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Velkomin & Fora. Torg, vettvang samkomu, samtals, hugleidinga.

Pegar gengid er inn & syningu Rosu Gisladottur i Gerdarsafni vaknar
tilfinning um ad vid séum samtimis stédd & fornum samkomustad
og i framtid eftir heimsenda. [ sélunum rikir ré. byngd verkanna veitir
okkur jardtengingu. Eda er h(n égnandi? Salur sem pessar standa

i pUsundir ara. bangad til paer gera pad ekki lengur.

[ austursal Gerdarsafns standa stlurnar enn, pétt heildin sé ordin
brotakennd. Vid géngum um endurgerd Forum Romanum i Rémar-
borg. Vettvang kosninga, sigurganga, reeduhalda, markads og hjarta
borgar. Vid hdéldum enn 1 hlutverk torga i samtima okkar en pau hafa
einnig hlotid endurvarp i1 rafraenni veru okkar. Folk kemur saman
forum internetsins, eda fora i fleirtélu latinunnar, til ad leita rdda, koma
sinum sjénarmidum a framfeeri, diskltera.

[ héndum Résu Gisladéttur faer Forum Romanum ad adlagast og
préast. Verdur endurbyggt menningarland i midbae Képavogs. Hinn
forni, helgi heimur rennur saman vid pann natimalega hversdag. Hin
setur fram talkun sina & lagmynd & fridarhofi Vespasians keisara i Rdm
sem & ma sja nautshofud, exi, hnif, skal til blédséfnunar og fleira tengt
bl6dférninni. Férn sem er feerd til ad studla ad fridi, meiri eda
aframhaldandi velsaeld. A gélfinu hefur lagmyndin tekid & sig prividari
mynd, nautshausinn maetir ahorfandanum pegar gengid er inn i salinn.
Eldurinn er einnig skammt undan, tronir efst 4 altari fornarinnar.
Eldurinn sem umbreytti mannlegri tilveru samkvaemt griskri godafraedi
begar Promepeifur stal honum fra gudunum og gaf manninum. Eldur
sem er ekki bara notadur til matlagningar og birtugjafar, heldur eldur
sem taeki, vopn. M&rg hafa a sidari timum likt internetinu vid eldinn
eda afleidingar pess ad Promepeifur faerdi mannkyninu pad vald sem
eldinum fylgdi. Okkur hefur verid faerdur téframattur internetsins en
véldum honum ekki til fulls. Gervigreindin 4 fullu spani en vid héfum
enn enga menningu i kringum hana.

2 Fora Brynja Sveinsddttir & Hallgerdur Hallgrimsdéttir
Welcome to Fora. A square, the setting In Rosa Gisladéttir’'s hands, Forum
for a gathering, discourse, musings. Romanum adapts and develops. It becomes
a reconstructed culture scene in Képavogur

Entering Résa Gisladdttir’s exhibition in centrum. The ancient, holy world merges
Gerdarsafn, a feeling awakens that we are simul-  with the modern everyday. She presents her
taneously located in an ancient meeting-place own interpretation of a bas-relief on Emperor
and a postapocalyptic future. The galleries are Vespasian’s temple of peace, decorated with
calm. The weight of the works gives us a bull’'s head, an axe, a knife, a bowl to collect
grounding. Or is it threatening? Pillars like these blood and other sacrifical items. The sacrifice
stand for thousands of years. Until they suddenly  is made to advance peace and prosperity.
no longer do. The bas-relief has taken on a more three-di-

In Gerdarsafn’s east gallery, the pillars are mensional shape on the floor, the bull’'s head
still standing, even if the whole has become meets the viewer when they enter the
fragmented. We walk around a reconstruction gallery. Fire is also present, perched at the
of Forum Romanum in the city of Rome. A top of the sacrificial altar. The fire that trans-
scene of election, victory marches, speeches, formed human existence, according to Greek

markets and the heart of the city. In the present, = mythology, when Prometheus stole it from
we still cling to the idea of the town square, but the gods and gave it to man. Fire, that is not

they also echo in our electronic being. People only used to cook food and give light, but as
gather in internet forums, or fora, to use the an instrument, a weapon. In recent years,
Latin plural, to seek advice, make their point, many have compared the internet to fire, or

discuss. to the consequences of Prometheus bringing

[ vestursal Gerdarsafns sjaum vid annan vettvang, tima og skala.

A milli sala liggur bri sem adskilur pessa heima eda brdar timann.
Pegar ferdast er yfir hana, fra keiku romversku torgi yfir i eitthvad sem
geeti verid fornminjar framtidar, rifjast upp ad heimsveldi fortidar hafi
oll 1idid undir lok. Heimsmyndir félks lika. bar maetir okkur sena i minni
skala en likamar okkar eiga ad venjast. Hér ma hugsa sér einskonar
miniatar skdlptargard, mini—-forum med manngerdum fjallgardi uppi

a vegg. Rustir heims sem 4 eftir ad verda til og & eftir ad lida undir lok.
Landslagid talkad i hérdu en fégru gleri pvi pad raunverulega sést ekki
lengur. Eda er kannski ekki til lengur.

Skalamunurinn milli salanna geeti lika gefid til kynna ad 68rum
megin séum vid mannleg, jafnvel méattlaus, en hinum megin faum vid
gudlegra sjdnarhorn. Samt bara til halfs, eins og verid sé ad minna okkur
a ad vid séum pratt fyrir allt ekki almattug. Rastirnar lauma ad okkur
peirri tilfinningu ad fall okkar, rétt eins og Ikarusar, hafi verid tilkomi®
vegna peirrar ofurtrGar sem vid héfdum a okkur sjalfum, & visindunum
og ad pau myndu leysa &Il vandamal. Eda ad pannig keemumst vid hja
bvi ad faera nokkrar férnir. En 1 forninni er folgin audmykt. Med henni er
heegt ad gefa sig a vald einhvers annars en okkar sjalfra. Beygja sig
i stad pess ad hneigja.

Myndlist Rosu skapar fyrst og fremst hughrif, veitir nytt sjonar-
horn og gerir okkur kleift ad horfa & hlutina & lagskiptan og flokinn hatt,
skapar tilefni til ad staldra vid og hugleida. pegar vid héfum gengid um
syninguna stendur stéra spurningin eftir: Hvada fornir h6fum vid feert?

Fora Brynja Sveinsdéttir & Hallgerdur Hallgrimsdottir
mankind the power of fire. We have been The difference in scale between the
given the magic powers of the internet but galleries could also indicate that on one side we
are not quite able to wield it. Artificial intelli- are human, even weak, but on the other side we
gence abounds but we are yet to create any have a more divine viewpoint, if only halfway, as
culture around it. if we are being reminded that we are not

In the museum’s west gallery, we see a almighty after all. The ruins suggest to us that
different setting, time and scale. Between the our downfall, just like Icarus’s, was brought on by
two galleries lies a bridge that separates the our exaggerated faith in ourselves, in science and
worlds or bridges time. When taking the that it would solve all our problems. Or we could
bridge, from the dapper Roman square to avoid sacrificing anything. But the sacrifice
something that could be the relics of the brings humility. With sacrifice, we submit to
future, we remember that all empires of the someone other than ourselves. Give in instead of
past have collapsed. People’s world view as bowing.
well. There, we see a scene on a smaller First and foremost, Résa’s art evokes
scale than our bodies are accustomed to. impressions, offers a new point of view and
Here, we can imagine a kind of miniature enables us to view things in a layered, complex
sculpture garden, a mini forum with a manner. Creates an opportunity to stop and
manmade mountain range on a wall. The ruins ponder. When we have viewed the exhibition,
of a world that has yet to be created and then the fundamental question remains: What have
pass. Landscape rendered in hard, but beau- we sacrificed?

tiful glass, because what is real can no longer
be seen. Or maybe it doesn’t exist anymore.



Bucranium eda hinn krossfesti
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Bucranium or the Crucified
Reflections on Rdsa Gisladéttir’s exhibition in Gerdarsafn in June 2023

Olafur Gislason

Hinn krossfesti og pislartakn hans, pysk hand- Man of Sorrows with Arma Christi. German
ritslysing frd 1470—75. byska bjédminjasafnid manuscript illustration from 147@-75. The

T Nurnberg. Hlutirnir i myndinni lysa pislarségu German National Museum in Nuremberg. The
Krists. Sambeerilega lysingu héfum vid 1 Passiu- objects in the picture describe the martyrdom

salmum Hallgrims Péturssonar. of Christ.

Syning Résu Gisladbttur i Gerdarsafni ber nafnid Fora, sem er latnesk
fleirtélumynd ordsins Forum og merkir torg. Nafnid visar medal annars
til keisaratorganna i Rbm par sem Résa hefur fundid sér formraen vid-
fangsefni. Keisaratorgin heita a itélsku ,,Fori imperiali“ og voru politisk
og trGarleg midst60 fyrsta og langlifasta heimsveldis Vesturlanda um
aldir. A torgunum hefur Résa fundid sér efnivid 1 Fridarhofi Vespasians

keisara, sem stendur undir Kapitolhaed og var reist & seinni hluta 1.
aldar e. Kr. Fleirtélumyndin Fora visar til pess ad syningin er tviskipt,
og seinni helmingur hennar visar til formgerda ar samtimanum sem
hafa ordid Résu ad yrkisefni sem annad Forum.

[ pbessum texta vildi ég leitast vid ad greina pau formraenu
vidfangsefni sem Résa hefur fundid sér sem yrkisefni, sdgulegar,
poélitiskar og trUarlegar reetur peirra, og hvernig pau birtast okkur
i efnislegri og listreenni Gtfeerslu hennar i formi hvitra gipsverka
sem mynda tveer heildstaedar samstaedur er kallast a.

Mikilvaegasti patturinn i peirri heildsteedu mynd sem ,,torgin“ tvé
opna fyrir okkur er Gtfeersla Rdsu a lagmyndinni sem vardveist hefur
a pverbitanum er bindur saman salurnar prjar sem eftir standa heilar
af Fridarhofi Vespasians. bar finnum vid upphaf peirrar formraenu ségu
sem Rosa segir okkur og hefur ad geyma trdarlega helgimynd er visar
i godfraedilegan skilning & upphafi sidmenningarinnar. Fridarhof
Vespasians var helgiddmur guddémsins med sambezerilegum haetti
og kristileg gudshus seinni tima, og rétt eins og kirkjubyggingar fyrri
alda birta okkur ofbeldisfullar helgimyndir krossfestingar og pislarveettis
heilagra manna og kvenna, pa ma sja i lagmynd Vespasians visun i
férnarath6fn og sattargjérd guds og manna, sem i forngriskum og
romverskum traarbrégdum folst i ofbeldisfullu nautsbléti. Vid sjaum
hauskGpu nautsins, skreytta larvidarsveig, hofudfat hofprestsins er
framkvaemir helgiathéfnina og verkfaeri hans: 6xina, foérnarsaxid, bl6d-
kénnuna, dreypiférnardiskinn og pad sem virdist vera véndur til dreypi-
férnar eda blys. Férnardyrid var hlutad i sundur og kjotsins neytt &
stadnum og beinin brennd. [ raun var hlutur gudanna i slikri maltid
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Résa Gisladéttir’s exhibition in Gerdarsafn bears
the title Fora, which is the Latin plural of Forum,
meaning town square. Among other things, the
name references the imperial squares in Rome,
where Résa has found her subject forms. The
squares are called “Fori imperiali” in Italian and
were the political and religious centre of the first
and longest enduring Western empire. In the
squares, Rosa has found her material in Emperor
Vespasian's Temple of Peace, which stands
beneath Capitoline Hill and was built in the second
half of the first century AD. The plural Fora refer—
ences the dichotomy of the exhibition, but its
second half is based on modern structures that
have inspired Rosa in the creation of her second
Forum.

