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Inngangur

Olof Kristin Sigurdardattir,
safnstjori Listasafns Reykjavikur

Titill syningarinnar Ungl visar { bjédsdguna af Kolbeini joklaskaldi sem
sat 4 Pufubjargi undir Jokli og kvadst a vid Kolska. Skyldi hvor peirra sem
ekki gaeti botnad visu hins steypast fram af bjarginu. Peim gengur vel ad
botna visuparta hvor annars uns Kolbeinn dré upp hnif og hélt honum
pannig ad eggina bar vid glyrnur Kolska og kvad:

Horfdu i pessa egg, egg,
undir petta tungl, tungl.

betta getur Kolski ekki botnad pvi ekkert islenskt ord rimar vid ,tungl®.
Reidir pa Kolbeinn sjalfur fram botninn:

Eg steypi pér pa med legg, lege,
lid sem hreerir ungl-, ungl-.

Par med steypist Kolski fram af bjarginu. Skdldid er ekki vefengt og
skapandi ndlgun pess vid tungumadlid hlytur sigur. Skopunargdfan og sa
kraftur sem henni fylgir byr til sinn eigin sannleika og gefur okkur sem
fyrir verdum taekifeeri til ad upplifa nyja hugsun eda nyja ndlgun vid eldri
vidfangsefni. Pannig leitar Ol6f Nordal i brunn sagna og menningar fyrri
tima til ad skapa okkur nyjan sannleik. I 6llum verkum hennar m4 sja
hvernig huin nytir uppruna sinn og pekkingu 4 islenskri pjddmenningu
til pess ad snerta ymis adkallandi vidfangsefni samtimans.

Ungl er hin pridja i rdd arlegra syninga a Kjarvalsstédum par sem sjénum er
beint ad ferli starfandi listamanna sem pegar hafa med fullmétudum hofundar-
einkennum sett svip sinn 4 islenska listasogu. Pad er dsk okkar a Listasafni
Reykjavikur ad syningarskrdrnar sem fylgja verdi innlegg i pa stodugu skodun
sem parf ad eiga sér stad um islenska myndlist og framlag myndlistarmanna
til islenskrar menningar og samfélagsumradu. Hofundum greina er pakkad
mikilvegt framlag og einnig 6llum peim sem studdu syninguna og pessa
utgdfu, einkum Gunnlaugi Sigfussyni og utgdfufélaginu Eyju.

Eg pakka Olofu Nordal fyrir gefandi samstarf vid undirbuning syningar-
innar Ungl og vid gerd bessarar syningarskrar. Pad var okkur 4 safninu
einstakt dnsegjuefni ad kynnast verkum hennar og pa um leid peim menn-
ingarbrunni sem hun sakir { efnivid verka sinna; verka sem syna djupa
vitund um fortidina en fjalla 4 eldskarpan hdtt um samtima okkar og framtia.



Introduction

Olof Kristin Sigurdardattir,
Director of the Reykjavik Art Museum

The title of the exhibition, Ungl, refers to an Icelandic folk tale. The poet
Kolbeinn Joklaskéld and the Devil challenge each other to a rhyme-duel.
The one who cannot provide the second part to the other’s first verse shall
plunge into the ocean from the cliff where they sat. The battle goes on back
and forth through the night until Kolbeinn utters lines including the word
“tungl”, or moon. In the Icelandic language there is no word that rhymes
with it and the Devil gets angry. Kolbeinn however finishes the verse with
his own invention, “angl’, referring to the wrist (ungl-lidur) that pushes the
Devil off the cliff. And down he goes! The poet is not disputed and his cre-
ative approach to language prevails. Creativity and the energy that comes
with it provides a new truth, a new way of thinking or a new approach to
an old subject. This is how artist Ol6f Nordal presents new truth through
critical review of tales and cultural heritage. In all her work we see how
she refers to her background and knowledge of Icelandic heritage in order
to address urgent contemporary issues.

This catalogue is published on the occasion of the third exhibition in
a series of annual exhibitions that survey the career of artists who already
have made their definitive mark on Icelandic art history. We at the Reykja-
vik Art Museum intend these publications to be a part of the constant
exploration, which must be carried out of Icelandic art history, and the
important contribution artists make to Icelandic culture and cultural dis-
course. We are grateful to the authors for their important contributions,
and to all who supported the exhibition and this publication, in particular
Gunnlaugur Sigfusson and the publishing company Eyja.

I want to thank Oléf Nordal for a rewarding collaboration during the
preparation of this catalogue and the exhibition Ungl. It has been a great
pleasure to get to know her work and the cultural source from where she
brings her subject; work which reflects a deep understanding for the past
while taking on the present and the future in an engaging way.



Islenskt dyrasafn - Lundi Iceland Specimen Collection — Puffin, 2005
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Fra syningunni UngL Listasafni Reykjavikur a Kjarvalsstooum 2019
From the exhibition Ungl, Revkjavik Art Museum at Kjarvalsstaoir 2019
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Forystufé - Flauta i Haukholtum, Tignarsonur a Langsstooum, Villingur a Grafarbakka,
Pall fra Hagalandi I.cader Sheep - Flauta from Haukholt, Tignarsonur from lLangsstaoir,
Villingur from Grafarbakki, Pall from Hagaland, 20152019

Forystufé - Siggi (ra Gunnarsstooum |.cader Sheep - Siggi [rom Gunnarsstaoir, 2015



Framhald af pjodsogu

Ragnar Helgi Olafsson
spjallar vid Olafu Nordal

Ja, sem sagt, kannski réttast ad byrja a pvi ad segja lesendum fra pvi sem
gerdist hérna rétt adan, pegar ég gekk inn um dyrnar a vinnustofunni,
adur en ég kveikti a upptokutakinu? Eg, sem sagt, 60 bara inn og felldi
um koll mynd sem std0 par upp ad dyrastafnum. Petta var mikill hvellur
en sem betur fer virdist ég ekki hafa skemmt hana.

Nei, glerid virdist heilt. Petta er allt i fina.

Eg bid pig ad afsaka. Eg tok ekkert eftir myndinni, gaetti ekki ad mér.
J4, ég hefdi ekki att ad leggja hana frd mér svo naerri dyrunum. Baud
haettunni heim. Eg er ad breda bad med mér hvort hiin eigi ad vera hluti
af syningunni, pessi mynd. Petta er gamalt verk, hluti af lokaverkinu

minu frd Yale.

Eg las i gaerkvoldi handritid sem pii sendir mér, petta med obirtu
stuttu sagnapattunum sem pu hefur skrad. Mér virdist pad sameina
tvo lykilhugtok i pinni list, annad er saga, hitt er safn. Flestir — eda
margir allavega - tengjast textarnir tilurd einstakra verka pinna.
Pag var reyndar engin saga um pessa mynd hér, pessa sem ég var
nastum buinn ad brjota. En i handritinu var margt annad ahugavert
fannst mér, badi pessar bakgrunnsupplysingar um tilurd sumra
verka pinna en lika frodleiksmolar um forystufé, tilviljanakenndir
hlutir, 6vantar uppljdmanir, ofyrirséoar fléttur ... pessir textar
minntu mig reyndar oftar en ekki dalitid a prdsaljod, hver 66rum
ovaentari og skemmtilegri.

Pad gledur mig ad heyra. Ekki sist af pvi sidasta manneskjan sem las
petta kalladi petta: ,Einhvers konar sludur.

Par er ég 4 ondverdum meidi. Eg upplifi pessa texta sem rétarskot fra
pessari hefd sem vid kollum pjodlegan frodleik. Petta eru pannig sogur.
Enda eru petta allt sannar sogur — sannleikur — ekki skdldskapur.

[*]
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Ja, einmitt. Peir eru oft humoriskir pessir textar hja pér en sjaldnast
hzonir eda illkvittnir, frekar ironiskir. Sniiast margir um pad hvernig
lifid og tilveran snyr upp a sjalft sig i furoulegum tilviljunum, samanber
soguna af breedrunum sem unnu ad Pufunni eda pessa af vaxbruduhofoi
Nobelsskaldsins sem brotnadi i pusund mola ...

Fannst pér pad ekki skrytin saga?

Ju, rétt eins pessi um gomlu kennslukonuna pina, pessa sem piod striddud
pegar pid vorud krakkar. Upp ur purru finnst pér pu verda ad aka fram-
hja heimili hennar og lita upp i att ad glugganum hennar. Sidar kemur
1ljos ad pad var nakvemlega a pvi andartaki sem gamla konan er ad
geispa golunni. Pag er eitthvad dalitid dulraent eda mystiskt undir-
liggjandi i morgum pessara texta, einhver tilfinning fyrir pvi ad mogu-
lega, bara mogulega, pa kunni pessar furdulegu tilviljanir ad merkja
eitthvad pott vid hofum ekki hugmynd um hvad pad er.

Og pd fee ég porf til ad skrifa sdgurnar nidur, skra paer.

Ja, pu parft ad skra, skjalfesta, bua til skjalasofn og arkifur. Pegar
madur skodar feril pinn pa sér madur ekki betur en ad pu sért einmitt
buin ad vera ad koma pér upp pinu einkasafni, eda arkifu, af ein-
hverjum furduverum og raunverulegum verum, par sem allt hrarist
saman, skaldskapur og visindi ...

J4, ég d ndtturulega mit skjalasafn: Iceland Specimen Collection. Neer allar
liésmyndirnar minar falla undir p4 regnhlif. Petta hfst med seriunni Islenskt
dyrasafn, sem ég skirdi Iceland Specimen Collection. Og svo bara einhvern veginn
for ad safnast undir pennan yfirtitil. Myndirnar af vaxbradunum kalladi ég til
ad mynda Iceland Specimen Collection: Father and Son og svo framvegis.

Eru svona hlutir eda objekt eins og vaxmyndirnar a Islenska vax-
myndasafninu oft kveikjan ad verkum pinum?

Eg hef i rauninni aldrei haft sérstakan ahuga 4 hlutum eda pvi til
daemis ad eiga dot. Mér finnst saga hlutanna skemmtilegri en hlutirnir
sjalfir. Og pott oft séu verkin pannig snidin utfrd hlutum ur fortidinni pa
tel ég pau eiga erindi vid samtimann. Markmidio er ekki ad segja sem svo:
,O, hvad pau voru svo hlzgileg i gamla daga!* heldur frekar: ,Pau voru
hlegileg og pess vegna erum vid lika hlegileg i dag.“ Madurinn verdur
alltaf hlegilegur.

Oft eru pessar sogur sem fylgja pessum ,hlutum® sidan nastum eins
og framhald af pjodsogum. Pad er alltaf petta sem er a milli - til demis
milli pess ad vera merkilegt og ekki merkilegt — sem vekur ahuga minn.
bannig var pad til ad mynda med skoffinid. Var ég buin ad segja pér
soguna af skoffininu?



Nei, hana hef ég ekki heyrt. Hun er heldur ekki i handritinu.

bag er dalitid géd saga pvi hun tengist svo morgu sem ég hef dhuga
a. Eitt sinn var ég ad tala vid visindamann i Natturufraedistofnun og talid
berst ad skoffinum. Hann tjdir mér pd ad 4 Akureyri sé til uppstoppad
skoffin. Eg missti andlitid, sagdi bara (eins og Andy Warhol): ,Va!*

... biddu vig, er skoffin ekki bara pjodsagnavera?

Samkvaemt pjédtrunni er atkvemi refs og tikur kallad skoffin en hann
segir mér sem sagt ad parna sé skoffinid lifandi komid, ja eda uppstoppad
ad minnsta kosti, inni 4 safni Natturufraedistofnunar.

Pao er sem sagt til skoffin a Akureyri?

Eg hringi nordur, spyr hvort ég megi liosmynda dyrid. Mér er sagt ad
pad sé djupt a pvi i geymslunum en nokkrum manudum sidar fae ég simtal:
,Skoffin komid fram, p getur komid og kikt 4 pad.“ Eg bad um ad f4 dyrid
ldnad til ad ljdsmynda pad 1 sinu ndtturulega umhverfi, nordur i Flateyjardal,
padan sem petta skoffin var attad.

Flateyjardal sem liggur a milli Eyjafjardar og Skjalfandafloa?

J4. Sagan er svona: Petta er eitt sinn skommu fyrir seinna strid ad einu
sinni sem oftar gerir brjdlad vedur i Flateyjardal svo ekki var hatt a annad
en ad loka 6ll dyr innandyra: hunda, ketti, allt. Nema hvag, tikin 4 beenum
Jokulsa finnst hvergi. Lida svo sex eda sjo dagar ad tikin birtist upp
ur purruy; sel, sodd og hin kdtasta bara. Sex vikum sidar gytur hun.
Hvolparnir pottu strax mjog sérkennilegir, feldurinn var ankannalegur
og allt peirra latbragd furdulegt. Heimilsfolkid a Jokulsa dkvad ad endingu,
meira fyrir forvitnissakir en annad, ad halda eftir einum hvolpi til ad sja
hvad ur yrdi. Hann var skirdur Otur, liklega vegna pess hve sérstakur
feldurinn potti. Otur reyndist alger onytjungur og gagnslaus ad mestu pvi
hann beit @ernar. Pad var helst ad haegt veeri ad nota hann til ad hafa ofan af
fyrir bornunum 4 baenum. Honum pétti skemmtilegt ad leika vid krakkana.
En Otur var furdulegur 4 fleiri vegu pvi hann gat til ad mynda ekki gelt,
heldur gaggadi hann; hann hljop ekki heldur valhoppadi. Ofan i kaupid
hafdi hann sidan engan ahuga a tikum, pad var eins og hann veri sterill,
eins og gjarnan er med bastarda.

begar ég for nordur til ad mynda skoffinid hitti ég fyrir tilviljun vid
gamla baeinn i Flateyjardal einn af pessum leikfélogum Oturs fra Jokulsd,
Olaf Grimsson, lekni. Olafur sagdi mér fra hvernig peir léku sér, hann og
Otur, og hvernig Otur befadi hann uppi pegar peir féru i feluleik. { huga
Olafs 1ék ekki a pessu nokkur vafi: Otur var skoffin. Pad var mal manna
ad fadir Oturs hafi verid silfurrefur, sem sloppid hefdi ur refabui einhvers

[*]
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stadar & Nordurlandi og villst parna inn i dalinn og 4tt vingott vid tikina
medan ovedrid geisadi.

