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Brimming with life the works tread around
the artists’ selves. People portrayed in the
exhibition stand in their vulnerability facing
the audience. They invite us to come closer,
to stare at them. But they also stare back,

far from being powerless subjects of the
photographer. We, the audience, are welcome
but we have entered their domain. The works
are radical whispers, and we must step inside
to hear the unrest, residing in personal
narratives, stories of the world told from

the unique perspective of each artist.

The exhibition is full of self-portraits,
sometimes quite literal, but also in a wider
sense. The self is revealed in people’s
constantly evolving identity and in search of
visual expression of inner being, often with
the aid of a camera. The artists document their
lived experiences and examine how the world
sees them, putting themselves in context
of other people, friends and family, beloved,
and unacquainted. They create a collection

Yfirfull af lifi feta verkin sig 1 kring um sjalf listaf6lksins. Manneskjurnar

i syningunni standa berskjaldadar frammi fyrir ahorfendum. Folkid
bydur okkur ad koma nzer, stara a sig. En pau stara lika til baka, eru sidur
en svo valdalaus vidféng ljdsmyndarans. Vid dahorfendur erum velkomin
en héfum stigid inn & peirra yfirrddasvaedi. Verkin eru rotteek hvisl og
vid purfum ad koma inn fyrir til ad heyra 1 6eirdinni. Han byr i persénu-
legum fraségnum, ségum heimsins sem sagdar eru fra einstdku sjonar-
horni hvers skapara.

Syningin er full af sjalfsmyndum, stundum bdkstaflega en einnig i
vidari skilningi. Sjalfid birtist par 1 sibreytileika imyndar folks og i leitinni
ad sjénreenni tjaningu a innri veru, gjarnan med adstod myndavélarinnar.
Listafélkid skrair lifsreynslu sina og skodar hvernig heimurinn sér pau,
setja sig | samhengi vid annad félk, nid, elskad og dkunnugt. Pau skapa
safn mynda sem syna petta breytilega sjalf, gera tilraunir til ad fanga
sjonraent edli sitt, hvort sem pad & vid fjolbreytileika kynvitundar og
kyngervis, afstddu i sambandi vid astvini eda hlutverk peirra i sam-

félaginu sem pau hafa stadsett sig innan.

Ljésmyndamidillinn er i adalhlutverki & syningunni en &fullkomleiki
einkennir margar myndanna par sem Gthugsadri myndbyggingu og
taeknilegri fullkomnun er kastad a glee til ad nalgast einleegni, til ad
komast naerri lifinu. Hraleikanum er beitt til ad fa okkur til ad sja Gt fra
tilfinningalegri vidd, til ad syna okkur orku, af6ll, kaos og drama lifsins
en lika hGmorinn og uppéataekjasemina. Hefdbundnar reglur ljdsmynda-
midilsins eru brotnar i félskvalausum 64i til midilsins. Hér er ad finna
mikla fegurd en petta er ekki fegurd fagurbékmennta og landslags-
malverka, hér eru drunur og pénktextar, afhjapun og opin hjortu,
likamsvessar og berskjéldun sem i ofurmjikri vidkvaemni sinni verda

Obrjétanleg.

Tilfinningum hefur verid® umbreytt i ljds

Tvo verk & syningunni bera heiti sem eru samsett Gr dyranéfnum.
pad er liklega engin tilviljun ad pau eru skdpud af folki sem finnur sig
ekki innan kynjatvihyggjunnar. Félki sem leitar Gt fyrir kategoriur sem
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of images depicting this changing self,
experiment in capturing their visual nature,
whether that means various sexuality and
gender identity, their outlook towards loved
ones, or the society they have positioned
themselves within.

The focus of this exhibition is the
medium of photography, but imperfection
characterises many of the images where
careful framing and technical precision give
way to achieve authenticity, to get closer to
life. The rawness is used to get us to see from
an emotional perspective, to show us energy,
trauma, chaos, and the drama of life, and also
humour and inventiveness. The conventions
of photography are broken in an sincere
homage to the medium. Here we find great
beauty, but it is not the beauty of high literature
or landscape paintings, here we have rumblings
and punk lyrics, revelations and open hearts,
bodily fluids, and vulnerability, which in their
soft sensitivity become unbreakable.

Emotions have been turned into light

Two works in the exhibition have titles
composed of animal names. It is probably no
coincidence that they are created by people who
don’t identify within the gender binary system.
People who venture outside the categories that
have been in place for the past centuries and look
beyond the definition lexicon made for our kind.
People who point out that identity not only
fluctuates but is also complex at any given time.
We live in a world where people increasingly
question the stereotypical genders and there is
a clear call for more space for individuality. Not
necessarily to be more individual or unique than
everyone else but for people to simply be free to
be themselves, a human being. We also live in a
world where such ideas aggravate some people
who rise up in defence of the old system, and
this makes some of these very personal images
political.

The ticking of time reverberates
throughout the exhibition. We get to sit for




hafa verid vid Iydi sidastlidnar aldir, leitar handan vid skilgreiningarorda-
fordann sem aetladur er fyrir okkar tegund. Folk sem bendir & ad sjalfid
er ekki bara breytilegt heldur lika margslungid hverju sinni. Vid bGum
i heimi par sem félk setur sifellt steerri spurningarmerki vid hin stere6-
typisku kyn og skyr osk rikir um ad fa ad vera einstaklingur. Ekki endi-
lega einstakari en &l hin heldur bara han sjalft, manneskja. Vid bGum
lika i heimi par sem slikar hugmyndir valda 6réa medal sumra sem
stiga fast fram til ad verja gamla kerfid og péa verda sumar pessara
persénulegu mynda pdlitiskar.

[ syningunni endurémar einnig tif timans. Vid faum ad dvelja
um stund meJd lifi listafélksins og spegla okkur i verkum sem spanna
heilu aratugina. Vid sjaum félkid & ljdsmyndunum breytast, lifsreynslu
beirra vaxa, &8 mata sem spannar allan skalann. Ljbsmyndin, rétt eins
og dagbdkarfeerslan, a sér sterkar raetur i augnablikinu, han er safnteeki
[ifshlaupsins. Um leid og ytt hefur verid a takkann hefur timinn lidid,
vid og hin erum ekki bara nzer daudanum heldur lika komin lengra inn
i lifid, kannski ordin meira vid sjalf.

Senur Gr lifudu lifi

Vangaveltur um héfundinn leedast um veggi safnsins. Hver &
sdguna og hver a rétt a pvi ad segja hana? Vid synum myndaseriu
ljdsmyndara par sem han tekur enga mynd sjalf en er a peim dllum.
Verkid er barmafullt af henni, er hennar. | sama sal er heimildarmynd
um listamann og samband hans vid mddur sina sem hefur leikstjéra
og framleidanda sem ekki eru 1 rédum listafélks & syningunni. Mynd
par sem listamadurinn tekur voldin T kvikmyndagerdinni med pvi ad
styra mjég nakveemlega Gtliti sinu, mynd sem er um hann, af honum,
med honum. Ennfremur er hér verk par sem tolf ar i lifi konu eru sett
fram 1 16 l[jdsmyndum. En petta er lika lif ljdsmyndarans sem vid finnum
fyrir &8 myndunum. betta er hennar saga en lika hans, sagan af peirra
sambandi, st og bdrnum. A syningunni er lika itil vi®kveem seria par
sem fingerdar bréderilinur teikna upp draumaheimili og vid sjaum
fjdlublatt séfasett ferdast milli ibGda. Listamadurinn saumadi linurnar
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Gt eftir teikningum konu sinnar og er pad samstarf inngrdid 1 verkid sem
hverfist einmitt um fj6Iskyldulifid, hversdaginn, drauma og karlmennsku.
Hugleidingar um héfundinn velta einnig upp spurningum um
valdastddu pess sem skapar verkin. Hid karlleega sjonarhorn (e. the male
gaze) er vel pekkt innan ljdsmyndafreedanna og a pa vid karllaega nalgun
myndavélalinsunnar, sér i lagi pegar vidfangsefni hennar er kvenkyns.
[ bvi samhengi er skaparinn karllaeegur, sa sem gerir, 48 og midlar & medan
vidfangid er kvenleegt, raddlaust, fangad og hlutgert. En pegar vid
horfum & myndir pessarar syningar virdast peer velta upp spurningum
um hvort sa eda su eda pau sem eru fyrir framan linsuna séu virkilega
svo valdalaus? Hvort pau sem eru myndud bui einnig yfir akvednu valdi?
Lengi vel var pad sem taldist géd ljosmynd i eett vid vel unnid
handverk. Vandad var til myndbyggingarinnar, filman lyst af gaumgaefni,
lj6si og skuggum veitt ytrasta athygli. Ferli sem ték tima og ihugun par
sem skapari myndanna var med akvedna Utkomu i huga, endastdd fyrir
verkid. Myndirnar a pessari syningu eru ekki pannig. baer eru pé fullar
af sannleik, fegurd og ast til midilsins. bessi 6dur er hinsvegar ekki med
klassiskum bragarhaetti heldur notar listafolkid pa eiginleika midilsins
sem oft hefur verid skautad framhja eda peir jafnvel fordeemdir.
Myndirnar brjéta vidteknar reglur handverksins a hatt sem kallar fram
tilfinningar, spennu, spurn og eru lifandi brot af ferdalagi listafélksins
um tilvistina. Hvernig pau nota midilinn gerir pad einmitt ad verkum ad
vid finnum svo sterkt fyrir lifinu, hreyfingunni og hverfulleikanum. Berijid
ljdsmyndirnar augum. Fyllid augun af astinni, lifinu og flaekjunum sem
i peim byr. Horfid & f6lkid sem horfir til baka, starir & ykkur. Finnid fyrir
vibringnum og lifsorkunni sem myndast par sem augnaradin meaetast.
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a while in the lives of the artists and see
ourselves in the works that span decades. We
see the people in the photographs change, their
life experiences add up, in a way that takes to the
whole scale. The photograph, much like a journal
entry, is strongly rooted in the moment, itis a
collecting device of a lived life. As soon as that
button has been pressed, time has passed and
we and others are not just closer to death but
have also come further into life, perhaps become
more ourselves.