In this text, | would seek to analyse the struc-
tural topics that Rosa has made into her subjects,
their historical, political and religious roots, and how
they appear to us in her material and artistic execu-
tion, in the shape of white plaster works which form
two integral sets that echo each other.

The pivotal element in the comprehensive
scene that the two “squares” open up for us, is
Résa’s version of the bas-relief which has been
preserved on the crossbeam that binds together
the three remaining pillars of Vespasian’s Temple
of Peace. There, we find the origin of the struc-
tural story that Résa tells us and includes a
religious icon, referencing a mythological under-
standing of the birth of civilisation. Vespasian’s
temple was a divine sanctuary, much like
Christian churches later came to be, and just like
ancient churches display violent icons of cruci-
fixion and the martyrdom of holy men and
women, Vespasian’s bas-relief shows a refer—
ence to a sacrificial death and peacemaking
between God and man, which in ancient Greek
and Roman religion consisted of a violent bull
sacrifice. We see the bull’s skull, decorated with
a laurel, the headdress of the temple priest who
carries out the ritual and his tools: an axe, a
sacrificial knife, a blood jug, a libation bowl, and
what appears to be a libation birch or a flare.



»reykurinn af réttunum® par sem peir eru ekki hadir efnisrikri orkufaedu.
Sambeerilegar helgimyndir fra hinum kristnu midéldum getum vid séd i
altarismyndum er syna okkur pislartél Krists, pyrnikérénuna, stluna sem
hann var hadstryktur vid, krossinn, naglana prja, edikssvampinn sem
borinn var & varir hans og spjétid sem stungid var i sidu hans. Allar
bessar visanir kalla okkur i raun til frekari skilnings & edli og merkingu
férnarathafnarinnar og hinnar heilégu kvéldmaltidar.

pétt peer sdgulegu, godsdgulegu og traarlegu forsendur
syningarinnar Fora sem hér eru dregnar fram geti gagnast okkur til
frekari upplifunar og skilnings & heildarmyndinni, méa ekki skilja pad svo
ad pessi sdgulegi og godsdgulegi bakgrunnur segi okkur i ordum pad
sem listakonan vildi midla okkur i myndverkum sinum. Myndlistarverk
verdur aldrei endursagt i ordum. Ordin hafa sinn efnislega grunn i
hlj6édstéfunum sem koma Ur kverkum okkar og na til eyrnanna,
myndlistarverkid a sinn efnislega grunn i apreifanlegu efni pess og
endurkasti birtunnar er héfda til sjonskyns og snertiskyns. Hegel ordadi
pad pannig ad listaverkiod feeli i sér ,,skynjanlega birtingarmynd
hugmyndarinnar®. bar glimdi hann vid pau samskipti ,anda“ og ,,efnis*
sem evrépsk heimspekihefd hefur glimt vid allt fra ddgum Platons. Hér
er sa skilningur lagdur til grundvallar, ad med efnislegri og skynjanlegri
birtingarmynd sinni hafi ,hugmyndin“ dregid sig i hlé eda afskrifad
sjalfa sig og falid skilninginn  hendur élikra skynfaera mannslikamans,
bar sem ekkert skynfaeri getur tekid sér forreedisvald 1 nafni tiltekinnar
hugmyndafreedi um stigveldi efnis og anda. bad & ekki sist vid um
ordskyringar tungumalsins a hinum efnislega veruleika.

Skynfeeri okkar eru sérhaefd en ekki adskilin: rétt eins og ordin geta
hjalpad okkur til ad érva og skerpa sjonskynid og snertiskynid, pa getur
hid pveréfuga gerst. bar sténdum vid frammi fyrir Grvinnslu
listreynslunnar, sem aldrei verdur endanleg, pvi grundvallaratridi allrar
listsk&punar er falid i hinum 6sagda leyndardémi. [ pessu tilfelli birtist
okkur pessi leyndardémur strax i lagmyndinni & pverbitanum, sem hér
er synd i sinni neikvaedu eftirgerd: i stad pess ad sja Gthverfar myndir
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The sacrificial animal was cut up, the meat
consumed, and the bones burned. The Gods’
part in such a meal was actually the “smoke
rising from the plates” as they are not reliant on
tangible food. We can see comparable icons
from the Christian Middle Ages in altar pieces
depicting Christ’s tools of martyrdom: his crown
of thorns, the pillar he was flagellated against,
the three nails, the vinegar-laced sponge that
was brought to his lips and the spear that pierced
his side. All these references bring us further
understanding of the nature and meaning of the
sacrificial ceremony and the Last Supper.
Although the historical, mythological and
religious premises of the exhibition Fora that are
emphasised here can be useful for further expe-
rience and understanding of the big picture, it
should not be inferred that this historical and
mythological background tells us in words what
the artist wants to communicate with her work.
An artwork can never be retold in words. Words
have their material basis in alliteration which

comes from our throats and reaches our ears,
the material basis for the visual artwork is in its
materiality and a reflection of light, appealing
to our vision and sense of touch. Hegel claimed
that the artwork embodied “the perceptible
manifestation of the idea.” There, he was refer—
ring to the interaction of “mind” and “matter”
that European philosophy has traditionally grap-
pled with since Plato. This is based on the
understanding that through its material and
perceivable manifestation, the “idea” has with-
drawn or written itself off, passing the
understanding to the human body’s various
senses, where no one sense can assume control
in the name of a particular ideology regarding
the hierarchy of mind and matter. Not least, this
applies to language’s glossary of the material
reality.

Our senses are specialised but not sepa—
rate: just like words can help us stimulate and
sharpen our vision and sense of touch, the
opposite can also happen. There we are faced

1
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pislartélanna pekja bakgrunninn sjaum vid neikvaeda og inngreypta
skuggamynd peirra. Eitthvad sem er horfid, en 1josid gefur okkur
hugbod um. Hvad vildi Vespasian keisari segja okkur med pessari
helgimynd sinni, og hvers vegna er hin hér ad hverfast inn i sjalfa sig,
rétt eins og hin skynjanlega birtingarmynd hugmyndarinnar veeri ad
snua aftur til upphafs sins? begar betur er ad gad, pa sjaum vid pessi
pislartakn nautsins hins vegar i sinni Gthverfu mynd og efnisgerd eins
og hravidi a vettvangi torgsins. Ummerki pess sem er til stadar i
fjarveru sinni. Pad er ekki bara pessi Gtfeersla hins neikvaeda og
jakveeda I myndskdpun Résu sem gerir myndverkid ad fagurfraedilegu
areiti: einnig birtan sem i sinu mjallhvita endurkasti ljéss og skugga
gefur ,torginu“ upphafna mynd sem ekki verdur endursdgd i ordum.
Eda eins og Aristételes sagdi: sagnfraedin segir okkur pad sem einu
sinni hefur gerst, en pdesian segir okkur fra hinu varanlega sem alltaf
getur att sér stad. bad er hin upphafna mynd verunnar.

[ merkri ritgerd ftalska heimspekingsins Carlos Sini um samband taekni
og ofbeldis’ segir hann tilkomu mannsins 1 ségu lifsins & jérdinni
einkennast af tveim frumlaegum gjérningum, er hafi fra upphafi vega
markad 6rlég hans og greint hann fra dyrarikinu. betta voru gjérningar
sem folu i sér saknaem inngrip mannsins i lifrikid og kdlludu & yfirbot,
en voru jafnframt forsenda fyrir tilvist hans: taekin til ad drepa dyrin
og tileinka sér eldinn til matreidslu og vopnasmida. Badir voru pessir
gjorningar forsenda lifsbjargar mannsins, en 6likt randyrunum voru
peir ekki framkveemdir af beinni edlishvot er tilheyrdi nattarlegu jafn-
veegi lifrikisins, heldur voru peir tilkomnir af keensku og hugviti (logos)
sem manninum einum voru gefin, og greina hann um leid fra 6drum
lifverum. [ griskri godafraedi eru pessi frumeinkenni mannsins pdkkud
gudinum Prémepeifi, sem med svikum og kaensku raendi eldinum

fra hinum Slympisku gudum og feerdi manninum, ekki bara eld
Hefaistosar, guds eldsmidanna, heldur einnig snilligafu hans 1 smidi
vopna og tdla, hvort tveggja pad sem vid kéllum & okkar timum heim
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with the execution of the art experience, which
can never be finite because the fundamental
point of all art creation lies in the untold mystery.
In this instance, the mystery appears directly in
the bas-relief on the crossbeam, here shown in
its negative copy: instead of seeing the images
of the martyr tools covering the background
inside-out, we see a negative and inlaid silhou-
ette of them. Something that is gone but the
light gives us an idea of. What was Emperor
Vespasian trying to tell us with his icon, and why
is it here vanishing into itself, just like the
perceptible manifestation of the idea is returning
to its origin? On closer inspection, however, we
see the bull’s martyr symbols in their three
dimensional form, strewn around the square.
Traces of what exists in its absence. It’s not just
this execution of the negative and the positive in
Résa’s creations that makes the artwork an
aesthetic stimulus: it’s also the light that in its
snowwhite reflection lends “the square” an
elevated air which cannot be retold in words.

In the words of Aristotle: history tells us what
happened once, but poetry tells us about the
permanent that can always happen. This is the
sublime image of the being.

In an important essay by the Italian philosopher
Carlo Sini, about the connection between tech-
nology and violence, he says the emergence of
man in the history of life on earth is characterised
by two primaeval deeds that marked their
destiny from the beginning and set them apart
from the animal kingdom. These deeds
comprised man’s punishable intervention into
the ecosystem and required redemption but
were also the prerequisite for man’s existence:
tools to kill animals and the adoption of fire for
cooking and creating weapons. Both deeds were
needed for man to survive, but unlike the preda-
tors, they weren’t governed by instinct that
belonged to the natural harmony of the
ecosystem, but by cleverness and logos which
was only given to man and thus sets them apart



taekninnar og er um leid meginforsenda hins mannlega, sem finna
ma allt fra elstu ummerkjum um mannlega tilvist & forségulegum
tima til okkar daga.

Sini vitnar til mannfraedinga eins og Karoly Kerényi og P.K.
Feyerabend, og segir aftdku fornardyrsins og sameiginlega maltid
i kringum eldstzedid vera fyrstu trlarathdfnina, par sem vidstaddir
sameinudust guddémnum i sameiginlegri taknreenni maltid er fol
i sér forn og pakkargjord eda ,,sakramenti“ hins ,,heilaga“ (sem nefnist
»sacer“ a latinu, og visar jafnframt til hins 6snertanlega). Fra upphafi
vega hefur traarlif mannsins sniist um fridpaegingu férnarinnar
(sacrificio) i gegnum hid heilaga sakramenti, par sem madurinn hafdi
— Olikt 83rum lifverum — ddlast skilning a eigin daudleika, grafid hina
latnu med vidhdfn og fundid leid i gegnum sakramentid til ad mynda
og vidhalda tengslum vid pann édaudleika er rikti fyrir tilkomu hinna
daudlegu, og vid pekkjum i kristnum freedum sem mynd Paradisar,
bar sem hvorki timinn né daudinn voru til.