Jaeja, svo kemur ad pvi ad pau bregda bui 4 Jokulsd og flytja inn 4 Akur-
eyri. Otur fylgir audvitad med og allt leikur 1 lyndi i tvaer vikur uns Otur
verdur fyrir bil. Hamskerinn hirti hraeid og stoppadi kvikindid upp og
pannig var Otur sidan til synis i morg dr, sem skoffin.

Forstodumadur Natturufraedistofnunarinnar a8 Akureyri treysti sér
ekki til ad leyfa mér ad fara med skoffinid uppstoppada inn i Flateyjardal:
,Pu ferd ekki ad fara med hann alla leid nordur i Flateyjardal. Petta er
algjort raritet, kannski eina stykkid { heiminum!“

Vid fengum ad taka myndirnar rétt fyrir utan Akureyri og forstodu-
madurinn fylgdist vokull med okkur allan timann. Ad pvi loknu stillti
hann skoffininu uppstoppada upp a hillu a skrifstofunni sinni. Og par sat
Otur enn um drabil uns radinn var til starfa nyr madur vid stofnunina. Sa
var erfda- og genafraedingur. Pegar hann sér dyrid 4 skrifstofu forstodu-
mannsins spyr hann: ,Hvad er petta?“ Forstodumadurinn svarar stoltur,
ad petta sé skoffin. ,Nuja, vid skulum nu sjd til med pad,” svarar gena-
fredingurinn og tekur ur skoffininu syni og fer ad rannsaka malid.

[ stuttu mali reyndist Otur bara vera hundur enda eiga hundar og refir
ekki ad geta att afkvaemi, samkvaemt liffreedinni. Pessi nidurstada var
kunngerd mitt i einhverri gurkutidinni svo fréttin for eins og eldur i sinu
um allt land. Pessi tilkynning frd Natturufraedistofnun gereyddi i einu
vetfangi allri pessari merku sogu um og af honum Otri. Hun vard einskis
virdi, sagan um skoffinid; allar stadreyndirnar um furdulegt héttalag
dyrsins, frasagnir straksins sem hafdi leikid sér vid refinn ... allt var nu
einskis virdi, pott pad hefdi 4 sinum tima verid skrdd { ad minnsta kosti
tveimur vidtolum, baedi i Degi og Vikunni —allt vard petta verdlaust pvi ad
nu er sko komin ny taekni. Visindamadurinn er leiddur fram, hann segir
okkur hvad petta pydir og hitt — allt petta gamla - er bara buid.

Eg hef gridarlegan dhuga 4 pessu samstudi, pegar pessir heimar maetast
og pvi hvernig vid leggjumst alltaf 4 sveif med hreinu ldgikinni. Pad er eins
og vid viljum strax gleyma hinu.

Stundum virdast visindin vera eins og jardytan sem rydur 6llu -
6llum 60rum leidum til pess ad skoda heiminn - ur vegi.

Visindalega sjénarhornid a pad til ad fletja allt svolitid ut. Pad er an efa mjog
skemmtilegt ad vera 4 kafi 1 heimi visindanna, 6rugglega mikid fjor. En hin
tegundin af vitneskju — pad er pekking lika.

Nakvamlega. Pad er lika pekking sem madur imyndar sér ad geeti
alveg stadio til hlidar vid hina visindalegu, an pess ad par rydji hvor
annarri ur vegi.



J4, ekki sist af pvi hun er oft einmitt svo furduleg og fjorug pessi pekking.
Verkin min spretta oft upp ur pessu bili, milli dlikra tegunda af vitneskju.

Visindamadur, sogumadur, listamadur ... 1ék aldrei vafi a pvi hvad pu
legoir fyrir pig?

Nei. | minningabdkum sem ég fyllti tit pegar ég var smastelpa er svarid vid
,Eg @tlaad verda ... alltaf pad sama: ,myndlistarmadur. Eg veit ekki af hverju.

Skrytid. En nu ert pu komin af miklu békmennta- og tonlistarfolki ...
J4, og myndlistar-. Modir min, Solveig Jonsdottir, studeradi keramik {
Skolen for Brugskunst sem heitir nuna Kunstakademiets Designskole. Pad
hafdi kannski dhrif. Adallega held ég samt bara dstaedan hafi verid su ad

mér pdtti gaman ad teikna. Eda, pu veist, gaman ad gera.

En hvad med tonlist, pu hlytur ad hafa alist upp vio tonlist,
verandi dottir tonskalds?

Jti, jti, en ég hafdi ekki mikla heefileika 4 pvi svidi. Eg Slst audvitad upp
vid mikla tonlist - og pad er musik i mérgum minna verka, pott ég semji
hana ekki sjalf. Eg er oft spurd um petta, um dhrif afa minna og pabba a
mina listskopun. Lengi vel stududu pessar spurningar mig, af peirri ein-
foldu dstaedu ad ég hafdi aldrei upplifad pd sem neina dhrifavalda.

bad breyttist pegar ég gerdi verk handa pabba i tilefni af nireedisafmaelinu
hans. Pannig er mal med vexti ad drid 1956 pd giftu pabbi og mamma sig
og féru ut til Rdmar og dvoldust par 1 heilt dr. Pabbi hafdi pa nylokid vid
ad semja langt sinfoniskt verk og hugsadi sem svo ad nu hefdi hann tima
til pess ad byrja 4 alveg nyrri tegund af musik, finna sinn eigin hljém. Svo
pabbi sest nidur med vinnubdkina og atlar ad byrja ad skrifa en pa gerist
ekki neitt. [ heilt dr er hann ad fitla vid pessa vinnubdk — eitthvad ad pina
sig — en uppskeran verdur ryr, eiginlega engin. Pegar ég var ad vinna ad
pessu verki ldnadi pabbi mér badi vinnubdkina og dagbdkina sina fra
pessari Romardvol drid 1956.

A endanum fér ég sjalf til Romar, fetadi i fétspor hans og mémmu bok-
staflega og endadi sidan 4 pvi ad halda syningu sem ég tileinkadi honum. Eg
fékk Snorra Sigfus Birgisson til ad spila hraflid hans pabba ur Rdmarvinnu-
bokinni, spila pessar hendingar og brot, allt petta sem poétti hdlf vonlaust
og onotheft. En pegar ég heyri hann spila pd gerist nokkud ovaent: Hljom-
heimur bernsku minnar kemur 1 [jos.

Hvernig pa?
bagd var utfrd pessari hljodrds sem ég sofnadi a kvoldin og vaknadi jafn-
vel d morgnanna: Pabbi ad spila brot og hendingar ...



Heyrdirdu keiminn af pvi i pessum notnabrotum hans fra Rom?

J4, petta var allt parna, petta endalausa ding, ding, dang - piandhljémar
sem leida ekkert fyrir pann sem er ad hlusta en hafa merkingu fyrir pann
sem er semja. Pegar ég hlustadi a Snorra Sigfus spila petta pa hugsadi
ég: ,betta er ahrifavaldurinn.” Ahrifavaldurinn kemur inn i gegnum
undirmedvitundina.

Pannig ad pad eru kannski ekki bara hin fullmétudu verk fodur pins
sem skipta pig mali heldur einmitt kannski frekar dutlio; rissin i nétu-
bokinni, halfkvednu mdtifin sem umlykja pig a uppvaxtararunum?

Vi@ tékum petta upp i studidinu hjd pabba 4 hljodfaerid hans. Pabbi
var uti i bae pennan dag og vissi ekki af okkur parna, mér og Snorra. Pegar
hann kom sidan heim seint um kvoéldid vorum vid enn ad. Hann opnar
utihurdina og heyrir kunnuglega piandtdna hljoma ur studidinu. Honum
bra audvitad: I fyrsta sinn heyrdi hann sjélfan sig semja. Hann lysti pessu
seinna pannig ad petta hefdi verid eins og ad vera vidstaddur midilsfund
hjd sjalfum sér.

Fyrir mér var petta stodugur kraumur, pessir hljdmar. Pott ad ég hafi {
rauninni aldrei greint 4 milli hvad hann var ad spila alla mina bernsku og
hafi fundist petta eiginlega allt hljdma eins, pd var petta stodugt i eyrunum
amér: pessi akvedna frumskopun.

Og sérou pa ahrif fra fodur pinum i pvi hvernig pu vinnur og hvernig
pu nalgast listskopunarferlio?

Pad er svolitid erfitt ad svara pvi. Eg dregst ad myndlistinni 4 sinum tima
bvi ad ég hef gaman af pvi ad vinna ad hlutum i héndunum. Eg hef nautn
af pvi, meiri nautn en af nokkru 6dru.

begar fram lida stundir heettir pessi verklega dnaegja ad vera fullnaegjandi
ein og sér og madur fer ad leita ad einhverju meira. Pess vegna for ég ad leita
1 pjodsogurnar til deemis. Og pa md segja ad forfedurnir séu farnir ad vinna
beint eda dbeint i gegnum mann.

Petta er natturulega eitthvad sem vid upplifum 611, hvort sem vid erum
listamenn eda bifvélavirkjar, byst ég vio. Madur finnur pad sérstaklega
pegar madur eldist, pad er svolitid sjokkerandi ad finna hvernig kyn-
slédirnar a undan eru ad birtast i manni.

Ja. Petta tungumal okkar og menningin, i pessu byr eitthvad dalitid
sérstakt, svolitid spes. Pvi sidan fylgir dbyrgd sem vid berum, hvort sem
okkur likar pad betur eda verr. Mér finnst i rauninni eins og ég velji ekki
vidfangsefni min. Pad er ekki endilega ég sem valdi ad vinna vid petta.
Stundum hugsadi ég ad ég hefdi kannski alveg getad gert eitthvad smartara,
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pvi sérstaklega pegar ég var ad byrja pa pottu pessi verkefni ekkert sérlega
smart, einmitt frekar 6fugt: lummo.

Eg nota pennan menningararf lika i vinnuferlinu. Eg hefst varla handa vid
verk nema ad blada fyrst i pjédsagnasafni Jéns Arnasonar. P4 skiptir engu
bott ég sé ekkert ad nota pennan arf i verkinu. Eg bara grunna mig einhvern
veginn i pessum kultur.

Ja, ég skil hvad pu att vid. Pad er eitthvad vio pennan kultur sem
gefur manni jardsamband, réar mann svo madur fer eiginlega i att
ad hugleidsluastandi ...

Svo dettur madur stundum nidur 4 alveg magnadar tengingar. Eg fann
pad til demis pegar ég rakst 4 pessa sogu um Jesu og fuglana. Pekkirdu
altaristofluna sem ég gerdi fyrir Isafjardarkirkju?

Nei.

Eg var bedin um hugmynd ad altaristoflu fyrir kirkjuna 4 fsafirdi og
byrjadi audvitad 4 pvi ad fletta i Joni Arnasyni. Pegar ég opna bdkina ein-
hvers stadar af handahdfi blasir vid mér sagan um Lausnarann og lournar.

[ ségunni er Jestis enn 4 barnsaldri. Hann er ad leika sér med hinum krokk-
unum, pau eru ad mota fugla ur leir eda ad drullumalla eins og pad heitir nu
eiginlega d islensku. Strangtruadur Sadusei gengur framhjd og reidist peim
fyrir ad vinna & hvildardeginum og byrjar ad brjéta fuglalikneskin eitt af 6dru.
Jesus leggur pd hond sina yfir pa leirfugla sem eftir voru og 68ludust peir lif og
flugu burt. Sagan segir ad pannig hafi 1éurnar ordio til.

Petta er fallegt: Krakkarnir skapa heiminn ur mold og vatni
- drullumalli sem lifnar vio ...

Og pess vegna syngja lournar a vorin ,dyrdin, dyrdin,” til pess ad
lofa sképun sina, frelsid og gud. Eg kannadist vid pessa ségu. Eg man
ad mamma sagdi mér hana einhvern timann. Hun hélt ad sagan veri
ur Apokryfu bokunum Bibliunnar en pekktasta utgdfan er i bernsku-
gudspjalli Témasar ...

Sem er eitt peirra gudspjalla sem er ekki ad fullu vidurkennt af kirkjunni,
ekki satt?

Ju, pad telst ekki til Nyja testamentisins. En soguna er lika ad finna i
Koéraninum. [ grunninn er petta bara flokkusaga sem pvelist nordur alla
Evrépu, fré Palestinu og til Islands. A leidinni eru fuglarnir bunir ad um-
myndast, eru ordnir ad islenskum léum sem koma med vorid og vonina. ...



Og , dirrindi“ ordid ad ,,dyrdin, dyrdin ..."

A endanum endurgerdi ég pessa sogu fyrir vestan. Eg fékk ibtia [sa-
flardar 1 1id med mér, peir motudu leirfuglana. Vid gerdum 749 stykki og
ur peim vard altaristaflan.

