verid komid fyrir
sjonvarpsskermi par sem sja ma Kristin E. Hrafns-
son réa svipudum bat fram og aftur gegnum mynd-
rammann. Allt petta kallast svo 4 vid pad sem vid
sjaum Gt um gluggann, islenskt landslag vid sjéinn.
Kristinn 4 tvo onnur verk 4 syningunni, silkiprykkta
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Ragnar Axelsson, Lifid 4 nordurhjara veraldar Blekprent d pappir 1998-2015. Verk Kristins E. Hrafnssonar A3 koma ad fara og video-

verkid Pannig var pad - pannig er pad. Ljésm. RAX.

mynd og litla innsetningu vid gluggann par sem
hann hefur komid fyrir stél og hengt frakka yfir
bakid. Verkid visar ut og er himorisk vidurkenning
4 pvi ad natturan sjalf er sjotti listamadurinn a
pessari syningu.

Svava Bjornsdottir gengur hins vegar til samradu
vid husid og setur upp litla, gula pappirsskalptura
4 veggina svo peir minna i fyrstu a4 rafmagnsdédsir
sem eftir 4 ad tengja. Ivar Valgardsson synir 6venju-
legt vatnslitaverk — 30 metra strimil af pappir sem
hannn hefur litad med blaum vatnslit og kudlad
upp i gridarstéra kulu. I myndbandsverki mé svo
sja hann blasa upp garur a yfirbordi litads vatns.
Vatn er einmitt uppspretta enn einnar samredunn-
ar { syningunni og pa er rusinan i pylsuendanum
verk Finnboga Péturssonar par sem hann notar vatn
garad af hlj6oi ar premur hatélurum til ad varpa
kviku ljésaspili a vegg. Finnbogi syndi fyrst verk af
pessu tagi i Nylistasafninu 1991 en hefur pr6ad pad
afram { ymsum utfeerslum og synt vida um heim.
Verkid er eins og sibreytilegt, seidandi madlverk —
buid til af hljodi, vatni og ljosi - og er fullkomid
innlegg i pessa thugulu syningu.

bad er erfitt ad setja upp syningu i hisnedi af pessu
tagi og { samkeppni vid utsynid en hér hefur syn-
ingarstjorunum og fimm paulreyndum listamonn-
um tekist ad lata allt vinna med sér og vikka pannig
ut syninguna og verkin pannig ad allt fellur saman
i leikandi heild.

~ of e

Verk Ivars Valgardssonar Vatnslitarmynd
Vatnslitur og pappir, 2013. Ljosm. RAX.
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List, samféelag og
tianingarfrelsi

— mosku-innsetning Christophs Biichel i Feneyjum

Ljésmyndir Hlynur Helgason

Hlynur Helgason, listfredingur

Svissnesk-islenski listamadurinn Christoph Biichel hefur, eins
og alkunna er, gert innsetningu fyrir hond Islands d tviering-
num { Feneyjum par sem afhelgadri kirkju hefur verid um-
breytt i benastad fyrir muslima, eda mosku. Verkid hefur
reynst umdeilt. Pad scetti po nokkurri gagnryni og andstéou i
Feneyjum ddur en syningin var opnudg.



Tiu dogum eftir opnun urskurdudu feneysk yfir-
vold ad syningarskalanum skyldi lokad og par
med adgengi almennings ad verkinu. Islenskir
adstandendur syningarinnar gagnryndu forsen-
dur lokunarinnar og hafa sidan pa freistad pess a
marga vegu ad fa drskurdinum hnekkt svo heegt
sé ad opna syninguna 4 ny.

Verk Biichels i Feneyjum er einfalt og blatt afram
ad gerd. Pad byggir 4 natimahefd umbreytingar
par sem ékunnugum pattum er skeytt saman vid
kunnuglega til ad na fram ahrifum. Hér eru pad
smaatridin sem skipta mali. Listamadurinn hefur
kynnt sér vel skipulag moska 4 Vesturlondum og
fylgir pvi at i ystu eesar. Moskan verdur pvi sann-
feerandi inngrip i hds sem er greinilega byggt sem
kirkja: hér er til stadar banateppid sem visar til
Mekka; hér er adstada til ad lauga faetur og hend-
ur fyrir tilbeidslu; hér er skrifstofa kennimanns
safnadarins; hér er stér og bjort ljésakrona med
fagurlega blasnum glerkiplum; hér er adstada
fyrir traarlega menntun; hér eru sélubasar med
truarlegum og menningarlegum varningi. Pad er
meira ad segja mynd af Olafi Ragnari Grimssyni
forseta 1 hlutverki pjédho6fdingjans, fulltraa pess
veraldlega afls sem moskan tilheyrir. Innsetning-
in er faglega unnin og sannferandi. Hun er {
nokkud dhugaverdri motstodu vid syningar-
stadinn sjalfan sem endurspeglar kristilegt sam-
hengi Feneyja. Utfeerslan er god og gefur verkinu
nokkud gildi. Pad fellur vel ad peirri listhefd sem
pad samsamar sig.

Islomsk menning og Feneyjatvieringurinn

A undanférnum arum hafa komid fram nokkur
daemi 4 Feneyjatvieeringnum par sem adstandendur
syningarskala, skipuleggjendur syninga eda yfir-
vold hafa verid s6kud um ad skerda tjaningar-
frelsi listamanna og ritskoda verk beirra. Pad er
athyglisvert ad i pessum tilvikum hefur innihald
verkanna tengst menningu muslima eda araba ad
meira eda minna leyti. Pessi deemi eru afar fjol-
breytt og gagnast til ad varpa nokkru ljési 4 hvad
geeti legid ad baki lokun islenska skélans.

byskilistamadurinn Gregor Schneider var bedinn
um ad taka patt { adalsyningu tviseringsins arid
2005. Tillaga hans um framlag var rymisverk sem

til st60 ad setja upp 4 midju Markusartorginu i
Feneyjum. Verkid atti ad vera teningur ur svortu
klaedi sem pekti algrind. Staerd teningsins hefdi
ordid0 13 metrar 4 kant, eda groflega su sama
og teningsins heilaga i Mekka, Kaaba, eitt helsta
truartakn islamskra pilagrima i borginni. Ad
sogn Schneiders gafu yfirvold i Feneyjum ekki
upp astedu fyrir pvi ad umsékn um uppsetn-
ingu verksins var hafnad. Ummeeli adstandenda
tvieringsins og borgaryfirvalda um 4stedur-
nar voru mjog misvisandi. Davide Croff, forseti
tvieringsins, sagdi upphaflega ad borgaryfirvold
hefdu hafnad verkinu af 6ryggisastedum. Sidar
vidurkenndi hann i bréfi til Schneiders ad pad
hefdi verid pdlitisk dkvordun. Alessandra San-
terini, talsmadur tvieeringsins 4 pessum tima,
sagdi opinberlega ad tvaer asteedur hefdu legid ad
baki hofnuninni: annarsvegar ad pad hefdi rofid
sjonlinur 4 torginu 4 dasattanlegan hatt, hinsvegar
ad yfirvold teldu ad pad geeti m6dgad samfélag
muslima i borginni. Innsetning Schneiders komst
aldrei 4 framleidslustig.

Arid 2008 gerdi palestinska listakonan Emily
Jacir tillogu ad verki fyrir fyrsta palestinska
skalann i Feneyjum. Verkid atti ad felast i pvi
a0 bua til skilti par sem né6fn allra batastodva &
leid 1 i almenningsbédta-samgongukerfi Feneyja
veeru skrifud med arabisku letri vid hlid hinnar
itolsku aletrunar. Samgonguyfirvold i Feyneyjum
sampykktu uppsetningu verksins, syndu pvi
mikinn dhuga og budust til ad taka patt i kost-
nadi vid uppsetningu pess. Adstandendur skalans
hofdu einnig tryggt sér formlegan studning
borgaryfirvalda vid uppsetninguna. Verkid var
komid 4 framleidslustig premur manudum fyrir
opnun tvieringsins pegar borgaryfirvold drégu
skyndilega sampykki sitt til baka. A medal 6form-
legra skyringa sem yfirvold gafu var ad heett hefdi
verid vid af Oryggisdstedum eftir ad atok hofdu
hafist & ny i Palestinu.

Atburdir i tengslum vid verk asersku listakonun-
nar Aidan Salakhovu arid 2011 voru nokkud
drama-tiskir, en akvérdun um ad syna ekki tveer
marmara-héggmyndir eftir hana var tekin rétt
fyrir opnun skala Aserbaisjans. A opnuninni var
pvi breitt yfir verkin pannig ad pau sajust ekki.
Pau voru sidan fjarleegd strax ad henni lokinni.
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Verk Salakhovu tengdust islamstrd og -sidum a
mismunandi mata. Annad verkid var hoggmynd sem
syndi konu hulda bleeju. Hitt var eftirmynd Ka’aba
i Mekka sem komid var fyrir { ramma sem var ad
formi til eins og kvenskdép. Akvordun um ad hylja
verkin og fjarleegja var tekin af fulltrtum Menningar-
rdduneytis Aserbaisjans. Asteedan var ad pau veru
»umdeild og sk6dudu heidur landsins®. Syningar-
stjorarnir, aserski listfredingurinn Chingiz Far-
zaliev og Beral Madra fra Tyrklandi, métmeeltu
akvorduninni harkalega. Pau téku sidar fram ad
pau hefdu hvorki fengid studning vid métmeeli sin
fra adstandendum tvieeringsins né fra samtokum
listfreedinga og syningarstjora. S eini sem kom
opinberlega fram peim til studnings var syn-
ingarstjori italska skalans a tvieringnum, Vittorio
Sgarbi. Madra hélt pvi fram { kjélfar syningarinnar
ad skerding tjaningarfrelsis veeri sifellt ad verda
vidameiri og algengari 4 vettvangi myndlistar.

Enski listamadurinn Jeremy Dellers setti upp vida-
mikla innsetningu i breska skalanum & sidasta
tviering, 4rid 2013. [ addraganda syningarinnar
var hann bedinn ad sleppa pvi ad setja upp hluta
verksins,veggspjold og fana sem ritad var a ,,Prince
Harry kills me®, eda ,Harry prins drepur mig®“
Pessi hluti verksins var bein visun { veidar breska
prinsins & villtum fuglum 4 bugardi sinum i Eng-
landi. Obeint visadi pad einnig i patttéku Harrys {
stridinu i Afganistan. Yfirvold toldu ad skilabodin
geetu misskilist og 6gnad oryggi breskra hermanna
sem pa voru i Afganistan og vidar. Deller akvad
eftir samninga vid yfirvold ad breyta verkinu og
skildi pvi fanann og veggspjoldin eftir heima i
Englandi. Hann lysti pvi sidar yfir ad verkid hefdi
ordid betra og skyrara eftir pa akvordun.

Moskan og viobrogd vid henni

bPessi demi fra sidastlidnum dratug, par sem
politiskar forsendur hafa haft dhrif 4 hvort og
hvernig listaverk hafa verid synd 4 Feneyja-
tvieringnum, syna ad atburdardsin { kringum
uppsetningu islenska verksins og lokun skalans er
ekkert einsdeemi. I ljosi pess verdur ad telja pad
visst afrek ad pad skyldi takast ad ljaka verkinu
Moska og syna pad, pétt pad hafi ekki varad nema i
tiu daga. Verkid hafdi verid umdeilt 4 undirbuinings-
tima syningarinnar og greinilegt var ad vidfangs-

efnid vakti tortryggni feneyskra yfirvalda. Full-
truar kapolsku kirkjunnar métmeeltu pvi einnig
fyrir opnun skalans ad buin veeri til moska i fyrr-
um kirkju, pott buid veeri ad athelga hana. Full-
traar haegrisinnadra hépa 4 Feneyjasvaedinu toku
undir petta og gagnryndu forsendur verkefnisins
sem peim fannst gera of mikid Gr vandamalum
muslima & sveedinu. Rottaek 6fl 4 vinstri vengnum
gagnryndu & moti truarlegar aherslur verksins.
Verkid hafdi hinsvegar verid unnid i nanu sam-
starfi vid traarsamfélag muslima & svedinu sem
studdi framtakid og taldi ad verid veeri ad vekja
athygli 4 st6du triadra muslima i Feneyjum og
barattu peirra fyrir pvi ad eignast tilbeidslustad.

Eftir opnun skalans vakti verkid pé nokkra athygli.
Hun var yfirleitt jakveed. Einhverjir gagnrynendur
voru pé med efasemdir um framtakio { heild, eins
og Hrag Vartanian, sem rekur gagnryna (og oft
neikvaeda) listmidilinn Hyperallergic. Hann taldi
verkid éparfa inngrip i samfélag par sem alitamal
um stodu muslima veeru ekki sérlega mikid i um-
redunni. Vartanian taldi einnig ad ef til vill veeri
svissneskur listamadur busettur 4 Islandi ekki {
stoodu til ad vera med inngrip i feneyska samfélags-
umraedu, sér i lagi par sem fordémar tengdir islam
veru bedi dberandi og dleystir heimavid 4 Islandi.
Anna Somers Cocks hja The Arts Newspaper hélt
pvi fram ad verkid hefdi i reynd skapad vonbrigdi
og gagnsted viobrogd i stad pess ad skapa um-
redur og auka skilning. Gagnryni S.a.L.E.-Docks,
sem er hopur réttekra feneyskra listamanna, var
nokkud 4 sama veg. A0 peirra mati koma aherslur
verksins — ad draga fram togstreitu islams og
kapolsku 4 Feneyjasvaedinu — ekki til med ad hafa
nein ahrif 4 stéru vandamadlin eins og flokna st6du
Kurda { barattunni { Irak, Syrlandi og Tyrklandi,
eda efnahagslega mismunun { heimi sem er stjérn-
ad af forsendum audvalds. Peir telja moskuna na
a0 teepa 4 ahugaverdri umreaedu en ekki nema fleyta
ytirbordid pegar kemur ad mikilvaegari hlutum.

Tiu dogum eftir ad syningin opnadi brugdust
teneysk yfirvold loks vid og dkvadu ad loka henni.
Astedurnar sem gefnar voru upp voru ad mestu
leyti formlegar; annarsvegar ad leyfi hefdi verid
veitt til pess ad setja upp listsyningu { ryminu en
ad pad skorti leyfi fyrir ad reka par truarstarf;
hinsvegar ad itrekad hefdu athafnir i hdsinu brotid



reglur um hamarksfjolda gesta, sem mattu sam-
kvemt kvodum ekki vera fleiri en um 90 i einu.
Adstandendur islenska skdlans métmaeeltu lokun-
inni og peim forsendum sem hun byggdi 4; peir
bentu 4 ad skalinn veeri i reynd samfélagslegt
listaverk sem jafnframt feeli { sér moguleika til
truaridkunar og bryti pvi ekki skilmala um not-
kun husnadisins; einnig téku peir fram ad leyfi-
legt hefdi verid ad hafa fleiri i hisinu 4 opnun
syningarinnar og ad fjoldinn i byggingunni
hefdi aldrei farid yfir hundrad manns i einu eftir
pad. Pessar moétbarur hlutu engan hljémgrunn
hja yfirvéldum. Adstandendur skélans freist-
udu pess pa ad fa akvorduninni hnekkt fyrir
doémi, an arangurs. Pegar petta er ritad, um midj-
an agust 2015, er skdlinn pvi enn lokadur pott
heyrst hafi ad umraedur séu i gangi um ad reyna
ad finna leidir til ad opna hann 4 ny.