[ griskri godafraedi finnum vi® myndina af Prémepeifi sem
bjargvaettinum er feerdi manninum taeknina med svikradum og tok Ut
refsingu Seifs fyrir stuld sinn med pvi ad vera hlekkjadur og negldur
fastur vid heesta tind Kakasusfjalla, par sem 6rn Seifs kom daglega
vid sélaruppras og reif Gr honum lifrina sem greri aftur yfir néttina.
Promepeifur var einstakur medal hinna grisku guda, par sem hann
tilheyrdi eett Titana, peirra nattlruveetta sem Seifur hafdi sigrast &
og sent til undirheima Tartarusar, en i griskum godségum gegnir hann
svipudu hlutverki og Hermes sem sendibodi og sattasemijari & milli hinna
6daudlegu og daudlegu, 4 milli guda og manna.  ritgerd sinni vitnar
Sini medal annars i pessi ord trlarbragdafreedingsins Karoly Kerényi:

Hin forna maltid medal Grikkja, Etrdra og Romverja er aldrei
einskordud vid hid efnislega og formlega: hin & sér avallt stad med
naerveru guddémsins, eins eda fleiri andlegra patttakenda er njéta
hins sameiginlega bordhalds pannig ad pad verdur ad raunverulegri
hétidarstund.?
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from other living beings. In Greek mythology,
this primary characteristic of man is ascribed to
the god Prometheus, who with treachery stole
the fire from the Olympic gods and gave it to
man, not just the fire of Hephaestus, god of
forging, but also his ingenuity in crafting
weapons and tools, both of which we today call
the world of technology and is the main premise
of all things human, which can be found in the
oldest traces of human existence in prehistoric
times until today.

Sini refers to anthropologists such as
Karoly Kerényi and P.K. Feyerabend and claims
the killing of the sacrificial animal and the
communal meal around the fireplace was the
first religious ceremony, where those present
joined with divinity in a common, symbolic meal
that entailed a sacrifice and a thanksgiving or
“sacrament” of the “divine” (“sacer” in Latin, a
reference to the intangible). From the beginning,
man’s religious life has revolved around the
atonement of the sacrifice through the holy

sacrament, where man had — unlike other living
beings — gained an understanding of their own
mortality, buried their dead with ceremony and
found a way through the sacrament to form and
maintain a connection to the immortality which
ruled before the appearance of mortal beings
and we know from Christian studies as the image
of Paradise, where neither time nor death
existed.

In Greek mythology, we find the image of
Prometheus as the saviour who brought tech-
nology to man through dishonesty and was
punished by Zeus, was chained and nailed to the
tallest peak of the Caucasus Mountains, where
Zeus's eagle arrived every day at dawn and tore
out his liver, which grew back overnight.
Prometheus was unique among the Greek gods
as he belonged to the family of Titans, natural
spirits whom Zeus had defeated and sent to the
underworld of Tartarus, but in Greek mythology,
he has a similar role as Hermes, as a messenger
and peacemaker between the immortals and the
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Og um samband teekni og ofbeldis segir Kerényi petta:

Mannkynid getur ekki skapad sér lif ar lifi dyranna an pjéfnadar og
blédsuithellinga. Og dyrin tilheyra hinu ekki-mannlega, pad er ad
segja, pau tilheyra 6llu umhverfi mannsins, 6llu pvi sem umvefur
okkur, allri j6rdinni og stjérnunum sjalfum: allt petta tilheyrir riki
Gudanna [...] bessir frumlaegu gjérningar, sem engin maltid getur an
verid, pad ad kveikja eldinn og drepa dyrid [hinir frumlaegu ,,taeknilegu“
gjérningar] eru hryllilegir og 6gudlegir i augum fornmannsins, peir eru
innras i guddémlegt samfélag og fela i sér holskurd, aflimun og
sundrun likama pess sem & sér lifraenan uppruna — einnig eldurinn,
sem er ,nattlrlegur“ og lifreenn [i formi eldingarinnar] — pessir
gjérningar fela pannig i grundvallaratridum i sér helgispjéll. Pad sem
peir eiga engu ad sidur sameiginlegt (pad er ad segja tendrun eldsins
og drap dyrsins sameinud | samhaefdri athéfn) er ennpa heilagra en
sjalf hatidarveislan: pad er férnin sem einnig veitir maltidinni sinn
heilagleika.

Heimur teekninnar a sér pannig godsdgulegar og triarlegar reetur sem
frumforsenda ,,hins mannlega“ i kosmisku samhengi, par sem hin er
hvort tveggja i senn, skilgreining mannsins a st6du hans 1 umheiminum
og vorn hans gegn pessum sama umheimi. bad er 1 raun taeknin sem
gefur umheiminum merkingu 1 pessum skilningi. Med pessari
réksemdafaerslu vilja Kerényi og Sini i raun Gtfaera frekar skilgreiningu
Martins Heidegger a edli tackninnar, par sem hann kalladi eftir skilningi
er veeri handan peirra teeknihugsunar sem visindahyggja samtimans
hvilir &. Sini vitnar afram 1 tdlkun Kerényis & godsdégunni af Promepeifi
og segir:

Ekki ma gleyma pvi, ad sa eldur sem hinn titaniski madur nytir sér
til ad maeta hinum gudddémlegu dyrum, er af himneskum uppruna.
Med pvi ad héndla hann & j6rdu nidri, og gera hann ad eigin ,,verkfeeri,
synir madurinn tengsl sin vid guddéminn. bessi tengsl eru hins vegar
tilkomin i gegnum svikrad, og eru pvi ekki minni helgispjéll en slatrun
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mortals, between gods and men. In his essay,
Sini refers to these words of religion scholar
Karoly Kerényi:

Among ancient Greeks, Etruscans and
Romans, the meal is never restricted to the mate—
rial and the formal: it always has a divine
presence, one or more spiritual participants, who
enjoy the communal dining and turn it into a real
solemn occasion.

And about the connection between tech-
nology and violence, Kerényi has this to say:

Mankind cannot create life from the lives of
animals without theft and bloodshed. And the
animals don’t belong to the human, that is to say,
they belong to the environment of man, all that
surrounds us, the whole earth and the stars
themselves; all of this belongs to the gods [...]
These primaeval deeds, that no meal can be
without, lighting the fire and killing the animal
[the primaeval “technical” deeds] appear horrific
and ungodly to ancient people, they are an inva-
sion into a divine society and include the

chopping up, amputation and destruction of an
organic body — also the fire, that is “natural” and
organic [in the form of lightning] — thus, these
deeds basically entail sacrilege. What they none-
theless have in common (ie. the lighting of the fire
and the killing of the animal in a compatible cere-
mony) is even holier than the feast itself: it is the
sacrifice that creates the holiness of the meal.

So, the world of technology has mytho-
logical and religious roots as the prerequisite for
“the human” in a cosmic context, where it is
simultaneously man’s definition of their position
in the world and their defence against this same
world. Technology actually lends the world
meaning in this sense. With this reasoning,
Kerényi and Sini want to further expand Martin
Heidegger’s definition of the nature of tech-
nology, where he called for an understanding
beyond the technological thinking that today’s
scientism is based on. Sini continues to reference
Kerényi’s interpretation of the Prometheus myth
and says:



dyrsins. Sattin vid hid heilaga og Gudina er einungis tilkomin vegna

pess ad eldurinn er einnig ahald férnarathafnarinnar. En petta merkir a
sama tima nyja diakosmisis, nyja skipan i byggingu alheimsins. I kjéifar
hins titanska heims kemur heimur hinna élympisku Guda. Prémepeifur

greidir ar eigin vasa kostnad pessarar umbreytingar i nafni

mannkynsins.

[ ritgerd sinni um merkingu hins frelsandi férnargjérnings

Prémepeifs segir Kerényi einnig:

Hinar sérstéku tilvistaradstaedur mannsins hafa svipt hann einum
haefileika dyranna: getunni til ad pjast an pess ad upplifa pjaninguna
sem Oréttleeti. bessi geta dyranna, sem lifa lifi sinu & milli nautnar og
pjaningar, fellur undir heimsskipan Seifs. Promepeifur elskadi mann-
kynid og gat ekki annad, hann fann sig tilheyra pvi. Hann feerdi pvi
eldinn sem dyrin rada ekki vio: tilvera peirra er an elds. bannig upphéf
Prémepeifur tilveruna fra hinu dyrslega til hins mannlega, til tilveru
sem afram var engu ad sidur undirorpin dyrslegum sarsauka og
daudleika, en var ekki lengur bundin hinni dyrslegu undirgefni. Til
frelsandi tilveru sem engu ad sidur var bundin refsihlekkjunum.?

[ stad taeknilegra skilgreininga gripa Sini og Kerényi til godségu-
legra skyringa, ekki bara til ad varpa ljosi a fortidina, heldur ekki sidur
til ad varpa ljési 8 samtimann. Ofbeldisverkid, sem folgid er i svikradum
Promepeifs vid gudina, verdur peim leid til ad varpa ljosi & samtimann:
po hinn trdarlegi skilningur & grundvallarpattum teekninnar sé rofinn i
samtimanum, pa ma rekja pessa sl6d sdgulega til pess sannleika sem
vid okkur blasir: ad 1 teekninni bui edlislaegt ofbeldi er beinist gegn hinu
nattdrlega jafnvaegi sem gudirnir stodu eitt sinn vérd um.

bvi er pessi saga rakin hér, ad syning Résu Gisladttur i Gerdarsafni
faer okkur til ad hugleida pennan godségulega skilning i gegnum
myndlistina. Helgimyndin & pverbita fridarhofs Vespasians sem atti

sér vissa fyrirmynd i fridarhofi AgUstusar keisara, Ara Pacis, sem enn
stendur vel vardveitt 4 békkum Tiber i Rom & sér i raun sevaforna hefd,
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Let’s not forget that the fire that the Titan
man uses to meet the divine animals, is of heav—
enly origin. By handling it down on earth and
making it their own “tool”, man shows their
connection to divinity. However, this connection
is built on treachery and is therefore no less sacri-
legious than the animal slaughter. Peace with the
holy and with the gods is only attained because
fire is also the tool for the sacrificial ceremony.
This also means a new diakosmisis, a new order in
the construction of the universe. After the Titan
world, comes the world of the Olympic gods.
Prometheus has to pay the price for this transfor—
mation out of his own pocket, in the name of
mankind.

In his essay about the meaning of
Prometheus’s liberating sacrificial act, Kerényi
also says:

The special existential condition of man has
deprived them of one skill that the animals have:
the ability to suffer without experiencing the
suffering as an injustice. This ability of animals

that live their lives between pleasure and pain,
falls under Zeus’s world order. Prometheus loved
mankind, couldn’t help it, felt he belonged to
them. So, he brought them the fire that animals
can’t handle: their existence is without fire. Thus,
Prometheus elevated existence from the feral to
the human, to an existence that was also subject
to brutish pain and mortality but no longer
connected to the feral subservience. To a free
existence that was nevertheless bound with the
chains of punishment.

In place of technological definitions, Sini
and Kerényi resort to mythological explanations,
not just to cast a light upon the past, but also to
illuminate the present. The violent act of
Prometheus’s betrayal of the gods becomes a
way to elucidate the present: although the reli-
gious understanding of the foundations of
technology is broken in modern times, this path
can be historically traced to the truth we face:
that technology has inherent violence against the
natural balance that the gods once guarded.
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og hefur i raun liti® med fagurfraedi ad gera, en peim mun meira med
ba helgiathdfn, sem folgin er i nautsblotinu og peirri heilégu kvold-
maltid sem pvi fylgir, par sem gudunum er fzerd fridpaegingarférn

til ad tryggja frid og farseeld manna og guda til frambadar. Fridarhof

Vespasians var ekki bara stédutakn Flavianum eettarinnar, pad var
sattargjord romverska heimsveldisins til gudanna fyrir farseeld og fridi
i pvi sem Rémverjar kélludu heimsbyggdina, og rimadist 6ll innan

ramma heimsveldisins.