Og svo er petta ahugaverd slaufa a pessu sem vid kollum pjodlegt,
pvi pjodsagan er ekki upprunnin 4 Islandi, pessar pjodlegu sogur
eru kannski ekki sérstaklega pjodlegar alltaf.

ber eru oft einmitt { grunninn alpjédlegar.

Eg held pui purfir ad bata pessari sogu i handritid pitt — petta sem ég
minntist a i byrjun. Pad byr i pér mikill sigumaduyr, sem ...

... ja, ég sé mig samt frekar sem gruskara eiginlega. Eg get endalaust bladad
1 bokum og gugglad og gugglad ... En sdgumadur, ju, atli pad ekki lika.

Petta er eitt af minum eftirletisordum, grusk, og alveg sér-islenskt,
ef eitthvad er pa sér-islenskt.

En gruskid kemur aldrei ur engu, i grunninn parf vidfangsefnid alltaf
ad hafa einhverja personulega vidd. Pad parf ad tengjast mér, pad parf ad
koma mér vid.

Er pad ekki rétt skilio ad pad hafi einmitt verid flokkusaga sem tengd-
ist forfodur pinum Birni Gunnlaugssyni sem olli pvi ad pu komst a
snodir um safn afsteypna af Islendingum fra 19. 61d sem vard kjarninn
i verkinu Musée Islandique?

Ju. Frd Birni er kominn ,fini leggurinn®{ ettinni minni, f{6durémmu-
megin. Bjorn var sterdfraedingur og yfirkennari i Laerda skdlanum, visinda-
madur, storvirkur kortagerdarmadur 4 nitjdndu 6ld. Eitt sinn var ég 4 aettar-
moti og pd nefnir freendi minn ad til sé afsteypa eda daudagrima af pessum
Birni. Pad sem meira var sagdi hann, pessi grima eda afsteypa er vardveitt 4
Kanarieyjum! Mér fannst petta svo gjorsamlega surrealiskt ad um leid og ég
kom aftur a vinnustofuna for ég audvitad ad gruska.

Haegt og rdlega — pessi eftirgrennslan tok 4 endanum nokkur dr — pa
kemst ég ad pvi hvernig var i pottinn buiid. Pegar Islendingar féru ad
venja komur sinar til Kanarieyja 4 sjounda dratugnum pd byrjudu peir
4 pvi ad fara 4 s6fn eins og godir ferdamenn gera. I Mannfraedisafninu
i Las Palmas rekur einn ferdamadurinn, Halldér Pétursson teiknari
(sem reyndar var einnig afkomandi Bjorns pessa), augun i islensk nofn
a spjoldunum sem limd voru 4 veggina vid hlidina & beinum, afsteypum
af h6fdoum og 60ru mannfraedidoti parna a safninu. Hann tdk af pessu
ljésmynd, par 4 medal af brjostmynd sem merkt var sem afsteypa af



[slendingi sem baeri nafnid Bjorn Gunnlaugsson. Par med komst sagan
a kreik hér heima ad i Las Palmas veri til stytta af Birni Gunnlaugssyni.
A9 lokum ne ég sambandi vid safnafdlk 4 Kanarieyjum og haegt og
rolega radast puslin saman, og malid upplysist. Afsteypan var sannarlega
af hofdi Bjorns. Hun hafdi verid gerd af visindamonnum 1 fronskum
[slandsleidangri, sem ferdadist um landid 4 ofanverdri 19. 5ld og gerdi
fiolda afsteypna, malinga og rannsdkna 4 Islendingum. Eintékin { safninu
a Kanarieyjum reyndust vera eftirmyndir af frummyndunum ur leid-
angrinum, sem geymdar eru 4 safni i Parisarborg.

Og ur pessu gerir pu sidan petta verk, Musée Islandique ...
Ja, svona prdast petta gjarnan hja mér, kveikjan er oft eitthvad svona,
eitthvad personulegt.

Pessar malingar Frakkanna, pessar rannsoknir peirra a pvi sem
menn toldu vera mismunandi kynpzetti, petta voru havisindi pess
tima. [ dag telst petta i besta falli urelt pekking og eiginlega finnst
manni petta skyldara pjodsogum og skoffinum en visindum. Enn
leikur pu @ mérkunum a milli visinda og pjodsagna ...

Ja. En veistu, ég parf ekkert ad deema, verkin tala sjalf. Hlutirnir bera
i sér sina sogu og verkin fjalla pannig oft ad miklu leyti um sitt eigid
sogulega samhengi.

Nu er islensk menning pér augljoslega mikill brunnur og nytist vel i
listskopun pinni. Par er allt undir, natturan og bokmenningin, pjod-
sogurnar en lika samtiminn, pdlitiskar sogur og jafnvel glepasogur;
samanber afsteypuna af Leirfinni sem starir a okkur hér ofan ur hillu.
Nt um stundir er hugmyndin um pjoderni oftar en ekKki litin gagnryn-
um augum svo ég velti pvi fyrir mér hvort pu hafir fundio fyrir pvi ad
verk pin séu tulkud sem upphafning a pjoderni; hvort pau hafi jafnvel
verio stimplud sem pjooremba?

Eg fann 6rlitid fyrir pessu i fyrstu, en par spiladi lika eflaust inn i ad ég
var ad koma heim eftir langa dvol i Bandarikjunum par sem umradan um
kynpatti og pjoderni og pessi efni var lengra komin en hér heima. En petta
er fin lina, med pjédrembuna. Verkin min eru nefnilega oft 4 sama tima
mjog gagnrynin a islenskt samfélag.

A méti kemur ad mér finnst Smetanlegt ad eiga grunn eins og Pjédsdgur
og @vintyri Jéns Arnasonar, pad er kulttir sem ég hvili 1, skil til hlitar. Ef
ég hrasa um eitthvad sem ég atta mig ekki 4 1 fyrstu, pd treysti ég mér til ad
kanna pad 1 kjolinn og komast til botns i pvi.



Pu upplifir pig a heimavelli ... ]
J&, hiin rennur 1 bl6dinu pessi menning. Og hun er rik og spennandi. Eg hef
adgang ad pessu tungumadli. Eg get tjad mig.

Meinarou ad pessi menning geri pér hreinlega kleift ad tja pig?

Ef pu hefur gé0 tok 4 tungumadli, pad geturdu tjad pig. Eins, ef pu hefur
go0 tok a kultur, pd geturdu notad hann, skapad og tjdd pig dn pess ad pad
verdi yfirbordskennt.

Eg bjo 1 Bandarikjunum i sex dr og var ekkert 4 leidinni aftur til Islands.
Eg kom heim til ad eiga barn en svo var @tlunin ad fara til baka. Svo for ég
aldrei aftur ut. Megindstaedan var su ad ég fann hvernig ég gat notad pessa
menningu betur hér heima, farid enn dypra inn 1 hana vegna pess ad nu var
ég med dhorfendur sem skildu hvert ég var ad fara. Mér fannst ég komast naer
mergnum. Ef ég hefdi verid afram 1 Ameriku, pd ottast ég ad verkin hefdu
ordid grynnri, turistalegri.

A9 verkin hefou byrjad ad takmarkast af syn hins utanadkomandi
a landio og islenska menningu?
J4, mogulega.

Eg veit alveg nakvamlega hvad pu ert ad tala um. Mér finnst petta
vera buid ad agerast dalitio a sidustu arum med peirri auknu athygli
sem Island hefur fengid og med ferdamannabylgjunni. Stundum finnst
mér orla a pvi ad pjodin, og par med taldir islenskir listamenn og rit-
hofundar, sé byrjud ad stadsetja listaverkin sin innan pessa viomots
- innan hinnar takmorkudu synar ferdamannsins a landio og pjoo-
ina, sem pa byrjar ad takmarka okkar eigin moguleika til ad skapa og
hreyfa okkur innan eigin menningar.

J4, pad er eins og pad hafi ordid til einhvers konar vidmat, eitthvad sem er
tilbuid og framleitt. Par med lokast tulkunin og allt verdur prengra og prengra.

Akkurat. Stundum finnst mér sem pessi ,islenska menning“

sé a0 skreppa saman, hun sé ad byrja ad takmarkast af svona
klisjum. A slikum timum finnst manni ad list sem grefur sig nidur
eftir rotunum sé allt ad pvi lifsnaudsynleg til ad opna og vikka

ut merkingarheiminn.

J4, algjorlega. Petta er nefnilega storhaettulegt. Eitt af pvi sem gledur
mig mest pegar ég er ad tala um verkin min og segja einhverjar pjodsogur
er pegar einhver gripur fram i fyrir mér og segir: ,Nei, nei, ég hef heyrt
petta og petta er ekki rétt hjd pér Olof, parna ertu ekki ad tala um skoffin,
heldur skuggabaldur ...“ eda eitthvad i pd veruna. P4 finnur madur ad pad
er ekki buid ad bua til vidmot eda steypa soguna i endanlegt mét, pvi



pegar vid forum ad bua til reglur um pjédtruna, halda bara a lofti einni
utgdfu sogunnar, pd verdur petta dautt og stift allt saman.

Ja, pa byrjum vid ad nota sannleikshugtakio um hluti sem sannleiks-
hugtakio a ekkert vido um.

Einmitt. Pjédsdgurnar voru lifandi fyrir mér pegar ég var barn. Eg var
sjuklega myrkfalin og svo hraedd vid draugaségurnar i pjodsoégunum ad
pad var eiginlega til vandraeda.

Paod vari gaman ad rannsaka petta, hvernig myrkfalni proast milli
kynsléda. Eg var lika svakalega myrkfazlinn pegar ég var strakur.
/Etli krakkar i dag séu jafnmyrkfalnir og vido vorum?

G40 spurning. Eg Slst upp 1 Skerjafirdi og 4 peim tima voru par engin
gotuljos, bara endalaust myrkur og sjorinn ndtturulega i tunfaetinum.

Eg heyrdi draugasdgur um dauda trillukarla sem enn vitjudu um netin sin.
Eg imyndadi mér fidrulalla og alls konar kvikindi. Petta var audvitad half
sjukt — svona eftir 4 ad hyggja.

Ofan i allt var Sigurdur afi endalaust ad garfa i pjodsogum, safna,
sortera og setja saman ny og ny sofn. Hann kom feerandi hendi einhvern
timann og sagodi: ,J&ja, nu @tla ég ad gefa pér nyju pjodsagnabdkina mina
ijolagjof, og ég oskradi upp yfir mig: ,Nei! Ekki gera pad!“ Pau vidbrogo
gloddu hann mikid og hann gaf mér bokina um jolin. Pad sem gladdi
hann svona var audvitad su stadreynd ad einhver trydi pvi skilyrdislaust
sem 1 békunum stod.

Myrkfzlni var - og er kannski enn - landleg 4 Islandi. Alltaf finnst
mér pad skrytio ad lesa, eins og madur sér oft i bokum meo pjodlegum
frooleik, pegar gamlir bandur, eflaust rammir ad afli, sem aldrei hafa
kvartad yfir nokkrum hlut, skrifa um hvad peir hafi alltaf verid agalega
myrkfalnir. Petta er folk sem meira og minna bjo i ner almyrkvudum
heimi ... pad hlytur ad hafa verio askorun ad vera myrkfalinn a midold-
um, imynda ég mér.

J4, pad var samt enginn ad hraeda mig eda ad vinna ad pvi ad gera mig
myrkfelna. Eg bara bjé petta til  sjalfri mér.

En hin hlidin a hlutum eins og myrkfalni er audvitad imyndunaraflio,
a sama hatt og martroo er af somu tegund og draumur. Myrkfalnin felur
isér tru a eitthvad osynilegt og dularfullt, a moguleikann a merkingu
sem okkur er, ad minnsta kosti i bili, byrgd syn a. Kannski parf madur
ad vera myrkfalinn til ad geta triad almennilega a @vintyrilika ...
Stundum segi ég vid sjalfa mig: ,Nu er leidinlegt, nu er allt einum of
hversdagslegt, nu @tla ég ad opna fyrir og lata allt verda ad einhverju.”



Skilurdu? Og pa er madur bara upp ur purru buinn ad opna fyrir gdttirnar
og hleypa @vintyrunum inn ...

bad kom mér a dvart, en madur getur svolitid styrt pessu.

Pegar pad er mikid ad gera, til deemis pegar madur er d kafi i vinnu, pa
lokast pessar gattir. Madur parf ad vera vakandi, passa sig ad opna aftur.

Opna augun, gefa sér tima til ad dast ad tilviljununum og svo
framvegis ...

Sem svo eru kannski ekkert tilviljanir. Pessi mynd parna, pessi sem
pu felldir um koll og braust naestum pegar pu komst inn, hun er hluti
af lokaverkinu minu frd Yale, eins og ég sagdi pér 4dan. A henni sérdu
Sigurd afa minn. Hann situr { badstofunni 4 Eyjolfsstodum i Vatnsdal ad
lesa fyrir studentsprof. Afi var feddur 1886 pannig ad petta hefur verid
i kringum 1905. Eg vann petta verk snemma 4 tiunda dratugnum, i
aradaga Photoshop, og med peirri tekni tokst mér ad finna leid til ad baeta
meér sjalfri inn 4 myndina, petta er ég sem sit parna fremst 4 myndinni,
inni 1 badstofunni gegnt afa.

Pu ert sem sagt strax parna i upphafi ferilsins byrjud ad reyna ad stadsetja
pig i pessu kerfi — pessari mynd — sem vid kollum islenska menningu?