Scenes from a lived life

Speculations on the author stalk the walls
of the museum. Who owns the story and who
has the right to tell it? We show a series by a
photographer where she didn’t take any of the
photographs, but she is in every image. The
work is saturated by her, is hers. In the same
gallery there is a documentary playing about an
artist and his relationship with his mother, the
film has a director and a producer who are not

artists in the exhibition. It is a film where the
artist takes control of the film-making by
curating his look very carefully, a film that is
about him, by him, with him. Furthermore,

we have a work on display where twelve years
of a woman'’s life are represented with 16
photographs. But we also sense the life of the
photographer in the images. This is her story,
but also his, a story of their relationship, love, and
children. In the exhibition there is also a small,
delicate series where subtle embroidery outlines
adream home and we see a purple couch
travelling between apartments. The artist based
his embroideries on drawings made by his wife
and that collaboration is inherent to the work,
which aptly revolves around family, daily life,
dreams, and masculinity.

Reflections on authorship also conjure up
questions of the creator’s position of authority.
The male gaze is well known within the field of
photography and refers to the male oriented
approach to the camera lens, especially when

the subject is female. In that context the creator
is male centric; the one who acts, owns, and
mediates, while the subject is female; voiceless,
captured, and objectified. But when we look
at the photographs in this exhibition, they seem
to question whether the person in front of the
camera is really that devoid of agency. Whether
those who are being photographed don'’t also
hold a certain kind of power?

For a long time, a good photograph
was considered to be like good craftmanship.
The composition had to be meticulous, great
attention given to lighting, light and shadows
carefully considered. This was a process that
took time and speculation, where the creator
of the images had a predetermined outcome
in mind, a terminus for the work. The images
in this exhibition are not in that vein. They are,
nevertheless, full of truth, beauty, and love
of the medium. This ode is, however, not in
classical metre, as the artists rather use qualities
of the medium that have often been ignored or

even completely dismissed. The images break
the conventional rules of photography in a way
that conjures up emotion, tension, questions,
and are living shards of the artists’ journey
through life. The way the artists use the medium
is exactly why we get such an intense sense of
life, movement, and impermanence. Look at the
photographs. Feast your eyes on the love,
vibrancy, and complexities within them. Look at
the people looking back, staring at you. Feel the
vibrations and the life force rising as eyes lock.



Myndir Adele bda yfir dularfullri vidkvaemni og eru & sama tima idandi
af lifi, |éttsUrrealiskar og draumkenndar, svo ad vid sem horfum veltum
bvi fyrir okkur hvort horft sé inn i undirmedvitund annarrar manneskju.
Pad eru forréttindi ad fa ad skyggnast inn.

Han stadsetur sig innan tilraunakenndrar heimildaljésmyndunar
og litur & myndirnar sem efnivid 7 Idngun til ad segja margar ségur, eda
setja fram marglaga fraségn par sem ahorfandinn upplifir nand vid
manneskjurnar & myndinni. Manneskjur sem eru samtimis Adele og ekki.
Verkin & syningunni spanna sidustu 15 ar og syna brot (r sjonreenu arkifi
lifs. Hvad gerist yfir pennan tima? Han veltir fyrir sér hvad pad pydi ad
skapa sjalfsmyndir og hvernig flaedi og sibreytileiki sjalfsins og kynvitundar
komi fram i andliti hans sjalfs. betta sést skyrt i sjalfsmynd sem tekur a
méti ahorfandanum, hreyfdri mynd af manneskju af éraedu kyni, augun
fjdgur, fleiri en okkar, stara til baka & okkur pegar vid horfum i pau. Adele

segir sjalft ad pegar han horfir 8 mynd af sér sjai han adeins votta fyrir
sér. AQ pad felist 6drun 1 pvi ad sja manneskju umbreytast i ljosmynd.
Myndirnar eru sumar taeknilega dhefdbundnar en einmitt par
finnum vid fyrir hjartsleettinum, i myndum sem eru hreyfdar, litirnir
undarlegir, fokusinn & dveentum stad, andlit og Gtsyni hulin. Vid finnum
fyrir kraftinum, seydingnum, taugabodunum og tilfinningunum. Flassid
minnir okkur & ad petta er bara sekindubrot af lifinu en rétt 4 undan,
rétt & eftir, gerist eitthvad allt annad. Vid erum &l & leidinni. Stundum

fram, stundum aftur.

6 Adele Hyry

Adele’s photographs possess a mysterious
vulnerability while they are also full of life, subtly
surreal and dreamlike, so that we who look at
them find ourselves wondering whether we

are looking into another person’s subconscious.
Itis a privilege to get to take a peek.

They position themselves within experi-
mental documentary photography and see the
photographs as raw material for telling many
stories, or to present a multi-layered narrative
where the audience experiences intimacy with
the people in the photograph. People who are at
once Adele and not Adele. The photographs in
this exhibition span the past 15 years and show
parts of a visual archive of a lived life. What
happened over this time? They wonder what it
means to create self-portraits, and how the flow
and the transitory nature of the self and gender
identity appears in their own face. This is evident
in a self-portrait that confronts the viewer, a
blurred image of a person of inscrutable gender,
four eyes, more than ours, stare back at us when

we look into them. Adele says that when they
look at the photograph of themselves, they only
see a resemblance of themselves. That there is
an othering in seeing a person develop into a
photograph.

Some of the photographs are technically
unconventional, but it is precisely there where
we sense the heartbeat, in the images that are
blurry, where the colours are strange, the focus
is on the unexpected, faces and views obscured.
We feel the energy, the tingling, the nerve
impulses, and emotions. The flash reminds us
that this is just a fraction of life, and that just
before, just after, something completely
different happened. We are all on a journey.
Sometimes going forwards, sometimes going
backwards.




Verk Dyrfinnu spretta (r heimi sem litast af samruna fantasiu og
raunsaeis. Verk hennar minna & unglingaskissur i stilabdk i adra réndina
med fagurfraedi sétta i teiknimyndir, graff og uppreisn gegn umhverfi
sinu. Verk hennar eru einnig raunseeisblyantsteikningar sem draga
upp mynd af kunnuglegu umhverfi par sem gagnrynin syn 8 samfélag
okkar skin 7 gegn. Teikningin sem midill verdur hér lydraedisleg par
sem er pdnkast i vidtekinni stddu mala og byggt upp einskonar einlaegt
manifesto fullt af lifi og berskjoldun.

Dyrfinna vinnur verk sin Gt fra reynslu og barattu sinni fyrir
st6édu innan samfélags sem hefur haldid henni utangatta. Pau minna
okkur & hid litt synilega rot sem grasserar i samfélaginu og bryst Gt
i fordomum, ofbeldi og skorti & samkennd. En verk hennar eru einnig
falleg 1 64i til pess ljddraena, hrifneema og tilfinningarika astands ad
vera ung manneskja. Verkin eru einskonar timahylki sem flytja okkur
aftur 1 pann innri titring sem felst i timabili par sem maetist uppvéxtur
og fullordinsar, heima og heimurinn fyrir utan.
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Dyrfinna’s works arise from a world tainted by

the fusion of fantasy and realism. Her works are
reminiscent of a teenager’s notebook sketches on
the one hand, their aesthetics inspired by graphic
novels, graffiti, and rebellion against her environ-
ment. Her works are also realistic pencil drawings
that depict familiar surroundings and a critical view
of our society shines through. Here, the drawing
as a medium becomes democratic, taking on the
status quo and building a sort of sincere manifesto
full of life and vulnerability.

Dyrfinna’s work is inspired by her own expe-
riences and her struggle to belong within a society
that has kept her at bay. Her works remind us of
the obscured rot festering in our society, breaking
out in prejudice, violence, and lack of compassion.
But her works are also beautiful in homage to the
poetic, the sensitivity and emotional state of being
a young person. The works are time capsules
transporting us back to the inner vibration of a
period of time that merges adolescence and adult-
hood, home and the outside world.



Serian Alskling — A self-portrait through the eyes of my lovers

(Elskan — sjalfsmynd med augum elskhuga minna) segir sdgu lista-

konunnar med myndum sem kaerastar hennar toku af henni & timabilinu

1992—2@17. Jenny er stundum i lit, stundum i svart—hvitu, myndirnar

ymist hreyfdar, uppstilltar, portrett eda teekifaerismyndir. Hér er landslag

og hangs, fegurd og naergengni, augnablik gripin og formalismi.
Einlaegnin 1 ljdsmyndaseriunni er djorf, ahorfandinn upplifir ad

hann sé ad kynnast henni og vid finnum fyrir st og astridu, blidu

og hrifningu. Myndirnar i seriunni syna augnablik i astarsambdndum

—sumarfri, nand, kynlif, hversdag —og umfram allt sjdum vid hana

eins og keerastar hennar vildu muna hana. A medan peir renna saman

i 6ljésan margh&fda astmann, sem ytti 8 takkann, eru myndirnar

statfullar af henni, eru hennar. Hin er médel og listakona, hin er

muUsa og skapari.