A okkar timum ganga fylkingar ferdamanna um keisaratorgin i
RAm og virda fyrir sér pessa minnisvarda fortidarinnar. bad er allt félk
sem hefur hlotid pa nGtimamenntun, sem telur sig vera hreinsada af
godsdgulegum skilningi & verdldinni. Ferdabeeklingarnir segja kannski
ad parna sé fridarhof Vespasians, an frekari skyringa 8 merkingu
fridarhugtaksins, og ef einhvers stadar er bent & ,skreytinguna“ a
bverbita hofsins, pa er pad neer avallt sagt deemi um smekklega
skrautfengni i grisk—-rémverskri listhefd. Sagan & bak vid raunverulegt
inntak myndanna er horfin, pvi hin samraemist ekki hinum
»visindalega“ skilningi & taekninni, ekki hugmyndum um framfarir
hennar og arangursmidada virkni hennar.

Innsetning ROsu Gisladéttur er ekki bara folgin 1 eftirlikingu
fridarhofsins, hin feerir okkur hofid inn 1 svidsetningu formheims
keisaratorganna med formlegum einingum sem par ma finna og vekja
okkur til umhugsunar: vid sjaum blétstallinn eda fridaraltarid med
eftirlikingu eldsins sem feerdi gudunum reykinn af réttunum. Vid sjaum
tréppurnar par sem séfnudurinn sat og tok patt i sameiginlegri maltid
er fol i sér sattargjord manna og guda. Vid sjaum brotna silu sem
vitnar um fallvaltleik daudlegra manna, vid sjaum liggjandi & gélfinu
férnarsaxid og steekkada mynd af hauskipu nautsins, sem kallast
Bucranium & fagmali. Hin horfir til okkar med témar toftir sinar aftur ar
»grarri fortio“, til pess nGtima sem na er a fullu 1 teeknilegri adfér sinni
ad peim helga lifheimi hinna 6daudlegu guda sem Prémepeifur raendi
eldi sinum med svikum, manninum til bjargraedis. Formin 1 pessari
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This story is expounded here because Résa
Gisladéttir’s exhibition in Gerdarsafn makes us
reflect on this mythological understanding
through art. The icon on the crossbeam in
Vespasian’s Temple of Peace, which had a
certain model in Emperor Augustus’s Temple of
Peace, Ara Pacis, that still stands, beautifully
preserved, on the banks of the Tiber in Rome, is
part of an ancient tradition that has little to do
with aesthetics but more with the ritual that is
the bull sacrifice and the holy supper that
follows, where the gods are appeased to ensure
lasting peace and prosperity for men and gods.
Vespasian’s Temple of Peace wasn’t just a status
symbol for the Flavianum family, it was a pact for
peace between the Roman Empire and the gods,
for prosperity and peace in what Romans called
the world, which was all contained within the
empire.

In our times, tourist hordes traipse around
the imperial squares in Rome and gaze upon
these memorials of the past. These people have

all been educated in modern times and think
they are free from all mythological under-
standing of the world. Travel brochures may say
that this is Vespasian’s Temple of Peace, without
any further explanations of the peace concept,
and if there is any mention of the “decoration”
on the temple’s crossbeam, it is almost always
described as a tasteful ornamentation in the
Greek—Roman art tradition. The story behind the
actual meaning of the images has disappeared
because it doesn’t conform to the “scientific”
understanding of technology, or to ideas of its
progress and proficiency.

Résa Gisladottir’s installation does not
only entail a replica of the Temple of Peace but
it brings the square into the staging of the struc-
tural world of the imperial squares, with
structural units that can be found there and
intrigue us: we see the sacrificial stall or the
peace altar with a replica of the fire that brought
to the gods the smoke of the dishes. We see the
steps where the congregation sat and



innsetningu Rosu eru ekki taknmyndir i hefdbundinni merkingu
taknsins sem visun i frumspekilegan sannleika, heldur eru pessi brot ar
formheimi keisaratorganna eins og ummerki og &minning um uppruna
si®menningarinnar og jafnframt hvéss aminning til samtimans um pa
blindg&tu sem vid, ferdamennirnir & keisaratorgunum 1 Rém, géngum
eftir i forundran okkar a furduverkum fortidarinnar.

Pessi svidsetning Résu & formum sem kallast 4 vid uppruna
si®menningarinnar med svo athyglisverdum haetti, varpar henni beint
inn 7 okkar samtima. Hin kallast jafnframt & vid innsetningu 1 36drum sal
Gerdarsafns, par sem vid géngum inn i formheim sem & sér kannski
ekki jafn skyra visun 1 fortidina. bar opnast fyrir okkur annad ,torg“,
annar samradsvettvangur dlikra sjbnarhorna. Um er ad raeda
formgerdir sem eiga sér dljdsar fyrirmyndir og vidmid, sem birtast
okkur i nyju samhengi sem framandleg en um leid kunnugleg form:
svipmyndir og ummerki Gr minni timans, ef svo maetti segja.
Minningar sem jafnvel vekja hugbod um upphaf natimahyggju og
konstriktivisma fra fyrstu aratugum 20. aldarinnar, par sem vikid er fra
allri eftirlikingu nattarunnar i vidleitninni ad virkja krafta hennar,
taktfestu og hreyfiorku i efninu og sjalfu forminu. En einnig visanir i
formgerdir sem finna ma i idnhdnnun ar teekniheimi samtimans,
ummerki sem hér eru slitin Gr sambandi vid notagildi sitt eda

taeknivirkni { markadsvidskiptum samtimans. [ innsetningunni sjaum vid®

hvar pessi form umlykja rastir af hGsbyggingu a gélfinu, og pekja lika
veggi salarins, rétt eins og i framandlegum ljéma peirrar fjarveru sem
rofid vid upprunann framkallar. Einnig hér sjaum vid vegsummerki hins

lidna...

Pessi hluti syningarinnar leidir hugann ad safnhuisinu sjalfu og
verkum Gerdar Helgaddttur, sem pad er helgad. Gerdur Helgadottir
var brautrydjandi 1 islenskri myndlist, einkum med malmskulptirum
sinum fra 6. aratugnum, sem virkjudu pyngdaraflid, hreyfinguna og
taktinn, um leid og horfid var fra éllum hlutleegum og taknreenum
visunum. A pessu timabili var Gerdur i nAnum takti vid réttaekustu
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participated in a communal meal that brought
peace between men and gods. We see a broken
pillar, a testament to the frailty of mortal men,
we see the sacrificial knife lying on the floor and
an enlarged image of the bull’s skull, called
Bucranium in the vernacular. It looks at us with
empty eye sockets from the distant past to the
present that is now embroiled in a technological
attack on the sacred ecosystem of the immortal
gods that Prometheus so treacherously stole the
fire from to save man. The forms in Rosa’s
installation are not symbols in the traditional
meaning of the word as a metaphysical truth, but
they originate from the formworld of the imperial
squares, as a trace and a reminder of the origin
of civilisation, and also a sharp reminder to the
present of the errant ways that we, the tourists
in the imperial squares in Rome, walk in wonder
of the fantastical phenomena of the past.

By staging these forms that echo the
origin of civilisation in such a remarkable fashion,
it is catapulted straight into our present. She also

echoes the installation in the other gallery of
Gerdarsafn’s top floor, where we enter a struc—
tural world that may not reference the pastin an
equally clear manner. There, another “square”
opens up for us, another consultation platform
of different viewpoints. These structures have
vague models and references that appear to

us in a new context as strange but also familiar
forms: snapshots and traces of the memory of
time, so to speak. Memories that even evoke
ideas of the origin of modern conception and
constructivism from the first decades of the
2@th century, where all replication of nature was
abandoned in order to activate its power, rhythm
and dynamic energy in the material and the form
itself. But also references to structures that can
be found in modern industrial design, traces that
are torn out of their utilitarian context or tech-
nical function in today’s market trade. The
installation shows forms surrounding ruins of

a building on the floor and they also cover the
gallery walls, just like in the exotic glow of the

4

Jean-Luc Nancy: Le vestige
de I‘art, upphaflega birt i
L‘art contemporain en
question, Jeau de Paume
1994. [islenskri pydingu &
hugrunir.com
wp.me/p7Ursx-eh.

13

4

Jean-Luc Nancy: Le vestige
de I‘art, originally printed in
L‘art contemporain en
question, Jeau de Paume
1994.

framarstefnulist franska skélans 1 kjélfar heimsstyrjaldarinnar sidari.
pessum verkum er Gerdur frahverf allri taknhyggju i anda
maodernismans par sem hin leitast vid ad virkja frumkrafta nattarunnar.

Segja ma um formheim Résu Gisladéttur ad hann sé lika frahverfur
allri tdknhyggju med visunum 1 frumspekilega handanveru. Form
hennar eru ummyndanir og ummerki minnisins. bau visa ekki i
frumkrafta hreyfingar og pyngdarafls eins og verk Gerdar, heldur eru
pau eins og minnisvardar um formheima sem svifa i tdmarymi peirrar
listhefdar er finnur uppruna sinn i ,hinu heilaga“ sem fjarveru pess.
Samkvaemt pessu getum vid skilid myndheim Rdsu Gisladbttur sem
ummerki og vegsldd (vestigium) listarinnar 1 peim skilningi sem franski
heimspekingurinn Jean-Luc Nancy setti fram 1 peim merka fyrirlestri
sem hann flutti i Galérie du Jeu de Paume 1994 um ,Vegsummerki
listarinnar“ (,,Le vestige de I‘art“) , par sem hann leggur Gt fra
hugmyndum Hegels fra fyrri hluta 19. aldar um endalok listarinnar, og
setur fram pa hugmynd, ad allt fra hellamalverkum steinaldar til
natimans hafi listin T kjarna sinum verid eigin ummerki, og ad hugmynd
Hegels um listina sem ,,skynjanlega birtingarmynd hugmyndarinnar
megi skilja sem pau spor og vegsummerki mannsins sem Nancy likir
vid ,reyk an elds“ og vid skynjum ni sem pa fjarveru hins ésnertanlega
og heilaga er einkenni sdgu listarinnar fra upphafi vega.*
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absence created by the break from the origin.
Here too we see remnants of the past ...

This part of the exhibition leads us to the
museum building itself and the works of Gerdur
Helgadéttir, whom the museum is named for.
Gerdur Helgaddttir was a pioneer of Icelandic
art, particularly with her metal sculptures from
the 1950s, which activated gravity, movement
and rhythm but let go of all objective and
symbolic references. At the time, Gerdur was in
close sync with the most radical French avant-
garde art, following WW/II. In these works, she
turns her back on all symbolism in the spirit of
modernism and seeks to activate nature’s primal
forces.

Résa Gisladéttir’s world of structure can
also be said to be averse to all symbolism with
references to a metaphysical beyond-being. Her
forms are transformation and traces of memory.
They do not refer to the primal force of move-
ment and gravity, like Gerdur’s work, but
resemble memorials to structural worlds that

float in a vacuum of the artistic tradition that
finds its origin in “the holy” as its absence.
According to this, we can interpret Résa
Gisladéttir’s imagery as traces and paths (vesti-
gium) of art, in an understanding put forward by
French philosopher Jean-Luc Nancy in his
important lecture in Galérie du Jeu de Paume in
1994 about “The Traces of Art (“Le vestige de
I’art”), where he interprets Hegel’s ideas from
the first part of the 19th century about the end
of art, and proclaims that ever since the Stone
Age’s cave paintings, all the way to modern
times, art has at its core been its own trace, and
that Hegel’s idea about art as a “perceptible
manifestation of the idea” can be understood
as man’s signs and traces that Nancy compares
to “smoke without fire” and we now, as then,
perceive as the absence of the intangible and
holy, is characteristic for art history since the
beginning of time.
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Museum within a Museum
Rosa Gisladéttir’s Exhibition at The Einar Jonsson Sculpture Museum 2022
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See Sigridur Melrés
Olafsdéttir, ,Listasafn Einars
Jonssonar (1923),“ in Saga
listasafna & Islandi
(Reykjavik: Museology
Research Centre, 2019), 75.