J4. Sagan 4 bak vid betta verk er svona: { Yale er alveg dgnarstért bdkasafn,
uppa tolf haedir ef ég man rétt. Einn daginn frétti ég af pvi ad par vaeri sérstok
Islandsdeild med bokum og islensku doti, svo ég fer af stad ad leita bad uppi 1
pessum endalausu ranghdlum sem einkenna svona sofn, fer upp einhvern stiga
og inn einhvern gang og svo ad einhverri bokahillu. Par tek ég nidur einhverja
bok, opna hana og pa blasir vid mér pessi mynd, fra Islandi, af afa minum.

Meér fannst petta bara edlilegt, skrddi bokina ut, skannadi inn og bjo til pessa
mynd parna. Nokkru seinna, i einhverri yfirferd, sagdi ég skolafélogunum fra
pvi hvernig verkid kom til. Pau trudu mér ekki; fannst petta of mikil tilviljun.
Par liggur munurinn. Pau tradu pessu ekki. En pu triiir mér.

Eg held pu komist ekki hja pvi ad baeta pessari sogu vid
handritio pitt gooa.
Ja. Pu segir nokkud, ég etti kannski ad skrifa petta hjd mér.

Eg held pu hafir ekki mikid val um pad.

Eitt sinn gerdi ég innsetningu ut frd ségunni um Syslumannskonuna frd
Bustarfelli. Par var ég einmitt ad vinna med svipada paetti. Par voru sand-
bldsin islensk mynstur, mynd af fru i reiddragt med minn profil og fleira
pess hattar, allt umlukid mikilli birtu og hvitu vatni, svo ljést allt ad flest
vard nasta 6synilegt, upphafid og dskyrt. Ahorfandinn stendur nalegt
verkunum en hefur ekki fullan adgang ad peim samt sem adur.



Og pu sjalf ert sidan ekki langt undan i pessum verkum heldur.
Ma kannski segja ad pu sért badi utan vid og inni i pessari islensku
menningarpoku aldanna sem verkin sakja i?

J4, allavega svona i ndgrenni vid petta sky.

Annars byggdist pessi syning um syslumannskonuna audvitad a pjéd-
sogunni pekktu af husfreyjunni a8 Bustarfelli { Vopnafirdi sem var kollud til
a0 adstoda alfkonu 1 barnsnaud a naesta dlfabze. Pegar dlfabarnid er komid i
heiminn er henni falid ad bera smyrsl 4 augu pess. Syslumannsfruin gerir
eins og fyrir hana er lagt og smyr barnid en stelst einnig til ad strjuka agnar-
Ogn af smyrslinu i haegra auga sitt. Pegar syslumannsfruin heldur aftur
til mannheima er henni feerdur forldta utsaumadur dukur ad launum med
pokkum fyrir hjdlpina.

Er sa dukur ekki enn til, pott otrialega hljomi; i 6ruggri geymslu
a Pjodminjasafninu - alvoru alfadukur?

Ju, einmitt. Nema hvad, syslumannsfruin finnur na breytingu a sjalfri
sér pvi eftir ad hafa smurt kreminu 4 augad pa sér hun inn i dltheima: Hun
sér glaesileg byli dlfanna i ndgrenninu, sér hvenzr peir heyja, hvener peir
vanta votvidris ... Pessu midlar hun til sins heimafdlks svo mikid gagn
verdur af.

Svona gengur petta um sinn par til eitthvert haustid ad syslumanns-
fruin fer til kaupmanns inn 4 Vopnafjord. Og hverjum meetir hun par
i versluninni annarri en dlfkonunni, peirri sem hun hafdi adstodad i
barnsnaud. Alfkonan er ad sniglast eitthvad um btidina ad tina hitt og
petta nidur ur hillum og upp ur skuffum pegar syslumannsfruin gengur
ad henni og bydur gédan dag. En samskipti peirra verda ekki long pvi dlf-
konan snyr sér snoggt ad henni og skyrpir i hagra auga hennar. Vid petta
tapadi syslumannsfruin allri sjén inn i dlfheima og fékk aldrei aftur. Petta
pykir mér falleg saga.

Ja, furduleg saga og falleg; oftast besta blandan. Synin er ekki sjalf-
gefin, hvorki fyrir syslumannsfryr né listamenn, brotthatt gafa.

En svo er lika eitthvad mjog skemmtilegt smaatridi ad syslumanns-
fruin standi alfkonuna i raun ad budarhnupli. Per koma manni sifellt
a ovart pessar sogur.

En heyrou, nu synist mér vio verda ad fara sla botninn i petta spjall.
Petta er orugglega ordio allt of langt hja okkur. Nu slekk ég a upptokunni.
J4, pu afsakar, ég reed illa vid pad, ég fer alltaf ad segja sogur ...
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Myth: A Continuation

Ragnar Helgi Olafsson
talks to Olaf Nordal

Yes, alright, maybe I should start by telling the readers what just
happened as I walked into the artist’s studio, before I turned on the
recorder. I barged in and knocked over a picture which was leaning
against the doorpost. It was quite a bang but fortunately I seem not to
have damaged it.

No, the glass looks unbroken. It's fine.

Iam so sorry. I didn’t notice it, wasn't paying attention.

Well, I shouldn't have placed it so close to the door, that was risky. [ am
wondering whether this should be included in my exhibition. It's an old
piece, a part of my Yale graduation project.

Last night, I read the manuscript that you sent me, the one with the
unpublished short stories you've written. It seems to me that it com-
bines two key elements in your art; one is history and the other col-
lection. Most of the texts — or at least many — are connected to the
creation of individual artworks. There is no story about this one here
that I nearly broke, though, but the manuscript contains many other
interesting things; this background information for the art, of course,
but also interesting facts about leader sheep, random things, unex-
pected realisations, unforeseen complications ... these texts actually
often reminded me of prose poems, each one more unexpected and
delightful than the last.

I am happy to hear that. Not least because the last person who read this
called it “a kind of gossip”.

I disagree with that. I view the texts as sprouting from our traditional

folklore. They are those kinds of stories.
And they are all true - truth, not fiction.
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Exactly. They are often humorous, these texts, but not sarcastic or

mean, rather in an ironic fashion. Many of them revolve around the

unexpected turns life can take with weird coincidences, like the one

about the brothers who worked on the tussock, or the one of the Nobel

Prize author’s doll head which smashed into a thousand pieces ...
Didn't you find that a strange story?

Yes, as well as the one about your old teacher, the one you used to tease

when you were kids. Out of nowhere, you get an urge to drive by her

house and look up into her window. Later you find out that the old

woman was dying at exactly this moment. There is something mystical

about many of the texts, a feeling that possibly, just possibly, these bi-

zarre coincidences mean something, although we don’t know what it is.
And then I get the urge to write the stories down, record them.

Yes, you need to record them, write them, create archives. When look-
ing at your career, one can’t help but think that this is exactly what
you've been doing, creating your own archive of imaginary and real
creatures, where science and fiction merge ...

Yes, | have my own archive: Iceland Specimen Collection. Almost all of
my photos fit underneath this umbrella concept. It started with the series
Icelandic Animals, which I renamed Iceland Specimen Collection, and snow-
balled from there. For example, I call the images of the wax dolls Iceland
Specimen Collection: Father and Son, and so on.

Are you often inspired by items like the wax images at the Icelandic
Saga Museum?

I have never been particularly interested in owning things. I find the
history of a thing more interesting than the thing itself. Although my
work is in this way modelled on old things, I believe it has great relevance
today. My purpose is not to say: “Look how absurd people were back in
the old days!” but rather: “They were ridiculous and that's why we are also
ridiculous.” Man will always be an absurd figure.

The stories that accompany these “items” can quite often be reminiscent
of folktales. I am always interested in the in-between — for example that
which lies between noteworthy and not worthy of note. I could name the
“skoffin” as an example. Did I tell you the story of the skoffin?

No, I haven't heard that one. It is not in the manuscript.

This is quite a good story because it relates to so many things that I'm
interested in. I was once talking to a scientist at the Icelandic Institute of
Natural History and skoffin was mentioned. He proceeds to tell me that



there is a stuffed skoffin in Akureyri. I was completely flabbergasted,
could only quote Andy Warhol: “Wow!”

Wait a minute, isn’t skoffin just a mythical creature?

According to the folklore, skoffin is the offspring of a male fox and
a bitch, but he told me that there was a real-life skoffin, well, actually it
is stuffed, in the Natural Institute.

So, there is a skoffin in Akureyri?

I rang them up and asked if I could photograph the skoffin. [ was told
it would be hard to find it in storage but a few months later I received a
phone call: “Skoffin found, you can come and have a look.” I asked to bor-
row the creature to photograph it in its natural environment, in Flateyjar-
dalur in the north, where it originated from.

Flateyjardalur which lies between Eyjafjorour and Skjalfandi?

Yes. The story goes like this: Once upon a time, shortly before the Second
World War, a snowstorm hit Flateyjardalur and all animals were barred in-
doors; dogs, cats, the lot. Except the bitch at the farm Jokulsa was nowhere
to be found. Six days later the bitch returned home, well-kept and happy, and
six weeks later she had puppies. They were peculiar looking; their coat was
odd and their behaviour strange. Eventually, the family at Jokulsa decided to
keep one of them, more out of curiosity than anything else, to see how itd
turn out. They named him Otur (otter), probably because of how weird his
coat was. Otur proved to be completely useless, because he bit the sheep. He
was better suited to playing with the children on the farm, he liked them.
Otur was strange in other ways, for example he couldn't bark and instead he
cackled, he didn't run but he cantered. Furthermore, he was totally uninter-
ested in bitches, he seemed sterile, as bastards often are.

When [ went north to photograph the skoffin, I met one of Otur's for-
mer playmates, doctor Olafur Grimsson. We met by the old farmhouse in
Flateyjardalur. Olafur told me how he used to play with Otur and how
Otur would sniff him out when they played hide-and-seek. Olafur believes
without a doubt that Otur was a skoffin. People said that Otur’s father was
a silver fox which escaped from a fox farm somewhere in the north, wan-
dered into the valley and met the bitch while the snowstorm raged.

Eventually the family moved from Jokulsd to Akureyri. Otur went with
them, but two weeks in he was hit by a car and died. The taxidermist took
the carcass and stuffed it and Otur was displayed as a skoffin for years.

The director of the Natural Institute wouldn't let me take the stuffed
skoffin to Flateyjardalur: “You can't take it all the way there. This is a rarity,
perhaps the only one in the world!”



We were allowed to photograph the animal just outside Akureyri, and
the director watched us the whole time. He then placed the skoffin on a
shelf in his office, where Otur sat for years, until a new employee came to
the institute. He was a genetics expert and when he saw the animal in the
director’s office, he asked: “What is this?” The director proudly answers
that this is a skoffin. “Well, we shall see about that,” said the genetics ex-
pert, took a sample from the animal and examined it.

To cut a long story short, Otur was proven to be a dog, as dogs and foxes
are not biologically compatible for breeding. This result was announced on a
slow news day and made headlines around the country. This announcement
from the Natural Institute erased in one swoop the remarkable story of Otur.
The story of the skoffin became worthless; all the facts about its behaviour, the
stories of the boy who had played with him ... it was all bull, although at the
time it had been covered in at least two magazine and newspaper interviews
— it was all worthless because of the new technology. The scientist steps for-
ward and tells us what everything means — the old stuff disappears.

I am extremely interested in the collision when these two worlds meet
and how we always seem to favour the logical. It's like we are immediately
ready to forget the other view.

Sometimes it seems like science is like a bulldozer which clears every-
thing - all other ways of looking at the world - away.

The scientific viewpoint can sometimes make things appear a bit flat.
[ am sure it is very exciting to be immersed in the world of science, a lot of
fun. But the other kind of awareness — that is also knowledge.

Exactly. It is also knowledge, and you'd think it could stand beside the
scientific one, without one pushing the other out of the way.

Yes, not least because this sort of knowledge is often so weird and in-
teresting. My work often originates there, in the space between different
types of knowledge.

Scientist, storyteller, artist ... were you always determined which
profession you'd choose?

Yes. As a girl, [ always wrote in memory books, as an answer to “I am
going to become ...", that [ was going to become an artist. [ don't know why.

That's funny. But you do come from an educated and musical family ...

Yes, and artistic. My mother, Solveig Jonsddttir, studied ceramics at
Skolen for Brugskunst which is now called Denmark’s Design School. That
may have influenced me, although I think the main reason was that I just
always liked drawing. Or, you know, liked creating.



What about music, you must have grown up with music, being
a composer’s daughter?

Yes, yes, but I wasn't very talented in that area. Of course I grew up with
a lot of music — and there is music in a lot of my work, although I don't write
it myself. [ get asked that a lot, about my grandfathers’ and my father’s influ-
ence on my art. For a long time, these questions really annoyed me for the
simple reason that I had never considered them influential at all.

That changed when I created a piece for my father’s ninetieth birthday.
My parents got married in 1956, they moved to Rome and stayed there for
ayear. Dad had just finished a long symphonic composition and thought
now he'd have time to start making a completely different kind of music,
find his own sound. So, he sat down with his music book and wanted to
start composing but nothing happened. For a whole year he scribbled in
this book — tried to make something happen — but very little came out of
it, almost nothing. When I started working on this piece, dad lent me this
music book, as well as his diary from his stay in Rome in 1956.