I addraganda lokunar

Saga undanfarinna 10 dra synir ad verk sem
vinna med eda visa i malefni tengd islamskri
menningu hafa att erfitt uppdrattar og ad morg
peirra hafa af ymsum d4stedum ekki ordid ad
veruleika. Adur en syningin var opnud liggur
fyrir ad yfirvold i Feneyjum voru undir miklum
prystingi ad leyfa ekki opnun hennar vegna
6tta vid vidbrogd ofsteekishdpa sem annadhvort
voru sagdir tengjast islam eda réttteekum heegri-
ménnum 4 Italfu. Eftir ad syningin opnadi hélt
pessi prystingur greinilega afram og ef marka

ma gdgn malsins er nokkud 1jost ad badi opin-
berlega og 4 bak vid tjoldin héldu dhrifahépar
afram ad berjast gegn pvi ad verkid yrdi synt.

Opnunin tokst vel. Par voru staddir islenskir
framamenn, fulltrdar muslima 4 Feneyja-
sveedinu og fra Islandi, adstandendur syningar-
innar auk pess sem kapodlskur prestur tok patt
i opnunarath6fninni. Parna tokst greinilega ad
na fram pvi markmidi ad syna samstodu olikra
menningarhépa um verkid. Gagnrynandinn
Julie Baumgardner lysir atburdarsasinni vel i
ritstjérnargrein i listtimaritinu Artsy. Par kemur
fram ad Biichel hafi ekki raett verkid formlega a
opnuninni, en einungis sagt ad nu pegar mosk-
an veeri komin 4 laggirnar lyki afskiptum hans
sem listamanns af verkinu, eftirleidis veeri pad 4
hendi samfélagsins.

Nestu daga atti greinilega margt sér stad a bak
vid tjoldin. Af fjolmidlaumfjollun ma b6 rada
ad pad ad lata samfélaginu verkid i té an frekari
afskipta listamannsins virkadi nokkud tvibent.
Fulltrtum kapdlskra var greinilega misbodid
ad pessi fyrrum kirkja pjonadi nu sem moska.
Enn voru uppi hétanir um ad loka verkinu ,,veg-
na Oryggishagsmuna® Fulltrtar muslimasam-
félagsins 4 Feneyjasveedinu studdu sem fyrr se-
gir gerd verksins, en prystingur a pa eftir opnun
leiddi ad lokum til pess ad peir lystu afram yfir studn-
ingi vid framtakid en hettu beinni patttoku i
safnadar-starfi moskunnar og hvottu muslima a
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»Pad ad listamadurinn lét moskuna i hendur samfélags
muslima { Feneyjum kann ad hafa breytt forsendum
verksins i augum yfirvalda. Vid petta voru itok feneyska
muslimasamfélagsinsiverkinuordinumtalsverdogverkid
ekkilengur einskordad vio innra rymi syningarskdlans.

sveedinu til ad virda pa dkvordun. I yfirlysingu fra
peim kemur fram ad pad geri peir til ad tryggja
g60 samskipti i samfélaginu sem heild, til ad réa
samvisku ibtianna og til ad koma i veg fyrir misskiln-
ing og utanadkomandi prysting sem spilli sam-
reedum milli traarhépa i borginni { stad pess ad
efla peer. Pratt fyrir pad hélt truarstarf i moskunni
afram. Fostudaginn 15. mai, viku eftir ad skalinn
opnadi, birti borgarbladid VeneziaToday frétt af
hadegisath6fn sem fér fram pann dag i moskunni
og hinn ,,islenski imam Ali* st6d fyrir. Fyrirsogn
fréttarinnar er: ,I moskunni er bedist fyrir pratt
fyrir bann: »Stjérnmalamenn og ofstekismenn,
pegidi«®, sem er talkun bladsins 4 aherslum i
raedu islenska imamsins. Fréttin i bladinu er
almennt hlutlaus, en p6 greinilegt ad bladamanni
pykir sérkennilegt ad utanadkomandi adilar skuli
halda uppi safnadarstarfi { moskunni i trassi vid
forsvarsmenn samfélags muslima i borginni.
Bladamadur veltir pvi fyrir sér hverjir séu pessir
»ofstekismenn® sem imaminn visar til, pad sé
ekki 4 hreinu hvort hann eigi par vid islamska
hardlinumenn eda hvort par sé einnig visad til
fulltria samfélags muslima i Feneyjum sem bidji
f6lk ad heetta skipulegu starfi { moskunni.

Samkveemt mynd sem Luigi Constantini tok af
athofninni pennan dag og birtist i The Telegraph
er greinilegt ad hun hefur verid vel sétt pratt
fyrir tilmeeli leidtoga muslima. A myndinni ma
telja um 100 karlmenn krjupandi vid tilbeidslu.
Reikna ma med pvi ad 10-15 konur hafi einn-
ig tekid patt krjupandi a4 bak vid skerm, auk
annarra ahorfenda. Pad bendir pvi allt til pess ad i
bygging-unni hafi pennan fostudag verid talsvert
fleiri en peir teplega 90 manns sem mega vera
par i einu.

Ritskodun listaverka i Feneyjum — dlitamadl

Félagsleg listskopun er ad morgu leyti olik
hefdbundinni gerd listaverka. I verki sem byggir
a félagslegu ferli verda alitamal um ritskodun eda
skerdingu 4 tjaningarfrelsi oft mjog flokin. begar
bannad er ad syna malverk, ljéosmynd, kvikmynd
eda hoggmynd er nokkud 6yggjandi ad unnid er
gegn tjaningarfrelsi listamannsins. Petta eru verk
sem listamadurinn gerir 4 sinum eigin vegum og
synir { afmoérkudu og yfirleitt sérhefdu syningar-
rymi. Samfélagsverk eru 6druvisi vegna pess ad
pau fela i sér inngrip i pad samhengi sem pau eru
buin til fyrir. Pau eru pvi ekki sjalfsteedar tjaningar-
einingar eins og hefdbundin verk, heldur er peim
etlad ad vinna beint inn i samhengi par sem til
koma akvardanir — og dkvardanafrelsi — margra
annarra en listamannsins sjalfs. Listamadur sem
vinnur samfélagsverk verdur pvi ad gefa eftir hluta
af hofundarfrelsi sinu til ad gefa svigrum fyrir
tjaningarfrelsi annarra. Samfélagsverk er hdd pvi
ad pad samfélag sem pvi er tlad ad hafa ahrif &
sé virkur patttakandi vid gerd pess. Pegar sam-
télagsverk verdur ad veruleika felur pad i sér ad
listamanninum hafi tekist ad nad satt um ymis
alitamdl sem tengjast verkinu. Ef slikt misheppn-
ast ma ad sama skapi segja ad listamanninum hafi
ekKki tekist ad vinna med 6lika paetti menningar-
legs umhverfis — pessvegna hafi verkid ekki nad
ad verda til. Vegna pessa edlis samfélagsverka er
erfidara ad dkvarda hvar og hvener ritskodun 4
sér stad, hvener samfélagid bregst vid med of-
beldi og skerdir tjaningarfrelsi listamannsins, eda
hveneer listamanninum hafi einfaldlega mistekist
ad vinna med menningarlegt samhengi verksins.

betta 4 ad einhverju leyti vid um 61l pau verk sem



hér hafa verid reedd,. Pad leikur litill vafi & pvi
ad pegar akvedid var ad fjarlegja verk Aidonu
Salakhovu ur syningarskala Aserbaisjans var um
grofa skerdingu 4 tjaningarfrelsi hennar ad reeda.
Buid var ad sampykkja verkin, bua pau til og setja
pau upp pegar einhverjum embeettismanni fannst
pau 6gna ,,heidri“ asersku pjédarinnar.

Emily Jacir hafdi unnid o6tullega og skipulega
ad pvi ad bua til sitt verk med arabisku letri a
streetobatastodvunum. Par virtist sem buid veeri
ad vinna ndid og { fullri satt med 6llum sem geetu
stadid i vegi fyrir pvi ad verkid yrdi ad veruleika
pegar leyfi voru dregin til baka. bPar hafa dhrifa-
adilar reynst henni og samstarfsfélki hennar
yfirsterkari 4 lokametrunum, valdamiklir adilar
sem beittu sér 4 bak vid tjoldin. Pessi umpdlun
a afstodu yfirvalda til verks hennar kom 4 évart.
Pad inngrip var pvi greinilega adfor ad tjaningar-
frelsi listakonunnar, a poélitiskum forsendum og
an opinnar umradu.

bPegar kemur ad verki Gregors Schneider, svarta
teningnum, flaekjast malavextir pé nokkud. Ljost
er a0 honum mistokst atlunarverk sitt — ad sann-
feera borgaryfirvold um mikilveegi innsetningar-
innar 4 Markusartorginu. Hvort pad hafi falid i
sér skerdingu a tjaningarfrelsi er hins vegar ekki
ljést. Eftir ad verkinu var hafnad i Feneyjum lagdi
Schneider til verk byggt 4 hugmyndinni fyrir
syningu i Berlin, en fékk ekki heldur sampykki
fyrir pvi. A8 lokum tékst honum ad fa verkid sett
upp 4 syningu i Hamborg. Par var framsetning
verksins pé allt 6nnur en hugmyndirnar sem
hann kynnti { Feneyjum. I Hamborg var teningur-
inn kynntur sem visun i timamoétamalverk russ-
neska suprematistans Rodchenko, svartan fern-
ing a4 hvitum fleti. Tengingin vid Ka’aba i Mekka
var pvi ekki meginaherslan lengur.

[ tilviki Jeremys Deller er greinilegt ad um
politisk itok var ad reeda, 4 sama hatt og i aserska
deeminu, enda ekki um eiginlegt samfélagslegt
verk ad reda. Einnig er ljost ad hann dkvad ad
breyta verkinu til pess ad styggja ekki pau valda-
6fl sem st6du gegn pvi. Vid vitum ekki hverjar
afleidingarnar hefdu verid hefdi hann neitad. Ad
mati hans var breytingin pegar upp var stadid

ekki sleemur kostur. Han gerdi honum kleift ad
ljuka verkinu i satt vid valdamenn i Bretlandi
pannig ad gagnryni hans var komid a framfeeri,
pott pad veeri i breyttri mynd. Pjédarskalarnir i
Feneyjum hafa aldrei verid hlutlausir syningar-
stadir og syningarnar aldrei hefdbundnar. Gagn-
rynum listaménnum sem syna par ma vera ljost
ad auk pess ad vera vettvangur fyrir list pjona peir
idulega stjornmadlalegum tilgangi. Pad er 4 abyrgd
listamannanna ad semja um utfersluna pannig
ad hun gangi ekki gegn peirra eigin hugsjénum
en sé samt sem adur framkvemanleg i pélitisku
samhengi syningarinnar. Ferlid sem verk Dellers
for i gegnum er deemi um hversu langt listamenn
eru tilbdnir ad ganga { ad ritskoda verk sin til ad
megindherslur peirra geti notid sin. Breytingin 4
verki Dellers fyrir prysting yfirvalda vard opin-
ber, sem er jakveett innlegg i umraeduna. bad ferli
synir ad politisk inngrip i verk listamanna eru
ekki einskordud vid riki par sem mannréttindi
eru ekki virt, eins og i tilfelli Aserbaisjans, heldur
eiga sér einnig stad hja ,lydraedisrikjum® Vestur-
landa. I pessu samhengi er pvi full 4steda til ad
hlusta 4 advorun Beral Madra um sifellt vidameiri
skerdingu 4 tjaningarfrelsi myndlistarmanna.

Moskan, tjdningarfrelsi og samfélagslist

Innsetning Biichels er dhugavert innlegg i petta
samhengi tjaningarfrelsis og samfélagsverka.
Verkid a sér ekki stad { opinberu rymi, eins og sum
ofangreindra verka, heldur innan rymis islenska
skalans. Pad skipti mali pegar yfirvold og adstand-
endur tvieringsins sampykktu opnun skalans i
upphafi. A sama hétt og abyrgdin 4 framsetningu
verka i skdla Aserbaisjans arid 2011 la hja peim
opinberu adilum sem stédu ad skdlanum, an
afskipta tvieeringsins, fengu islensk yfirvold ad
rada framsetningu moskunnar innan skalans i
upphafi. Pad ad listamadurinn 1ét moskuna
i hendur samfélags muslima i Feneyjum kann ad
hafa breytt forsendum verksins i augum yfir-
valda. Vid petta voru itok feneyska muslimasam-
télagsins i verkinu ordin umtalsverd og verkid
ekki lengur einskordad vid innra rymi syningar-
skalans. Med pvi vard verkid beedi listaverk og
starfandi moska i senn, eins og etlun Biichels
var. betta sidara hlutverk listaverksins vard yfir-
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voldum sidar i nop vid. bau seettu sig vid listaverk
sem veeri eins og moska; pau settu sig ekki vid
listaverk sem veri lika moska. Pau beittu sér
fyrir pvi ad samfélag muslima 4 Feneyjasvedinu
dreegi sig ut ur beinu starfi i moskunni. Ef su
eetlan hefdi gengid eftir hefdi verkid breyst ar pvi
a0 vera badi listaverk og moska yfir i pad ad vera
einfaldlega listaverk sem likti eftir mosku. Petta
hafdi ad vissu leyti tekist pegar forsvarsmenn
feneyska muslimasamfélagsins drogu sig at ar
safnadarstarfinu. Peir voru i reynd ad reyna ad
skila verkinu til baka til listamannsins.

A pessu stigi dkvedur annad samfélag muslima ad
blanda sér i atburdardsina. I stad pess ad virda
akvardanir muslima 4 Feneyjasvedinu og heatta
skipulogdu safnadarstarfi, leida Islendingarnir
safnadarstarfid fostudaginn 15. mai. Ef marka
ma fréttir af vidoburdinum voru ekki takmark-
anir settar 4 pad hversu margir toku patt, auk
pess sem reda imamsins virkadi réttek i pvi
vidkveema andrumslofti sem rikti. Svo virdist sem
pessi vioburdur, pad ad erlendir adilar téku yfir
moskuna eftir ad samfélag muslima { Feneyjum
hafdi akvedid ad taka ekki lengur patt { starfi
hennar, hafi verid kornid sem fyllti meelinn. Ef
yfirvold hafa verid ad leita ad atyllu til ad loka
skalanum, pa var petta vidburdur sem fullnaegdi
pvi prydilega.