Hnitbjorg, byggingin sem hysir safn Einars Jonssonar & Skélavérduholti,
er med merkari hisum Reykjavikur. Byggingarstillinn er nokkud®
sérsteedur og minnir helst & kastala, med virkisveggi sem risa upp af
pbungum stalli og er gengid upp tréppur ad pungum dyrum a bakhlid
hassins. Forhlidin — sem snyr ad héggmyndagardinum vid Freyjugbtu
— einkennist af klassisku stluformi sem hysir stiga upp & efri haed
safnsins, par sem ibGd peirra hjéna, Einars og Onnu (Anna Marie
Jorgensen, 1885—1975), var stadsett. HGsid er jafnframt merkilegt
fyrir paer sakir ad pad var fyrsta byggingin sem reist var sérstaklega
fyrir listasafn. A Jénsmessudag pann 24. jani 2022 — & niutiu og niu
ara afmaeli safnsins — opnadi Résa Gisladéttir myndhéggvari
syninguna Safn Résu Gisladéttur i Listasafni Einars Jonssonar. Likt og
a syningu Résu i Asmundarsafni fyrr 4 sama éari, kdlludust verk hennar
i Hnitbjorgum & vid verk eins frumkvoduls islenskrar héggmyndalistar,
Einars Jonssonar (1874—1954), sem og safnbygginguna og umhverfi
safnsins. Jafnframt visudu pau i verk annars frumherja natimalistar,

Kazimirs Malevich (1879—1935).

Listasafn Einars Jonssonar hefur dumdeilanlega verid tilkomumikil sjon
a fyrri hluta sidustu aldar og enn i dag er hisid sveipad virduleika og
duld. Ekki er adkoman pegar inn er gengid ahrifaminni. Beedi veggir
og golf i syningarsdlum safnsins eru péttsetin verkum Einars, en
arfleidsluskra hans fra 1954 — sem safnid starfar eftir — gerir skyra
kr&fu um ad ekki sé hréflad vid upprédun verka hans.' Pad er pvi ekki
einfalt mal fyrir gestkomandi listamann ad koma fyrir eigin verkum i
safninu pannig ad pau njéti sin og falli um leid vel ad umhverfinu.
Fyrsta verki® sem meetti gestum a syningu Résu var krossform
med ferningslaga opi i midju. Orlitlar tréppur vid fét krossins virtust
gefa til kynna ad hér veeri um byggingarlikan ad reeda og kdlludust
tréppurnar & vid inngang ad safni Einars. Ahorfandi hefdi pvi vel getad
imyndad sér ad hér veeri a ferdinni likan af byggingu sem hysa aetti safn
Résu, sem titill syningarinnar visadi til. Pegar nanar var ad gad stédst

Safn 1 safni

Hnitbjorg, the building that houses The Einar
Jénsson Sculpture Museum at Skélavérduholt,
is among the most interesting buildings in
Reykjavik. Its architectural style is fairly unique,
it most resembles a castle, with fortress walls
rising from a heavy pedestal and steps leading
to a heavy door on the building’s back side. The
front — facing the sculpture garden at Freyjugata
— is characterised by a classic pillar which
houses the stairs to the museum’s second floor,
where the living quarters of Einar and his wife
Anna (Anna Marie Jergensen, 1885—1975)
were located. The building is also important
because it was the first building that was
designed as an art museum in Iceland. On
Midsummer’s Day, 24 June 2022 — on the
museum’s 99th anniversary — sculptor Rosa
Gisladéttir opened her exhibition Résa
Gisladéttir's Museum in Einar Jénsson’s Sculpture
Museum. As in Résa’s exhibition in Asmundar-
safn earlier in the same year, her work in
Hnitbjérg echoed the works of one of the

pioneers of Icelandic sculpture, Einar Jonsson
(1874—1954), as well as the museum building
and its surroundings. It also referenced the work
of another pioneer of modern art, Kazimir
Malevich (1879—1935).

The Einar Jonsson Museum was undoubt-
edly an impressive sight in the first half of the
last century and still today the building presents
an air of dignity and mystery. The interior of the
museum is no less impressive. The walls and
floors in the museum galleries are crowded with
Einar’s works, but the artist’s last will and testa-
ment from 1954 — which the museum operates
under — clearly states that his works are not to
be moved.' It is, thus, no easy task for a visiting
artist to install their own work within the
museum, in a way that allows it to breathe while
also harmonizing with the surrounding work by
Einar and the building itself.

The first work to greet visitors to Résa’s
exhibition was the form of a cross with a square



bad pd varla, enda hlutféll 6raunsse og engar dyr eda gluggar &
~byggingunni.“ Arkhitekton | nefnist petta verk Résu og visar i baedi
malverk og byggingarlikdn Kazimirs Malevich, leidtoga sUprematisma-
hreyfingarinnar i Risslandi 8 33rum og pridja aratug tuttugustu aldar.

SUprematismi vard til med fraegri syningu sem opnadi i Petrégrad
(Sankti Pétursborg) 19. desember 1915. bar voru synd verk sem
Malevich hafdi unnid ad fra maimanudi sama ar, asamt verkum niu
annarra listamanna sem hann baud til patttdku; éhlutbundin malverk
sem byggdu a rannsdkn Malevichs 8 samsetningu ymissa grunnforma
i hreinum, 6bléndudum litum & hvitum grunni. | huga Malevichs st6du
slik form 1 beinu sambandi vid aedri tilvist veruleikans, handan hins
synilega hlutveruleika og midudu pessar rannsdknir listamannsins ad
uppgdtvun pess sem hann nefndi ,,hreina“ list:> myndlist sem hann
taldi endurspegla med beinum haetti edlislégmal nattirunnar, einkum
og sér 1 lagi tilvist fjordu viddarinnar, sem var vinseelt vidfangsefni
frédra manna a fyrstu arum tuttugustu aldar.?

A pridja aratugnum Gtvikkadi Malevich rannséknir sinar i leit
ad ,hreinni“ byggingarlist. Ari® 1923 — sama ar og safn Einars Jéns-
sonar opnadi dyr sinar fyrir almenningi — héf Malevich, i samvinnu
vid nemendur sina, ad skapa byggingarmédel (r gifsi sem hann kalladi
arkhitekton (arkhitektony) og teikningar ad byggingum sem hann nefndi
planit (planity). Var petta hluti af framtidarsyn Malevichs um ad méta
gjérvallt umhverfi mannsins & grundvelli siprematisma. Olikt hinu
freega modeli Vladimirs Tatlin (1885—1953) — foringja konstriktivista
— fra svipudum tima, af fyrirhugudum héfudstédvum Alpjédasambands
kommunista (Komintern) i Petrégrad, var arkhitektonum Malevich hins
vegar aldrei setlad ad pjona hagnytum tilgangi, sem fyrirmyndir ad raun—
verulegum byggingum. bau voru fremur, eins og malverk listamannsins
fra 1915, rannsdknir i prividd & hreinum grunnformum.*

Auk Arkhitekton | syndi Rosa fjogur 6nnur arkhitekton i Listasafni
Einars Jonssonar 2022, sem og lagmynd af forhlid Hnitbjarga med
Hallgrimskirkjuturn i bakgrunni. Voru pessi verk 6l stadsett a jardhaed
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opening in its centre. Tiny steps at the foot of the
cross seemed to indicate that this was a model,
and the steps echoed the entrance to Einar’s
museum. A viewer might well have imagined
this was a model of a building meant to house
Résa’s collection, referenced in the exhibition’s
title. Upon closer inspection this hardly made
sense, however, as the proportions were unreal-
istic and the “building” had neither doors nor
windows. The form and the title of the work

— Arkhitekton | — refers to the paintings and
architectural models of Kazimir Malevich, the
leader of the suprematist movement in Russia

in the 1910@s and ‘20s.

Suprematism was born with a famous
exhibition, opening in Petrograd (St Petersburg)
19 December 1915. On display were works that
Malevich had been working on since May that
same year, as well as the works of nine other
artists who he had invited to join him; abstract
paintings, based on Malevich’s research of the
combination of various basic forms in pure

colours on white background. To Malevich, these
forms stood in direct relation to a dimension of
reality beyond the visible and objective, and the
aim of his research was the definition of a “pure”
art:? an art that he thought would directly reflect
the principles of nature, in particular the fourth
dimension, a popular subject with scholars at the
start of the 20th century.?

In the 1920@s, Malevich expanded this
project into research on a “pure” architecture. In
1923 — the same year that The Einar Jénsson
Museum opened its door to the public —
Malevich, began collaborating with his students
on the creation of architectural models from
plaster which he called arkhitektons (arkhitek—
tony) and drawings of buildings that he named
planit (planity). This development was a part of
his utopian vision of the extension of
Suprematism into all facets of the human envi-
ronment. Unlike the famous model by Vladimir
Tatlin (1885—1953) — the leader of the
Constructivists — from the same period, of the
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Sja Kasimir Malevich,
»Suprematism,“1 The
Non-Objective World
(Chicago: Paul Theobald
and Company, 1959),
66—102.
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Um ahrif Ouspenskys og
annarra dulspekinga & verk
Malevichs, sem og &dhuga
hans & skrifum
visindamanna um fjérdu
viddina & fyrstu aratugum
tuttugustu aldar, ma m.a.
lesa hér: Linda Dalrymple
Henderson, ,,Chapter 3.
Malevich, the Fourth
Dimension, and the Ether of
Space One Hundred Years
Later,“ 1 Celebrating
Suprematism: New
Approaches to the Art of
Kazimir Malevich, ritstj.
Christina Lodder (Brill,
2018), https://
ebookcentral.proquest.
com/lib/landsbokasafn/
detail.
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Samuel Johnson, ,,Chapter
7. Suprematism and/or

Supremacy of Architecture,

i Celebrating Suprematism,
144—160.
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See Kasimir Malevich,
»Suprematism,“in The
Non-Objective World
(Chicago: Paul Theobald
and Company, 1959),
66—102.

3

About the influence of
Quspensky and other
mystics on the works of
Malevich, as well as his
interest in scientific writings
about the fourth dimension
in the first decades of the
20th century, see for
example: Linda Dalrymple
Henderson, ,,Chapter 3.
Malevich, the Fourth
Dimension, and the Ether of
Space One Hundred Years
Later,“ in Celebrating
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Suprematism: New
Approaches to the Art of
Kazimir Malevich, ed.
Christina Lodder (Brill,
2018), https://
ebookcentral.proquest.
com/lib/landsbokasafn/
detail.