Myndirnar teygja sig aftur til fortidar med résraudum bjarma
hrifningarinnar & milli linsu og vidfangs. En paer eru ekki veemnar, paer
syna proskaségu konu, margar konur i einni konu, konuna sem hver
keerasti vildi fanga. En kannski var Jenny sjalf ekki endilega allar pessar
konur. Myndirnar eru margar og stundum ekki nema kannski sekiinda
sem lidur & milli peirra en samt virdist konan & myndinni vera ordin allt
oénnur. bannig erum vid kannski flest, sibreytileg og kvik, élikar persénur
eftir adstaedum, leikendur i okkar eigin lifi og annarra.
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The series Alsking — A self-portrait through
the eyes of my lovers, tells the artist’s story
with photographs taken by her lovers between
1992—2017. Jenny is sometimes in colour,
sometimes in black-and-white, the photographs
are sometimes blurred, arranged, portraits,
or candid shots. Here is a landscape and idling,
beauty and intimacy, snapshots and formalism.

The sincerity in the series is bold, the
audience feels they are getting to know this
woman, and we sense love and passion,
tenderness, and infatuation. The photographs
in the series depict moments in love affairs
— summer vacations, intimacy, sex, daily life —
and above all, we see her as her lovers wanted
to remember her. While they merge into one,
an obscure lover with many faces who pushed
the button, the photographs are saturated with
her, are hers. She is the model and the artist,
the muse and the creator.

The photographs reach back into the past
with rose-tinted infatuation between the lens

and the subject. Yet they are not saccharine, they
show a woman’s coming of age, many women in
one woman, the woman that each lover wanted
to capture. But perhaps Jenny wasn’t necessarily
all these women. The photographs are many

and sometime only a second may have passed
between shots and yet the woman in the pictures
seems to have become a totally different person.
Perhaps that is how most of us are, ever changing
and vibrant, different people depending on
circumstances, actors in our own lives and others’.




Verkid The Frame fangar kritiskar vangaveltur um karlmennsku og
byggir a stéru ljdsmyndasafni Engstrom sem spannar stéran hluta lifs
hans. [ verkinu setur listamadurinn fram sjalfsmyndir fra yfir 3@ ara
timabili inn & milli mynda af vinum, kunningjum og ékunnugum. Myndir
sem radast saman i hjartneem augnablik en lika adkallandi endurmat
a fyrirframgefnum hugmyndum um hlutverk karlmanns i samfélaginu.
Engstrém segir filmusafn sitt syna lifstidarlanga leit, beedi med-
vitada og 6medvitada, tengda sjalfsmyndinni, hverfulleika hennar og
fleedi pess ad vera manneskja. Hann er hér fyrir aftan og framan vélina,
stendur med 6drum vidféngum verksins og setur samtimis fram mérg
sjalf, margar karlmennskur, sem hafa tekid breytingum med timanum

sem lidur & milli myndanna.

Vid hlid skyggnusyningar & portrettmyndum synir listamadurinn
risastéra ljdsmynd af jokulurd sem isaldarisinn skildi eftir vid bradnun
fyrir 10.000@ arum sidan. Mynd sem hann kallar lika portrett. Verkid
er pannig Gtvikkud sjalfsmynd sem synir leitina ad pvi hvad pydi
ad vera einstaklingur, fadir, karimadur, 4 sama tima og pad veltir upp
spurningum vardandi endurmatid & karlmennskunni sem nG a sér stad
i vestraenu samfélagi. Karlmennsku sem kannski alltof lengi hefur
stadid 1 stad eins og jokulurdin, hdrd og dbifanleg.
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The work The Frame is a critical reflection on
masculinity based on Engstrém’s extensive
collection of photographs spanning a large

part of his life. In the work, the artist shows
self-portraits spanning over 3@ years alongside
photographs of friends, acquaintances, and
strangers. Photographs that come together

in a heartfelt, but also urgent, reflection on
preconceived ideas about the role of men

in society.

Engstrém says that his archive of
photographs depicts a lifelong search, both
conscious and subconscious, related to identity,
its fleetingness and the transience connected
to the human condition. He is here both behind
and in front of the camera, standing with the
other subjects of the work, while presenting
multiple identities, multiple forms of masculinity
that evolved as time passed between each
photograph.

The work is twofold, with a projection
of portraits paired with a very large photograph

of moraine that the Pleistocene glacier left behind
over 10,000 years ago when it melted. A photo-
graph he also calls a portrait. Thus, the work
becomes an expanded self-portrait showing the
search for what it means to be an individual, a
father, a man, while at the same time it poses
questions regarding the historical renegotiation
of masculinity that is now taking place in western
society. Masculinity that has perhaps been in
place for too long, like the glacial moraine, hard
and unyielding.



I myndum Jéa er ast og orka, samlifi og kaos, timi 1 Iifi, flass og skyr
fékus. Hildur (The End) er persdnuleg frasdgn par sem vid verdum
vitni ad lifi lidésmyndarans med hans augum. Verkid heidrar 12 ara
astarsamband hans og Hildar eda %4 af lifi [[6smyndarans og spyr hvort
vid getum i gegnum myndirnar sett okkur 1 hans spor og ferdast med
honum T gegnum skeid i lifi. Hann notar til skrasetningar teekifeeris—
myndavél eda point-and-shoot filmumyndavél sem gripur augnablikid
hratt, filman gefur litunum aukid veegi, petta er typa af vél sem 6mmur
og djammarar hafa mundad 7 aratugi. Margar myndanna eru uppstilltar
til halfs, vidfangid er oft medvitad um vélina og adlagar sig a érskots-

stundu ad peirri vitneskju an pess ad augnablikid sé svidsett.

Myndir Jéa dansa & linunni, tilheyra ekki alveg einni kategériu ljos-
mynda. Fagurfraedi peirra visar til fjdlskyldualbimsins og myndasafna
a samfélagsmidlum par sem folk synir vinum og vandamdnnum fra
[ifi sinu. En Gtgéafan af lifinu sem myndirnar syna er of hra til ad eiga
heima par, er persdnulegri en vid eigum ad venjast & peim vettvangi.
Joi kinkar hér einnig kolli til bandarisku litameistaranna i heimilda-
ljdsmyndun sidustu aldar eins og Stephen Shore og William Eggleston
en er ekki jafn formlegur og peir. Hér er nefnilega dass af djammmi.

Pad er einhver islenskur athyglisbrestur eda breytileg vindatt i pessum
myndum, peer eru heimild um Iif hans sjalfs. Hann er ekki vitni hér
heldur patttakandi og vid finnum fyrir naerveru hans 1 hverju skoti.

14 Joi Kjartans

In J6i’s photographs there is love and energy,
coexistence and chaos, a time in a life, flash
and sharp focus. Hildur (The End) is a personal
story where we witness the photographer’s life
through his eyes. The work pays tribute to his
12-year relationship with Hildur, a quarter of the
photographer’s life, perhaps asking whether we
can, through photography, put ourselves in his
shoes and travel with him through this period in
his life. To document this time, he uses a point-
and-shoot film camera that quickly captures the
moment, the film giving the colours added value,
this is the type of camera that grandmothers and
party animals have used for candid shots for
decades. Many of the photographs are semi-
arranged, the subject is often aware of the
camera, reacting by quickly posing, without the
moment being staged.

Jéi's photographs teeter on the edge,
not quite belonging to any one category of
photography. Their aesthetic references family
albums and images on social media where

people show friends and family moments from
their lives. But the version of life that the photo-
graphs depict is too raw to really belong there,
more intimate than we are used to seeing in photo
albums. J6i also tips his hat to the American
masters of colour in documentary photography
of the last century, such as Stephen Shore and
William Eggleston, while he is not as formal as
they are. For here there is a dash of restlessness
in these photos, some sort of Icelandic attention
deficit or variable winds. They are a documenta-
tion of the artist’s own life. He is not here as a
witness but as a participant, and we sense his
presence in each and every shot.




Vidur, fatald, neglur, karton, blyantur, litur, sigarettustubbar, Gtsaums—
garn, daudar flugur, plast. Svo hljédar teeknilysingin & Skdlptar eftir
Kristinn fra 1993 — 1994. Hann minnir & uppbyggt blémabed fyrir
framan hids, nema ad hér vex ekki grodur heldur sprettur skdlptarinn

ar pvi yfirséda og Okraesilega sem situr eftir i hversdeginum. Afgangi
[ifs okkar, sem vid hugsum helst ekki til, er safnad snyrtilega saman i
mismunandi holf svo Gr verdur nokkurs konar égedfelldur japanskur
gardur. Verkid verdur pannig ad éhefdbundinni sjalfsmynd settri saman

ar pvi sem vid felum alla jafna.