Nidurlag

Samfélagsverk eins og Moska Christophs Biichel
eru flékin. Pau eru bedi tjaning listamanns og
inngrip i pad samfélag sem pau eru gerd fyrir.
bessvegna er erfitt ad meta hvenser homlur eru
settar a tjdningarfrelsi listamannsins eda hvort
einfaldlega er verid ad setja edlileg takmork a
samfélagslegum forsendum. Pad reyndist ekki
audvelt fyrir yfirvold i Feneyjum ad sampykkja
verk Biichels. Med pvi ad leyfid loksins fékkst
virtu yfirvold tjaningarfrelsi listamannsins og
verkid vard ad veruleika. Eftir opnun ték truar-
samfélag muslima i Feneyjum vid verkinu, sem
vid pad vard bedi listaverk og starfandi moska
eins og stefnt var ad. Samfélagslegur pattur verk-
sins atti sér pannig stad i starfandi mosku. boétt
yfirvold veeru tilbuin til ad leyfa opnun listaverks
par sem buid var ad umbreyta kirkjubyggingu i

mosku, voru pau ekki bdin ad veita sampykki sitt
fyrir pvi ad samfélag muslima starfrackti mosk-
una. Um pad gilda reglur sveitarfélagsins um
truarlegar stofnanir. Ad sama skapi eru til stadar
reglur til ad tryggja 6ryggi borgaranna med pvi
ad setja takmarkanir a leyfilegan fjolda i byg-
gingu 4 hverjum tima. Pad er ekki 4 valdi lista-
manns, ekki undir hans tjdningarfrelsi komid, ad
brjota gegn reglum samfélagsins pétt hann geti
freistad pess ad fa undanpagu fra peim.

Christoph Biichel tokst hluti etlunarverks sins.
Honum tékst ad bua til listaverk sem félst i um-
breytingu kirkjubyggingar yfir i mosku og hann
fékk leyfi yfirvalda til ad opna moskuna almenn-
ingi. Verkid var ahrifarikt inngrip i bygginguna
og syndi margvislegar hlidsteedur kristinna og
islamskra hefda. Pad var i sjalfu sér sterkt, takn-
rent listaverk sem fjalladi um moguleika pess
ad eiga i samskiptum pvert 4 truarskodanir og
menningarlegar aherslur.

Biichel mistékst sidari hluti etlunar sinnar.
Honum toékst ekki ad f4 sampykki feneyskra yfir-
valda fyrir pvi ad i moskunni, sem var listaverk,
veeri rekid traarstarf. Pegar starfid for pratt fyrir
pad fram én sampykkis var syningarskalanum
lokad. Svo virdist sem Biichel hafi ekki getad
seest 4 pa malamidlun ad hafa syninguna opna an
traarstarfsins. Pott samfélag maslima & Feneyja-
sveedinu hafi dregid sig i hlé var leitad annarra
leida til ad halda pvi starfi afram, an sampykKkis,
auk pess sem reglur um fjolda gesta voru brot-
nar ad astedulausu. Pegar yfirvold lokudu skala-
num vegna pessa er pvi ekki hagt ad tala um ad
i pvi hafi falist brot 4 tjaningarfrelsi. Pessi patt-
ur listaverksins mistékst einfaldlega pegar ekki
tokst ad fa sampykki yfirvalda fyrir pvi ad reka
traarstarf i listaverkinu.

Annad veri uppi 4 teningnum ef Biichel hefur
verid til umreedu um ad halda verkinu opnu an
pess ad par veeri stundad truarlegt starf, sem var
pad sem fulltruar muslima i Feneyjum logdu
til i malamidlun sinni. Ef si er reyndin hafa
feneysk yfirvold gert adfor ad tjaningarfrelsi lista-
mannsins og komid i veg fyrir adgengi almenn-
ings ad ahugaverdu verki.
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Gestavinnustofan

Matthew Berka

Ur verkinu The Event, 4.min, 8mm filma, 2014

Astralski listamadurinn Matthew Berka dvaldi nyverid d
gestavinnustofu SIM. Matthew tutskrifadist med BA { Fine
art fra RMIT { Melbourne, Astraliu. Hann vinnur adallega {
hlj6di og hreyfimyndum og segir okkur frd dvél sinni d Islan-
di dsamt verkum sinum.



Er petta fyrsta gestavinnustofan pin?

Nei, ekki beinlinis. Eg var { viku { gestavinnu-
stofu i Melbourne par sem ég dvaldi { husi
syningarstjora og atti ad gera uppsetningu a stad-
num 4 einni viku. Frekari upplysingar ma finna 4
http://www.myhouseistoosmallproject.com/

Hvers vegna Island?

Helsta dstaedan er akvedid meginvidfangsefni sem
er gegnumgangandi i verkum minum, p.e. tengsl-
in milli stadar og salarlifs. Island heilladi mig en
mér finnst pad lika jofnum hondum villandi og
oreett, pad er eins og nokkurs konar mikrékos-
mos sem gefur til kynna ad utanadkomandi geti
eignad sér pad, en ég held ad pad haldist einhvern
veginn i hvarfi fra ventingum okkar og pram.

Fyrstu dhrifin sem Island/Reykjavik hafdi d pig?
begar ég tok flugratuna fra Keflavikurflugvelli til
Reykjavikur, eftir Reykjanesinu, viku upphafn-
ar imyndir minar og talsynir af Islandi til hlidar
fyrir einhverju sem er mun framandlegra og
oskilgreinanlegra.

Hvar heyrdirdu fyrst af SIM gestavinnustofunni?
Med pvi ad leita upplysinga, minnir mig, 4 netinu
audvitad.

Hefurdu eda cetlardu a0 ferdast it fyrir Reykjavik?
Eg hef séd margt undanfarnar prjir vikur, meira
en ég hélt fyrst ad ég myndi gera. Eg hef ferdast
eftir sudurstrondinni til Vikur, til Jokulsarlons,
til Landmannalauga, Gullna hringinn (Pingvell-
ir, Gullfoss, Geysir), Reykjanesid, Snefellsnes,
Vestfirdi (Isafjérd o.fl.). Eg hafdi hugsad mér ad
fara til Akureyrar eftir gestavinnustofuna en ef til
vill geymi ég pad par til neest!

Hvar er orkan d Islandi?

Hun er eiginlega alls stadar, er pad ekki? Orku-
uppspretturnar eru augljésar a yfirbordi lands-
lagsins; bullandi heitir hverir senda upp gufu-
stroka yfir landslagid, vatn prystist upp i loft,
eldvirkni er alltaf kraumandi rétt undir yfirbordi
jardar. Min reynsla af Islandi hefur verid st ad

bad sem vakti dhuga minn

d pessum upptokum var
existensialisk hreinskilnin
pegar reedumadurinn visar
til sinna eigin personulegu
efasemda, sem hann deilir
med 00rum i hopnum, um ad
»lifa a timum endalokanna®

ég hef smam saman 4ttad mig 4 ad landid er {
endalausu samspili. bvi meiri tima sem ég eydi i
ad kanna pad, peim mun medvitadri verd ég um
pessar hringrasir orku og métunar.

Ad hverju varstu ad vinna i SIM gestavinnu-
stofunni?

Adur og eftir ad ég kom til Islands hef ég verid
ad vinna ad 16ngu kvikmyndaverki sem ég hef
safnad efni i. Ein af meginstodum verksins er
segulbandsupptaka sem ég fann i fjolskyldu-
skjalasafni. A henni eru hvatningarredur sem
voru teknar upp 4 fundi hja Christadelphian
sofnudinum (litill, kristinn sértruarséfnudur
sem vard til 4 19. 6ld en nafnid merkir ,,bredur
og systur i Kristi“) snemma 4 tiunda aratugnum
{ Astraliu. Pad sem vakti 4dhuga minn 4 pessum
upptokum var existensialisk hreinskilnin pegar
redumadurinn visar til sinna eigin persénulegu
efasemda, sem hann deilir med 60rum i hépnum,
um ad ,lifa 4 timum endalokanna“. A sama tima
var stor hluti safnadarins ad snua baki vid tra
sinni vegna agreiningsmala eda ad verda fyrir ut-
skufun af leidandi adilum i hopnum.

Hvatningin snyst um dkvedna hugmyndafraedile-
ga stadheefingu - ,1ifid er ekki efing“ Petta hef-
ur ordid ad nokkurs konar utgangspunkti fyrir
kvikmyndina mina sem er klippiverk ur pessum
texta dsamt atridum sem fengin eru ad ldni ar
smasdgu Dylans Thomas, ,The Enemies, brot-
um dr dagbodk fra sj6tta aratug 19. aldar sem var
skrifud af fjarskyldum ettingja fra Jamaika,

myndefni af margvislegu umhverfi sem endur-

Vdvils

GlOC 191l ¢ you

17



STARA

no.4 2.TBL 2015

18

»Eg fer d pessa stadi med mjog

personulegar hugmyndir i farteskinu
en d sama tima eru pessar hugmyndir
mjog ostodugar. betta er vidkvemt
ferli, pad geeti i raun fallio um sjdlft

sig hveneer sem er.”

speglar pessa texta og portrett sem ég hef ad ein-
hverju leyti byggt upp fyrir myndavélina. Dvol
min 4 Islandi hefur sntist um ad safna saman
miklu magni af hljéd- og myndefni sem ég hef
beett vid heildarvefnad verksins.

A Islandi hef ég leitast vid ad fanga akvedna peetti
landslagsins sem syna einhvers konar umbreyt-
ingu eda nidurbrot vegna orkufledis. Petta hefur
veri0 kaotiskt ferli, en ef ég eetti ad lysa pvi myndi
ég segja ad nokkurs konar kvikmynd um addrag-
anda heimsendis, um tima endalokanna, hafi
byrjad ad proast med adur-nefndri segulband-
supptoku og haldi afram ad métast og breytast,
annad hvort til hins betra

eda verra.

Eg gerdi einnig stuttmynd, par sem ég notadi
svarthvita super 8 filmu, sem adskilid og sjalf-
steett verk. Eitt sjonarhorn, tekid upp vid vatn, a
stadnum { rumar 7 klukkustundir. bPad verk var {
raun studia i 6ljésum hugmyndum um fled-
andi ,timelapse“ kvikmynd, enda medvitad gerd
a 6samfelldan og 6linulegan hatt og par med upp-
brotid ,timelapse®

Finnst pér ad gestavinnustofan og/eda Island hafi
haft éhrif d verk pin?

Athygli min hefur ad miklu leyti beinst ad upp-
sprettu landslagsins sjalfs. Helmingur vinnunnar
fer fram fyrir utan vinnustofuna og mér finnst
mikilveegt ad halda pvi sambandi eins og hegt er.
Eg vinn ekki eftir handriti eda med miklar fyrir-
fram akvednar leidbeiningar pannig ad verkid
er 4 dkvedinn hatt had landslaginu. Hins vegar
hef ég dkvednar salfredilegar hugmyndir sem
eru alltaf til stadar, pannig ad ég er ekki ad gefa i
skyn a0 ég sé hlutlaus { pessu ferli minu, ad ég sé

ad reyna ad skapa hlutlausa heimild eda eitthvad
pannig. Eg fer 4 pessa stadi med mjog persénu-
legar hugmyndir i farteskinu en 4 sama tima
eru pessar hugmyndir mjog 6stodugar. Petta er
vidkvemt ferli, pad geeti { raun fallid um sjalft
sig hvener sem er.

Sdstu einhverjar syningar d Islandi sem héfou
ahrif d pig?

Vasulka-stofa i Listasafni Islands var fréabeer,
ég er mjog hrifinn af 6llu pvi tilviljanakennda
sem kom ut dr tilraunum med vide6 a attunda
og niunda aratugnum, pad er einhver blanda af
formtilraun-um og 6éstédugleika myndarinnar/
hlj6dsins sem mér finnst spennandi.

Myndadirdu einhver ny tengsl sem getu
hagnast pér?

Ja, vid alla hina listamennina i gestavinnustofu-
nni. Pad hefur verid frabeert ad kynnast mérgum
6likum adferdum og ad geta eytt pessum tima 4
pessum stad saman.

Var eitthvad sem kom pér 4 ovart vid islensku
listasenuna?

Mér finnst ég ekki hafa leert eins mikid um hana
4 medan 4 dvolinni st6d og ég hefdi getad. Eg for
4 nokkrar opnanir og syningar en ég var mjog
upptekinn af minu eigin verki.

Frasagnar- og soguhefdin i islenskri menningu
kom mér a dvart. Tengslin milli landslagsins
og islenskra pjédareinkenna finnast mér einnig
mjog forvitnileg.



Life is not a rehersal HD video. 2015

i A ¢ v S
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VINNUSTOFAN

Eyglé Hardardottir

Stidavogur 3

»(a0) byggja eitthvad sem verdur til { samtali vid

efnio og i tilraunum. "

<

Menntun/bakgrunnur

Eftir ndm vid Myndlista-og handidaskéla Is-
lands fér ég i briggja dra framhaldsnam vid
AKI-Akademie voor Beeldende Kunst i Enschede
i Hollandi og lauk pvi 1990. Arid 2014 lauk ég
MA gradu vid listkennsludeild Listahdskodla
Islands med rannséknarritgerdinni ,Listaverk
gefur visbendingar um privioa ndlgun i lita-
ndmi“. 1 ritgerdinni kannadi ég hvernig eigin
listskopun og listaverk geta gefid visbendingar
um privitt litanam, en ég hef { gegnum tidina

verid stundakennari vid Myndlistaskélann i
Reykjavik og Myndlistardeild Listahaskoélans.

Hvernig notar pti vinnustofuna

Vinnustofan er gridastadur, timalaus stadur,
laus vid annad areiti en pad sem vidkemur
myndlist. Hin er eins og framlenging af hugsun-
inni og likamanum. Par er leiknum stillt upp og
pangad get ég einnig hugsad framhaldid pott ég
sé ekki 4 stadnum. Vinnustofan er byggingar-
sveedi og fyllist fljétt af efnividi og dholdum.



Hvada verkefni eru framundan hja pér?

Pau eru nokkur 4 pessu ari. I oktéber verd
ég med prjar syningar. Petta eru olik verk-
efni og samhengi peirra mismunandi. I vin-
nu fyrir einkasyningu i Harbinger hef ég gert
tilraunir med liti, efni og adferdir og kannad
penslumoéguleika forms og midla i vidum
skilningi. Samsyning i Skaftfelli d&samt Eyborgu
Gudmundsdottur proast m.a. i samtélum vid
syningarstjora og vid listasoguna med skodun
a geometriskum verkum Eyborgar. Samyning
i Listasafni Arnesinga er stefnumat vid prja
adra samtimalistamenn sem vinna med
pappir. Samhlida pessu er ég sidan ad vinna
a0 bokverki/skalptirbok og hugsa ég par syn-
ingarrymid i vidari skilningi, bedi hvad vard-
ar patttoku ahorfenda og dreifingu listaverka.

Hversu mikilveegt er fyrir pig ad vera

med vinnustofu?