4
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Supremacy of Architecture,*
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144—160.

safnsins, par sem adur var vinnustofa Einars. Olikt verkum Résu &
syningu hennar i galleri BERG Contemporary 2019 einkennast
arkhitektonin af lokudum, massifum formum og er pad i samraemi vid
arkhitekton Kazimirs Malevich. Verkin vann Résa Ur gifsi, ljosi og litudu
gleri og kélludust pau flest i formi & vid verk Einars, safnbygginguna og
umhverfi safnsins og einkenndust af tréppu- og studlabergsformum.
Tréppuformid er sérstaklega dberandi i Arkhitekton V, en segja méa ad
betta verk hafi bundid verk Rdsu & nedri haed safnsins vid efri haedina,
med endurtekningu krossformsins Gr Arkhitekton I. Jafnframt matti
greina 1 verkum Rosu skyrar visanir i forn—griska og romverska
byggingarlist — einkum i Arkhitekton Il. Verkid samanstendur af safni
troppuforma, dsamt salu og ferstrendingum, sem saman mynda fjorar
byrpingar og minnir helst & fornar ristir. Onnur verk Résu h&fdu hins
vegar Yfir sér yfirbragd natimabyggingalistar. Arkhitekton Il likist
helst Gtlinum skyjakljifa stérborgar, en hringform Arkhitekton IV kallar
samtimis fram i hugann myndir af nGtimahénnun — til ad mynda
bekktri hénnun Franks Lloyd Wright af byggingu Guggenheim lista—
safnsins i New York — og hringleikhisum fornaldar. bannig maetast

i verkum Résu hid natimalega og klassiska. A sama tima skilja
arkhitekton Résu — likt og arkhitekton Malevichs — dhorfandann

eftir i lausu lofti, | rymi hins imyndada, og erfitt er ad festa reidur

a finksjoén peirra ,,bygginga“ sem hér birtast okkur. bannig getur
ahorfandinn lesid Gr sama verkinu hvort sem er nGtimalegan
minnisvarda eda fornaraltari fra fornri tio.

Hugmyndir manna um hlutverk og edli safna hafa teki® miklum
breytingum a peim hundrad arum sem lidin eru sidan Listasafn Einars
Jénssonar opnadi dyr sinar. S6fn samtimans leggja flest rika aherslu

a ad lada til sin fjdlbreytta gesti & dllum aldri. Almennt er litid svo &

ad séfn séu pjonustustofnanir sem hafi riku samfélagslegu hlutverki

ad gegna, ekki adeins i menntun og uppfraedslu eda afpreyingu
almennings, heldur jafnframt i verndun og eflingu lydheilsu og lydraedis

Safn 1 safni

planned headquarters of the Komintern in
Petrograd, Malevich'’s arkhitektons were never
meant to serve a practical purpose, as models of
real buildings. They were rather, like the artist’s
paintings from 1915, three-dimensional
research of basic pure forms.*

In addition to Arkhitekton I, Résa displayed
four other arkhitektons in The Einar Jonsson
Museum in 2022, as well as a bas-relief of
Hnitbjorg’s front, with the tower of Hallgrims—
kirkja in the background. These works were all
located on the ground floor of the museum,
where Einar’s studio used to be located.

Unlike Rosa’s works at her exhibition in BERG
Contemporary gallery in 2019, the arkhitektons
are characterised by closed, massive forms,
following the example of Kazimir Malevich’s
arkhitektons. Résa’s works were created from
plaster, light and coloured glass, and most
echoed Einar’s works, the museum building
and surroundings, with its characteristic steps
and columnar basalt shapes. The steps are

particularly prominent in Arkhitekton V, and this
work can also be said to have tied Rosa’s works
on the ground floor to the upper floor, by
repeating the cross form from Arkhitekton I.
Roésa’s work also clearly echoed ancient Greek
and Roman architecture — particularly
Arkhitekton Il. This work is combined of steps,

a pillar and elongated rectangles that together
form four clusters that distinctly resemble
ancient ruins. Other works in the exhibition were
more reminiscent of modern architecture.
Arkhitekton Ill brings to mind the outlines of
skyscrapers in a large city, and the round form of
Arkhitekton IV evokes both images of modern
architecture — for example Frank Lloyd Wright’s
famous design of the Solomon R. Guggenheim
Museum in New York — and the amphitheatres
of antiquity. Thus, Résa’s work merges the
modern and the classical. At the same time, her
arkhitektons — like those of Malevich — situate
the viewer in a space of infinite possibility, where
it is impossible to define or to fix the function of



i peim samféldgum sem pau pjdéna. Arfleidsluskra Einars gerir hins
vegar safninu afar erfitt fyrir ad uppfylla slikar kréfur. HGn setur til ad
mynda allri kynningar-, freedslu— og syningarstarfsemi safnsins afar
bréngar skordur. Hvorki ma lana verk Einars a syningar annarra safna
né gera afsteypur af verkum hans til handa 68rum en safninu sjalfu. Né
heldur méa nota myndir af verkum Einars til auglysinga eda fjaréflunar,
og raunar kvedur arfleidsluskrain 4 um ad eigi skuli, ,a neinn hatt med
auglysingum reynt ad auka adsékn folks ad safninu, umfram venjulegar
auglysingar um syningartima pess.“*

[ grein sem ritud var & 75 ara afmaeli safnsins arid 1998 benti

Hrafnhildur Schram — listfraedingur og paverandi forstédumadur
safnsins — 4 ad lita meetti 4 safnhisid sem hluta af seviverki Einars og
steersta skllptdr listamannsins.® Ef til vill méa Gtvikka pessa samlikingu
til safnsins 1 vidari skilningi: ekki adeins byggingarinnar sem hysir verk
Einars, heldur jafnframt til peirrar hugmyndar sem stofnun safnsins
hvilir &, en likt og arfleidsluskra Einars vitnar um, virdist listamadurinn
fyrst og fremst hafa nalgast safnid sem minnisvarda (e. monument)

um eigid Iif, list og hugsun.’

Einar Jonsson og Kazimir Malevich voru nanast jafnaldrar og pé
ad verk peirra séu um margt 6lik héfnudu peir badir hefdbundnum
natdralisma og 16gdu aherslu a ad listaverkid aetti fyrst og fremst ad
tja tilfinningu listamannsins og byggja a innsaei hans. Hugmyndir peirra
um listamanninn sem sjaanda og listaverkid sem endurspeglun ae0ri
tilvistar ma ad nokkru leyti rekja til sameiginlegs dhuga peirra 8 gud-
speki (theosophy).® Jafnframt maé finna skérun milli upphafinna og
Opraktiskra hugmynda Malevichs um byggingarlist og hugmynda
Einars Jonssonar um séfn — likindi sem Safn Résu Gisladoéttur i
Listasafni Einars Jonssonar dré fram af mikilli neemni. Um leid og
listakonan tok sér plass innan safns Einars varpadi h(n pannig fram
aleitnum spurningum um hugmyndina um safnid, tilgang safna og
edli og hvada hlutverk pau leika i ad moéta syn okkar & listasdguna.
Spurningum eins og: Hvada samfélagslega hlutverki geta einkasdfn

20 Museum within a Museum

the “buildings” we see. Thus, the viewer can see
in the same work either a modern monument or
an ancient sacrificial altar.

Ideas about the nature and role of museums have
changed drastically in the one hundred years
since The Einar Jénsson Museum was opened.
Today, most museums focus on attracting a
diverse group of visitors of all ages. Museums
are widely viewed as institutions providing an
important public service and playing a mean-
ingful social role. Not only do museums function
as institutions of public education and entertain-
ment, they also support public health and
democracy within the communities they serve.
Einar Jonsson’s will, however, makes it very hard
for his museum to fulfil such demands. For
example, it severely restricts all promotional,
educational and exhibition activities of the
museum. Einar’s work can not be lent to other
museums, nor can casts of his work be made for
anyone but the museum itself. Photos of Einar’s

works can not be used for advertising or fund-
raising, and the will actually states that there
shall be “no advertising to increase the number
of visitors to the museum except standard
advertisements about its opening hours.”®

In an article written on the museum’s 75th
anniversary in 1998, art historian and then-di-
rector of the museum Hrafnhildur Schram
pointed out that the museum building could be
viewed as a part of Einar’s oeuvre and his largest
sculpture.® Perhaps, we can expand this compar-
ison to a wider context, not only to the building
that houses Einar’s works but also to the idea
behind its creation. As Einar’s will demonstrates,
the artist seems to have approached the
museum first and foremost as a monument to
his own life, art and thought.”

Einar Jénsson and Kazimir Malevich were
close contemporaries, and although their work is
in many ways in contrast, they shared a rejection
of traditional naturalism and an emphasis on the
artwork as an expression of the artist’s feelings
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Sja Sigridur Melrds
Olafsdéttir, ,Listasafn Einars
Jénssonar (1923), 74—77.
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Hrafnhildur Schram, ,,Safni®
& holtinu,“ Morgunbladid,
23.jan 1998, 29.
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[ arfleidsluskranni leggur
Einar rika aherslu & ad baedi
safneignin og byggingin séu
2evinlega tengd nafni hans
og ad sem minnst sé hréflad
vid héfundarverki hans. Sja
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(1923),“ 74—77.
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In his will, Einar states that
the building and his
collection shall always be
connected to his name and
his oeuvre not tampered
with in any way. See Sigridur
Melrés Olafsdéttir,
,Listasafn Einars Jénssonar
(1923),“ 74-77.
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Hér verdur ekki tiundad
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Here, there will be no more
discussion about the wider
context of the founding of
The Einar Jonsson Sculpture
Museum. Two things seem
to have played a part, the
atmosphere and discourse
of nationalism and the
artist’s survival instinct. See
Sigridur Melrés Olafsdottir,
,Listasafn Einars Jonssonar
(1923),“ 62-87; Olafur
Kvaran, ,Hugmynd um
islenskt pjodlistasafn“ and
»Safn Einars Jénssonar,“ in
Einar Jonsson
myndhdggvari, 121-134;
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eins og safn Einars Jénssonar gegnt i samtimanum? Hvada afleidingar
hefur pad ad piggja eeviverk listamanns ad gj6f? Hvada hvatir liggja par
ad baki og hvernig méta slikar gjafir syn okkar & listaséguna til

framtidar?®

Safn 1 safni

and intuition. Their mutual ideas of the artist as a
seer and the artwork as a reflection of a higher
form of existence can partly be traced to their
joint interest in theosophy.® There is also an
overlap between Malevich’s utopian and
impractical ideas about architecture and Einar
Jénsson’s ideas about museums — similarities
that Résa Gisladéttir’s Museum in Einar Jonsson’s
Sculpture Museum brought to light with great
acuity. As the artist inserted her work within
Einar’s museum she raised pressing questions
about the concept of the museum, the purpose
and nature of museums and their role in shaping
our view of art history. Questions like: What role
can a private museum like The Einar Jonsson
Museum play in modern societies? What are the
consequences of accepting an artist’s oeuvre as
a gift? What motivates such a gift and how do
they shape our view of art history going
forward?®
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Asmundur Sveinsson & Résa Gisladéttir
On Spatial Infractions in Reykjavik Art Museum
- Asmundarsafn 2022

Aldis Snorradéttir & Edda Halldérsdottir
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A syningunni maetast myndh&ggvarar tveggja tima f samtali sem veitir
nyja syn & arfleifd eins af frumkvddlum islenskrar héggmyndalistar
asamt pvi ad kynna ny verk starfandi listamanns. Résa Gisladéttir
(1957) nam myndlist i byskalandi, Bretlandi og & Islandi og hafa verk
hennar verid synd vida. Résa hefur & ferli sinum fengist vid ymsan
efnivid en han er pekktust fyrir gifsskilptira sem hafa tekid a sig 6lik
form og steerdir i gegnum tidina. Fra upphafi ferilsins hefur han gjarnan
unni® me?d listreenar tilvisanir 1 arkitekt(r og menningarséguna og tekst
hér & syningunni & vid® byggingu Asmundarsafns sjélfs, sem gjarnan er
talad um sem staersta skllptar Asmundar Sveinssonar. A namsarunum
ferdadist Rosa reglulega til ltaliu par sem hin heilladist af byggingarlist
fyrri alda og klassiskri skdlptargerd. Han vinnur med pau form sem hin

féll fyrir 8 meginlandinu og Gr verda verk sem spila 8 mérkum pess

klassiska og natimalega.