I ended up going to Rome myself, literally travelling in my parents’ foot-
steps and held an exhibition which I dedicated to my father. I got Snorri
Sigfus Birgisson to play the scribbles from dad’s music book, these lines
and fragments, all of which was thought worthless and useless. When
[ heard him play, something unexpected happen: The soundtrack of my
youth appeared.

How so?
This was the music which I fell asleep to at night and even woke up to
in the mornings: Dad playing fragments and lines ...

Could you detect that in these fragments from Rome?

Yes, it was all there, the endless ding-ding-dong - piano chords which
mean nothing to the listener but have meaning in the ears of the compos-
er. When I listened to Snorri Sigfus play, I thought: “This is my influence.”
It seeps in through the subconscious.

So, it's not only your father’s fully formed work which matter to you,
but maybe even more the scribbles in the music book, the half-formed
motifs, that surround you growing up?

We recorded this in my father’s studio, using his instrument. Dad was
out for the day and didn't know me and Snorri were there. When he came
home late that night, we were still at it. He opens the front door and hears
familiar chords from the studio. Of course he was quite taken aback: For
the first time he heard himself compose. He later described it as feeling
like he attended his own séance.



To me, these chords were a constant murmur. Although I was never
really able to hear what he was playing and thought it all sounded the
same, this was always in the background, this initial creation.

So, do you see any influence from your father in how you work
and approach creation?

It's kind of hard to answer that. I was drawn to art because I like mak-
ing stuff with my hands. I enjoy that more than anything else.

In time, this manual pleasure stops fulfilling you on its own and you
start seeking something more. That'’s part of the reason I turned to Icelan-
dic folklore. Then you might say that one’s ancestors have started working
through you.

I guess we all experience this, whether you are a mechanic or an artist.
You feel it as you get older, it’s a bit of a shock to feel the older genera-
tions manifesting in yourself.

Yes. Our language, our culture, it is very special and unique. We are
responsible for it, whether we like it or not. Sometimes I feel like I don't
pick my subjects, that it wasn't necessarily me who chose to work this
way. I sometimes thought that I could have done something more fashion-
able, because particularly at the start, this kind of thing wasn't very cool at
all, on the contrary it was believed rather lame.

I also utilise this cultural heritage during my work process. I rarely start
working on a piece without first flicking through the folktale collection of
Jén Arnason. Even if I'm not using the tales in any way. I just like ground-
ing myself in this culture.

I know what you mean. There is something about this culture which
grounds you, calms you to the point of meditation ...

And then you can find the most amazing connections. For example,
when I found the story of Jesus and the birds. Are you familiar with the
altar piece I created for Isafjérdur Church?

No.

I was asked to come up with an idea for an altar piece in the church in
Isafjordur and of course I immediately turned to Jon Arnason’s collection.
When I opened the book at random, I saw the story of the Saviour and the
golden plovers.

This story takes place when Jesus is still a child. He is playing with the
other children, they are making birds from clay, just playing in the mud.
An orthodox Sadusei walks past, is angered to see the children working
during a holy day and starts smashing their bird statues. Then Jesus lays
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his hand on the remaining birds, which come to life and fly away. Accord-
ing to the story, this is how the golden plover was created.

This is beautiful: The children creating the world from earth and wa-
ter, mud which comes alive ...

That is why the golden plover sings “glory, glory” in the spring, to praise
its creation, freedom and God. I knew this story. I remember my mother
telling me the story at some point. She thought it had been in the apocry-
phal books of the Bible, but the best-known version is in The Infancy Gos-
pel of Thomas ...

Which is one of the gospels which the church doesn’t fully recognise,
is it not?

Yes, it is not a part of the New Testament. But this story can also be
found in the Koran. It is basically just a myth which travels through
Europe, from Palestine and up to Iceland. On the way, the birds have un-
dergone a transformation and turned into golden plovers which bring us
spring and hope.

And “tuu-u-ee” has become “glory, glory” ...

I eventually recreated this story in the west. I got the locals in Isafjrdur
to work with me, they created the birds. We made 749 birds and I used
them to create the altar piece.

This is also an interesting twist on what we call ethnic, because the
folktale does not originate in Iceland, maybe these ethnic stories are
ethnic everywhere.

Exactly, they are often universal.

I think you need to add this story to your manuscript — the one I men-
tioned earlier. You are quite the storyteller ...

... Well, I see myself as more of a “gruskari” (person who explores things
unsystematically). I can flick through books and google endlessly ... But a
storyteller, yes, maybe I am that as well.

It's one of my favourite words; “grusk” (the act of exploring things
unsystematically), and typically Icelandic, if there is such a thing.

But “grusk” can never come from nothing, the subject at hand must al-
ways have a personal dimension. I need to relate to it; it has to concern me.
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Am I right in thinking that it was one of these myths, related to your
ancestor Bjorn Gunnlaugsson, which led to you discovering a collec-

tion of casts of Icelanders in the 19'" century which became the basis
for the work Musée Islandique?

Yes. Bjorn was the head of the “grand side” of my family, on my paternal
grandmother’s side. Bjorn was a mathematician and head teacher in The
Learned School, a scientist and prolific cartographer in the 19'" century.
Once, [ was at a family reunion and my cousine mentions that there exists
a death mask of said Bjorn. Also, he said, the mask was being kept in the
Canary Islands! I found this so surreal that as soon as I got back to my stu-
dio, I started exploring.

Gradually - this enquiry took a few years — [ got to the bottom of this.
When Icelanders began travelling to the Canary Islands in the 1960s,
they started by going to museums, like good tourists do. In the Museum
of Anthropology in Las Palmas, one of them, Halldor Pétursson illustrator
(which is also descended from Bjorn), saw Icelandic names on the cards on
the walls, beside bones, head casts and other anthropological stuff at the
museum. Hallddr took a photo of a head cast which was labelled with the
Icelandic name Bjorn Gunnlaugsson. And so the story was born that the
death mask of Bjorn Gunnlaugsson was to be found in Las Palmas.

I finally got through to the museum staff in the Canaries and slowly the
pieces fell together. The cast was certainly of Bjorn. It was made by French
scientists who travelled around Iceland late in the 19*" century and car-
ried out measurements and research and made casts of many Icelanders.
The items in the Canarian museum turned out to be copies of the originals
which were in a museum in Paris.

And you created Musée Islandique from this ...
This is how it often happens with me; I get inspired by something personal.

This French research, this exploration of what people believed were
different races, this was prime science of the time. Today, this is at best
outdated knowledge, and feels more related to folktales and “skoffin”
than to proper science. You are still dancing on the line between science
and myth ...

Yes. But I don't need to place any judgements, the pieces speak for
themselves. The items carry their own history, so the work often largely
revolves around its own historical context.

Icelandic culture obviously gives you such an inspiration. You use every-
thing — nature, book culture, folktales, but also modern society, politi-
cal history and even crime stories, as we can see by the Leirfinnur bust



which stares at us from a shelf. We live in a time where the concept of
nationality is often doubted and criticised. The question arises whether
you have ever been misunderstood as promoting nationalism in your
work. If this might even be called chauvinism.

I felt this a bit in the beginning, but it probably played a part that [ came
home after staying in USA for a long time, where race was very much be-
ing discussed, way more than here at home. This is such a fine line, this
chauvinism. My work is also often very critical of Icelandic society.

But I do feel that the foundation we have in stuff like Jén Arnason, this
is a culture I trust. [ understand it. If there is something I don't fully un-
derstand I can get to the bottom of it, figure it out.

You are at home in this culture ...
Yes. It's just something in our blood, this culture which is extremely rich
and exciting, and I can say anything because I have access to this language.

You mean that the culture enables you to express yourself?

Yes. If you have a good grasp of the language, you can express yourself.
If you have a good grasp of the culture, you can also use that, create and ex-
press yourself without it being superficial. I was in USA for six years and I
didn't plan on coming home. Then I came home to have a baby — and meant
to go back there. But [ never did. The main reason was that once I was back,
[ felt I could use this culture more effectively, I could delve deeper into it,
where I had my own audience which understood what I was doing. If I'd
stayed in USA, this would've become more shallow and kind of touristy.

That the work would have been limited to an outsider’s view of the
country and its culture?
Yes, possibly.

I know exactly what you mean. I feel this has increased in recent
years, since Iceland became such a popular tourist destination. I some-
times think Icelanders, also the artists and writers, have started pan-
dering to this attitude in their work - this limited tourist view of the
country and its people, which again limits our own chances of moving
and creating within our culture.

Yes, it feels like a certain kind of attitude has been created, one which is
manufactured and ready-made. It leaves no room for interpretation, every-
thing constantly becomes more narrow.



Precisely. I sometimes feel that “Icelandic culture” has started to
shrink into clichés. At such a time, one feels that art which digs down
around the roots is almost vital to open up our universe of discourse
and broadening our horizon.

Absolutely. This is extremely dangerous. One of the thing that pleases me
the most when I am talking about my work and telling folktales, is when
someone butts in and says: “No, no, I've heard this, you are wrong, Ol&f, this
is not a skoffin, it's a skuggabaldur ..." or something like that. You feel that
the story hasn't got this ready-made attitude, it's not been set in concrete
form, because once we start regulating our myths and pushing just one ver-
sion of the story as the “correct” one, then it all becomes dead and rigid.

Yes, we start using the concept of truth about things where it simply
does not apply.

Exactly. When I was a child, these folktales were extremely real to me.
I had a crippling fear of the dark and was so frightened by the ghost tales
that it caused me real problems.

It would be interesting to examine how this fear of the dark translates
between generations. I was also very afraid of the dark when I was
alad. I wonder if kids today have this same problem.

Good point. I grew up in Skerjafjordur, there were no streetlights at the
time, just endless darkness and the sea, of course. I heard ghost stories of
dead fishermen who were still seen fishing. I pictured all kinds of mon-
sters. In retrospect, this feels very morbid. On top of this, my grandfather
Sigurdur was constantly reading the Icelandic folktales, collecting stories,
arranging them into new collections. One day he came to me and said:

‘I am going to give you my new folktale collection for Christmas,” and I
yelled: “No! Please, don't!” This made him very happy and of course he gave
me the book next Christmas. He was so happy that someone could believe
so strongly in these stories.

Fear of the dark was - and perhaps still is - deeply rooted in our tradi-
tion. I always find it odd to read about, as you often do in traditional,
ethnic literature, when old farmers, probably very strong and have
never complained about anything in their lives, talk about how ter-
ribly afraid of the dark they always were. These people lived in an
almost totally dark world ... I imagine it must have been challenging
to be afraid of the dark in the Middle Ages.

Yes, but nobody was scaring me or trying to make me afraid of the dark.
I created the fear myself.
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The flip side of things like fear of the dark is, of course, the imagina-
tion, in the same way as a nightmare is the dark side of dreams. Fear
of the dark connotes a belief in something invisible and mysterious,
in a meaning which is hidden to us, at least for now. Maybe you also
need to be afraid of the dark to be able to believe in fairy tales ...

I sometimes say to myself: “Now everything is boring and too mundane,
I am going to open up my senses and make everything into something.” You
see? Then, out of nowhere, you've opened the door and let the adventures in ...

This surprised me but you can control it up to a point. When you are
very busy, for example at work, these doors close. You need to be aware
and open them up again.

Open your eyes, take the time to admire the coincidences and soon ...

Which may not be coincidences after all. This picture, the one you almost
broke when you came in, this is a part of my final project at Yale, as I told
you earlier. In it, you can see my grandfather Sigurdur. He sits in the living
room in Eyjdlfsstadir in Vatnsdalur, studying for his finals. My grandfather
was born in 1886, so this must be around 1905.1did this work early in the
1990s, in the early days of Photoshop, and I managed to add myself to the
image, this is me in the foreground, sitting opposite my grandfather.

So, right there at the start of your career, you've begun trying to place
you within this system - this image — which we call Icelandic culture?

Yes. The story behind it is this: Yale has an enormous library, twelve
floors if I remember correctly. One day I learned there was an Icelandic
department in there, with books and Icelandic artefacts. I set off trying to
find it, in the long and winding passageways of the library. I walk up some
stairs, down a corridor and towards a specific shelf. There, I take a book at
random, open it and see this picture, from Iceland, of my grandfather.

I didn't think anything of it at the time, just borrowed the book,
scanned it and created this image we have here. Later, I told my classmates
how this work had come about. They did not believe me, thought it was
too much of a coincidence. Therein lies the difference. They did not believe
me. But you do.

I think you simply must add this story to your manuscript.
Yes, now that you mention it, I might want to write this down.

I don't think you have a choice.

I once created an installation based on the story of the county mag-
istrate’s wife at Bustarfell, where [ worked with similar things. It had
sandblasted Icelandic patterns, a picture of a lady in a riding suit with my



profile and such things, all surrounded by much light and white water, so
light that it almost became invisible, elevated, vague. The viewer is close to
the work but still doesn't have full access to it.

You are not far from these works yourself. Is it possible to say that you
are both inside and out of this Icelandic cultural fog of the ages, which
the work is inspired by?

Yes, at least I am somewhere around this cloud. This exhibition about
the magistrate’'s wife was of course based on the famous folktale of the
rich wife at Bustarfell in Vopnafjérdur who was summoned to help an elf
woman in labour nearby. Once the elf child was born, she was supposed
to put salve in its eyes. The woman did so, but also managed to put a tiny
bit of salve in her own left eye. When she returns to the human world, the
elves gave her a magnificent embroidered cloth to thank her.

As strangely as it sounds, doesn't this cloth still exist, a real elf cloth,
in safe keeping at the National Museum of Iceland?