Vinnustofan er naudsynlegur fastur punkt-
ur. Vinnan min er i grundvallaratridum
studidévinna og ég er mikid & vinnustofunni
ad pela eda byggja eitthvad sem verdur til i
samtali vid efnid og i tilraunum. Frd pvi ég
lauk ndmi hef ég yfirleitt alltaf haft vinnu-
stofu og verid a gestavinnustofum, t.d. i Finn-
landi, Tékklandi, Eistlandi og Tyrklandi. Mér
finnst mikilveegt ad upplifa byggingar og mis-
munandi rymi, sérstaklega 4 peim timabilum
pegar ég hef haft litlar vinnustofur hér heima.
Pa er gott ad penja skalann med pvi ad fara
t.d. 4 gestavinnustofur.

Stutt lysing d vinnustofunni

47fm stor, bjort vinnustofa, med austur-birtu,
godri lofthaed og dtsyni. GO0 steerd sem hefur
ahrif 4 vinnubrogdin; hegt er ad skaka til
hlutum i ryminu og fa yfirsyn.

Hvert er markmidid/toppurinn i starfinu?

Pad er engin endast6d, en mér finnst naudsyn-
legt ad pad sem madur er ad glima vid komi
manni sjalfum 4 6vart og sé pannig spenn-
andi, vaxi og nai virkni. Pegar verk er tilbaid
er léttir ad missa dhugann 4 pvi og pad bara er
- ef ekki, pa truflar pad mann { framhaldinu.

Hvadan ferdu innbldstur?

Pad sem Orvar mig eru yfirleitt menning-
artengd fyrirbeeri, t.d. byggingaradferdir,
skilgreiningar og hugmyndaheimar. Inn-
blasturinn kemur i framvindunni, { sjalfri
myndlistarvinnunni.

I fullkominni versld veeri myndlist...
Uthlutad hellings tima og rymi; han hefur
otrulegan kraft.

Motté Endalaus forvitni.

Ahrifavaldar

Ztli peir séu ekki helst tengdir skynjuninni,
ymsum grundvallaratridum hennar. T.d. hlut-
foll og form i ténlist og byggingum, hljéd,
birta, litir, efni og daglegt lif. Sjénarhorn i
kvikmyndum og sjéonarhorn og verk annarra
listamanna gefa mikinn kraft.

Hvad er SIM fyrir pér?

Mikilveegt hagsmunafélag. Nyjasta herfer-
din, ,,Vid borgum listaménnum” og umraedu-
grundvollur pvi tengdur er deemi um kort-
lagningu og vyfirsyn yfir starfsvettvang
myndlistarmanna og prysting sem félag getur
skapad um hagsmunamal. Einnig hefur SIM
mikilveeg dhrif 4 skipan i fagnefndir sem tengj-
ast myndlist og er okkur myndlistarménnum
mikilveegt félagslegt fyrirbeeri.

Af hverju gerdist pu félagi i SIM?

SIM, Nylé og sidar Myndhdggvarafélagid voru
félog sem mér fannst skipta mali ad tengjast
pvi pau endurspegludu mismunandi peetti i
starfsvettvangi minum.

Hvada kostir eru vid pad ad vera félagi i SIM?
SIM er m.a. upplysingaveita og gagnsatt ad
pvi leyti ad pad er heegt ad hafa ahrif 4 um-
reduna ef madur vill. Apreifanlegur kostur
fyrir mig tengist starfsumhverfi minu, p.e.
vinnustofan, auk pess sem ég hef t.d. fengid
ferdastyrk ar Muggi.
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Adildarfélag

~ Myndlistarfélagio ~

Frd syningu Ornu Valsdéttur og Bjarkar Viggésdéttur Leit

Klengur Gunnarsson
formadur Myndlistarfélagsins

Myndlistarfélagio hefur verid starfrekt d Akureyri frd
byrjun drs 2008. Félagid hefur frd stofnun unnid ad pvi
ad betrumbeeta starfsumhverfilistamanna d Eyjafjardar-
svedinu og setur sér pad markmid ad vera leidandi afl {
menningarstarfsemi bejarins.



»Tilgangur félagsins er einnig ad efla
umraedu um myndlist og auka pekkingu

og freedslu um myndlist.”
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Frd samsyningunni Hofudverk eftir samnefndan syningarhop

Félagid rekur syningarsal i Listagilinu,
slagaed listasenu Akureyrar. Salurinn 4 sér
mikla ségu, par var adur til hdsa listrymid
Kompan og sidar Galleri Box.

Starfsemi félagsins snyst ad miklu leyti um
syningarhald i salnum en félagid er einnig
malsvari listamanna 4 svedinu, fundar
reglulega med Akureyrarstofu og vinnur ad
innlendu sem erlendu samstarfi auk pess ad
vera tengilidur félagsmanna { SIM. Tilgang-
ur félagsins er einnig ad efla umredu um
myndlist og auka pekkingu og fredslu

um myndlist.

Nyleg syningarnefnd mun styra neesta
syningarari til skiptis vid syningar medlima
félagsins. Ahersla verdur 16gd 4 rymisinn-
setningar og umbreytingar 4 pvi. Vid
teljum ad pad sé mikilveegt ad efla enn
frekar samstarf og samskipti vid listafolk

af 6llum toga, hvar sem er 4 landinu. Hér 4
sveedinu erum vid heppin ad vera { nalaegd

vi® Verksmidjuna 4 Hjalteyri, Listhusid 4

Olafsfirdi og Safnasafnid 4 Svalbardsstrénd.

Mikilveegt er ad efla samstarf og samskipti
vid pessa 6flugu syningastadi sem hafa
verid leidandi { samstarfi vid erlenda sem
og innlenda listamenn.

Stjérn félagsins hittist { hverjum manudi
og reedir pau verkefni sem eru framundan
asamt pvi ad taka 4 hinum ymsu malum
sem varda hid fjolbreytta menningarlif {
Listagilinu. Félagafundir eru einnig haldnir
manadarlega par sem stjérn bydur upp a
umraedur vardandi storf stjornarinnar, fer
abendingar um pad sem betur ma fara og
fleira. Mikilvaegt er ad allir hafi rodd og ad
félagsmenn hafi gott og audvelt adgengi ad
stjorn.

Eitt af markmidum nyrrar stjérnar er ad
beta synileika félagsins og starfsemi pess
utavid, halda uti 6flugri heimasidu dsamt
betri vidveru a4 samfélagsmidlum.
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Skaftfell

Ljésmynd Paula Prats

Tinna Guomundsdottir
forstodumadur Skaftfells

Tilurd Skaftfells md rekja til drsins 1996 pegar dhugamanna-
hépur um menningu og listir, oftast nefndur Skaftfellshépur-
inn, fékk hus ad Austurvegi 42 d Seydisfirdi ad gjof frd hjon-
unum Kardlinu Porsteinsdottur og Gardari Eymundssyni. Vid
tok gridarlegt uppbyggingarstarf og midstédin hefur i dranna
rds hlotid fjarstudning fra kaupstadnum og hinu opinbera.

Starfsemin er tileinkud midlun, vidgangi

og frampréun myndlistar 4 Austurlandi. Peim
skyldum er framfylgt med syningarhaldi, rekstri
gestavinnustofa og fraedslustarfi. Midst60din hefur
einnig umsjén med Geirahisi, par sem alpydu-
listamadurinn Asgeir Jén Emilsson (1931-1999)
bjo til daudadags.

Stjorn Skaftfells hefur sidan 2009 tilnefnt list-
reenan heidursstjornanda til tveggja ara i senn. Sa
adili hefur pad hlutverk ad mota stefnu midstod-
varinnar i syningarhaldi, sem og fradslu og 6drum
verkefnum. Fyrstur { r60inni var Bjorn Roth, pa
Christoph Biichel og i kjolfarid Radhildur Inga-
dottir. Skoski syningarstjérinn og rithéfundur-
inn Gavin Morrison sinnir pessari stodu fyrir
arin 2014-2015.



Kjarni starfseminnar er syningarhald i 155 fm syningar-
salnum 4 annarri had. Til synis er samtimalist { bland
vid hefdbundnari syningar, ymist eftir innlenda eda
erlenda listamenn af 6llum steerdum og gerdum. Sam-
starf vid Dieter Roth Akademiuna og Listahaskéla
Islands hefur verid mjog farselt. Fra drinu 2001 hefur
farid fram arleg vinnustofa fyrir utskriftarnema LHI
sem lykur med syningu par sem nemendur fa badi
faglega og verklega adstod vid ad atfera hugmyndir
sinar.

Fredsluhlutverkinu er sinnt med pvi ad halda lista-
mannaspjall, fyrirlestra, namskeid, opnar vinnu-
stofur, reka sérbdkasafn og framleida freedsluverkefni
sem Skaftfell héf markvisst ad proa arid 2007.
Freedsluverkefnin eru snidin ad porfum grunnskoélanna
a Austurlandi sem eru alls 14 og margir mjog litlir.
Markmidid er ad auka lifsgaedi og vikka heimsmynd
barna 4 Austurlandi med pvi ad kynna fyrir peim
tjaningu, gagnryna hugsun og pa samfélagsryni sem
byr ad baki samtimalistum.

Voxtur gestavinnustofustarfsemi Skaftfells hefur verio
mikill undanfarin dr en fyrir arid 2014 barust teplega
200 umsoknir. Tilgangur starfseminnar er ad stydja
vid skopunarferli listamanna og veita peim rymi og
tima til ad vinna ad eigin listskdpun. Listamennirnir
styra sjalfir ferlinu og 4 medan a dvol peirra stend-
ur bydst peim studningur og radgjof fra starfsfolki.
Gestalistamenn taka patt i starfsemi Skaftfells ad

T

Fredakistill Skaftfells, Mynd Pérunn Eymundardottir.

Frd syningunni: Trarappa drid 2013, nemendur Listahdskédla
Islands og Dieter Roth Akademiunnar.

miklu leyti, med listamannaspjalli, syningarhaldi,
kennslu og fleira og eru liflina midstédvarinnar vid
alpjodlega listheiminn.

Undanfarid hafa um 25-30 alpjédlegir listamenn dval-
i0 arlega undir verndarveeng Skaftfells i 1- 6 manudi
i senn. Toluvert er um ad gestalistamennirnir verdi
fastagestir, komi reglulega til Seydisfjardar og kaupi
jafnvel htiisneedi i beenum.

Skaftfell hefur fengid styrk frda Norreenu menningar-
gattinni til ad bjéda listamonnum dvalar- og ferda-
styrk. Einnig hefur myndast samstarf vid Goethe-
Institut um ad bjéda pyskum listaménnum. I gegnum
rekstur gestavinnustofa hafa opnast ymis teekifeeri til
patttoku i alpjédlegum verkefnum. Um pessar mundir
tekur Skaftfell patt { fjorum mismunandi verkefnum:
Frontiers in Retreat, Climbing Invisible Structures,
Frontiers of Solitude og Artists as Institutional Ex-
change. 1 tengslum vid pessi verkefni gefst erlendum
listaménnum taekifeeri til ad dvelja i Skaftfelli og islensk-
ir listamenn geta farid erlendis. Ennfremur eiga sér
stad syningar, malstofur, utgafur ofl.

A undanférnum 4ratugum hefur gestavinnustofum
fjolgad um allan heim i 6llum listgreinum. Listamenn
seekja mikid i ad ferdast og verda fyrir innbleestri i nyju
umhverfi auk pess sem stadirnir sjalfir vilja bjoda lista-
monnum til dvalar til ad kynnast stadbundinni nattaru
og menningu. Mikid hefur verid skrifad um freedi-
legar forsendur gestavinnustofa og pvi hefur jafnframt
verid haldid fram ad i listheiminum, sem sifellt hallast
i att ad markadshyggju, séu gestavinnustofur eitt af fau
»fjalsu sveedunum® par sem listamenn fa svigrum til
tilraunamennsku sem er naudsynlegt til ad studla ad
frampréun fagsins.
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Bjorg Stefansdottir
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»Pad var talid hvetjandi fyrir islenska
myndlistarsenu og listamenn ad hugsa i sterra
samhengi og ad pannig yrou til fleiri steerri
verkefni en dour sem myndu komast d adra

syningarstadi pott pau feru ekki til Feneyja.”

Kynningarmidstod islenskrar myndlistar var stofnud
arid 2005 og hefur pad verid 4 hennar

abyrgd ad standa fyrir vali listamanns til ad koma
fram fyrir hond Islands & alpj6dlegri myndlistar-
syningu Feneyjatvieringsins i islenska skalanum.

Formlegt bod um pétttéku Islands i pjodar-
skélasyningu Feneyjatvieeringsins berst annad hvert
ar til mennta- og menningarmalardaduneytisins
sem hefur gert samning vid KIM um ad taka ad sér
og bera 4byrgd 4 verkefninu. I pvi felst einnig val 4
listamanninum og er pad algjorlega { hondum
midstodvarinnar ad dkveda hvernig pad val fer
fram.

Adur en midstddin var stofnud skipadi mennta-
og menningarmalardadherra  priggja manna
myndlistarnefnd sem var rdaduneytinu til radlegg-
ingar um val & listamanni. Forst6dumadur Lista-
safns Islands var lengst af formadur nefndarinnar
en pad var b6 ekki algilt. Pegar KIM var stofnud
feerdust verkefni myndlistarnefndar undir verkefni
midstddvarinnar. Samkvemt stofnskra KIM er pad
fagrad midstdodvarinnar sem ber abyrgd 4 vali
listamanns dsamt tveimur utanadkomandi gestum
fagrads. I fagradinu sitja: framkvaemdastjéri KIM,
annar tveggja fulltria SIM ur stjorn KIM og einn
ur stjorn KIM skv. dkvordun stjornar. Hefd hefur
myndast fyrir pvi ad sa adili sé fulltrii safnanna
sem standa ad baki KIM. Gestir fagrads eru starf-
andi fagadilar innan myndlistarsenunnar. Fra 2007
til 2009 hélt KIM afram svipudu fyrirkomulagi og
myndlistarnefnd hafdi unnid eftir, p.e. ad fagrad
KIM 4samt tveimur gestum komu saman 4 fundi
par sem akvedid var hvada listamadur feri utan.
Var svo haft samrad vid listamanninn um pad med
hvada syningarstjéra veeri unnid.

Ekki var alltaf satt um pessa adferd og var einkum
deilt 4 ad ferlid veerilokad og ad pad skorti gagnseei.
Petta var medal annars reaett opinberlega 4 malpingi
eftir syningu Ragnars Kjartanssonar arid 2009. A
pessu malpingi komu upp ymsar hugmyndir um
pad hvernig veeri haegt ad opna ferlid og var par
vidrud hugmyndin um ad ,kalla eftir tillogum”
eins og er gert hja mérgum pjédum.