Asmundur Sveinsson (1893—1982) var einn peirra sem kynntu
fyrir Islendingum nyjar hugmyndir i myndlist 2@. aldar. Hann sétti
innblastur 1 islenskar sagnir og pjédtra en samfélagid og teekniframfarir
20. aldar voru honum einnig rikuleg uppspretta hugmynda. Hann hélt
alla tid tryggd vid pa afstédu ad listin eetti erindi til folksins og eetti
heima & medal pess. Fj6lda verka hans er ad finna & opinberum st6dum
vida um land. Hann stundadi nam vid Seensku listakademiuna i
Stokkhélmi undir handleidslu myndhéggvarans Carls Milles. 1 lok pridja
aratugar aldarinnar dvaldist Asmundur i Paris um priggja ara skeid og
ferdadist um Grikkland og ftaliu. Sa timi hafdi ekki sidur ahrif 4 préun
hans sem listamanns en namsarin i Stokkholmi.

Innrdbmmun loftsins

Um midjan fjérda aratuginn for ad bera & pvi i verkum Asmundar ad
holrdmid & milli formanna fengi meira vaegi. bessi préun héfst pegar
Asmundur dvaldi veturlangt i Kaupmannah&fn 1936—37 en s dvél
hafdi mikil &hrif &8 hann og hann fékk aukinn kraft i vinnu sinni. Hann
vann par sextan verk sem marg hver bera pessi nyju einkenni og marka

Asmundur Sveinsson & Résa Gisladéttir

This exhibition is a meeting of two sculptors from
different times in a dialogue that gives a new
insight into the heritage of one of the pioneers of
Icelandic sculpture, as well as introducing new
works by a contemporary artist. Résa Gisladottir
(1957) studied art in Germany, Britain and Iceland
and her works have been widely exhibited. She
has used various material in her work but is best
known for plaster sculptures that have taken on
different shapes and sizes. From the start of her
career, she has often incorporated artistic refer-
ences to architecture and cultural history into her
work and in this exhibition, she takes on the
Asmundarsafn’s building itself, often referred to
as Asmundur’s largest sculpture. While studying,
Résa regularly travelled to Italy, where she was
enchanted by old architecture and classic sculp-
ture. She works with the forms she was so taken
with on the mainland, creating works that fluc—
tuate between classical and modern.

Asmundur Sveinsson (1893—1982) was
one of the pioneers of Icelandic art in the 20th

century. He was inspired by Icelandic myths and
folk tales but also by the society and the techno-
logical advance of his time. For his whole career,
he remained true to his view that art should be
for the people and open to the public, numerous
works of his can be found in public places all over
the country. He studied with Carl Milles at the
Royal Swedish Academy of Fine Arts. Towards
the end of the 1920s, he stayed in Paris for three
years and travelled around Greece and Italy.
These years influenced his artistic development
no less than his years of study in Stockholm.

Framing the Air
Around the middle of the 193@s, the cavities

between the shapes started playing a larger role
in Asmundur’s art. This development started
when he stayed in Copenhagen in 1936—37,
which affected him greatly and gave his work

a boost. He created sixteen new pieces, many
of which display these new characteristics and
mark a turning point in his art. From the start



viss straumhvaérf 1 list hans. Framan af ferlinum h&fdu verk Asmundar
yfir sér pyngd og lokad yfirbragd og hefur peim verid lyst sem ,,pykkri
og massifri heild sem hvergi loftar um“. Parna gengu verk hans hins
vegar i gegnum formraena endurnyjun par sem massinn og kyrrstadan
viku fyrir hreyfingu og léttleika. Hann hvarf einnig i auknum meeli fra
raunsaeinu og verkin urdu meira abstrakt og surrealisk — hann ridlar
edlilegum hlutféllum, fjarleegist ndkveema likamsbyggingu og hina
hefdbundnu tdlkun & mannslikamanum og annarri natdraliskri

myndgerd.

Medal fyrstu verkanna sem Asmundur vann pannig eru bvotta-
konur, Draumsyn, Heybandid og Krjapandi kona. Verkin einkennast
af innbyrdis hreyfingu og sterku samspili forma. Mérg verkanna fra
bessum tima eru byggd upp sem hringur sem sidan hafa i sér fleiri
smeerri hringi innan heildarformsins. Slik hringbygging kemur fyrir aftur
og aftur i gegnum ferilinn eftir petta og er einna augljésust i verkinu
Listhneigd par sem hringformid er aberandi og sterkt.

[ verkinu Kossinn, sem Asmundur gerdi i Danmérku arid 1936
sagdist hann vera ad komast ad ,.kjarna malsins“ sem sé félkid annars
vegar en loftid & milli pess hins vegar. ,,Loftid talar einnig sinu mali ekki
sidur en linurnar 1 figarunum,“ segir hann og nefnir myndh&éggvarana
Henry Moore (1898—1986) og Henri Laurens (1885—1954) sem
meistara i slikum loftskurdi. [ verkum peirra & holrimid einnig sitt form
sem Asmundur sagdi ad kalla maetti innrdmmun loftsins. beir Moore
og Laurens voru miklir dhrifavaldar i list Asmundar en hann hafdi séd
verk peirra og sétt til peirra innblastur. Henry Moore skrifadi pd
nokkud um verk sin og tilraunir sinar med efni og form og sagdi medal
annars ad i dypsta skilningi veeru form og rymi eitt og hid sama, og

ad hvorugt veeri mikilvaegara en hitt.

[ verkinu Mdir J6rd innleidir Asmundur rymi milli konunnar
og barnsins sem myndud eru. Hann léttir pannig & asyndinni og eykur
a prividdina i verkinu. Verkid er pannig Gr gardi gert ad pad verdur
hringseett, p.e. gert er rad fyrir ad verkid sé skodad fra éllum hlidum
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of Asmundur’s career, his works had been
weighty and closed-off, they have been
described as “a thick and massive whole that lets
no air in”. Now, on the other hand, his works
underwent a renewal in form, where mass and
stagnation gave way to movement and light-
ness. Increasingly, he also abandoned realism in
favour of abstraction and surrealism — he disor-
ders normal proportions, moves away from
exact body structure and traditional interpreta—
tion of the human body and other naturalistic
imaging.

Among the first works that Asmundur
created in this manner are Washerwomen,
Dream Vision, Hay Band and Kneeling Woman.
The works are characterised by internal move-
ment and a strong interplay of forms. Many of
his works from this time are constructed like a
circle, containing many smaller circles. Such
circular structures can be seen repeatedly in his
work from then on, most obviously in Artistic
Inclination where the circle is clear and strong.

In his sculpture The Kiss, that Asmundur
created in Denmark 1936, he claimed to be
reaching “the heart of the matter” which, on one
hand, is the people and, on the other, the air
between them. “The air speaks for itself, no less
than the lines in the figures,” he says and
mentions sculptors Henry Moore (1898—1986)
and Henri Laurens (1885—1954) as masters of
such air sculpting. In their works, the cavities
have their own form, Asmundur called it framing
the air. Moore and Laurens hand a great impact
on Asmundur, he had seen their work and been
inspired by it. Henry Moore wrote quite a lot
about his work and experimentation with mate-
rial and form, and according to him, form and
space, when fully comprehended, were one and
the same, neither more important than the other.

In Mother Earth, Asmundur introduces
space between the woman and the child, thus
making the work lighter and increasing the third
dimension. The work is meant to be viewed from
all sides, not just from the front. In Mother Earth
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en ekki bara framan fra. | Médur Jérd og 68rum verkum, t.d.
Listhneigd, nzer Asmundur ad kalla fram sterka tilfinningu fyrir
hugleegum fyrirbaerum, hann persénugerir pau og ljair peim vissa

tilfinningu.

Asmundur heldur 4fram ad vinna med upplausn massans og &
fimmta aratugnum litur dagsins ljés verki® Madur og kona par sem
mannslikaminn er ummyndadur og verkid &dlast lif og Iéttleika med
loftinu & milli. A sjétta og sjdunda aratugnum var®d malmur helsti
efnividur Asmundar og einnig fer hann pa ad vinna med fundin efni og
6hefdbundnari efnivid en 4dur hafdi tidkast. Ohlutbundin hugték eins
og Nattarudflin og Sidasta sjéferdin taka a sig form par sem hugtak er

bundid 1 efni.

Rosa teflir fram verkum sem kallast & vi® hugmyndir Asmundar
um lofti® & milli formanna. I mérgum verkanna stendur holrymi® sem
sjalfstaed eining til jafns vid dnnur efniskenndari form og haegt er ad
virda fyrir sér verk Asmundar i gegnum verk Résu. Innrémmun loftsins
gefur manni nytt sjonarhorn & Listhneigd Asmundar par sem
hringformid birtist ,,i mildri endurtekningu heildarformsins®, eins og
Bjérn Th. Bjoérnsson listfraedingur ordadi pad. Verk Rosu, Loftskurdur
og Augsyn, virka einnig sem gluggar inn i rymid a bak vid par sem ma

sja ymist verk Asmundar eda Résu.

Annar pattur sem Résa dregur fram i verkum sinum er samspil ljéss og
skugga en matt yfirbord gifsins gleypir nanast ljésid i sig. Pad ma
gldégglega sja i verkinu Skuggaskrin, par sem moguleikar & skuggaspili
myndast & mdrgum hlidum verksins. | samtali vi® Matthias Johannes-
sen, sem kom (t i Békinni um Asmund arid 19741, Gtskyrir Asmundur

hvad héggmyndalist sé fyrir honum:

»HOggmyndalist er ad taka efni, forma pad og lata j6sid leika vid
pad. Hln er leikur ad ljési. Ljés og efni tala saman 1 héggmyndum.
Linur og loftskurdur mynda heild 1 tilbreytingunni.*

Asmundur Sveinsson & Résa Gisladéttir

and other pieces, for example Artistic Inclination,
Asmundur evokes a strong feeling for subjective
matters, he personifies them and imbues them
with emotion.

Asmundur continues working on
dissolving the mass and in the 1940s he creates
Man and Woman, where the human body is
transfigured and the work given life and light-
ness with the air between them. In the fifties and
sixties, metal became his material of choice and
he started working with found materials and less
traditional material than before. Abstract ideas
like Forces of Nature and The Last Voyage take
on form where a concept is materialised.

Résa brings works that echo Asmundur’s
ideas of the air between the forms. In many of her
works, the cavity is an independent unit against
other more material forms, and Asmundur’s work
can be viewed through Résa’s. Framing the Air
offers a new perspective on Asmundur’s Artistic
Inclination where the circle appears “in vague
repetition of the overall form” as phrased by art

historian Bjérn Th. Bjérnsson. Rosa’s works Spatial
Infractions and Eye Shot, also act as windows into
the space behind them, where you can see either
Asmundur’s works or Résa’s.

Another factor of Résa’s sculptures is the
interplay of light and shadow, the plaster’s matt
surface practically swallows up the light. This is
evident in her work Shadow Box, where the
shadows play on the sculpture’s many sides. In an
interview with Matthias Johannessen in The Book
about Asmundur in 1971, Asmundur explains
what he believes sculpting to be: “Sculpting is
taking material, shaping it and allowing the light to
play with it. It is a play on light. Light and material
converse in sculptures. Lines and space infractions
create a whole in the diversion.”