Yes. Well, the magistrate’s wife detects a change in herself as she can
now see the elf world with her left eye. She sees the elves’ grand dwell-
ings, sees when they make hay, when they expect rain and so on. She uses
this information for the benefit of her own household.

This goes on until one autumn when the magistrate’s wife goes shop-
ping in Vopnafjérdur. Who does she meet there but the very elf woman
that she had helped give birth? The elf woman is wandering around the
shop, picking up things, when the lady walks up to her and says good
morning. However, their communication is cut short when the elf woman
turns around quickly and spits in her eye. The magistrate’s wife lost her
ability to see the elf world and never regained it. I think this is a very
beautiful story.

Yes, weird and beautiful, that is a good mix. Vision is not a given, not
for magistrate’s wives or artists, it is a fragile gift. It is also fun to note
that the wife basically catches the elf woman shoplifting. These stories
are full of surprises.

But listen, I think we must stop now, I am sure this has become
way too long an interview. I am turning the recorder off.

Yes, sorry, I can't help it, [ always start telling stories ...
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Mobaro undir jokli

Moinn sottum vid & Snaefellsnes. Pad var heimamadur sem for med okkur
nidur 1 fijoruna. Vid gengum eftir ljosri strondinni pangad til hann stoppadi
skyndilega og sagdi ,a@tli petta sé ekki hér* og stakk skoflunni nidur i
sléttan sandinn. Upp kom safarikur raudur fjorumor ur moérgpusunddra
spreki. Fyrir ekki svo 16ngu hafdi parna verid myndarlegt mobard sem
stod upp ur sjonum, en nu hafdi sjdrinn brotid pad nidur svo pad var horfid
undir sléttan sandinn.

Vid stungum upp dalitid af mo til ad taka med heim. Viku sidar komum vid
aftur og gengum beint ad nidursorfnu bardinu og séfnudum téluverdum
mo til ad purrka og nota i skulptur.

Nokkrum vikum seinna vantadi meira efni i staerra verk svo vid drifum
okkur vestur. Vid skundudum galvosk af stad med skoflur undir hond, en
okkur til furdu fundum vid ekki mdbardid. Vid gengum fjéruna endilanga
og leitudum og leitudum. Loks hringdi ég i heimamanninn og sagdi farir
minar ekki sléttar og ad morinn vaeri bara ekki a peim stad sem hann hefdi
verid ddur.

Heimamadur svarar ,stundum er hann parna og stundum ekki*

yheldurdu ad bardid sé pd alveg horfid undir sjé“ spyr ég sorgmaedd

,njah, pad er omogulegt ad segja“

Long pogn.

,6g skal fylgjast med bardinu, vina, og ég laet pig vita pegar pad kemur aftur”

,Okei, takk, bae"






Talao vio stein

Eg var ekki alveg viss um ad mér fyndist i lagi ad setja Geirfuglinn 4
skerid i Skerjafirdi. Pad var eitthvad rangt vid ad bora fyrir teinum beint

i kloppina og lima myndina fasta. A peim timapunkti vissi ég ekki heldur
hversu lengi verkid fengi ad standa.

Vig leigdum limbyssu, bensinrafstod og risa-borvél til verksins. Rafstodin
var rast med ldtum og tekid til vid ad bora. Mjog fljdtlega brenndi borvélin
ur sér. Vid forum pa og fengum adra borvél, ekki sidur kraftmikla. Pad
gekk dgaetlega framan af, en pd brenndi hun lika uir sér. Vid urdum ad sakja
pridju vélina.

Pad var farid ad falla ad og 6ldurnar ordnar dgnandi parna 4 flediskerinu.
Vid vorum ad falla a tima. Strdkarnir féru ad saekja nyja vél, en ég vildi
hinkra 4 medan og gera hreint fyrir minum dyrum. Eg settist pvi nidur og
spjalladi vid steininn i ddgdda stund. Eg afsakadi @dibunuganginn og badst
leyfis til ad setja upp verkid, sem mér fannst mér vera veitt.

Loks kom borvélin. Hun gekk eins og smurd, vid lukum verkinu fyrir l6d
og Geirfuglinn stendur enn hnarreistur a sinu skeri.

Nu byrja ég alltaf 4 ad fd leyfi ibuanna.






Hvitir hrafnar

Fyrr 4 6ldum gekk st ségusogn ad 4 fslandi veeru fleiri hvitir hrafnar en annars
stadar i heiminum. Islendingar sjalfir voru duglegir ad breida tit séguna og
pvilengra sem fiskisagan flaug, peim mun fleiri urdu hvitu hrafnarnir. Elsta
heimild um ad sést hafi til hvits hrafns er frd 17. 6ld. Hann vildi Gudbrandur
biskup Porldksson veida, en tokst ekki.

Par sem svarti hrafninn var takn myrkurs og dauda, jafnvel hinsilla, bpd ma
gefa sér ad sd hviti hafi taknad ljosio og 1ifid; jafnvel verid holdgervingur heilags
anda. Godsognin um hvita hrafninn var enn lifandi og dsnertanleg um midja
sidustu 0ld pegar su frétt barst ad sést hefdi til hvits hrafns 4 Snaefellsnesi.

Af stad for flokkur vaskra manna med pad ad markmidi ad fanga fuglinn.

Veidimennirnir nd fuglinum sem vart var ordinn fleygur i net. P4 gerist hid
éumflyjanlega. A pvi andartaki sem mannshéndin snertir godsdgulegan
fuglinn deyr godsagan. I stad pess ad madurinn haldi 4 yfirnattirulegri veru,
pd heldur hann a daudlegum hrafni, natturulegu rariteti sem i vantar litarefni
og kallast pvi albindi. Hér vék natturutruin fyrir visindahyggjunni.

Eftirmali:

Krummi var fluttur 1 buri til Reykjavikur og syndur par opinberlega gegn
adgangseyri. Raett var i blodunum hver framtid hans yrdi, og spekulerad hvort
ekki eetti ad reyna ad selja hann til kvikmyndaborgarinnar Hollywood, eda
nota hann til undaneldis vid reektun fleiri hvitra hrafna sem sidar veri haegt ad
selja til utlanda fyrir gjaldeyri.

Orlég krumma urdu nii ekki freegd og frami 4 erlendri grundu. Hann slapp
ur burinu sem hélt honum fongnum. Eigandinn brést skjott vid og fretadi
samstundis @ hann ur haglabyssu. Frekar vildi hann krumma daudan i hendi
en frjdlsan 4 flugi.

Skommu ddur en krummi var allur skrifadi kona nokkur grein { Velvakanda
par sem huin dskar eftir pvi ad krummi fdi frelsi og med fylgdu pessi visuord
sem hun leggur i krumma sjdlfum i munn:

Eg er 63ruvisi en adrir,
dfleygur hvitur hrafn.

A, gefid mér frelsisins fladrir
en flytjio mig ekki d safn.

En pad urdu einmitt érlog hvita hrafnsins. Hann endadi hja Natturufraedi-
stofnun Islands og var komid par fyrir i skuffu med 6drum albindum.
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Geirfuglinn kominn

begar vig, islenska pjodin, hofdum hreppt Geirfuglinn 4 uppsprengdu verdi
auppbodinu i London bidum vid 1 ofveeni eftir ad lita hann augum. Loks
var hann syndur opinberlega i Pjddminjasafni fslands. Eg var mjog spennt
ad sjd herlegheitin og skottadist med vinkonu minni uppi Pjédminjasafn til
ad lita hann augum.

Pad verdur ad vidurkennast ad vid héldum ad petta yrdi dhrifameiri sjon
eftir allan spenninginn vegna kaupanna a Geirfuglinum. Pad sem vid sdum
var i okkar 10 dra augum afar tilkomulitill hversdagslegur svarthvitur fugl
fylltur hrisgrjéonum.

Eg veit svo sem ekki hvers vid hfdum vanst en vonbrigdi graskalans
voru po nokkur.
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A hraoa eilifdarinnar

Fuglapufur myndast 4 haestu punktum i landslaginu par sem fuglar
setjast til ad sja vitt yfir. [ dtakinu pegar fuglinn tekur aftur 4 loft dritar
hann svolitlu driti. Pegar fuglar hafa dritad 4 sama blettinn kynsldd eftir
kynsldd, i arhundrud og drpusundir pa hledst smédtt og smdtt upp haugur
af neringarrikum jardvegi og pad myndast groin pufa.

bPannig mdétar ndtturan skulptura i landslagio & hrada eilifdarinnar.






Forystufe

Uppruna forystufjar ma rekja til pingeysks hulduhruts sem blandadist
venjulegu saudfé { ondverdu. Féo byr yfir eiginleikum og gafum sem eru
opekktar i nokkru 60ru saudfjarkyni i vidri verold.

Edli forystufjdr er ad leida fjarhopinn, eins og nafnid bendir til. Pad sér fyrir
vedur og ratvisi pess er obrigdul, eiginleikar sem voru dmetanlegir vid

vetrarbeit 4 arum adur.

Geta forystufjdr til ad leida hjord sina i gegnum hridarstorm og myrkur
i oruggt skjol bjargadi lifum manna og dyra.

Nu er forystufjarstofninn um 1400 dyr.
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Fuglar i skiffum

begar ég for ad leita heimilda um hvita hrafna slo ég a prddinn til
Nattturufredistofnunar fslands til ad spyrja hvort peir veeru til i raun og
veru. Eg fann ad 4 hinum enda linunnar vard uppi fétur og fit og mér var
strax komid 1 samband vid sérfreding sem spurdi spenntur hvort ég hefdi
séd til hvits hrafns. Eg vard ad svekkja hann med ad svo veri ekki og leid
half illa yfir ad hafa kveikt von 1 brjosti fuglafraedingsins. Hann freeddi
mig um ad reyndar vari einn slikur til { safni stofnunarinnar og baud mér
ad koma og sja.

Safnid var pa til husa a Hlemmi. Fuglafraedingurinn leiddi mig ad
geymsluskdpum sem i voru fuglshamir af 6llum tegundum. Peir ldgu

i skuffum hlid vid hlid med vengina pétt ad sidum sér, rétt eins og peir
svaefu. Loks opnadi hann skuffu sem fékk mig til ad taka andkof. Petta var
mognud sjon. Hun var sneisafull af hvitingjum af 6llum tegundum: prostur,
madrierla, svartbakur, hrossagaukur, langvia, dlka, lundi og hvitur hrafn.
Pessi sjon fylgdi mér i morg ar, ég vissi lengi vel ekki hvernig ég vildi nota
pessa vanskapninga sem hofdu verid skotnir til pess eins ad lenda utan
flokkunarkerfis innd safni.

begar ég vissi loksins hvernig ég vildi nota fuglana hafdi ég samband til
ad fa leyfi til ad mynda. A peim narri dratug sem hafdi 1idid fra pvi ég sa
fuglana fyrst var buid ad flytja geymslur safnsins i nytt htisnadi. Eg hélt
ad vid yrdum eldsnogg ad finna fuglana i skuffunni gédu, en annad kom

a daginn. Nu var buid ad endurrada samkvaemt nyjum forsendum og i stad
pess ad albinodarnir vaeru saman i vanskapningaskuffunni hofdu fuglarnir
verid fluttir { adrar skuffur, sinn med hverri tegund.

bagd tok okkur dratima ad rekja okkur i gegnum allt fuglasafnid 1 leit ad

albindunum sem ekki er lengur mismunad vegna litarhattar i skaffum
Natturufraedistofnunar Islands.
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Gull

Vid systkinin vorum send i sveit. Par 1ékum vid okkur ad legg og skel.

Vid reistum bu 4 milli pufna par sem lambskjalkar voru kyr, volur kindur
og leggir hestar. Eg 4tti tvo geedinga sem mér potti afar vaent um og ptissadi
sumarlangt med sandpappir til ad fa pd glansandi fina. Annar var jarpur

og hinn var grdr og peir bitu gras i ndmunda vid bainn sem var byggdur

ur tréflisum. Brédir minn atti mjog eftirsdknarverdan grip sem ég og hinir
krakkarnir 6fundudum hann af. bPad var traktor gerdur ur tréfleyg sem
stérum nagla 1.

Pegar vid héldum heim i lok sumars mattum vid taka med okkur einn
hlut ar buinu. Eg valdi pann jarpa. Brodir minn valdi traktorinn og skyldi
engan undra.

begar heim var komid drégum vid stolt gersemi okkar upp ur toskunum
og stilltum upp 1 hillu innan um hin leikféngin okkar. Eg lenti i smé
vandraedum med vinkonur minar pegar ég syndi peim gullid mitt. Paer
skildu ekki alveg hvad petta bein dtti ad fyrirstilla, eda petta tal um hest.
En pad var ekkert 4 vid pad sem brodir minn lenti i pegar hann reyndi ad
utskyra gullid sitt, traktorinn, sem reyndist pegar { baeinn var komid vera
fuaspyta med rydgudum drjola.
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Fullkomlega fjarverandi

Fyrirseturnar voru allar d niraedisaldri. Konan 1 hdpnum var alszl med
ad fd ad sjd myndina af fodur sinum aftur og stolt ad hann skuli hafa

verid 1 hdpi pess urvalsfélks sem var valid til ad verda ddaudlegt { vaxi.
Fyrrverandi forsaetisradherra tok hugmyndinni lika vel - og fannst pad
sjalfsogad og edlileg bon ad vera bedinn um ad sitja fyrir  mynd med fodur
sinum. Pridja fyrirsetan daesti og spurdi af hverju ég pyrfti alltaf ad vera
svona ,macabre” og brosti svo ut i annad.