Pegar stjorn KIM akvad ad fara ut i pessa breyt-
ingu fyrir pattttokuna 2015 voru ymsar adferdir
skodadar og akvedid ad fara pa leid ad kalla eftir
tillogum sem fagrad og tveir gestir teekju afstodu
til. Fagrad askildi sér jafnframt rétt til ad hafna
Ollum tillogum. Med pessu var stigid skref i pa
att ad gera ferlid gagnsarra og hleypa fleirum ad
bordinu. Hér var listaménnum, syningarstjérum,
sofnum og listamannareknum syningarrymum eda
félogum i raun i fyrsta skipti gefinn kostur & pvi
ad senda inn tillogur og var talid ad med pvi ad
opna ferlid a4 pennan hatt gaetu komist til umresedu
verkefni sem annars hefdu ekki moguleika a pvi
ad vera tekin til syningar. Pad var talid hvetjan-
di fyrir islenska myndlistarsenu og listamenn ad
hugsa i steerra samhengi og ad pannig yrou til fleiri
steerri verkefni en 4dur sem myndu komast 4 adra
syningarstadi pott pau feeru ekki til Feneyja.

Addragandi breytingarinnar var langur. Tilkynnt
var um nytt ferli vorid 2013, frestur til ad skila inn
tillogum var til 1. september pad sama ar og barust
alls 14 tillogur. Margt er haegt ad endurskoda vard-
andi petta ferli, alltaf er haegt ad gera betur og
dyrmeett ad leera af reynslunni. Na i agust verdur
pvi stofnadur vinnuhépur sem mun meta hvernig
til hefur tekist og gera tilldgur um framhaldid. Pad
veeri pversogn ad segja ad samtimamyndlist standi
i stad. bvi er videigandi ad valferlid sé endurmetid
hverju sinni, breytt og baett og horft til framtidar.

Vdvils

GlOC 191l ¢ you

29



STARA

no.4 2.TBL 2015

30

~ Minningarbrot ~

-eneyjar

Helgi Porgils Fridjonsson

bad var dlikt pvi, sem er nu, ad fara til Feneyja d peim
tima sem ég for. bad var litill eda enginn peningur, og ég

fékk ekki a0 sja skdlann fyrr en vid komum pangad.

Vid Gunnar Kvaran komum pangad viku fyrir
opnunina, og ég var par i fyrsta skipti. bPa var
allt 4 rui og stdi i skalanum og vid purftum
ad byrja 4 pvi ad bera ut dot fra syningunni a
undan, medal annars bunka af syningarskram
fra Gunnari Erni Gunnarssyni, sem var a
Biennalnum 4 undan mér. I raun vissi ég ekki ad

ég feeri 4 Biennalinn fyrr en premur manudum
fyrir syningu. Pad hafdi verid baratta i nefnd-
inni ad mér skildist og hun ekki sammala um
pad hver etti ad fara. Pad var drifid { ad prenta
einbl6dung, eda eins og Gunnar Kvaran sagdi,
pa veeru staflar af békum til einskis, eftir syn-
ingu, og pvi éparfa peningaeydsla ad prenta bok.



~Par var alltaf mikido um ad vera og mikill fjoldi
hjalparkokka og kvikmyndatékufdlk var par eins
og um Hollywood atburd veeri ad reda. Personu-
lega trufladi pad mig ekki og pad voru margir adrir

skdlar med sama rélega yfirbragdinu og vid."

Petta var sem sagt praktiska hlidin 4 mélinu.
Eg kunni 4geetlega vid Alvar Aalto skalann,
sem var vel stadsettur 4 midjum vettvangi
syningarinnar. Vid Gunnar Kvaran vorum einir
vid uppsetningu syningarinnar. Mér syndist
nokkud ésamremi med okkur og nagranna-
skalunum. Par var alltaf mikid um ad vera
og mikill fjoldi hjalparkokka og kvikmynda-
tokufolk var par eins og um Hollywood atburd
veeri ad rada. Persénulega trufladi pad mig
ekki og bad voru margir adrir skdlar med sama
rolega yfirbragdinu og vio.

Fraegustu listtimaritin voru komin ut fyrir
opnun, og par voru tilbunar greinar um lista-
menn stéru landanna. A pessum tima bar mikid
a Jeff Koons, sem var med freega myndasyrpu
par sem hann var i astar- og samfarastellingum
med itélsku pingkonunni og pornéstjornunni
Cicciolinu. Pannig lagad var betta ekki svo
6likt timaritum eins og Séd og Heyrt, frega
f6lkid og jammid.

Mynd og texti um mig var kominn i timaritid Domus.

Pad var svo sem ekki flokid ad setja upp syning-
una, sem ég var biinn ad vinna sem samraemda
heildarsyningu 4 malverkum, pvi Gunnar var
buinn ad segja ad hann vildi ad ég feri, og
veri ad vinna i pvi, nokkru adur en ég fékk
lokatilkynninguna svona stutt fyrir syningu.
Ramminn var einskonar upprunagardur, eda
paradisargardur, par sem ég notadi pjodsogur
og truar- og menningarségu sem grunn fyrir
einskonar frumgard. Tveer sterstu myndirn-
ar voru Sumar og Vetur, og attu ad vera eins-
konar jin og jang, par sem myrkrid leystist
upp { draumsynir, en dagurinn i imyndada
paradis. Pridja steersta myndin var sjalfsmynd
sem sigldi 4 sel 4 sjonum og lyfti hendi eins og
Kristur, malud { bldum teerum litum. Oll myndin

spegladist i sjalfri sér. A sjénum voru stokkv-
andi fiskar og fljugandi fuglar. Pessi mynd
birtist i nokkrum listtimaritum og fylgdi pa
texti um mig.

Eg fékk sjo einkasyningartilbod i New York,
London, Amsterdam, Haag, Malmo, Zurich og
Milané. Nokkrar samsyningar. En strax upp ur
1990 vard fjarmalakreppa, og hér um bil 611
pessi galleri 16gdu upp laupana eda drégu
mjog ur starfsemi sinni. Mig minnir ad
brjar einkasyningar hafi stadid eftir, og list-
markadurinn var i sarum.

Allt var b6 til ad gera mjog gott fyrir mig, og
pad sem pé st6d var bolti sem hélt svo afram
ad rulla.

Eg fékk ageeta umfjdllun, { listtimaritum, ut-
varpi og sjonvarpi, og stundum var ég kalladur
sérvitringur fra Islandi, sem mér fannst mjog gott.

Mér fannst svolitid skritid pegar ég var ad
tala um syninguna { skdlanum i heild og svo
mina syningu, ad pad var eins og jafnvel vinir
varu ekki dnaegdir ef madur sagdi fra pessu a
jakvaedan hatt, svo ég heetti pvi ad mestu mjog
fljotlega.

Eg tel pessa pétttoku Islands 4 Feneyjar-
biennalnum mjég mikilvega, og var ekki
aneegdur pegar ég heyrdi fyrst af utlendingi
fyrir okkar hond, sem synir par nu, petta er svo
einstakt teekifaeri fyrir okkar smaa og fataklega
framlag. Mér finnst p6 ad vid eigum ad standa
med okkar manni pegar hann er valinn. Eg
skrifadi litillega um pad i nyutkominni bdk
minni Menningarferd frd R. til N. Til Namibiu
og aftur til R, sem skyrir mal mitt.

Vdvils

GlOC 191l ¢ you

37



STARA

no.4 2.TBL 2015

32

Viltu auglysa?

hafou samband

auglysingar@sim.is

Vi01S YXTNSVYA

S——— :E:—"E

Midstdd fyrir raf- og stafraena list a islandi

Syningarrymi, gagnasafn og vettvangur
rannsékna

Center of Electronic and Digital Art in Iceland
Exhibitions, Archive and Research

Frikirkjuvegur 7, 101 Reykjavik
www.listasafn.is/deildir/vasulka-stofa/
Finndu okkur a / find us on: facebook,
twitter og Instagram

VASULKA
STOFA
—— o N (e -
VASULKA [Iflllﬂ LI)H’AFP ’L?‘NE” 0
CHAMBER

Ama Valedéttir

Arnar Umarsson

Ralduin Ringsted
Bergbor Morthens

Bjorg Eiriksdéttir

Lirikur Arnar Magnisson

Freryja Reyniscldittis

Gumundur Arman

Gudrin Pérsdéttir
Gunnhildur Helgadéttir
Heifidis Hélm

Hekla Bjort Helgaddttir
Helga Palina Brynjottsdattr
Joris Rademaker

Jéna HIif Halldérsdattir
Ingibjérg Gulmundsdéthir
Hlasngur Gunnarsson
Marina Rees

Ragnhcifur Pdrsdattir
Rannueiy Helgadilir

Rdza Signin Jénzddttir

Réza Jalivsdottir

Sam Rees

Stefdn Boulte:

Unnur Ottarsddttir

Victor Ucares

briva Silveiy, Bergsteinsdillin
biéra Sigurarddttir

Pérarinn Blondal

Bargunnur Oddsdéthr

Samsyning / Group exhibition
Haust [ Autumn
5t - 18, oktdber / August 20%  October 18% 2015

Ligtasafnid & Akureyn

Akunreryri At Museum

wwwlistok.es




h.‘-\.___‘___- ] = /& f\v
— CJ 4% /\/
‘ GALLERY GAMMA

HEFUR PAD AD MARKMIDI
AD KYNNA SAMTIMALIST
FYRIR ALMENNINGI OG
EFLA STARF LISTAMANNA

Gallery GAMMA

Gardastraeti 37 101 Reykjavik Simi 519 3300 info@gallerygamma.is Opid 13-17 virka daga

KAKTUS

SYNINGARRYMI
AKUREYRI

KAKTUSDIDSOMEART.COM

Vdvils

GlOC 191l ¢ you

33



Vol 4. issue 2. 2015

The Venice
Biennale

The Vencie Biennale

Erla Pérarinsddttir

Skaftfell

Tinna Gudmundsdottir

Listeria

Listeria

Jon Proppé

The selection of
lceland's coniribution
to the Venice Biennale

NS

The Selection of Icelands
Contribution to the
Venice Biennale

Bjorg Stefansdéttir

Art, Community
and Freedom of
Expression

s

Art, Community And
Freedom Of Expression

Hlynur Helgason

Memoirs

Helgi borgils Fridjonsson




SiM residency

Residency

Matthew Berka

/

The Studio

Member society

|

5o

E 4

The Studio

Eyglé Hardardéttir

slensko

The Visual art
Society

Klengur Gunnarsson

35



STARA

no.4 2.TBL 2015

36

The Venice
Biennale

Erla Thorarinsdottir
SIM & ICA board member

The first Venice Biennale was 1895. This year’s is the 56th.
Iceland first participated in 1960 when Asmundur Sveinsson
and Johannes Kjarval showed their works. Svavar Gudnason
and Porvaldur Skiilason were offered to exhibit in 1972 and
since 1976 Icelanders have participated. The Biennale is a well
known and important platform for visual art with participation
from all over the world — a platform for contemporary ideas
and creativity.



In 2013 The Icelandic Art Center, IAC, called
for ideas for an Icelandic project intended for
the Venice Biennale 2015. Artists who applied to
participate were required to list collaborators and
ideas about funding for the project. IAC’s coun-
cil of specialists deliberated the applications. A
concept by Christoph Biichel with his partner
Nina Magnusdottir as curator, was chosen which
in short entailed that Roma people would live
in the garden, the “Giardini” at the center of the
Biennial and stay there during the course of the
exhibition. The garden hosts pavilions from the
largest nations, mostly Western nations, as well
as being a historical site and is fragile as such.
The administrators of the Venice Biennale did
not think TAC's proposal was workable and it was
rejected. Apparently the IAC's council of special-
ist didn‘t anticipate that.

When this situation arose the council did not
reevaluate the already submitted ideas of other
artists but instead chose to ask Christoph Biichel
to submit another proposal, which was not
deemed workable either, and then yet another,
until the idea to install a mosque in Venice was
chosen for implementation.

There was no exhibition space and the process
of finding such a space proved complicated and
expensive. After a great deal of preparation and
search for a suitable accommodation the exhibit
Mosque opened in a deconsecrated church. After
two weeks The Mosque was closed by city officials
in Venice as various media has reported. In a way,
the limits of the Biennial were apparent and the
work Mosque marks the edge of those limitations.
Subsequently IAC filed an appeal to the authori-
ties of the city of Venice to reopen the Mosque. A
request to have a “fast-track” procedure was de-
nied. A regular court case takes at least a year, but
since the biennale closes next November, IAC has
withdrawn the appeal.

The Icelandic Art Center is run on public fund-
ing which in recent years has been so meager
that its resources have been limited. IAC has lit-
tle capacity for other projects beside the Venice
Biennale. IAC’s current transfer contract with the
ministry stipulates that 15% of the center’s work-
ing capital is earmarked for visual art grants. For
the past two years this provision has not been ful-

filled. According to the 2014 financial statement
the grants allocated to artists in 2013 were a little
over 2,8 million ISK or around 11% of the state’s
current transfer to IAC and in 2014 these grants
were just over 1,8 million ISK or roughly 8% of
the state’s current transfer to IAC. In its operat-
ing budget for this year the aim is to increase the
grants to 3.5 million ISK.

IAC must be financially able to competently in-
crease the visibility of Icelandic visual art in the
international field, where participation in the
Venice Biennale is a decisive factor. We must re-
evaluate the selection process for the next one in
2017. And we must be economically realistic. The
cost of participating in the Biennale is at least 50
million ISK, or twice as much as the funding for
it — similar to the production cost of staging one
play at the National Theater. Few artists have ac-
cess to that kind of money and probably none in
Iceland.

The prerequisite for the selection of the Icelan-
dic representative to the Venice Biennale 2015
was an open call, no set exhibition space and the
cost of the show only funded by half. Addition-
ally, IAC had the deficit of the Venice Biennale
2013 to deal with. These are not great precondi-
tions. IAC ’s wish that those artists who applied
to represent Iceland in the Venice Biennale speci-
fied collaborators and additional funding in their
application was a new one. Where was the money
supposed to come from? Abroad? From corpo-
rate sponsors? Wishes fulfilled ... ?

The best solution would be a ready access to an
exhibition- and presentation space in Venice. The
idea is that such a house could be utilized for par-
ticipation in other cultural events, like the Venice
Film Festival, the Architectural Biennale, dance-
and theater festivals — all the things we wish to
participate in as contributors to the world cul-
ture. Long-term rent of accommodation is easier
to organize and much more economical but it
calls for cooperation between artistic disciplines
and ministry departments, organization and al-
liance. Iceland is marginalized, both geographi-
cally and at the Biennale, but original creation
takes place in various forms of arts, which are of
interest, also internationally. Let’s work with that
as positive energy.

Vdvils

GlOC 191l ¢ you

37



STARA

no.4 2.TBL 2015

38

steria

— Unfinished museum in Seltjarnarnes

Jon Proppé

Finnbogi Pétursson, infra/supra, water, light, sinus waves and electricity. 2015. Photo RAX

On the western tip of Seltjarnarnes stands a big, unfin-
ished house. Close by is Nesstofa, a stone house built
around the middle of the 18th century to house the then
director general of public health.

The idea was for the new house to host a mu-
seum of medicine, but for various reasons this
did not happen and what remains is a large
and beautiful building, skillfully embedded
in the landscape. Inside, everything is unfin-
ished; the walls are just raw cement, there is
no water, heat or electricity. The house has
not been of much use with the exception of
a student exhibition mounted by the Icelan-
dic Academy of Arts, but recently the curators

Margrét Askelsdéttir and Klara Stephensen
were given permission to open up the space
and install an exhibition which includes the
works of five artists.