Personuleg rymi svo sem heimilid, fjélskyldulifid 1 hversdags-
leikanum og tilfinningar sem kunna ad vakna hér og par 1 hversdeginum
einkenna verk Kristins. Utsaumur dregur upp skissu ad grunnfleti sem
listamadurinn segir ,lysa draumnum um hinn fullkomna iverustad.“
Myndirnar saumadi hann Gt 1 hvitt lin eftir teikningum sem kona hans
gerdi til ad sporna vid rétleysi sem fylgdi dvdl fjdlskyldunnar erlendis.

[ verkunum kortleggur Kristinn med saumsporunum Iif sitt og pa hvers-
dagslegu sk um ad skjota rétum, tilheyra varanlega, ekki dsvipad og
adrir listamenn syningarinnar nota myndavélar sinar til. Hér stangast

a fljétleg linuteikning vid timafrekan midil, Gtsauminn. Utsaum, sem
gjarnan setur fram draumkenndar senur, Gtopiur eda episkar ségur en

er hér notadur blatt afram. Einnig kvikna hér vangaveltur um h&fundinn
og hvad geri akvedna tjaningu ad listaverki. Kristinn hefur umbreytt
hugleidingum og leit ad samverustad i myndverk med Urvinnslu og
bréun. Vid geetum lika spurt okkur hvort Kristinn hefdi ordid sé lista-
madur sem hann er 1 dag ef hann hefdi ekki kynnst konu sem halda purfti
erlendis i sérnam i laeknisfraedi, sem leiddi af sér akvedid fjolskyldu-
mynstur. bzer félagslegu adstaedur sem nain sambdnd skapa mota okkur
audvitad sem manneskjur en einnig hvernig listamenn nalgast sina

listskdpun.

16 Kristinn Gudbrandur Hardarson

Wood, clothing fluff, nails, carton, pencil, colour,
cigarette stubs, embroidery yarn, dead flies, plastic.
That is the technical description of Skdlptar
[Sculpture] by Kristinn from 1993—1994. Itis
reminiscent of a constructed flowerbed in front

of a house, except there is no vegetation growing
here but rather the sculpture rises out of the over-
looked and undesirable remains of everyday life.
The remnants of our lives, that we'd rather not
think about too much, are gathered neatly into
different sections creating a sort of unholy
Japanese garden. The work thereby becomes an
unconventional self-portrait composed of things
that we usually keep out of sight.

Personal spaces such as the home, family
life and feelings that might awaken here and
there in daily life characterise Kristinn’s work.
Utsaumur [Embroidery] sketches out an area that
the artist claims to “describe dreams of the perfect
dwelling.” He embroidered the pictures onto
white linen based on drawings his wife made
to counter the feeling of rootlessness during the

family’s stay abroad. In the works, Kristinn uses
these stitches to map out his life and the mundane
wish to put down roots, to belong permanently,
not unlike how the other artists in this exhibition
use their camera. Here, the quick sketch contrasts
the time-consuming medium of embroidery.
Embroidery, which often depicts utopias, or epic
tales, is used here in a straightforward manner.
Speculations on the author and what makes a
certain type of expression a work of art also arise.
Kristinn has transformed reflections and a search
for a place of belonging into a visual artwork
through processing and development. We may
also ask whether Kristinn would have become the
artist he is today if he had not met his wife who
had to go abroad to specialise in medicine, which
in turn led to a certain type of family dynamic.
The social circumstances that intimate relation-
ships create inevitably shape us as human beings,
but can also affect how artists approach their
artistic creation.
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Michael skodar uppruna sinn med pvi ad leggja upp i ferdalag med
ma&dur sinni par sem pau ferdast i senn aftur i timann og fram 4 vid,
gera upp fortidina og gledina og sarsaukann sem par er ad finna a4 sama
tima og pau bindast sterkari béndum.

Min mor er pink fjallar um floki® samband milli médur og sonar
par sem mamman er stundum steerri en [ifid sjalft. Sonurinn, dansari
og listamadur, reynir ad taka stjorn a fraségninni med ad styra Gtliti sinu
og framkomu innan forms heimildarmyndarinnar. Michael umbreytir
heimildarmynd par sem hann er vidfang i fldknum fjolskylduadstaedum
i gjérning par sem (tlit hans segir sina eigin ségu. Michael sveipar sig
blaum hjapi i myndinni og klaedist fatnadi sem felur i sér skilabod par
sem proun & formum og samspili lita eftir pvi sem lidur 8 myndina
byggir upp frasdgn af Grvinnslu og atékum.

List Michael er samofin vid lif hans par sem hann vinnur sig i
gegnum sitt eigid kerfi par sem litir og form spila mikilvaeg hlutverk.
Litur m&durverka hans er skaerbleikur, sem hinn skarpi og dgengi ténn
sem fullur er af lifi. Litur fédurverka hans er andstaeda pess, ekki &
litaskalanum heldur 1 skorti & toni. F6durverk Michael eru svért og marka
hinn fjarverandi fédur og minimaliska andsteedu hinnar margarma
modur. | f6durverki Michaels finnum vid fyrir Grvinnslu & annan hatt par
sem skissubaekur og hefdbundin skrasetning med bladi og penna taka
yfir. Verkid synir pannig adra nalgun sem er samofin lifi og reynslu
listamannsins. Reynslu par sem Grvinnslunni eru sett skyr moérk og ekki
adeins pad sem er haft med segir sina sdgu, heldur einnig pad sem er

klippt Gt Gr ségunni.

19 Michael Richardt

Michael turns his gaze towards his own origins by
embarking on a journey with his mother where
they travel both back in time and forwards, deal
with the past and the joy and the pain to be found
there while strengthening their bond. My Mother
is Pink is about a complex mother and son rela-
tionship where the mother is sometimes larger
than life. The son, a dancer and an artist, tries to
take control of the narrative by curating his look
and performance within the medium of the
documentary. Michael transforms a documen-
tary where he is the subject in a complex family
situation into a performance where his appear—
ance tells its own story. Michael covers himself in
a blue shroud in the film and wears clothing that
carry a message and, as the film progresses, the
development of shapes and interplay of colours
builds a narrative of processing and conflict.
Michael’s art is intertwined with his life,
he works through his own system where colours
and patterns play an important role. The colour
of his works relating to his mother is a hot pink,

as the sharp and intense tone that is full of life.
The works relating to his father are the opposite,
where the lack of color becomes central.
Michael’s father works are black, indicating

the absent father and a minimalist contrast

to the multiarmed mother. In Michael’s works
regarding his father, we sense another form of
processing where sketchbooks and conventional
documenting with pen and paper take over.
Thus, the work shows another approach that is
intertwined with the life and experience of the
artist. Experience where the processing is
clearly defined, and it’s not only what is included
that tells the story, but also what is left out of it.



Vid sjaum senur 0r lifi, raunverulegu lifudu lifi, en peer virka half-
sUrrealiskar. Rétt eins og paer syni pad sem yfirleitt er 1atid dsagt, draga
drauga é&falla og veikinda fram i dagsljésid. Deergoose er opin og hrj,
6linuleg dagbdk Ur lifi listakvars og vidleitni hans til ad skapa sér heimili,
samastad, préatt fyrir draugana. Sadie myndar sjélft sig, maka sinn og
iverustad peirra, vini og annad nakomid félk i tilraun til ad na utan um og
velta fyrir sér peim fjélmdrgu hlidum lifsins sem fara fram innan veggja
heimilisins. Verkinu skiptir han upp i kafla eftir herbergjum og minnir
okkur a ad hvert rymi ber med sér drauga 6likra atburda. Hvernig jafnvel
sama manneskjan getur veri® margfdld innan pess. Deergoose er markad
hinseginleika og brothaettri skilgreiningu & sjalfinu, par sem pad leysist
upp 1 sifellu og er jafnddum puslad saman aftur.

Akvedin fridsaeld rikir hér i dramatikinni, myndavélin tekin upp
eftir ad storminn laegdi. Yfir verkum Sadie liggur lag ljdsmyndarinnar,
gjordin ad taka mynd, midillinn og edli hans eru jafn stor partur af
myndinni og likaminn, manneskjan & henni. A kéflum hafa myndirnar
yfir sér blee téfraraunsaeis, rétt eins og raunveruleikinn verdi enn
raunverulegri i gegnum tjaningu ljdsmyndarans. Tilfinningunum hefur

verid umbreytt 1 ljés.

Annad verk Sadie & syningunni er einstakt bokverk titlad My Breath
og samanstendur af innskdnnudum andardraetti hans og ljdsmyndum
sem sem er ra®ad saman i pykka bék. Sadie segir verkid vera einleegt
svar vid spurningunni Hvernig hefurdu pad? [ hvert skipti sem békverkid
er skodad, pvi flett, laetur pad meira & sja og ber pad pvi einnig med sér
spor lesenda sinna. Smam saman hefur bokin umbreyst i skilptar sem
hvislar knyjandi ad okkur um if listakvarsins.

21 Sadie Cook

We see scenes from a life, a real, lived life, but
they seem slightly surreal. As if they show that
which is usually left unsaid, visualising ghosts of
trauma and iliness. Deergoose is an open and
raw, nonlinear journal from the life of the artist
and their effort to create a home, a place to live
with the past. Sadie photographs themselves,
their partner, and their dwelling, friends, and
other people close to them in an attempt to
encompass and reflect on the multiple sides of
life that exist within the walls of the home. They
divide the work up into chapters according to
rooms, reminding us that each space has its own
ghosts of different events. How even the same
person can be manifold within it. Deergoose is
marked by queerness and the fragile definition
of the self, where it continuously dissolves and
is promptly put back together.