Vid stefnumdatid hrukku bornin { kut og litu undan. Pau sdu parna fodur
sinn med barnsaugunum, og urdu eitt andartak aftur litil. Ad sjd fodur
sinn sem brudu er hrollvekjandi. Hun er i 0paegilega edlilegri staerd, holdid
glansandi lakkad og augun steindaud. Asjéna fodurins er parna i einhverri
mynd, en persoénan er vids fjarri.

Hendurnar eru pinnstifar og fingurnir med sorgarrondum og pad sem er
mest kripi — hendurnar eru af einhverjum 6drum.






Geirfuglar og hvitabjarnarbein

[ safni Nétturufredistofnunar fslands eru tveir geirfuglar. Annar er s4
sem bjodin keypti 1971, hinn er eftirgerd sem hamskeri & Akureyri bjo

til 1938. Eftirgerdin er saumud ur langviuhomum og hafdi hamskerinn
enga fyrirmynd til ad stydjast vid. Hann stadheaefdi pd ad sterd og hlutfoll
geirfuglslikisins vaeru hdrndkvem og rétt, enda hafi hann farid eftir
ytarlegum melingum { virtum erlendum visindaritum.

Mig langadi ad liésmynda geirfuglana saman. Eg hafdi engar ahyggjur af
ad ég fengi ekki ad ljdsmynda endurgerdina, enda litt verdmaetur gripur.
Nétturulegi fuglinn er aftur 4 moti einstakur og obatanlegt dyrmaeti sem
atti helst ad loka inni brynvordum skdp og draga aldrei fram.

Forsvarsmenn safnsins sdu strax vandkvadi a beidni minni, pvi nokkrum
dogum adur hafdi hitalogn sprungid inni syningarsal safnsins 4 Hlemmi
og hafdi geirfuglinn stadid par i gufubadi yfir helgi. Hann hafdi verid
flarleegdur og settur i geymslu og pvi audsdtt mdl ad ljosmynda ndtturulega
fuglinn nu pegar.

Verra vaeri med eftirgerdina. Hun hafdi verid sett { syningarkassann sem
stadgengill alvorufuglsins og var komin { fulla vinnu frd niu til fimm, og
alls ekki a lausu. Eg yrdi pvi ad bida par til syningaradstédunni 4 Hlemmi
yrdi endanlega lokad, sem yrdi bradlega.

begar fuglarnir voru loksins badir komnir i geymslu maetti ég med minar
graejur 4 umsomdum tima. Adkoman var all-sérstok. Um morguninn hafdi
aftur sprungid vatnslogn 1 geymsluhusnadinu og rann vatn upp ad okklum
um 611 gélf. I snarhasti purfti ad bjarga munum svo allt var 4 tja og tundri
pegar ég meetti. Samtimis var verid ad sjoda nidur bein af hvitabirni sem
gengid hafdi 4 land nokkru adur. A medan 4 myndatdkunni stdd var ég pess
vegna ekki bara blaut i faeturna heldur fyllti pykk gufa allar geymslur og
ganga — og lyktinni af grey-bjossa @tla ég ekki ad reyna ad lysa.






Yves Klein Bleu a Pingvollum

Einu sinni for ég med mommu & ettarmot i tilefni af tveggja alda
fedingarafmeli forfodur okkar sem hafdi verid prestur a Pingvollum.
Aldradur prestur stadarins tok hatidlega og kjolkleddur 4 moti skara
afkomenda sem trod sér inn i smdvaxna Pingvallakirkju. Vid satum hvert
ofan a 6dru, 1 tréppum, 4 svolum og a gdlfi. Presturinn hafdi skrifad redu
i tilefni samkomunnar og kom sér fyrir i predikunarstolnum sem slutti
yfir okkur.

betta var heitur sumardagur og sélin skein og bratt vard mjog heitt i
kirkjunni. Presturinn sem hafdi skrifad raedu sina med lindarpenna og blau
bleki hof toluna. Fljétlega nam hann tdmlegan svip gesta og attadi sig d ad
hann hafdi ruglast 4 forfédur og reedan var um rangan mann.

Vid pessa uppgdtvun og vaxandi lofthita ték prestur ad svitna all-
svakalega. Lak svitinn { stridum straumum nidur andlitid, draup nidur

a reedublodin og leysti upp blatt blekid. Prestur greindi ekki lengur stafina
og renndi pvi fingrum eftir linunum til ad halda striki. Loks strauk hann
svitann af andlitinu med blaum fingrunum.






Gaslumaourinn

I Dyrasafninu i Kaupmannahdfn vorum vid kynnt fyrir visindamanni sem
sér um muni sem tengjast forvorslu og vardveislu geirfugla i safninu.

betta var lagvaxinn eldri madur sem taladi med norskum hreim. Hann
var grdhaerdur, langhaerdur og sidskeggjadur, kleeddur solgulum fétum en
sokkalaus. Eins konar blanda af hippa og norsku smdtrolli.

Hann leiddi okkur berfettur um ranghala safnsins og vid rafudum inn og
ut um stora geymslusalina. Ad endingu komum vid ad eldvordum jarnskap
sem 1 voru uppstoppadir geirfuglar og krukkurnar sem geyma innyfli
sidustu geirfuglanna sem drepnir voru i Eldey 1844, alls 11 krukkur.

Hann syndi okkur hvernig glerkrukkunum er lokad med hvalfitu svo
vinandinn sem innyflin liggja { gufi ekki upp. Hann sagdi okkur lika ad
adur fyrr hefdu innyflin legid { finasta koniaki og ad stundum hefdi vantad
uppd ad vokvinn dekkadi innyflin { krukkunum, pvi ad i gamla daga hefou
visindamennirnir staupad sig 4 geirfuglslegnu koniakinu pegar pannig 14
a peim. A9 pessu hlogum vid innilega.

Eg spurdi hann pd um skrytna sdgu sem ég hafdi heyrt uppa Islandi
skommu ddur en ég for ad heiman, um galinn visindamann i dyrasafninu
sem hefdi vist fengid sér bita af lifur ur geirfugli og vari pvi eini nulifandi
madurinn sem hefdi bragdad 4 geirfugli.

Gaslumadur geirfuglanna vard bysna lupulegur og muldradi ofan
1 hdlsmdlid: ,Hann bragdadist illa.”






Islenska dyrasafnio

Eg for i Islenska dyrasafnid 1 Breidfirdingabud med vinkonu minni.
Hun vildi endilega fara pangad. Eg held hun hafi vitad sitthvad.

Vid mattum parna tver forvitnar litlar telpur. Pad var einkennilegt
andrumsloft parna inni. Eigandinn sat { bakherbergi med prjdr
unglingsstelpur og pikuskrakirnir fylltu rymin. Karlinn veitti okkur
strax athygli og vid fengum dkeypis inn. Hann baud okkur brjdéstsykur.
Vinkona min var dpzegilega spennt fyrir karlinum og stemmningunni.

Fyrst sdum vid uppstoppud husdyr sem mér fannst litid til koma par sem
ég hafdi verid i sveit og pekkti svona dyr lifandi. En pegar lengra kom inn
i safnid birtust vanskdpudu 1émbin. Eg man hvad pau komu illa vid mig
og hvad mér fannst pau dgedsleg og dgnvekjandi. Petta var vatn 4 myllu
myrkfaelninnar sem ég glimdi vid og mér vard dmott.

Eg man ég hljép tit og fram hjd skrikjandi unglingsstilkunum sem voru
ad maka 4 sig varalit og fikta vid ad reykja medan kallinn hlo og sleikti sig
upp vid peer.

Vinkona min var svolitid svekkt ad ég skyldi fara. Henni fannst kallinn,
daudu dyrin og bakherbergid svolitid kitlandi.






Briet og Einar Ben

EkKki eru til margar helgrimur af {slendingum fra fyrri timum.

b6 eru tvaer grimur i eigu Haskdla [slands; énnur er af athafna- og
storskaldinu Einari Benediktssyni, hin af kvenréttindaskoérungnum
Brieti Bjarnhédinsddttur.

Pad vill svo til ad pegar Einar Benediktsson do tok professor Niels Dungal
gifsafsteypu af hofoi skdldsins. Dularfyllra er ad professorinn tok einnig
heilann ur Einari, eins og stundum var gert vid yfirburdamenn erlendis.
Heilarnir voru pd maeldir og vigtadir, settir i krukkur og geymdir i vinanda.
Heilinn var fjarlegdur an leyfis fjélskyldunnar og hefur pvi framhaldslif
heilans farid leynt. Sagt er ad heilinn sé vardveittur i lifsynasafni Hdskola
Islands, Krukkuborg, og pvi liggi Einar heilalaus { heidursgrafreitnum

a Pingvollum.

Briet Bjarnhédinsddttir lést nokkrum vikum 4 eftir Einari. Niels tok

lika afsteypu af hennar hofdi. Pa hvarflar hugurinn ad heila Brietar.

Var hann lika fjarlegdur? Sennilega ekki. Kvenkynsheilar eru svo smdir
og léttir 4 maelikvarda likamsmannfradinnar ad peir mega sin litils 1
heilastaerdarpissukeppni yfirburdamanna, jafnvel pott um 6fgafeminista
hafi verid ad reda.

Pegar ég hafdi samband vid Haskola fslands til ad f4 ad sja helgrimur
pessara tveggja dliku mannpersona var mér sagt ad hafa samband vid
Haskolabokasafnid. Ritstjorann Brieti fann ég i bakherbergi innan um
ljdsritunarvél og bunka af mislystum ljésritum. Skdldid 1a aftur 4 maoti
a golfinu undir stdl, { einu af lagreistum lestrarskotum safnsins.






EkKkert, lok, lok og las og allt i stali

Gagnasafn Mannfraedistofnunar [slands var gefid Haskola fslands til eignar.

[ safninu eru vidkvamar persénuupplysingar tugptisunda einstaklinga, auk
mikils safns lifssyna. Safnid er lokad og verndad med strongum dkvaedum
personuverndarlaga. Auk pess var sleginn sd varnagli { gjafabréfi sem fylgdi
gjofinni ad einungis starfsmenn Haskdla Islands 1 fullu starfi gaetu fengid
adgang ad gognunum. Eg sétti um leyfi hja rektor ad fa ad skoda safnid. Eftir
duk og disk fékk ég neitun. Pa kom lika i [jés ad enginn vissi hvar i geymslum
hdskdlans safnid vaeri nidur komid og verid veri ad leita.

Eftir ad hafa lesid mig i gegnum personuverndarlog fann ég lagagrein sem
kvedur 4 um ad vikja megi frd 16gunum i pagu fjislmidlunar og lista. Eg
skrifadi rektor aftur og bad um leyfi til ad skoda safnid 4 grundvelli peirrar
undanpdgu. Erindinu var hafnad, en i petta sinn af pvi ad ég var ekki
starfsmadur haskolans 1 fullu starfi.

Mannfradiprdfessor sem undi ekki nidurstodu rektors for fram d ad ég
meatti taka nokkrar ljdsmyndir ur safninu fyrir grein sem hann vaeri ad
skrifa. A hans dbyrgd fékk ég loks leyfi til ad mynda hluti tr safninu. Eg var
spennt ad sja gagnasafnio pegar pad loksins kom i leitirnar grafid i dypstu
dyflissum skdlans.

Dag einn var ég bodud i geymsluhuisnaedi vestast { Vesturbanum til ad
skoda safnid. Innan um brotin husgdgn og gamlar télvur voru parna
nokkrar stalhillur fylltar med dsamsteedum kdssum, sedlaséfnum 1 skuffum,
plastpokum med filmum og lifsynum 1 hrigum. Parna var pd dratuga séfnun
i pagu islenskrar likamsmannfraedi saman komin, liggjandi fyrir katta og
manna fétum, alveg évarid fyrir peim moérgu sem parna dttu leid um.

Mér voru atladir tveir klukkutimar til ad velja ur hragunni pad sem ég vildi
liosmynda. Eg sd strax ad ég gat engan veginn hent reidur 4 6llum pessum
gognum 4 svo skommum tima. Petta nefndi ég 6rvinglud vid htusvordinn
sem svaradi ad bragdi: ,Vina min, ég smida bara handa pér lykil.“

Parna var uppsett pjéfavorn. Eg spurdi hvort ég pyrfti ekki lykilord. ,Nei,
nei,” svaradi husvordurinn, ,hun er ekki tengd. Hér er hvort sem er bara
drasl sem enginn hefur dhuga a.“






Viaggio sentimentale

Vid leitudum lengi ad rétta hljodfaerinu til ad taka upp hljddmyndina fyrir
Viaggio sentimentale. Ad lokum vard ur ad taka upp 1 studidinu hjd pabba
og spila 4 hljodfaerid hans.

Upptakan var 4 paskadag. Vid byrjudum um hadegi en urdum ad heetta
fljdtlega pvi pad voru born 4 hlaupum i kringum husid, spangdlandi 60 eftir
allt sukkuladiatid. Vid akvadum ad hittast aftur eftir kvoldmat pegar vari
rorra og kldra upptokuna.

Pabbi for 1 paskamat til brédur mins og vissi ekki af seinkuninni. Pegar
hann loks kemur heim seint um kvoéldid er hann buinn ad steingleyma ad
vid hefdum verid vid upptokur fyrr um daginn. Hann opnar utihurdina og
heyrir kunnuglega pianotona hljoma ur studioinu. Honum bregdur. Petta er
i fyrsta skipti sem hann heyrir sjdlfan sig semja.