The exhibition is a simple one and the works
are allowed plenty of space in this big house.
Still, a fairly complex dialog takes place within
it, not least the dialog between visual art on
one hand, and the house and its surroundings



Svava Bjérnsdottir Solar Plexus, plaster and paper. 2015.
Photo Spessi

on the other. The architects must have realized the
importance of the environment since the west side
of the house has large windows displaying the na-
ture of Grétta and the view of Faxafldinn. Since it
is near impossible to compete with such a sight, the
exhibition instead works in tandem with both the
land and the sea.

The photographs of Ragnar Axelsson play a large
role here, showcasing daily life in the north of Ice-
land. On the floor is an old, worn rowboat, and a TV
screen showing Kristinn E. Hrafnsson rowing a sim-
ilar boat in and out of frame, has been placed in be-
tween the photographs. All of this is echoed by what
can be seen from the window, an Icelandic landscape
at the seaside. Kristinn has two other works in the
exhibition; a silkscreen print, and a small installa-
tion by the window where he has placed a chair with
a coat draped over the back. The work faces out and
is a humorous acknowledgement of the fact that na-
ture is the sixth artist in this exhibition.

Svava Bjornsdéttir on the other hand, engages in a
dialog with the house, placing small, yellow paper
sculptures on the wall so at first glance they look like
unconnected power sockets. Ivar Valgardsson exhib-
its an unusual watercolour; a strip of paper, 30 me-
ters long, which he has painted blue and scrunched
up into a giant ball, accompanied by a video where

he can be seen blowing ripples onto the surface
of coloured water. Indeed, water is the source of
yet another conversation in the exhibition where
last, but not least, we have Finnbogi Pétursson’s
work where he uses sound from three speakers to
cause ripples onto water which are then reflected
as dancing light on the wall. Finnbogi first exhib-
ited a similar work at the Living Art Museum in
1991 but has since developed it in various ways and
exhibited all over the world. The work is like an
ever-changing, mesmerizing painting — created by
sound, water and light — and a perfect contribution
to this reflective exhibition.

It is difficult to put up an exhibition in a house like
this, while competing with the view, but the cura-
tors and the five experienced artists have managed
to turn such a disadvantage into an advantage, thus
expanding the exhibition and the works so that
they come together in glorious harmony.

Kristinn E. Hrafnsson, “Place for a great view but little im-
agination (homage to K.G.)” Beech, mahony, stainless steel
and coat. 2001. Photo RAX
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Art, Community,
and Freedom of
—Xpression

— Christoph Biichel’s mosque-installation in Venice

Photos Hlynur Helgason

Hlynur Helgason - art historian

Christoph Biichel, a Swiss artist living in Iceland, has made an
installation for the Icelandic pavilion at the Venice Biennale,
transforming a deconsecrated church into a Muslim sanctuary,
a mosque. The work has been a cause for controversy, and it
came under heavy criticism and attacks before the opening.



Ten days after the opening, the municipal au-
thorities in Venice decided to close down the pa-
vilion, and from that time it has not been open
to the public. The Icelandic organizers of the pa-
vilion have criticized the reasons for the closure
and have repeatedly tried to find ways to open
the pavilion up again.

Biichel’s work at the Biennale is clear and sim-
ple in its conception. It is based on the mod-
ern tradition of assembly, where alien elements
are introduced into a more local situation in
order to create an emphatic effect. Its basis is
the transformation of a building that was obvi-
ously originally a catholic church into a Muslim
mosque. Biichel has done his research into the
prevailing traditions pertaining to the organiza-
tion of western mosques, something he follows
up extensively. The result is a mosque that is a
compelling supplement to the original church,
including the prayer carpets pointing towards
Mecca, the facilities for washing the hands and
feet before prayer, the office of the imam, a large
and bright chandelier made with hand-blown
glass, an educational area, and a shop where you
can buy religious merchandize. It even includes
a photograph of the president of Iceland, Olafur
Ragnar Grimsson, as the head of the state that
runs the mosque. All in all, the installation is
professionally made and credible as a mosque. It
makes for an interesting contrast with the origi-
nal building, one that represents the catholic
state of Venice. The attention to detail is admira-
ble and the piece as a whole is quite effective and
works well in relation to its artistic precedents.

Islamic culture and the Venice Biennale

In recent years there have been a number of cas-
es at the Venice Biennale where the organizers of
individual pavilions, exhibition curators, or the
local government have been accused of interfer-
ing with artists’ freedom of expression. This is
especially interesting when in most of these in-
cidents, the content or context of the works in
question has been connected to Islamic or Ara-
bic culture. The works involved are very diverse
and the situation relating to their supposed cen-
sorship. These precedents therefore function as

to provide insight into the possible reasons un-
derlying the closure of the Icelandic pavilion.

The German artist Gregor Schneider was invited
to participate in the main exhibition of the bi-
ennale in 2005, where he submitted a work that
was intended to be situated in the centre of the
St. Mark’s Square in Venice. It was to be a cubical
form, an aluminium frame covered with black
cloth. Its dimensions were to be roughly the same
as the Kaaba in Mecca, one of the holiest shrines
of the Muslim faith. According to Schneider, the
Venetian authorities did not give any official ex-
planation as to why permission was not granted
for placing the work on St. Mark’s Square. The
organizers of the Biennale and the city authori-
ties issued contradictory claims about the rea-
son for the denial. David Croff, the president of
the Biennale, originally said the authorities had
denied permission for security reasons. Later he
acknowledged, in an e-mail he sent Schneider,
that the decision had been politically motivated.
Alessandra Santerini, the official representative
for the Biennale at the time, announced official-
ly that the permission for the work had been de-
nied based on two premises, the first being that
it would have disrupted the view of the square
and the cathedral, the second being that the lo-
cal authorities were afraid of offending the Mus-
lim community in Venice.

In 2008, the Palestinian artist Emily Jacir pre-
pared a work for the first Palestinian pavilion
in Venice. The planned work was to supplement
the signs for the Vaporetto water bus stops on
line 1 in Venice with their names written in Ara-
bic characters. The public transport authorities
were enthusiastic about the installation of the
work, and even offered to participate in its in-
stallation. The curators also obtained official
support from the city officials for the undertak-
ing. Three months before the opening of the Bi-
ennale, when work had already commenced on
making the new signs, the authorities suddenly,
and without providing any explanation, decided
to retract their support. Unofficially they said
it was due to security concerns, after hostilities
had oscillated in Palestine.
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The events relating to the removal of the works
of Azeri artist Aidan Salakhova from the Azer-
baijan Pavilion in 2011 were quite dramatic, the
decision to remove the works taken just before
the opening of the exhibition. When the opening
started, the works were still present but had been
covered so that no one could see them. After the
opening, they were subsequently removed. The
two sculptures related to Islamic culture and reli-
gion in quite diverse ways. One was an image of a
veiled woman while the other depicted the Kaaba
in Mecca within a vulvular frame. The represent-
atives of the Azeri cultural ministry made the last
minute decision not to exhibit them. The reason
they gave was that the two works were “controver-
sial to the prestige of the country” The curators
of the exhibition, Chingiz Farzaliev from Azer-
baijan and Beral Madra from Turkey, criticized
the decision but to no avail. They later pointed
out that the administration of the Biennale and
the international community failed to support
them on this issue, the only one to support them
officially being the curator of the Italian pavil-
ion, Vittorio Sgarbi. Writing about the incident,
Madra claimed that the infringement of artists’
freedom of expression was gradually becoming a
very serious problem in the art world.

English artist Jeremy Deller produced a large in-
stallation in the British pavilion for the 2013 bien-
nale. Before installation of the work commenced,
he was approached by the British authorities and
asked to omit a part of the work, a poster and a
banner with the phrase “Prince Harry kills me”.
This section of the installation was a direct refer-
ence to the prince’s hunting of wild birds on his
estates in Britain, but an indirect one to his par-
ticipation in the war in Afghanistan. The reason
the authorities gave for their request was that the
publicity surrounding the critical aspect of the
work could be misunderstood and thus endanger
the security of British soldiers in Afghanistan.
Deller decided to leave the offensive material
at home and not include it in the installation in
Venice. He later announced that he thought the
work became stronger after the change.

Responses to The Mosque

These examples of political intervention decid-
ing how and if works are present at the Venice
Biennale demonstrate that the controversies sur-
rounding The Mosque are by no means an isolat-
ed incident. In light of this, it must be conceded
that it is quite an achievement that Biichel and
the organizers of the Icelandic pavilion were able
to finish the installation and get permission to
exhibit the work, even though the exhibition was
closed down after only ten days. While prepara-
tions for the exhibition were still on-going, it had
come under considerable attack. It was evident
that the Venetian authorities were not comfort-
able with its premise and subject matter. The
representatives of the Catholic Church thought
that converting a church, although de-sacralised,
into a mosque, was absolutely scandalous. Rep-
resentatives of local right-wing parties echoed
these attacks, while also criticizing the work for
exaggerating the antagonism towards the Muslim
population in the region. Left-wing radicals criti-
cized the work as well, claiming it put too much
emphasis on the religious aspect of the ever-oc-
curring class struggles. The work was, however,
organized in close co-operation with the Muslim
community of the Venetian area, who support-
ed the installation whole-heartedly in the days
leading up to its opening. They were very happy
with the way the work managed to accentuate the
plight of the Muslim community in the Venice
area, focusing on the lack of religious facilities
for the community in the city proper.

After the opening of the pavilion, it attracted
quite a lot of attention which was positive for the
most part. Others were sceptical of the project as
a whole, such as Hrag Vartanian who runs the
critical (and often negative) Hyperallergic web-
site. He considered the work to be an unsuitable
intrusion into a community where the situation
of the Muslim community was in general not
problematic. He also thought it inappropriate for
a Swiss artist living in Iceland to think he could
get productively involved in local Venetian com-
munity politics, especially as the Icelandic situ-
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ation of the Muslim community there was quite
antagonistic and problematic relating to local
prejudice. Anna Somers Cox, writing for The
Arts Newspaper, felt the work had in a general
way functioned so as to increase antagonism in
terms of relations between the Muslim and Chris-
tian communities, creating false hopes within the
community instead of facilitating discourse and
understanding. S.a.L.E. Docks, a radical Venetian
art collective agreed with her on that. According
to them the focus of the work — enhancing the
discrepancy between the situation of Muslims
and Christians in the Venice area — does nothing
to address the real pressing issues, like the com-
plicated position of the Kurds in the fight going
on in Iraq, Syria, and Turkey, not to mention the
economic issues in world ruled by global capi-
talist powers. In their opinion The Mosque, even
though it was by no means inconsequential, was
too superficial to affect the important issues.

After having been open for only ten days, the
Venetian authorities finally gave in to demands
to close The Mosque down. The reasons given
were formal and bureaucratic; on one hand they
claimed that the permit for the exhibition al-
lowed for art to be exhibited, but not for religious
congregations; the other was that the organizers
had repeatedly broken the limit for maximum
attendance, which only allowed for 90 people in
the building at any time. The Icelandic organiz-
ers contested the decision to close the pavilion.
They claimed that since the installation was a so-
cial art work, that would include religious activi-
ties performed within the premises of the work.
They also pointed out that although more than
100 people had attended the opening, that was
an exception they had a permit for, and that the
number of people present subsequently in the
pavilion never exceeded the permitted amount.
These objections were to no avail, and the au-
thorities would not allow the exhibition to open
anew. The Icelandic organizers then tried to file
an appeal for the re-opening of the pavilion to
the Venetian courts, but the courts dismissed
the appeal. At this moment in mid-August, the

Icelandic organizers are still attempting to find a
way to re-open the exhibition.

Leading up to the closure

Over the last decade we have seen that a num-
ber of projects that attempted to address issues
relating to Islamic culture in a critical manner
have not come to fruition. Before the opening of
the exhibition, it was obvious that the authori-
ties were under pressure not to allow the exhibi-
tion to proceed for fear of the possible reaction of
extremists, either from radical Islamists or from
extreme right-wing Italians. This pressure clearly
continued after the opening and one can deduce
from what was being published that pressure
groups continued to attack the exhibition, both
officially and covertly. This culminated ten days
after the opening, when the pavilion was closed
down.

It appears though that the opening of the exhibi-
tion was a success. Present were important rep-
resentatives of the Icelandic authorities and of
the Muslim community, both from the Venetian
area and from Iceland. A local catholic priest
also participated in the ceremony. It seems that
at the opening, diverse groups from the commu-
nity were united in celebrating the work together.
Art critic Julie Baumgardner describes the event
well in an editorial for the magazine Artsy. She
mentions that although Biichel did not speak for-
mally about the work at the opening, he did say
that now The Mosque had been inaugurated, his
involvement with the work was over and from
then on it would be in the hands of the Muslim
community.

In the following days, it is obvious that much
happened that has not been made public. From
the media coverage, it seems that the artist’s ges-
ture of withdrawing from the work and leaving
it to the community was rather problematic. The
representatives of the Catholic Church were not
happy with the fact that a former church was by
now functioning as a proper mosque. Demands



“The work is not intended to be situated in a public space,
as some of the aforementioned works, being an installation
within the enclosures of the Icelandic pavilion. That could
have influenced the decision when the authorities and the

organizers of the Biennale accepted the work originally”

that the work should be closed down “for secu-
rity reasons” were also prominent. As we have
seen, the Muslim community in Venice endorsed
the making of the work. It is also evident that in
the days after the opening, they were put under
a lot of pressure behind the scenes. Finally, al-
though they continued to support the work, this
led to their decision to stop their direct partici-
pation with religious activities in mosque itself,
asking the Muslim community to respect the
decision and not pray in the building any more,
to “ensure positive relations in the community
as a whole and in order to calm the feelings of
the public” and “in order to prevent misunder-
standing and external pressure which, instead of
reinforcing discussion between religious groups,
pollutes them”.

Religious activities continued, however. Friday
May 15th, a week after the opening of the pavil-
ion, the local newspaper VeneziaToday published
an article about the noon ceremony that day, pre-
sided by the “Icelandic imam Ali” The headline
reads: “Prayer still happening in the mosque de-
spite the ban: ‘Politicians and fanatics, shut up,”
the journalist’s rephrasing of the imam’s speech.
The article is in general impartial, although it is
obvious that the journalist finds it strange that
external parties should be upholding ceremonies
in the mosque ignoring the requests of the leaders
of the Venetian Muslim community. The writer
also asks who these “fanatics” the imam referred
to are, whether he is referring to Islamic extrem-
ists or whether he considers the leaders of the
Venetian Muslim community as fanatics because
they have asked people not to participate in reli-
gious activities in the installation. A photograph
by Luigi Constantini published in The Telegraph
demonstrates that the ceremony on May 15th was
well attended, despite the requests of the Muslim

leaders. Judging by the picture, it is easy to count
at least 99 men kneeling for prayer. From previ-
ous ceremonies, we can estimate that between 10
and 15 women were also present, praying behind
a screen. We can also expect that other spectators
were present, although not in the central area. It
is therefore obvious that the number of people
present that day was quite a bit more than the 90
people that were allowed to be there at any time.