Cupola

Asmundur built his domed house at Sigtin in a
few stages between 1942 and 1959. He applied
for a lot to build his home and a sculpture garden
and was allotted a piece of unsettled urban land



Teningur og kupilhds
Asmundur reisti kGluhisid vid Sigtln i nokkrum aféngum & arunum

1942—59. Hann lagdi inn 6sk um 168 fyrir his og héggmyndagard og
fékk Gthlutad plassi i 6byggdu borgarlandi sem nefndist Undraland og
var vid Kirkjumyrarblett 1@. Asmundur hannadi sjalfur hisid og lagdi
fram gifslikan ad pvi en tilskildar teikningar voru unnar af Jonasi
Sélmundssyni hiisgagnasmidameistara. Bygging hassins hofst arid 1942
og stéd Asmundur sjalfur i brinni vid steypu— og mirvinnu. Auk pess ad
vera heimili Asmundar og fjélskyldu hans var stér pattur vid gerd hissins
ad hann fengi almennilega vinnustofu. Asmundur sagdi sjalfur ad ef hann
hefdi ekki reist hisid og vinnustofuna vid Sigtln veeri ekki til ein einasta
stéra hdggmynd eftir hann. Adstadan parna var sérsnidin utan um hann
og gaf honum kost & pvi ad staekka verkin sin og vinna steerra.

Form hissins er teningur med halfkaluhvelfingu ofan &. Nedst er
kjallari, svo kom ibidarhaed og vinnustofu hafdi Asmundur til ad byrja
med uppi i kdlunni. Kdlan er med sex smaa glugga a fjéorum hlidum sem
mynda tvofalda réd sem mjdkkar upp a vid i takt vid minnkandi skurdflét
kalunnar. Form og légun byggingarinnar er innblasin af byggingarlist
Grikkja og Tyrkja. Hi® énumda landsvaedi 1 Sigtini, og i raun Island allt,
fannst Asmundi minna & hrjéstrugar lendur Midjardarhafsins og taldi ad
sambeerilegur arkitektdr aetti vid. Hann hafdi ferdast til Grikklands og séa
par ,kapilhlGs“ svokdllud og fannst ad pau settu vel heima & Islandi lika.

Sidar, eda arid 1946, hofst gerd vidbyggingar, pangad sem
Asmundur flutti vinnustofu sina, og vid® gerd hennar sétti hann i form

egypskra grafhysa fréa forndld. Tveir piramidar risu vid kaluhusid, med
skahallandi veggjum, keilubotni og fl6tu paki. HUsid vid Sigtdn vakti

edlilega undrun og forvitni pegar pad reis og stadsetningin vid Undraland

var sannarlega réttnefni.

Ari® 1954 purfti hann svo enn ad steekka og reisti pa bogadregna
byggingu aftan vid hasid, ,,skemmuna sem geymir allt draslid“ eins og
hann ordadi pad sjalfur; 223 fm skala sem skyldi hysa pau verk sem ekki
komust fyrir inni & vinnustofunni i piramidunum.
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called Undraland (Wonderland) at 1@ Kirkju-
myrarblettur. Asmundur designed the house
himself and presented a plaster model of it, but
the required architectural blueprints were by
master joiner Jénas S6lmundsson. The
construction started in 1942 and Asmundur
himself stood at the helm in the cement and
brick work. As well as providing the sculptor and
his family with a home, the most important
thing was for him to get a proper studio. He
himself stated that had he not built the house
and studio at Sigtan, he wouldn’t have created
a single large sculpture. The facilities were
tailored to his needs, giving him an opportunity
to enlarge his works and create bigger pieces.
The building is an equilateral square with
adome on top. At the bottom there is a base-
ment, then the residential floor and in the
beginning Asmundur had his studio in the
dome. The dome has six small windows on four
sides, they form a double line and shrink on the
way up as the dome contracts. The shape and

structure of the building is inspired by Greek and
Turkish architecture. Asmundur felt the barren
landscape in Sigtin, and actually the whole of
Iceland, resembled the stony landscape of the
Mediterranean and felt similar architecture
would be fitting. He had travelled to Greece and
seen its “cupolas” and thought they would fit
nicely in Iceland.

Later, orin 1946, work started on a new
wing, to where Asmundur transferred his
studio, and here he sought inspiration in
Egyptian tombs from ancient times. Two pyra—
mids were built beside the dome building, with
slanted walls, cone foundations and flat roofs.
Understandably, the building at Sigtin drew
much attention and awoke people’s curiosity,
its location in “Wonderland” was an apt one.

In 1954, Asmundur needed yet more
space, so he built a U-shaped building behind
the house, “the shed where all the stuff is kept”
as he put it; a 223 m2 building to house the
works that couldn’t fit in the studios.
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[ staerstu verkunum & syningunni vinnur Résa Gt fra hisinu sjalfu.
Likt og Résa hefur gert i fyrri verkum sinum afbyggir hin hisid og
einangrar formin svo pau verda nanast abstrakt. | verkinu Nidurbrot
hefur Rdsa tekid formin sem hin einangradi fra hisinu og staflad saman
i sUlu. bPad er ef til vill ekki augljést vid fyrstu syn en pegar gestir gléggva
sig & formunum verda pau kunnugleg. Silan gaeti einnig verid skirskotun
til klassiskrar silu fra fornéld.

Pegar horft er inn i midja skemnmuna blasir vid verkid Upp a gatt, sem
er stor og mikill hringur sem tyllt er & lagan stépul. Heegt er ad horfa

i gegnum hringinn & sex st6dum, i gegnum gdt sem eru eins og
fjérdungar Gr hring T laginu. Verkid er abstrakt & ad lita og gaeti visad i
uppbrot hringsins, par sem haegt er ad finna marga minni hringi innan
pessa stdra hrings, en pad byr meira ad baki. Skilptdrinn er unninn Gt
fra grunnmynd af Asmundarsafni eins og han birtist undir kalunni
begar hasid var byggt. Fjérdungslaga gétin samsvara pvi hurdaropum
i hefdbundinni grunnmynd arkitekta.

Halfkllan sem la ofan a pessari grunnmynd liggur svo a gélfinu a
88rum stad 1 ryminu. Verkid Ofug hélfkdluhvelfing er eftirmynd af hinu
sérstaka paki sem prydir Asmundarsafn en er sett fram sem eins konar
skal T syningarsalnum. Formid og hallandi lega pess & golfinu gefur
tilfinningu um mykt og hreyfanleika. Birtan i salnum leikur um hvitt
gifsid og Gtskornir gluggarnir varpa skuggum. [ verkinu maetast efni
og ljés og skapa heildarupplifun par sem hvort vinnur med hinu. fhvolft

formid tekur einnig til sin hljéd og endurkastar pvi likt og pekkist i
kirkjum og 6drum byggingum med hvolfpékum. Pé hvelfingunni sé
hér snuid 6fugt kemur pad ekki i veg fyrir ad hljéd magnist upp og

skapi bergmalshrif.
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In her largest pieces in this exhibition, Rosa
works with the building itself. As in her previous
works, she deconstructs the building and isolates
the forms, making them almost abstract. In her
work Fragmentation, she has taken the building’s
forms and stacked them to form a pillar. This
may not be immediately obvious but once visi-
tors scrutinise the forms, they start looking
familiar. The pillar could also be a reference to
the classic pillars of ancient times.

When looking into the middle of the Shed,
we see the sculpture Wide Open, a large circle on
a low plinth. You can look through the circle in six
places, through holes shaped like quarter-circles.
The work is abstract and could be a reference to
the fragmentation of the circle, with its many
small circles inside the large one, but there is
more to it than that. The sculpture is based on
Asmundarsafn’s base form, as it appeared
beneath the dome when the house was built.
Thus, the quarter—holes correspond to door
openings in an architect’s traditional blueprint.

The dome on top of this base form lies on
the floor elsewhere in the space. Reverse Dome
is a replica of Asmundarsafn’s unique roof,
presented like a bowl in the exhibition hall. The
form, and its slanted position on the floor indi—
cates softness and movement. The light in the
hall plays on the white plaster and carved
windows cast shadows. The work merges
material and light into an overall experience
where the two join forces. The concave shape
also takes sound and reverberates it, as is known
in churches and other domed buildings.
Although the dome is turned upside-down, it
doesn’t stop sounds from amplifying and
creating an echo effect.

The Studio

Asmundarsafn used to be the artist’s home and a
studio, and items from the studio are displayed

in the exhibition. There are also objects from
Résa Gisladéttir’s studio, creating a meeting of
studios from different periods. Here, you can see



Vinnustofan

Asmundarsafn var 48ur heimili og vinnustofa listamannsins og hafa
munir Ur vinnustofunni verid settir fram a syningunni. Munir Gr
vinnustofu Rosu Gisladéttur hafa einnig verid settir fram og meetast
par vinnustofur listamanna fra élikum timum. | peim maé finna
addraganda nokkurra verka a syningunni. bar fa gestir innsyn i
vinnuferli listamanna vid gerd verka, hvada tél eru notud, hvernig
skdlptarar verda fyrst til sem skissur & bladi eda i leir og par til peir eru
raungerdir i peirri staerd sem ma sja a syningunni.

Birt med gddfuslegu leyfi Listasafns Reykjavikur

39 Asmundur Sveinsson & Rdsa Gisladéttir

the build-up to some of the works in the exhibi-
tion. Visitors get an insight into the artistic
process, what tools the artists use, how the
sculptures first appear as sketches or clay
models, until they are executed in their full size.

Re-published here courtesy of
Reykjavik Art Museum
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Résa Gisladottir

Résa Gisladéttir (f. 1957) nam
myndlist i Pyskalandi, Bretlandi og
4 Islandi. Verk hennar hafa verid
synd vida hérlendis og erlendis, par
& medal i Scandinavia House i New
York, Saatchi Gallery i London,
Listasafni Reykjavikur, Hafnarborg,
Listasafni Arnesinga og Berg
Contemporary. Hln var fyrsti hand-
hafi Gerdarverdlaunanna 2020, en
pau eru veitt arlega framurskarandi
myndlistarmanni sem vinnur med
skdlptdr og rymisverk.

Résa Gisladéttir (b. 1957) studied in Germany,
United Kingdom and Iceland. Her works have
been exhibited far and wide, including
Scandinavia House in New York, Saatchi Gallery
in London, Reykjavik Art Museum, Hafnarborg
and Berg Contemporary. She was the first recip-
ient of the Gerdur Helgad®dttir Prize in 2024@.



Einkasyning Résu Gisladottur

i Gerdarsafni er s sidasta i prileik
listakonunnar par sem hin tekst

a vid so6fn tileinkud mynd-
héggvurum. Syningar hennar
Loftskurdur i Listasafni Reykjavikur
— Asmundarsafni og Safn Résu
Gisladéttur i Listasafni Einars
Jénssonar voru haldnar & arinu
2022 par sem hin nalgadist
arfleifd listamannanna og s&fnin
sem stofnanir og minnisvarda i
verkum sinum. | pessari syningar-
skré er pvi ekki adeins fjallad um
syninguna Fora i Gerdarsafni
heldur eru peir praedir sem
tvinnast milli syninganna priggja
hnyttir saman.
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Résa Gisladéttir's solo exhibition in Gerdarsafn
is the last in the artist's trilogy where she
approaches museums dedicated to sculptors.
Her exhibitions Spatial Infractions in Reykjavik
Art Museum — Asmundarsafn and Résa
Gisladéttir's Museum in Einar Jonsson's
Sculpture Museum in 2022 considered the
legacy of artists and museums as institutions
and monuments. This catalogue does therefore
not only discuss her exhibition Fora in Gerdarsafn
but ties together the threads that lie between
the three exhibitions.

Fora
Résa Gisladéttir
03.06.— 17.09.2023
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Curation
Brynja Sveinsdéttir &
Hallgerdur Hallgrimsdottir
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