There is certain serenity here in all the
drama, the camera is picked up just as the storm
dies down. Over Sadie’s work lies the layer of
photography, the act of taking a photo, the

medium and its nature are as big a part of the
image as the body, the person in it. At times the
photos hold a hue of magical realism, as if reality
becomes even more real through the photogra-
pher’s expression. Emotions have been turned
into light.

Another work by Sadie in the exhibition is
a unique bookwork titled My Breath, composed
of their scanned breath and photographs that are
arranged into a thick book. To Sadie the work is
a sincere answer to the question How are you?
Each time the book is looked at, its pages turned,
it becomes more worn and will therefore it also
contains traces of its readers. Gradually the book
turns into a sculpture whispering intently to us
about the artist’s life.



Mpyndirnar & milli okkar Pegar ég var & taningsaldri vardi ég kvidafullum stundum krjapandi
These Pictures Between Us upp a badinnréttingunni pétt upp vid spegilinn. betta snerist i rauninni
Sadie Cook ekki um ad mig langadi til ad breyta Gtliti minu — ég var of vandraeda-
legt til ad reyna einu sinni ad méla mig. Eg held ad ég hafi grandskodad
eigin spegilmynd vegna pess ad ég trudi pvi ad ef ég geeti séd sjalft
mig eins og adrir seeu mig myndi pad draga Ur tvipeettum otta minum
vid ad nokkur taeki eftir mér annars vegar og hinsvegar ad enginn
virkilega saei mig.
Md&rgum arum sidar fylgist ég stundum med endurémi af sama
aeskuakafa med konunni minni horfa a sjénvarpid. bad er dasamlegt
ad ryna 1 andlit hennar eins lengi og mig lystir til, en um leid pyrmir yfir
mig af depurd yfir pvi ad sama hversu nain vid erum pa get ég aldrei
vitad ad fullu hvernig pad er ad vera pessi manneskja sem ég elska.
Pessar sému tvipaettu og samofnu tilfinningar bergmala a pessari
syningu, hvert verk tekst a vid Idngun og 6hjakvaemilegan émoguleika
allra midla, skapara og ahorfenda til ad hjafra sig inni i huga annars
og finna fyrir likama og hjartsleetti peirrar manneskju likt og hann veeri
okkar eiginn.
Eg tel ad pad sé varla tilviljun ad i syningu sem hverfist um I6ngun
sé ljosmyndun 1 adahlutverki. bad er eitthvad berskjaldad vid pennan
midil. Pegar kvar kys ad nota taekni i sinni listskdpun sem &ll hafa
i vasanum er mun erfidara ad ganga i augun & folki med stoérfenglegri
leikni likt og maélarar geta gert, eda med leiftrandi gafum og nyjungum
likt og konsepitlistafdlk & til ad gera. bess i stad hefur ljdsmyndun alltaf
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verid, i edli sinu, ein manneskja einfaldlega ad segja vid adra: ,,Sjadu
petta, petta var fyrir framan mig, sjadu hvernig ég sé pad. Er petta
ekki fallegt? Mikilvaegt? Ahugavert? Langar pig ekki til ad horfa &

petta lika?“

Flest okkar hafa fundid fyrir nistandi berskjéldun ljsmyndarans
einhverju sinni. Pegar vinur starir yfir 6xlina 8 mér 8 medan ég fletti i
gegnum ljdsmyndir Gr friinu stend ég mig ad pvi ad tala Gt i eitt, fara allt
of hratt yfir, sé allt i einu adeins hvernig hver einasta mynd er 6skaplega

litilfjorleg.

23 Myndirnar & milli okkar

When | was a teenager, | spent anxious minutes
kneeling on the bathroom counter inches from
the mirror. It wasn’t really about changing my
appearance — | was too self-conscious to even
attempt makeup. | think | studied my reflection
because | believed that if | could see how others
saw me, it would ease my twin terrors of
anyone noticing me at all, and of no one ever
truly seeing me.

Years later, | sometimes watch my partner
with an echo of that childhood intensity while
she watches TV. There is a delight in studying
her face for as long as | want, but also an
overwhelming sadness that no matter how close
we are, | can never fully know what it is like to be
this person | love.

These same twin, intertwined feelings
echo throughout this show, each work grappling
with the desire and inevitable failure of any
medium, maker, or audience to be able to curl
up inside another’s brain and feel their body
and beating pulse as if it were our own.

I don’t think it is a coincidence that a show
rooted in longing centers on photography. There
is something inherently vulnerable about this
medium. When you choose to make art with the
same technology that everyone carries in their
pocket, it is much harder for you to impress with
dazzling skill as a painter can, or dizzying intellect
and newness, as conceptual artists are wont to
do. Instead, photography has always been, in
essence, one person simply telling another:
“Look at this, this thing that was in front of me;
look at how | see it. Isn’t it beautiful? Important?
Interesting? Don’t you want to look at it, too?”

Most of us have felt the gut-wrenching
vulnerability of the photographer at some point
or another. When a friend stares over my
shoulder as | take them through my vacation
pictures, | find myself rambling, scrolling far too
fast, suddenly only able to see all the ways that
each of my pictures is unbearably banal.

How much deeper, then, is the
vulnerability of sharing a photograph of



Hversu miklu meiri er pa berskjéldunin ad syna ljdsmynd af
einhverjum sem vid elskum, af sjalfu sér, af sambandi sinu vid adra?
»Sjadu pessa manneskju sitja hér gjérsamlega Grvinda,“ segir
listafolk pessarar syningar. ,,Sjadu pessa konu hér ad segja okkur
aevisbguna, sjadu mig sem barn, mig sem fullordna manneskju,
sjadu pennan unga mann sitja svona hokinn, uppfullan métprda
— ég elska petta folk, ég get ekki pekkt petta folk, ég reyni svo stift
ad pekkja petta folk. En ég get pad ekki. Og er pad ekki fallegt?“
Pessi skylausa, afdrattarlausa leid til naflaskodunar — sem einblinir
svo a sjalfid, & bapreifanlega neindina vid ad pekkja adra manneskju
— er jafn samofin skilningi okkar & [jdsmyndun og hin er tengslum
okkar vid vidfangid.

Ljdsmyndun hefur fra upphafi verid 6lik 56drum midlum.
Hofundardeili voru almennt dvéfengjanleg 1 vestreenni list pangad
til ad ljésmyndun kom til. Pa var til héfundurinn, vidfangid og, ad
lokum, skapadur hlutur. begar ljdsmyndun var fundin upp (eda
bara fundin?) madust pessi einféldu skil. Var skapari myndanna
manneskjan sem bar pessar vidkvaemu efnafraedilegu pynnur undir
lj6s? Eda var pad hluturinn sem virtist greypa I6gun sina & pynnuna?
Eda var pad kannski sjalft 1j6sid? Libsmyndarar purftu aratugum
saman ad faera rok fyrir sinu mali, fyrir pvi ad vera listafélk frekar
en bara teeknimenn, adur en deilan um petta pagnadi. Samfélagid
hefur kvedid upp pann dém ad ljdsmyndin er ekki greypt i filmu af
vidfanginu frekar en ad malverk sé malad af bldmunum sem pad
synir. Engu ad sidur eimir eftir su tilfinning ad l[jdsmyndun sé bundin
raunveruleikanum a einhvern érjlfanlegan hatt. bratt fyrir tilkomu
myndvinnslu, tvilysingu, Photoshop, Instagram-filtera og
gervigreindar sem grafa undan peirri tr( okkar ad ljosmyndir segi
satt, pa litum vid samt enn & peer sem marktaekar sannanir. Jafnvel
pott vid vitum vel ad att hefur verid vid myndir & Instagram getum
vid ekki annad en borid okkar eigid hversdagslega lif og likama

hans. Vid bidjum fjélskylduna um ad stilla sér upp og brosa fyrir
fjdlskyldumyndina jafnvel pétt vid vitum ad 6ll pau sem sja myndina
viti ad brosin voru limd & andlitin halfri sekiindu 4dur en myndin var
tekin og svo latin falla jafnfljott af vorunum.

Likt og Ariella Azoulay heldur fram 1 The Civil Contract of
Photography er mun meira & seydi i pvi hvernig vid skiljum hvada
mynd sem er en ad hin ljdsmyndada manneskja sé adeins viljalaust
vidfang, ljosmyndarinn skapari og ahorfendur vidtakendur pess sem
ljdsmyndarinn vill. bess i stad, heldur han fram, er ljdsmyndin
margslungin og ostjérnandi sambland ljdsmyndara, myndavélar,
vidfangs, ahorfenda og augnabliks i tima. Myndin sem verdur ad
lokum til og merking hennar er afrakstur pess pegar allt petta kemur
saman. Fyrir listafélk sem seekist eftir pvi ad skilja adra eru pessi
margslungnu héfundardeili — sem reida sig svo a ahorfendur og
vidfangid til ad skapa merkingu — baedi askorun og addrattarafl.