Censorship of art in Venice — relevant issues

When an artwork is based on social performativ-
ity, questions about censorship or limitations on
the freedom of expression can become very com-
plicated to address. It is evident that not allowing
the exhibition of a painting, photograph, film,
or sculpture is censorship working against the
artist’s freedom of expression. These are usually
works made by the artist himself and exhibited in
specialized art spaces.

Social art works function differently because
they are made to be involved directly as an in-
tervention in the social context. They are not
independent entities of expression, like tradi-
tional artworks, but are meant to be participat-
ed directly within a context that includes deci-
sions — and the freedom to decide — of many
others than the artist himself. An artist working
with social interaction therefore has to necessar-
ily forego a part of his freedom of expression in
order to accommodate for the freedom of expres-
sion of others involved. Furthermore, a social art
work is usually dependent on the active partici-
pation of the community. When a social artwork
has successfully been made and has reached the
intended stage of exhibition, this means that the
artist has been able to settle the conflicting inter-
ests relating to the work. If it does not reach that
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stage, one can deduce that the artist has been
unsuccessful in combining the different cul-
tural aspects and conflicts of the community
— therein lies its failure. Because of the com-
plicated factors involved in social practice art,
it is more difficult to define where and when
censorship occurs, when parts of the commu-
nity react in a violent manner and constrain
the artist’s freedom of expression, or when
the artist has simply failed in organizing the
necessary cultural components for the work
to function.

These difficulties in terms of freedom of
expression apply to all the aforementioned
works to a different degree. There is no doubt,
for example, when the works of Aidana Salak-
hova were first covered and then removed
from the Azeri pavilion, this was a serious
infringement of her freedom of expression.
The works had already been agreed upon in
the context of the exhibition as a whole when
some official decided that the works threat-
ened the “dignity” of the Azeri nation. That
is a clear example of violence and censorship.
Emily Jacir had worked systematically in or-
der to do everything she could so to make
her work, adding Arabic signage to the Va-

poretto stops in Venice, possible within the
city. Despite having received full permission
and support of all local authorities, she still
was not able to realize her work when the per-
mits were retracted. It is obvious that some
unknown political powers, acting behind
the scenes, were able to counteract the me-
ticulous work she and her co-organizers had
done in order to make the project possible.
The sudden change in the policy of the Vene-
tian authorities was totally at odds with the
preceding chain of events. This was therefore
an affront to the artist’s freedom of expres-
sion, undermining former policy without any
preceding democratic discussion.

The case is a bit more complicated in terms of
Gregor Schneider’s work, the black cube. He
was not able to do what he intended — to con-
vince the Venice city authorities that it would
be important to situate the work in the mid-
dle of St. Mark’s Square. Whether that failure
meant in an infringement of his freedom of
expression is, however, uncertain. After the
installation did not receive approval in Ven-
ice, Schneider made plans for a work based
on the same idea for an exhibition in Berlin.
That did not get approval either. Finally he



managed to make an installation involving a large
black cube for an exhibition in Hamburg. There,
however, the context of the work was quite differ-
ent and it was primarily put into the context of
modern art, as a reference to Rodchenko’s black
square. The connection to the Kaaba in Mecca
was therefore not emphasized any more.

It is not contested that in the case of Jeremy Del-
lerthere was political involvement with the con-
tent of his work. He chose to change the instal-
lation so we do not know what the consequences
would have been if he had not agreed to do this.
It complicates things that, in his opinion, the
change meant an improvement to the work. We
can speculate as to whether the change was nec-
essary in order for him to finish the installation
without further political involvement, presenting
the viewers with his socially critical vision, de-
spite the changes to the work. The national pavil-
ions in Venice have never been impartial and have
been, to different degrees, prone to involvement
by the national governments involved. When
critical artists participate, they have to accept
that their work, at least in part, fulfils a political
function. It is their responsibility to negotiate the
implementation so that it is in accordance with
their intended expression, but possible within the
political confines of the exhibition itself. The pro-
cess that Deller’s work went through is an exam-
ple of how far artists are willing to censure their
work themselves in order to get their main mes-
sage across. The changes made to Deller’s installa-
tion were made public, which is positive in terms
of democratic discourse. It also demonstrates that
politically motivated involvement with art at the
Biennale is not just limited to countries where hu-
man rights are not respected, as was the case with
Azerbaijan, but also occurs in the “democratic”
countries of Western Europe. This means we have
to listen carefully to Beral Madra’s message about
the constantly increasing infringement on the
rights of artists to expression.

The Mosque, freedom of expression, and social
art works

Biichel’s installation in Venice is an interesting
case of dealing with the freedom of expression in
social artworks. The work is not intended to be
situated in a public space, as some of the afore-
mentioned works, being an installation within the

enclosures of the Icelandic pavilion. That could
have influenced the decision when the authori-
ties and the organizers of the Biennale accepted
the work originally. In the same way that the re-
sponsibility for local management of the Azeri
pavilion was in hands of the Azeri authorities in
2011, without interventions by the Biennale itself,
we can imagine that the Icelandic organizers had
certain autonomy in terms of the organization of
the Icelandic pavilion. When, however, the artist
placed the responsibility for the running of The
Mosque into the hands of the Muslim religious
community in Venice, this could have changed
the work’s status for the authorities. This made
the possible influence of the Islamic community
in running The Mosque considerable, and opened
the focus of the work outside the pavilion. In this
way Biichel’s intention was fulfilled, to create
an installation that was both a work of art and a
functional mosque.

It is this added role of the art installation that
the authorities came to resent. They could accept
an art installation that was like a mosque; they
could not accept a work that was also a mosque.
We can assume the authorities had a hand in con-
vincing the Muslim community in the Venetian
area to withdraw from active participation in
The Mosque. If that had worked as planned, The
Mosque would have changed in status, from being
both artwork and mosque into being yet again a
work of art resembling a mosque. This happened
to an extent when the leaders of the Venetian
Muslim community withdrew from religious ac-
tivities in the mosque. Their intentions were to
return the work to the artist.

It was at this important stage that another com-
munity of religious Muslims decided to intervene.
Instead of respecting the decisions of the Vene-
tian Muslim community, the Icelanders organ-
ized the congregation that occurred Friday May
15. According to news about the event, no restric-
tions were put on the number of people attending.
The speech of the Icelandic imam seems also to
have been quite provocative in the context of the
sensitive situation. It seems that this event, when
foreigners decided to take over the mosque after
the Venetians had withdrawn, was the final straw.
If the authorities were waiting for an opportune
moment to close down the exhibition this event
certainly provided it.
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To conclude

Socially interactive works of art, such as Chris-
toph Biichel’s The Mosque present complicated
issues. They are simultaneously an expression
of the artist and an intervention into their so-
cial situation. This makes it difficult to deter-
mine when unnecessary restrictions are put
on the artists’ right to express themselves, or
whether authorities are merely enforcing so-
cially necessary constraints. It was difficult for
the Venetian authorities to accept Biichel’s idea.
By granting the permission the authorities re-
spected the artist’s right to express himself and
the work came into being. After the inaugura-
tion of the pavilion, the religious Muslim com-
munity in Venice accepted responsibility for
running the work as a mosque. This supple-
mentary aspect of the work is, however, sub-
ject to regulations on religious institutions. At
the same time, there are regulations intended
to protect the citizens by limiting the number
of people allowed to be present in buildings.
The artist does not have the right to unilater-
ally ignore these regulations, although he can
attempt to get exceptions from them.

In the end we can claim that Christoph Biichel
managed to fulfil a part of his intentions. He
did make a work of art by changing a church
into a mosque. He also managed to get permis-
sion to open this mosque to the public. The
work was an effective intervention within the
building, demonstrating the many affinities
between Christian and Islamic traditions. By
itself, The Mosque was a powerful symbolic

work of art, dealing with the possibilities of
communication traversing religious beliefs
and cultural differences.

The latter part of his plan failed, however.
He did not manage to get the permission of
the Venetian authorities to run a functional
mosque in the installation. When that activity
continued without permission, the authorities
closed the pavilion to the public. The train of
events suggests that Biichel would not accept
a compromise to keep the installation open to
the public without religious activity. When the
Muslim community in Venice withdrew from
the practice, it seems other means were sought
to continue religious activities, this leading to
more people attending the installation than
were allowed. Because of these infringements,
it is not possible to ascertain that the closing
of the pavilion was an infringement of Biichel’s
freedom of expression. All we can claim is that
this involved a failure on Biichel’s part in get-
ting the necessary permissions.

If it comes to light that Biichel was prepared to
keep the pavilion open without religious activ-
ity taking place, which is the compromise sug-
gested by the leaders of the Muslim commu-
nity in Venice, then the activities of Venetian
authorities could clearly be seen as an attack
on his freedom of expression, by preventing
the access of the public to an interesting work
of art.
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IM residency

~Matthew Berka~

HMVS, Super 8mm, 6 mins, 2015

Matthew Berka is an Australian artist who recently
stayed at the SIM residency. In his works Matthew uses
audio and visual techniques to explore the relationship
between space and the psyche. Matthew studied fine art
at RMIT in Melbourne Australia.



Is this the first time you have done a residency?
No, not exactly. I did a week long residency in
Melbourne where I stayed at a curator’s house for
a week and was restricted to making an installa-
tion in situ within a week. More info on the pro-
ject can be found here: http://www.myhouseis-
toosmallproject.com/

Why Iceland?

It mostly has to do with the primary and on-go-
ing concerns in my work, being the relationship
between place and psyche. To me Iceland was al-
luring, but I think it’s also equal parts deceptive
and elusive. It exists as a kind of microcosm that
suggests it can be appropriated by outsiders, but I
think it somehow remains concealed to our wants
and desires.

Where did you first hear about the SIM residency?
I think through research, on the internet of course.

Where is the energy in Iceland?

It’s kind of everywhere, right? The energy resourc-
es are palpably visible on the surface of the land-
scape here; hot springs gurgle and billow smoke
across the landscape, water propels into sky, vol-
canic activity is always looming tensely beneath
the surface of the earth. For me, my experience
of Iceland has been one where I've come to slowly
realize that it endlessly interlocks, the more time
I spend exploring it, the more I become aware of
these cycles of energy and formation.

What are you working on at the SIM Residency?
Before and since my arrival in Iceland, I've been
working on a long-form moving image piece that
I've been amassing material for. One of its main
stems is a cassette tape recording I found in a
family archive. It consists of speech exhortations
recorded at a Christadelphian (a small sect of
Christianity formed in the 19th century, meaning
‘Brethren of Christ’) meeting in the early ‘90s in
Australia. What interested me about this record-
ing was the existential candour, where the male
speaker refers to his own personal & collective
doubt about “living in the end times”. At the time,
large portions of the sect were leaving the faith
because of disputes, or being excommunicated by
main proponents of the group.

The exhort centres around a single ideological
postulation - “life is not a rehearsal” This has be-
come a sort of departure point for my film, which
is a collage of this text paired with aspects bor-
rowed from Dylan Thomas’ short story The
Enemies, fragments of a diary from the 1850s
written by a distant Jamaican relative arriving in
Australia, footage of various environments that
reflect these texts and portraits that I've semi-
constructed for the camera. My stay in Iceland has
revolved around amassing a huge amount of sonic
and visual material that I've been adding to the
overall tapestry of the piece.

While in Iceland, I've been looking to capture as-
pects of the landscape that display some kind of
change or degradation through flows of energy. It’s
been kind of a chaotic process, but if I had to char-
acterize it I'd say it’s a kind of a pre-apocalyptic
film about the end times that started with that re-
cording and continues to evolve, shift and change.
For better or worse, it’s hard to tell just yet.

I also made a short film using a black and white
super 8 camera as a separate and distinct work. A
single camera position, filmed at an inland lake in
situ for over 7 hours. That piece was essentially a
study in scrambling notions of the fluid time-lapse
film by deliberately making it in a discontinuous
and nonlinear way, hence “broken time-lapse”

Do you feel that the residency and/or Iceland have
affected your work?

A lot of my energy has been directed to the source
of the landscape itself. I do half my work outside
of the studio and I find it important to uphold that
relationship as much as possible. I'm not working
with a script or with many premeditated direc-
tives, so in a way the work is completely contin-
gent upon the landscape. However, I have certain
psychological notions which are always mentally
present, so I'm not really proposing to be neutral
in my process, as if ’'m attempting to objectively
record the place or something. 'm very much en-
tering these places primed with personal notions
but at the same time these notions are unstable. It’s
a very precarious process; it could collapse at any
time really.
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During your stay in Iceland, did you see any exhibitions
which affected you?

The Vasulka Chamber at the National Gallery of
Iceland was great. I love the kind of haphazardness
that came out of their early experiments with video
in the 1970s/°80s. There’s a kind of mix between the
formal experiment and the instability of the image/
sound that I find exciting.

During your stay, have you made any new connections
which you might benefit from?

Yeah, with all the other artists who are doing the resi-
dency. It has been great to become familiar with a
range of different practices and to be able to spend
time sharing this place together.

Was there anything about the Icelandic art scene that
surprised you?

I feel like I haven’t learnt as much about it during my
stay as I could have. I attended a few openings and ex-
hibitions, but I was very much involved with my own
work. I was surprised by the tradition of narrative and
storytelling within Icelandic culture. The relation-
ship between the landscape and the Icelandic national
character is very intriguing to me.




Life is not a rehearsal, HD video, 2015
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The Studio

Eygléo Hardardottir

Stidavogur 3

“.building something which is created in conversation
with the materials and through experimentation.”

Education/background

After studying at the Icelandic College of
Art and Crafts, I continued studying for
three years at the AKI-Akademie voor
Beeldende Kunt in Enschede in the Nether-
lands, finishing in 1990. In 2014, I finished
an M.A. degree with the Department of Art
Education at the Iceland Academy of Art
with a thesis titled Works of art develop a

three-dimensional approach to colour stud-
ies. In the research, I examined how my
own creation and art can give an indica-
tion about three-dimensional colour stud-
ies. From time to time, I have worked as a
part-time teacher at the Reykjavik School
of Visual Art, and the visual art department
of the Iceland Academy of Art.



How do you use your studio?

My studio is my sanctuary, a timeless place free
from stimulation outside of visual art. It is like
an extension of my thought and body. It is my
playing field and where I can visualize how to
proceed without actually being there. The studio
is a construction zone and is quickly filled with
materials and tools.

What projects are on the horizon?

There are several projects this year. In October
I'll be opening three exhibitions. These are all
different projects and their context is divergent.
For a private exhibition in Harbinger, I have been
experimenting with colour, materials and meth-
ods, and examining expansionary potential of
forms and mediums in a broad sense. The dual
exhibition in Skaftafell with Eyborg Gudmunds-
dottir is developing i.e. in conversation with cu-
rators and with art history with relation to Ey-
borg’s geometric works. The group exhibition in
Arnes Art Museum is a rendezvous with three
other contemporary artists who work with paper.
In parallel with this, I'm also working on a book
art, where I consider the exhibition space in a
broad sense, both in terms of audience participa-
tion and distribution of art work.

How important is it for you to have a studio?

My studio is a necessary fixed point. My work is
basically studio work and I spend a lot of time in
the studio thinking or building something, which
is created in conversation with the materials and
through experimentation. Since I finished my
studies, I have almost always had a studio and
have spent time at guest studios, e.g. in Finland,
The Czech Republic, Estonia and Turkey. It is im-
portant to me to experience buildings and dif-
ferent spaces, especially when I've had extremely
small studios here at home. Then it is good to
expand the scale, e.g. by visiting guest studios.

Give us a short description of your studio

My studio is 47 m2, big, bright, with eastern light,
high ceilings and a view. It’s a good space that in-
fluences the work; it is possible to move objects
around and gain perspective.

What is your objective/ goal?

There is no end point, but I think it is necessary
to be surprised and excited about whatever you're
tackling, that it thereby grows and becomes func-
tional. When a work is finished, losing interest in
it comes as a relief and it just exists. If not, it will
continue to bother you.

Where do you get your inspiration?

What stimulates me most often is cultural phe-
nomena, e.g. construction methods, definitions
and conceptual backgrounds. Inspiration comes
through the process, the practice of art itself.

In a perfect world art would be... assigned a lot
of time and space. It has unbelievable power.

Motto
Endless curiosity.

Influences

I suppose they are mostly connected to the senses,
or some basic component of them, e.g. propor-
tions and form in music and structures, sound,
light, colour, materials and daily life. The points
of view in movies and in the works of other art-
ists give a lot of energy.

What is SIM to you?

An important, interesting society. The newest
campaign, “We pay artists,” and the basis for
discussion in relation to it is an example of the
mapping and gaining perspective over the field
of work of visual artists and the pressure a society
can create around certain interests. Additionally,
SIM has an important influence on how boards
of specialists concerning visual art are appointed
and is, for us visual artists, an important social
phenomenon.

Why did you become a member of SIM?

SIM, the Living Art Museum, and later, the Rey-
kjavik Sculpture Association, were associations I
felt important to connect with because they all
reflect different aspects of my field of work.

What are the benefits of being a member of SIM?
SIM provides, among other things, information
services and is transparent in a way that allows
you to partake in discussions if you choose to. A
tangible benefit for me has to do with my work-
ing environment, e.g. my studio. In addition to
this, I have received a travel grant from the
Muggur fund.
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»Painting for pillar“2013.



“A painting for Skardsst63”, 2014. Photo: Anna Hallin
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Member society

The Visual Artists Society

Verk eftir Hrafnhildi Yr Denke og Astu Bdru Pétursdéttur, frd syningunni Héfudverk

Klengur Gunnarsson
chairman

The Visual Artists Society has operated in Akureyri since
early 2008. Since its inception, the society has worked
at improving the working environment for artists in the
Eyjafjorour area while setting the goal to be a leading
force in the town’s culture.



The society runs a gallery in Listagil, at the heart
of the Akureyri art scene. The gallery has a long
history and used to house the art space Kompan,
and later, Gallery Box.

The society’s work largely centres on the exhibi-
tions in the gallery, but it also serves as an
advocate for the artists in area. It meets regularly
with the cultural committee Akureyrarstofa,
and is involved in domestic and foreign collabo-
rations as well as being a contact for the members
of SIM. The purpose of the society is also to pro-
mote discussions about visual art and increase
knowledge and education of it.

A recently formed exhibition committee will
manage the exhibition year, alternating with
members of the society. An emphasis will be
placed on installations in the space and its trans-
formations. We think it is very important to
promote even further collaboration and contact
with every type of artist, all over the country. We

Arna Valsdéttir & Bjork Viggésdottir Leit 2015

are lucky to be close to the Factory in Hjalteyri,
Listhus in Olafsfjérdur and The Icelandic Folk
and Outsider Art Museum in Svalbardsstrond.
It is important to promote collaboration and con-
tact with these dynamic exhibition spaces, which
have been prominent in their collaboration with
foreign as well as domestic artists.

The society’s board meets each month to discuss
the projects on the horizon, as well as tackling
the various issues concerning the diverse cultural
life in Listagil. Members” meetings are also held
once a month where the board encourages dis-
cussion on its work while receiving suggestions
about improvements, etc. It is important that
everyone has a voice and that members have a
good, easy access to the board.

One of the goals of the new board is to improve
the society’s visibility and its external work,
while running a powerful website and increasing
its presence on social media.
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Skaftfell

Tinna Guomundsdottir

From exhibition Fancy-Cake in the Sun, selected print works by Dieter Roth, 2013. Photo Paula Prats

The origin of Skaftfell can be traced to 1996 when a group
of art enthusiasts from Seydisfjorour. a small town locat-
ed in the east of Iceland, received a house called “Skaft-
fell” at Austurvegur 42 as a gift from Kardlina Porstein-
sdottir and Gardar Eymundsson.

Development at the house took many years,
and throughout this time the centre received
funding from both the local municipality and
the state government.

The centre has the essential role of present-
ing, discussing, and encouraging the develop-
ment of contemporary art. Its activities are
based upon exhibitions and events, alongside
an international residency and education pro-

grammes. Skaftfell is also the guardian of a
minuscule house previously owned by a local
naive artist Asgeir Emilsson (1931-1999).

The board of Skaftfell has, since 2009, app-
ointed an honorary artistic director for a two
year period. The role of the honorary artistic
director is to formulate the artistic vision for
the exhibition program, as well as other pro-
jects. Bjorn Roth was the first to accept this



Bokabudin - verkefnarymi

The Bookshop - Projectspace

Photo Paula Prats

position in 2009, followed by Christoph Biichel
and R4dhildur Ingadéttir. The Scottish curator
and writer Gavin Morrison is currently hold-
ing the position for 2014-2015.

The core of Skaftfell’s operation is the exhibi-
tion program in the 155m2 gallery space on
the second floor. The focus of the space is on a
high quality mix of progressive contemporary
and traditional art, either by domestic or in-
ternational artists. An on-going collaboration
with the Dieter Roth Academy and the Ice-
land Academy of the Arts has been very fruit-
ful. Since 2001, an annual workshop has taken
place at Skaftfell for the graduating class from
the Art Academy. The workshop concludes
with an exhibition where students receive both
professional and practical assistance to realise
their artwork.

Since 2007, the educational role of the cen-
tre has been upheld with artist talks, lectures,
workshops, open studios, a specialized small
library, and by producing educational projects.
These pedagogic projects are tailor-made for
the students in East Iceland’s primary schools,
of which there are 14 in total, each with small
class sizes. The mission of these projects is to
improve the quality of life and enhance the
worldview of the children by introducing to
them the conversations, critical thinking and
social criticism that can be found in contem-
porary art.

The international residency programme for
artists and scholars at Skaftfell has developed
and expanded significantly for the past years
with the centre receiving around 200 applica-
tions for the 2014 residency. The aim of the
programme is to support the artistic process
and provide artists with space and time to cre-
ate. The programme is self-directed, with the
possibility of support from the staff at Skaftfell,
who can assist artists in pursuing and realizing
their artistic research and practice. The pro-
gramme offers an opportunity for a dialogue
between the other selected international art-
ists, as well as with the local artists community
by hosting weekly coffee meetings with the art-
ists-in-residence, artist talks, and exhibitions.

For the past year, 25-30 international artists
have participated in the programme for a 1-6
month period. It has become quite common
for artists to return again and again to Seydis-
fjordur, even investing in houses there.
Skaftfell has also received funding from the
Nordic Culture Point to provide invited artist a
travel and residency grant while collaboration
has been established with the Goethe Institute
to invite German artists. Through the residency
programme, many opportunities have afforded
to the centre to participate in international
projects. Currently Skaftfell is participating
in four projects: Frontiers in Retreat, Climb-
ing Invisible Structures, Frontiers of Solitude
and Artists as Institutional Exchange. In these
projects, foreign artists stay within the Skaftfell
residency programme while Icelandic artists
travel abroad, with exhibitions, seminars and
publications taking place.

Vdvils

GlOC 191l ¢ you

G}



STARA

no.4 2.TBL 2015

62

The selection of
celand’'s contribution
to the Venice Biennale

Bjorg Stefansdottir
Chairman of IAC

The Icelandic Art Center (IAC) was founded in 2005, and
since then has been responsible for the selection of artists
who represent Iceland in the Icelandic pavilion of the inter-
national visual art exhibition, the Venice Biennale.



A formal invitation for Iceland’s participation
in the national pavilions of the Venice Biennale
is extended biennially to the Ministry of Edu-
cation, Science and Culture, which has made
a contract with the IAC to handle and assume
responsibility for the project, including the se-
lection of the artists. It is entirely up to the IAC
to organize and decide on that procedure.

Before the IAC was formed, the Ministry of
Education, Science and Culture appointed
a three person visual art committee who ad-
vised the ministry on the artist selection. The
museum director of the National Gallery of
Iceland, although with exceptions, served as
a chairman of the committee for a long time.
When the IAC was founded, the projects of the
visual art committee moved under its wing.
According to the IAC’s charter, its professional
comitee, along with two outside guests, are re-
sponsible for the selection of an artist/artists
for the Biennale. The council is made up of the
following people — the IAC’s chairman, one of
two representatives of The Association of Ice-
landic Visual Artists from the IAC’s board, and
one from the IAC’s board as per the board’s
decision. A tradition has formed for that last
person to represent the museums partaking in
the IAC. The guests of the council are working
specialists within the visual art community.
From 2007 - 2009, the IAC continued with an
arrangement similar to that of the visual art
committee, i.e. that IAC’s council of specialists
along with two guests would meet to decide
which artist would go abroad. A curator was
then selected in collaboration with the artist.

Not everyone agreed on this method and it
was argued that the process was closed and
lacked transparency. This topic was officially
discussed at a symposium after Ragnar Kjar-
tansson’s exhibition in 2009. A number of ideas
were aired at this symposium on how best to
open the process, one idea being to “call for
proposals,” as many other nations already do.

When the TAC board decided to implement
this change before participating in the 2015

“The idea was that by
opening up the process in
this manner, many pro-
jects that had not had a
chance before would come
into consideration.”

Biennale, many other methods were examined
and a decision was made to implement a call
for proposals, upon which a council of special-
ists and two guests would then deliberate and
decide on. The council would also reserve the
right to reject all proposals. This was a step to-
ward making the process more transparent and
allowing more people access to it. For the first
time, artists, curators, museums and artist-run
exhibition spaces and associations were al-
lowed to send in proposals. The idea was that
by opening up the process in this manner,
many projects that had not had a chance before
would come into consideration. It was consid-
ered encouraging for the Icelandic visual art
scene and artists to have a bigger context to
work with, and thus there would be an increase
in the number of large projects that would be
implemented and find other exhibition spaces,
even if they did not make it to Venice.

The time leading up to the change was long.
The announcement about a new process was
made in the spring 2013, with the deadline to
turn in proposals was September 1st the same
year. In total 14 proposals were submitted. Sev-
eral aspects in this process should be re-exam-
ined, as there is always room for improvement
and experience is a valuable teacher. In August
this year, a workgroup was formed which will
evaluate the success of the whole process and
make suggestions for the future. It would be a
contradiction in terms to say that contempo-
rary visual art is static, so it is appropriate that
the selection process be re-evaluated, changed,
and improved each time, with a focus on the
future.
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~ Memoirs ~

Venice

Helgi Porgils Fridjonsson

It was different, compared to now, going to Venice in
1990. There was little to no money to be had, and I did
not get to see the pavilion until we got there. Gunnar
Kvaran and I arrived a week before the launch, while I
was going for the first time.



“I received great publicity, in art magazines, radio
and TV, and I was sometimes referred to as the
eccentric from Iceland, which I liked.”

The pavilion was a mess and we had to start by
clearing out clutter from the preceding show in-
cluding, among other things, a pile of catalogues
from Gunnar Orn Gunnarsson who was at the pre-
vious Biennale before me. I actually did not know I
would be going to the Biennale until three months
before the exhibition. As far as I knew there was
some conflict within the committee, who couldn’t
agree on who to send. They rushed to print a
leaflet for, as Gunnar Kvaran said, piles of books
would serve little purpose after the exhibition, so
printing a book would be a waste of money.

So this was the practical part of the issue. I quite
liked the Alvar Aalto pavilion, which was well lo-
cated in the middle of the exhibition arena. Gunnar
Kvaran and I installed the exhibition by ourselves.
There seemed to me to be a certain incongruity
between us and the neighbouring pavilions. Those
places were very busy, many helping hands and
film crews running around as if this was a Holly-
wood event. Personally it did not trouble me; there
were many other pavilions with the same quiet ap-
pearance as ours.

The most famous art magazines had been pub-
lished before the opening, with articles about art-
ists from the big countries. Jeff Koons was very
visible at this time. He had a famous photo spread,
displaying him in love and sex positions with the
Italian Member of Parliament and porn star Cic-
ciolina. In that sense it was not that different from
magazines like Séd og heyrt, famous people and

partying.

A feature about me, along with a photo, appeared
in the magazine Domus.

Installing the exhibition was not complicated for I
had already planned it as a coordinated whole be-
cause Gunnar said that he wanted me to go, and
that he was working on it, a while before I got
the final announcement. The framework I used
was that of a garden of origin, or Garden of Eden,
where I used folklore and religious and cultural

history as the basis for a sort of pre-garden. Two of
the largest works, Summer and Winter, were sup-
posed to serve as a kind of yin and yang, where
darkness dissolved into dream vision, and the day
into an imaginary paradise. The third large work
was a self-portrait, with me sailing on a seal in the
ocean and lifting a hand up like Christ, painted in
clear blue colours. The whole picture was reflected
onto itself. Fish were jumping out of the ocean and
birds flying over it. The picture was printed in sev-
eral art magazines with an accompanying text on
me.

I received seven offers for private exhibitions in
New York, London, Amsterdam, Haag, Malmé,
Zurich and Milan. However, there was a financial
crisis from 1990 onwards, and most of the galler-
ies closed or severely limited their operation. If I
recall correctly, a total of three private exhibitions
remained and the whole art market was wounded.
But for the most part, everything worked in my fa-
vour and what went through managed to gain mo-
mentum.

I received great publicity, in art magazines, radio
and TV, and I was sometimes referred to as the ec-
centric from Iceland, which I liked.

I thought it was a bit odd, when I talked about the
exhibition in the pavilion as a whole, and my own
exhibition, that it was as if even my friends were
not happy if you talked about it in a positive man-
ner, so I quickly stopped for the most part.

I think Iceland’s participation in the Venice Bien-
nale is extremely important and was not pleased
when I first heard that a foreigner would represent
us now. The Biennale is such a unique opportu-
nity for our small and humble contribution. I do
think, though, that once selected, we should stand
behind our representative. I wrote a little about it
in my newly published book, Cultural trip from R.
to N. to Namibia and back to R., which explains my
stance.
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