Ljésmyndun er svo snuinn, fallegur midill. Folk notar myndavélar
til ad skrasetja faedingu barna sinna, til ad njdésna um grunlausar
konur & badherbergjum, til ad Gtvega sénnun um framhjahald eda
gbdverk eda veikindi eda illan asetning. Og hvad svo sem kemur
fram & myndinni ad lokum pa er hin vidsjalt fyrirbaeri, fer heeglega
ar einu formi i annad, fra einu samhengi til annars. Sama ljésmyndin
af barni kann ad eiga jafnvel heima uppi a ljdsmyndavegg foreldra,

i Grklippubdk, i ramma vid minningarreit, 8 veggspjaldi par sem
auglyst er eftir peim sem hafa horfid, i Gtskriftarbdk, i auglysingu,
eda brotin saman ofan i veski. Ljdsmynd getur verid stadgengill

— tekin vid teekifeeri og send einhverjum sem saknar okkar. HGn er
leid til ad tengjast og vopn til ad stia folki i sundur. Vid leggjumst yfir
Facebook-sidu okkar fyrrverandi pegar okkur langar til ad finnast vid
nain peim (eda til ad minna okkur & hvers vegna vid viljum aldrei vera
pad aftur).

Pad ma lita & ljdsmyndir & margan hatt en adeins brot af peim

saman vid litmettadar, unnar myndirnar & skjanum. Vandraedaleg
mynd af stjiornmalamanni er 16gd fram til sénnunar um vanhaefi

24 These Pictures Between Us

someone you love, yourself, of your relationship
with another? “Look at this person sitting here in
all of their exhaustion,” the artists in this show
say, “Look at this woman telling us her life story,
look at my child-self, my adult self, look at this
young man, sitting slouched in all of his defiance
— I love them, | know them, | cannot know them,
| try so hard to know them. And | can’t. And

isn’t that beautiful?” This raw, ultimate form of
navel-gazing —so focused on the self, on the
intangible nothingness of knowing another

— is as enmeshed with our understanding of
photography as it is with our connection with
our subjects.

From its beginning, photography was
different from other mediums. Until photo-
graphs swept into the world, authorship was
generally undebated in Western art. There was
an artist, a subject, and, eventually, a created
object. When photography was invented
(or found?), these simple divisions became
confused. Was the creator of the image the

person who exposed those delicate sheets of
chemicals to light? Or was it the object that
seemed to inscribe its form onto the sheet? Or
perhaps light itself? It took decades of argument
by photographers declaring themselves artists
rather than technicians for the debate to be put
to rest. The photograph, society has decided, is
no more etched onto film by its subject than a
painting is painted by the flowers it depicts. Even
so, photography holds a feeling that it is tied to
reality in some inexorable way. Despite the
succession of chemical brushes, tricks of double
exposure, Photoshop, Instagram filters, and Al
eroding our sense that photographs are true,
we still take them as evidence. Even though we
know Instagram pictures are edited, we cannot
help comparing our drab lives and bodies to

the saturated, curated ones on our screens. An
embarrassing image of a politician is held up as
proof of inherent incompetence. We ask our
families to gather and smile for a family picture,
even though we know that everyone who sees

verda alitnar listaverk. Hver einasta ljdsmynd 4 safni verdur ad glima
vid milljarda af 6drum myndum sem mynda menningarlega og

25 Myndirnar & milli okkar

the photograph will know that the smiles were
plastered on a half-second before the image was
taken and dropped away just as quickly.

As Ariella Azoulay argues in The Civil
Contract of Photography, there is much more
going on in our understanding of any image than
the photographed person as a passive subject,
the photographer as the maker, and the audience
as the recipient of the photographer’s will.
Instead, she argues, a photograph is a complex
and uncontrollable combination of photographer,
camera, subject, spectator, and a moment in
time. The final image and its meaning are the
result of an encounter between all factors. For
artists seeking to understand another, this
complexity of authorship — with its inherent
reliance on audience and subject for meaning-
making —is both a challenge and a draw.

Photography is such a troubled, beautiful
medium. People use cameras to record the
births of their children, to spy on unaware
women in bathrooms, to provide evidence of

cheating, or kindness, or iliness, or poor intent.
And whatever the resulting image, it is a slippery
thing, moving with ease from form to form, from
context to context. The same photograph of a
child might be equally at home on a parent’s
photo wall, in a scrapbook, perched on a stand
at a memorial, in a missing poster, a graduation
banner, an advertisement, folded and worn in

a wallet. A photo can be a proxy companion
—snapped and sent to someone who misses

us. It is a means of connection and a weapon

to tear people apart. Ve browse our ex’s
Facebook profiles when we want to feel close

to them (or want to remember why we never
want that again).

Of all the ways a picture can be perceived,
only a slivered fraction of images is ever recog-
nized as art. Every photograph in a museum
must grapple with billions of other images that
create its cultural and contextual framework. It is
hard to take a picture of a woman that isn’t
informed by millions of sexualized photographs



samhengislega umgjérd hennar. bad er erfitt ad taka mynd af konu
sem ekki er gegnsyrd af égrynni kynlifsveeddra ljosmynda af konum
sem fleeda um alla midla & hverjum degi. Pad er erfitt ad taka ljésmynd
af svartri manneskju an pess ad st mynd & einhvern hatt fleekist i peirri
stadreynd ad litirnir sem myndavélarnar okkar nota og myndvinnslan
sem vid laerdum i vestraenum skdlum midast yfirleitt vid ljost litarhaft,
eda ad hin sé litud af peirri sdgu ad margar af fyrstu ljdsmyndunum
sem teknar voru af svortu folki voru teknar til ad nota sem sénnun
um annarleika peirra og villimennsku. Pegar kvar ljosmyndar maka sinn
er erfitt fyrir bada adila ad losna undan asékn airbrush—-taekni og
hrukkulausri fegurd kunningja & Instagram. ,,Er pad svona sem pu sérd
mig? Eg lit svo illa Gt,“ segja makar okkar og ryna i skjainn & simanum.
»Ef bl postar pessu an pess ad fétésjoppa burt pessa bélu drep ég pig.“
Roland Barthes heldur pvi fram ad allar myndir bdi yfir pjaningu.
Susan Sontag vildi meina ad allar myndir af pjaningu sem komid er fyrir
inni i syningarsal feli T sér misneytingu. En hvad ef vidféngin bjé lista-
félkinu fram pjaningu sina af ast til myndasmidsins? Hvad ef pjaningin
er astarsorg sem litar gledilega mynd tiu &rum eftir skilnad? Eda segjum
sem svo ad pjaningin sé angistin ad lifa med karlmennskunni sem greypt
er i menningu okkar. Hvad ef pau ljdsmyndudu erum vid sjalf? Er pa
a ferdinni sjalfsmisneyting? Eda er verid ad notfeera sér ahorfendur? Er

kannski ekki verid ad nota neinn? Getur petta jafnast t? Ef hundrad
manneskju lita 8 myndina og hin gerir pad ad verkum ad peim finnst
bau meeta skilningi, er pad pa pess virdi? Hvad ef pad er adeins ein

manneskja?

A pessari syningu h&fum vid rist Iif okkar & hol og dreift Gr innyflum
sambanda okkar vid okkur sjalf, maka og astvini um sali safnsins.
Ahorfendum er bodid (eda peir dregnir) inn i rymi sem er svo néid ad
meira ad segja patttakendurnir finna ekki endimérk pess. bessi syning
er jafngrimm og han er &rlat, hér er a ferdinni jafnmikid traust og
sviksemi, hin er torskilin, en pad er Smdgulegt ad lita undan.

»Ljésmyndun er lika astarpel,“ segir Hervé Guibert i ritgerd sinni
L'Image Fantéme. Ad syna folki liosmynd er ad treysta pvi ad pad sjai

26 These Pictures Between Us

of women that flood our media every day. It is
hard to photograph a black person without that
image being somehow entangled with the fact
that the colours our cameras use and the editing
processes we learned in Western schools are
usually calibrated for white skin tones or touched
by the history that many of the first pictures of
black people were taken to be used evidence of
otherness and savagery. When photographing
one’s partner, it is hard for either party to escape
the ghosts of airbrushed, wrinkleless beauty
posted by acquaintances on Instagram. “Is that
how you see me? | look so bad,” our partners tell
us, studying the phone screen, “If you post that
without photoshopping the acne, | will literally
murder you.”

Roland Barthes argues that all images
contain suffering. Susan Sontag argues that any
image of suffering placed on the wall of a gallery
becomes exploitative. But what if people offer
their suffering freely to the artist out of love for
the image maker? What if the suffering is a

heartbreak that infuses a happy image ten years
later after a breakup? Or suppose the suffering
is the agony of living with the masculinity
embedded in our culture. What if the photo-
graphed party is oneself? Is there, then,
self-exploitation? Or exploitation of the audi-
ence? No exploitation at all? Can it balance out?
If a hundred people look at the picture, and it
makes them feel understood, is it worth it?
What if only one person does?

In this exhibition, we have ripped open our
lives and spread the innards of our relationships
with ourselves, our partners, and our loved
ones across the museum floor. The audience
is offered (or dragged) into a space so intimate
that even the participants cannot reach its edges.
This show is as cruel as it is generous, as much
an act of complete trust as it is a betrayal,
complex to understand, and impossible to look
away from.

“Photography is also an act of love,” begins
Hervé Guibert’s essay Ghost Image. To show

eitthvad sem er timans og athyglinnar virdi. A3 geyma mynd er ad
akveda ad eitthvad sé pess virdi ad minnast i framtidinni. Ad bidja
manneskju ad taka mynd af sér er ad segja peim ad vid treystum vid-
komandi til ad sja okkur eins og vid viljum vera séd. Ad bidja um ad
fa ad taka mynd af 6drum er ad segja peim ad manni finnist eitthvad
vid pau sem er pess virdi ad muna og sja, ndna, alveg eins og pau eru.
Fyrir pGsundum éra, i mun hlyrra landi en pessu, sagdi Platén ad
leitin ad skilningi veeri lykillinn ad mennskunni. Hann hélt pvi fram
ad anaegja okkar af pvi ad vita eitthvad veeri astaeda pess ad sjonin er
h&fd 1 havegum, ofar dllum 8drum skilningarvitum 1 leit okkar vid ad skilja
heiminn. Af 6llum peim ételjandi hlutum sem vid getum reynt ad skilja,
er ekkert eins prungid og innilega mennskt og &mdguleg 16ngun okkar til
ad pekkja og vera pekkt af 6drum. Kannski er pad astaedan fyrir pvi ad
vid teygjum okkur i myndavélina i navist astvina okkar.
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someone a photograph is to trust that they will
see something worthy of their time and atten-
tion. To keep an image is to decide something
is worth remembering in the future. To ask
someone to take a picture of you is to tell them
that you trust them to see you as you wish to be
seen. To ask to take a picture of someone else is
to tell them that you think something about them
is worth being remembered and seen just now,
just as they are.

Thousands of years ago, in a much
warmer country than this one, Plato said that a
search for understanding was key to our
humanity. He argued that our delight in knowing
something is why sight is elevated over all other
senses in our search to understand the world.
Of all the infinite things we can try to under-
stand, nothing is more fraught and profoundly
human as the unreachable longing to know and
be known by another. Perhaps this is why we
reach for cameras around those we love.



Adele Hyry (f. 1994) er finnskt listakvar
og ljdsmyndari sem byr og starfar i
Helsinki. Ljdsmyndaverk hans skoda
persdnulegar hlidar lifsins en han leitast
vid ad sprengja verkin Gt pé myndirnar
eigi reetur sinar i raunheiminum. Ferli
Hyry felur i sér ad préfa sig afram i
litmyrkraherberginu og ad setja fundna
hluti i nytt samhengi 7 innsetningum
sinum og gefa verkunum pannig
skalptdriskt yfirbragd. Han reynir ad
fordast fyrirfram dkvedna ramma

og stigur Gt fyrir rikjandi norm. Ast,
samfélag og umhyggja koma itrekad
fram 1 fjélbreyttum verkum Hyry sem
spretta Ur skrasetningu & hversdeginum
og eru sett fram i formi syninga og
bbékverka. Hyry Gtskrifadist med BA
gradu fra lidsmyndadeild Lahti Institute
of Design i Finnlandi. Han hefur einnig
stundad nam 1 ljdsmyndun vid Valand
Academy i Gautaborg.

Adele Hyry (b.1994) is a Finnish visual
artist and photographer living in
Helsinki. Their lens-based works play
with the intimate aspects of one’s life—
time, striving to reach elsewhere from
realistic starting points. Hyry likes to
experiment with printing in the color
darkroom and rethink found forms
toward sculpturality. In their practice,
Hyry wishes to sidestep predefined
frames and seek representations beyond
prevailing norms. Themes of love,
community, and care recur in Hyry’s
layered works which grow from
day-to-day observations into installa—-
tions and publications. Hyry graduated
from the BA photo department at Lahti
Institute of Design in Finland. They have
also studied fine art photography at the
Valand Academy in Gothenburg,
Sweden.

Dyrfinna Benita Basalan (f.1992) er
myndlistarkona, feedd og uppalin &
islandi, med raetur ad rekja til Filippseyja.
Han klaradi BA ndm i myndlist og hénnun
i Gerrit Rietveld Academie, Amsterdam
&rid 2018. Dyrfinna hefur starfad
sjélfstaett & svidi myndlistar sidan, auk
pess ad vinna med listahdpnum Lucky 3,
sem hin stofnadi arid 2019 asamt
Melanie Ubaldo og Darren Mark. Arid
2022 hlaut hépurinn Hvatningarverdlaun
Myndlistarrads fyrir gjérninginn PUTI,
sem var upprunalega framkvaemdur &
Sequences 2021 i OPEN.

Dyrfinna vinnur med fjdlbreytta
midla, par 8 medal blyantsteikningu,
innsetningar og stélskdlptdra. Umfangs-
efni hennar skoda faranleika i samfélaginu
a timum post-kapitalismans par sem
sénn verdmeeti eru gjérn & ad glatast,
eins og viska, heilsa og audlindir. Hin
dregur innblastur fra sinum persénu-
legum upplifunum og samskiptum vid
umheiminn, sem eiga pad til ad vekja
upp blendnar tilfinningar.

Dyrfinna Benita Basalan (b.1992) is
an artist born and raised in Iceland,
with Philippino roots. She completed
her BA in art and design at Gerrit
Rietveld Academie, Amsterdam in
2@18. Dyrfinna has been working
independently in the field of visual arts
since then, in addition to collaborating
with the art collective Lucky 3, which
she founded in 2019 along with Melanie
Ubaldo and Darren Mark. In 2022,
the group received The Icelandic Art
Motivational Award for the performance
PUTI, which was originally presented
at Sequences 2021 in OPEN gallery.
Dyrfinna works in various media,
including drawing, installations, and
steel sculptures. Her themes explore
absurdity in society in the times of
post-capitalism, where true values
are often at risk of being lost, such as
wisdom, health, and resources. She
draws inspiration from her personal
experiences and her interactions with
the world, which tend to evoke mixed
emotions.
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Jenny Rova (f.1972) er saensk listakona
sem byr og starfar & milli Svipjédar
og Sviss. Hln hefur stundad nam i
ljdsmyndun vid FAMU, Academy of
Preforming Arts i Prag, ZHdK, Haskdla
lista og hénnunar i Ziirich, og HDK
Valand i Gautaborg. Verk Rova hverfast
um nand i ljiésmyndun og velta upp
spurningum um hlutverk ljésmyndar-
innar sem vardveislumata dyrmeetra
minninga og en einnig hvernig hin er
séd sem sdnnunargagn.

Ljésmyndabdék Rova, ALSKLING
— A self-portrait through the eyes of my
lovers, sem gefin var Gt af b.frank books
i Zurich, hlaut seensku ljdsmyndabdka-
verdlaunin arid 2018. Hln hefur synt
um allan heim og gefid Gt baekur, svo
sem | would also like to be —a work on
jealousy arid 2015, Letters | didn’t send
rid 2019 med b.frank books og Prove
Your Love med Editions Images Vevey
arid 2024.

Jenny Rova (b.1972) is a Swedish artist
who lives and works between Sweden
and Switzerland. She has studied
photography at FAMU, Academy
of Preforming Arts, Prague, ZHdK,
University of Art and Design in Zirich,
and HDK Valand in Gothenburg.
Developing an artistic practice on
photography and intimacy, Rova raises
questions about the image as an object
of precious memory and as seen as
evidence.

Rova’s photobook ALSKLING —
A self-portrait through the eyes of my
lovers published by b.frank books in
Zirich received the Swedish Photo
Book Award in 2@18. She has exhibited
around the world and published further
books, such as | would also like to be —
a work on jealousy in 2015 and Letters
I didn’t send in 2019 with b.frank books
and Prove Your Love with Editions
Images Vevey in 2024.

JH Engstrém (f. 1969) er seenskur ljos—
myndari og videdlistamadur sem byr

og vinnur & milli Parisar og Varmland. |
listskdpun sinni sneidir Engstrém framhja
hefdbundnum reglum ljésmyndamidilsins
og leyfir sér fullkomid frelsi. Hann notar
midilinn baedi til ad fanga augnablik sem
og til ad svidsetja myndir, hann leggur til
jafns fyrir sig svart-hvita ljosmyndun og
lit, vinnur naid me3 tilviljunina og leikur
sér med teeknina. Med peim haetti setur
hann fram vangaveltur um ljésmynda-
midilinn sjélfan. Nalgun Engstréms felur

i sér mjog persdnulega tilkun a heiminum
par sem sjalfsaeviséguleg kdnnun er i
adalhlutverki. Hvert portrett eda sjélfs—
mynd, nattiru- eda landslagsmynd,

ber i sér safn minninga og myndar nana,
sjénreena og ljodraena dagbdk.

JH Engstrém er pekktur alpjédlega
fyrir verk sin, hefur haldid einkasyningar
vida og gefid Ut fjdlda [jdsmyndabdka,
par & medal Shelter (1997), Trying to
Dance (2003), Haunts (2005), Tout vas
bien (2015) og The Frame (2022).

JH Engstrém (b.1969) is a Swedish
photographer and video artist that lives
and works between Paris and Varmland.
Engstrém’s practice is based on the
bypass of all rules and advocates great
freedom of style. Feeling at ease with
the instantaneous as much as with the
staged frame, a virtuoso of the black
and white and of color, he masters the
accidental and toys with techniques to
question photography itself. Engstrém
has an intuitive approach that conceals
a very personal reading of the world in
which the autobiographical exploration
is central. Each portrait or self-portrait,
still life or landscape, holds a sum of
recollections and constitutes an intimate,
visual and poetic journal that addresses
each and every one.

JH Engstrom is internationally
recognized for his works, he has held
solo exhibitions widely and he has
authored many publications, including
Shelter (1997), Trying to Dance (20@3),
Haunts (2@@5), Tout vas bien (2015)
and The Frame (2022).
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Joi Kjartans (f. 1983) er ljdsmyndari fra
Reykjavik. Hann hefur bid og starfad
i Oslé 1 Noregi sidan 2011. Hann hefur
synt verk i Shoot Gallery, Fotogalleriet
og Fotografiens Hus i Noregi og hefur
synt myndir & Ljésmyndasafni Reykja—
vikur. Hann hefur einnig synt verk & The
Nordic Light Festival of Photography i
Kristiansund 1 Noregi, & Landskrona Foto
Festival 1 Svipjéd og 8@ The New York
Photo Festival i Bandarikjunum. Hann
hefur fengid birtar myndir i timaritum a
bord vid Dazed, VICE Magazine, Men’s
Health USA, Bloomberg Business News,
Nylon Magazine og Neon Magazine.
Jéi hefur gefid Gt tveer ljdsmyndabaekur,
Sirkusar (2008) og J6i de Vivre (2010).
Hann var tilnefndur til The Nordic
Dummy Award fyrir bdkina Ranebiler
in 2015 og var arid 2016 tilnefndur til
Magasinet Fotografi Portfoliopris &
vegum Fotografi timaritsins. Arid 2024
var hann svo valinn til pess ad taka patt
i Norwegian Journal of Photography #7
med langtima ljdsmyndaverkefnid sitt,
Huldufdlk, sem kemur (Gt sidla ars 2@25.

Jdi Kjartans (b.1983) is a photographer
from Reykjavik, Iceland. He has lived
and worked in Oslo, Norway since 2011.
He has shown his work in galleries
such as Shoot Gallery, Fotogalleriet and
Fotografiens Hus in Norway and at the
Reykjavik Museum of Photography
(Skotid) in Iceland. He has also shown
his work at The Nordic Light Festival of
Photography in Kristiansund in Norway,
The Landskrona Foto Festival in Sweden
and The New York Photo Festival in USA.
He has had his photos published
in magazines such as Dazed, VICE
Magazine, Men’s Health USA,
Bloomberg Business News, Nylon
Magazine and Neon Magazine. He has
self-published two photobooks, Sirkusar
(2008) og Jbi de Vivre (2010). He has
also been nominated for The Nordic
Dummy Award for his book Ranebiler
in 2015 og Magasinet Fotografi
Portfoliopris in 2016. In 2024 he was
selected to be a part of Norwegian
Journal of Photography #7 with his
long-term project about the Icelandic
folklore, Huldufélk, which is due to be
published in 2025.

Artists

Kristinn Gudbrandur Hardarson

(f.1955) hof listnam sitt | Myndlista—
skélanum i Reykjavik arid 1972 en
Gtskrifadist Gr Myndlista—- og handi®a-
skélanum 1977. Veturinn eftir dvaldi
hann vid framhaldsnam i Hollandi.
Myndlist Kristins er fjdlbreytt & allan hatt
hvad vardar efni og adferdir, vidfangsefni
og form og hefur hann fengist vid allt fra
Gtsaumi til gerninga. Hann er mjég opinn
gagnvart ahrifum Gr umhverfi sinu
almennt og fra 68rum listamé&nnum,
listastefnum, auglysingum, teikni-
myndaségum, handverki og hannyrdum.
Verkin sjalf spretta hins vegar mikid til
upp Ur skrasetningu og dagbdkarefni

i formi texta, ljdsmynda og teikninga.
Kristinn & langan syningarferil ad baki,

4 Islandi en einnig vida um Evrépu og
eitthvad 1 Bandarikjunum. Hann hefur
einnig langan og fj6lbreytilegan
kennsluferil, svo sem i Listahaskélanum,
Myndlistaskéla Képavogs en lengst i
Myndlistaskélanum [ Reykjavik par sem
hann hefur m.a. kennt ahugafdélki malun.
Kristinn var stofnfélagi Sudurgétu 7
samtakanna og Nylistasafnsins og hefur
par ad auki fengist nokkud vid
syningarstjérnun.

Kristinn Gudbrandur Hardarson
(b.1955) began his art studies at the
Reykjavik School of Visual Artsin 1972
and graduated from the Icelandic
College of Arts and Crafts in 1977. The
following winter, he pursued further
studies in the Netherlands. Kristinn’s
artwork is diverse regarding materials
and methods, subjects, and forms,

he has engaged in everything from
embroidery to performance art. He

is very open to influences from his
surroundings in general; from other
artists, art movements, advertisements,
comic books and handycrafts. His works
however stem largely from a diaristic
documentation in the form of text,
photographs and drawings. Kristinn has
exhibited widely, both in Iceland and
across Europe and somewhat in the
United States. He has also enjoyed a
long and varied teaching career, at insti-
tutions such as at the Iceland University
of the Arts, Kdpavogur School of Visual
Arts, and for the longest time at the
Reykjavik School of Visual Arts, where
he has taught painting to enthusiasts.
Kristinn was a founding member of the
Sudurgata 7 association and the Living
Art Museum and has also curated
exhibitions.




Michael Richardt (f. 1980) er svidslista—
madur sem sérhaefir sig i timatengdum
og langvarandi gjérningum. Heimilda-
myndin My Mother is Pink um m&dur
hans var tilnefnd 1 flokki listreenna
heimildamynda & Sheffield Documentary
Film Festival og vann Outstanding
Excellence Award & Desert Edge Global
Film Festival i Indlandi. Richardt hefur
unnid fyrir Marina Abramovié¢ og kom
fram a Louisiana Museum of Modern Art
og Henie Onstad Art Centre. Hann hefur
synt verk sin i Nikolaj Art Gallery, Vraa
Exhibition, Listasafni Reykjanesbaejar,
Norraena hisinu Nordic og Nitja midst5d
fyrir samtimalist i Noregi. Richardt fer
med hlutverk Raphaels i sjénvarps—
pattunum Felix og Klara sem verda syndir
4RUV sumar.

Michael Richardt (b.1980) is a
performance artist specializing in time-
based and long duration performance.
The documentary My Mother is Pink
about his mother was nominated for
Best Art Documentary at the Sheffield
Documentary Film Festival and won the
Outstanding Excellence Award at the
Desert Edge Global Film Festival in India.
Richardt worked for Marina Abramovié
performing at Louisiana Museum of
Modern Art and Henie Onstad Art
Centre and has shown at Nikolaj Art
Gallery, Vraa Exhibition, Reykjanes Art
Museum, Nordic House and Nitja center
for contemporary art. This summer he
will appear as Raphael in the TV-show
Felix and Klara on Icelandic National
Broadcasting Service, RUV.

Sadie Cook (f.1997) er listakvér fra
Bandarikjunum sem byr og starfar

4 Islandi. Han skapar verk sem liggja &
motum ljdsmyndunar og innsetninga
og sndast um snertingu, I6ngun, aféll
og ummerki. Verk hans hafa verid birt

og synd bzedi & hér & landi og alpjédlega.

Sidar & &rinu mun han asamt samstarfs—
kvari sinu Jo Pawlowska syna verk &
einkasyningu i D-sal Listasafns
Reykjavikur. Sadie a verk i b6kum sem
vardveittar eru af MOMA, Tate, og

Met séfnunum. Han Gtskrifadist fra
Yale, hlaut Fulbright styrk og hefur verid
gestafyrirlesari vid Yale, Harvard, og
NYU. Sadie byr i Reykjavik med maka
sinum Dilja borvaldsdéttur, rekur Gallery
Kannski vid Lindargdétu i Reykjavik og

er stjérnarmadur hja Nylistasafninu.

Sadie Cook (b.1997) is an artist from
the USA living and working in Iceland.
They make work that sits between
photography and installation, and
revolves around touch, desire, trauma,
and traces. They have been published
and shown nationally and internationally,
including an upcoming solo exhibition

at Reykjavik Art Museum as part of an
artist duo with Jo Pawlowska. Sadie has
photographs in books held by MOMA,
the Tate, and the Met. Sadie graduated
Yale, won a Fulbright, and has been a
guest critic at Yale, Harvard, and NYU.
Sadie lives in Reykjavik with their partner
Dilja Thorvaldsdottir. Sadie runs Gallery
Kannski and is a board member at the
Living Art Museum.
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Listafolk Mynd af verki Dyrfinnu Benitu
Artists Basalan Psilocybin | & bls. 8 tok
Adele Hyry Hjordis Jonsdottir
Dyrfinna Benita Basalan Picture of Dyrfinna Benita Basalan’s
Jenny Rova work Psilocybin | on page 8 by
Joi Kjartans Hjordis Jonsdottir

JH Engstrém

Kristinn Gudbrandur Hardarson Mynd af gjérningi Michael Richardt

Michael Richardt RULE PINK & bls. 18 t6k Chris Brock.
Sadie Cook Documentation of Michael Richardt’s
Cecilie Debell leikstyrdi Min mor er pink fyrir DR performance RULE PINK on page 18
Min mor er pink directed by Cecilie Debell for DR by Chris Brock.
Syningarstjérn © Gerdarsafn — Listasafn Kdpavogs,
Curation héfundar texta og myndefnis/
Brynja Sveinsdéttir libsmynda, 2025

Hallgerdur Hallgrimsdottir Gerdarsafn — Képavogur Art Museum,

authors, artists/photographers, 2025
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