Hann lysti pvi svo ad petta hefdi verid eins og ad vera vidstaddur
midilsfund med sjalfum sér.






Hugleiding um egg

Pegar hanar eru ordnir gamlir pd verpa peir einu eggi. Eggid er litid og
ologulegt. Ur egginu klekst hinn hradilegi bastardur skoffin sem getur
drepid med augnarddinu einu saman.

Pervisin born i sveitum Englands voru oft kollud hanaegg — 4 midensku
,cocken-ey“. Ordid feerdist sidar yfir 4 draektarleg born sem prifustilla a
molinni. Loks for ordid ad merkja fateeka ibua i austurhluta Lunduna og
sérstaklega pa sem Slust upp vid bjolluhljom kirkju heilagrar Mariu vid
Bugdu. Bjollurnar hofdu svo métandi ton ad allir sem par uxu upp meeltu
a tungu ,cockney” eda han'eggisku.

betta hugleiddi ég stundum pegar ég hlustadi 4 kvak minna eigin
afsprengja sem Slust upp 1 austurbaenum, undir klukknaslaetti
Hallgrimskirkju, 1 heimsporpinu Reykjavik.






Leirfinnur

Vid drpusundaskiptin tok ég patt i utilistasyningu a Pingvollum i
tilefni pusund dra afmeelis kristnitoku a Islandi. P4 var eitt férnarlamba
Geirfinnsmalsins ad reyna ad fa mal sitt endurupptekid. Til pess

purfti pad studning Alpingis sem syndi mélinu takmarkadan dhuga.

A opnunardegi var planad ad pingheimur marseradi saman eftir
Hvannagja 4 leid sinni 4 hatidarfund 4 Logbergi, en til forna voru
sakamenn einmitt hdlshoggnir i Hvannagjd og par vildi ég stadsetja
leirmynd sem 4tti ad vera endurgerd 4 Leirfinni.

Til ad sjd frummyndina sjdlfa hafdi ég samband vid embeetti rikis-
logreglustjora og var visad 4 10greglumann sem sa um gagnasafn
rannsoknarlogreglunnar. Hann utilokadi strax ad ég geeti fengid adgang

ad gdgnum ur sakamali. Eg hringdi pvi 1 rikislogreglustjora sjalfan sem
upplysti mig um ad adeins doms- og kirkjumadlarddherra geeti veitt slikt
leyfi. Eg skrifadi embeattinu, en syningin 4 Pingvéllum var einmitt 4
vegum Alpingis. Eg nefndi 1 bréfinu ad pad geeti ordid hneyksli ef mér veri
meinad ad sjd hausinn. Eg fékk jakvatt svar um hzl.

Med leyfid 1 hondum hafdi ég aftur samband vid umsjonarmann
gagnasafnsins sem enn fann afsakanir til ad meina mér ad sja hausinn
vikum saman, pratt fyrir itrekadar tilraunir. Pegar adeins tiu dagar voru i
opnun syningarinnar hringdi ég 1 rikislogreglustjora og kvartadi undan pvi
ad madurinn seti 4 hausnum og hunsadi rddherrabréfid. Hdlftima sidar var
mér bodid ad koma strax morguninn eftir.

Eg metti 4 réttum tima og var visad inn i fundarherbergi par sem ég var
latin bida lengi. Loks birtist umsjénarlogga gagnasafnsins med skokassa
undir hendi. Eg vard mjog undrandi og hélt hann veeri ad rugla, pvi hausinn
i minni minningu var umfangsmeiri en svo ad hann kaemist i svo litinn
kassa. Petta var eins og ad ljuka upp boxi Pandodru, upp steig illur andi og
svort orka. Leirhausinn sjalfur var svartur og samanskroppinn, minnti

a purrkadan mannshaus med holum kolsvortum glyrnum.
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bPegar heim var komid gekk leirmdtunin illa. Mér fannst hausinn sem mér
var syndur vera einhvern veginn 6druvisi en { endurminningunni. Eg

var 0dnaegd med utkomuna og vid pad ad gefast upp en dkvad fyrst ad leita
uppi ljdsmyndina sem birtist { dagblodunum midvikudaginn 27. névember
1974 og var svo greypt i minni mitt. Eg hringdi 4 liésmyndasafn eins
dagbladanna til ad fa ad sjd myndina sem logreglan sendi 4 alla fjolmidla

af meintum mordingja. Par var engin mynd til af Leirfinni pvi 16greglan
hafdi 4 einhverjum timapunkti gert upptakar allar ljdsmyndir af hausnum.
A 63rum séfnum kom pad sama i 1jos.

Eg endadi 4 filmusafni Landsbokasafnsins 1 leit ad ljésmyndinni, og fann.
Par var hun lifandi komin styttan fraega af Leirfinni, alveg eins og mig
minnti huin hefdi verid.

Eg for heim, kldradi leirhausinn, med upprunalegu myndina sem
fyrirmynd, setti hann 4 stjaka { Hvannagja og pegar pjodin gekk fram hja
hausnum var eins og huin veeri ad hitta gamlan vin og folk sagdi: ,Nei, er
petta ekki hann Leirfinnur okkar?“

Hvi leirhausarnir voru tveir, pad veit ég ekki.
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Peat Ridge below the Glacier

We got the peat from Snefellsnes. A local guided us down to the seashore.
We walked along the light-coloured beach until he suddenly stopped and
said: I think this is it”; stuck his spade into the smooth sand and unearthed
juicy red coastal peat, made up of thousands of years old twigs. Not so long
ago, there had been a sizeable peat ridge here, but the sea had eroded it until
it vanished under the sand.

We cut a bit of peat to bring home with us. A week later, we returned,
walked straight to the disappearing ridge and collected a good amount of
peat to dry and use for a sculpture.

A few weeks after that, we needed more material for a larger piece, so we
headed west again. We sallied forth with our shovels but to our surprise we
couldn'’t find the peat anywhere on the beach. Finally, I called the local and
told him that the peat ridge wasn't where it was supposed to be.

Local answers: “Sometimes it's there and sometimes it's not.”

“Do you think the ridge has disappeared into the sea for good?” I ask sadly.
“Well, it's hard to tell.”

Long silence.

“T'll keep an eye out for the ridge, my dear, and let you know when it
comes back.”

“Okay, thanks, bye.”
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Talking to a Stone

[ wasn't quite sure if [ thought it was okay to place the Great Auk on the
rock in Skerjafjordur. It felt wrong to drill directly into the rock for the rods
and glue the sculpture onto the rods to fasten it. Also, at the time [ didn't
know how long the artwork would be allowed to stand there.

We rented a glue gun, a petrol generator and a giant drill. Then we started
up the noisy generator and started drilling. Pretty soon the drill seized up.
We went and got another one, just as powerful. At first, the drilling went
fine, but then this one also seized up. We had to get a third drill.

The tide was rising and waves starting to threaten us on the rock. We had
very little time. The guys went to get the third drill, but I wanted to stay
and clear the air. I sat down and talked to the rock, excused myself for the
haste and asked permission to erect the work, and I felt that it was granted.

Finally, the drill arrived. After this all went swimmingly, we finished
before high tide and the Great Auk still stands proudly on its rock.

Since then, I always start by getting permission from the inhabitants.
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White Ravens

In centuries past, legend had it that Iceland had more white ravens than any
other country in the world. Icelanders themselves pushed this rumour enthu-
siastically and the number of the alleged white ravens grew the further the
story spread. The oldest written source of a sighting of a white raven dates back
to the 17" century. Bishop Gudbrandur Porldksson wanted to hunt it but failed.

Since black ravens used to be a symbol of darkness and death, even of evil
itself, it is probable that white ravens represented light and life, are even
an incarnation of the holy spirit. The legend of the white raven was still
vivid and well around the middle of the last century when news spread of
a sighting of a white raven at Snafellsnes, and off went a flock of virile
young men set out to capture the bird.

The hunters catch the bird, which is but a fledgling, in a net. Then the inevi-
table happens. On the moment the human hand touches the mythical bird, the
myth evaporates. Instead of holding a supernatural being, they hold a mortal
raven, a natural rarity missing pigment which is called an albino. In this case,
animism yields to scientism.

Epilogue:

The raven was transported to Reykjavik in a cage to be displayed publicly for
a fee. Its fate was speculated in the media, whether it should be sold to Holly-
wood or be used to breed more white ravens which could be sold abroad for
foreign currency.

However, fame overseas was not to be the white raven’s destiny. It managed
to escape from its cage. The owner reacted swiftly and shot it with a shotgun.
He'd rather hold the raven’s dead body than unleash its spirit.

Shortly before that happened, a woman wrote a letter to one of the news-
papers where she wished for the bird to be set free and included this verse,
where the raven itself speaks:

I am of another sort,

a flightless raven of white
Give me wings of freedom
Instead of the museum blight

Nevertheless, the museum is exactly where the white raven ended up; at the
Icelandic Institute of Natural History, in a drawer with other albinos.
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The Arrival of the Great Auk

When we, the Icelandic people, had claimed the great auk at an exorbitant
price at the auction in London, we waited with bated breath to lay our eyes
on it. Finally, it was exhibited publicly at the National Museum of Iceland.
[ was very excited to see this glamorous bird and went cantering down
there with my best friend to see it.

It must be said that we thought this would be a more impressive sight after
all the excitement over this purchase. What our ten years old eyes saw was

a very insignificant black and white bird, filled with rice.

[ don't know what we had expected, but our disappointment of the
grayscale was considerable.
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The Speed of Eternity

Fowl banks are tufts that are formed on the highest points in the landscape,
where birds sit down to get a good view.

In the effort when a bird takes off again, it shits a bit of shit. When birds
have shat on the same spot for generation after generation, for centuries
and millennia, a pile of guano, full of nutritious soil, slowly builds up and

forms a grown mound.

Thus, nature forms sculptures in the landscape at the pace of eternity.
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Leader Sheep

The origin of the leader sheep can be traced back to to a single ram deriving
from the hidden people, which got mixed with normal ewe, sometime

in the far past. These sheep have defining characteristics and possess
intelligence unknown in other sheep in the whole world.

Leader sheep’s nature is to lead the herd, as the name indicates. They can
foresee weather anomalies and their sense of direction is infallible. These

qualities were invaluable during winter grazing in the olden days.

The ability of leader sheep to lead their herd to shelter, through snowstorms
and darkness, has saved lives of men and animals.

Nowadays, the leader sheep stock counts around 1400 animals.
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Birds in Drawers

When I started searching for any references to white ravens, I phoned

the Icelandic Institute of Natural History to ask if they really existed.

I immediately sensed furore on the other end of the line, and [ was
connected to an expert who asked me excitedly if I'd spotted a white raven.
I 'had to disappoint him by admitting [ hadn't and felt sort of bad for getting
the ornithologist’s hopes up. He told me that the museum actually had one
such bird in their possession and invited me to come and see it.

At the time, the institute was housed at Hlemmur. The ornithologist led

me to storage cabinets, containing bird skins of various species. They lay

in drawers, side by side, with their wings down by their sides, as if asleep.
Finally, he opened a drawer which made me gasp. This was an amazing
sight. The drawer was full of albinos of all species; thrush, white wagtail,
great black-backed gull, snipe, guillemot, razorbill, puffin and a white raven.
This sight stayed in my head for years and for a long time I didn't know in
what way [ wanted to use these anomalies, which had been killed just so
they'd end up unclassified in a museum drawer.

When I at last figured out how [ wanted to use the birds, I contacted the
institute again, to get permission to photograph them. In the nearly ten
years which had passed since I first saw them, the museum’s storage had
been moved to a different location. I thought we would find the drawer
with the birds in a flash, but that was not at all the case. The items had been
rearranged according to new criteria and instead of keeping all the albinos
in one anomaly drawer, each one of the birds had been reunited with their
own species.

It took us ages to browse through the whole bird collection to locate the

albinos which are no longer discriminated based on their colour, in the
drawers of the Icelandic Institute of Natural History

107






Treasure

My brother and I stayed at a farm during the summers. There, we played
with sheep bones and lamb horns. We built ourselves a farm between the
tussocks, where lamb jaws were cows, anklebones were sheep and leg
bones were horses. I had two good horses which I was very fond of and
polished them all summer to make them shine. One of them was brown,
the other white, and they grazed around the farm which was made from
wooden bits. My brother had a very desirable object of which me and the
other kids envied him greatly. It was a tractor, made from a piece of wood
with a large nail driven into it.

When we returned home at the end of the summer, we were allowed to
bring one item each from the farm. I chose my brown horse, my brother
picked the tractor, to no one’s surprise.

Back home, we proudly placed these valuables on the shelves amongst

our other toys. I had a bit of a difficult time when I showed my friends my
treasure. They did not understand the meaning of this bone, or my going
on about a horse. However, this was nothing compared to what my brother
experienced when he tried to explain his treasure, the tractor, that in the
city turned out to be nothing but a piece of rotten wood with a rusty nail.
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Perfectly Absent

The models were all in their eighties. The female in the group was ecstatic
over seeing her father’s image again and proud that he was one of the top
people chosen to be immortalised in wax. The ex-prime minister was also
positive towards this idea — and thought it obvious and natural that he'd
pose for an image with his father. The third model sighed and asked why I'd
always have to be so macabre, and then he smiled a little.

When they met him, the children flinched and turned away. They saw
their father with their childhood eyes and for a second they became little
again. It is terrifying to see one’s father as a doll. The size is uncomfortably
real, the flesh varnished and shiny, the eyes cold and dead. The image of the
father is there, but the person is absent.

The hands are stiff, the fingernails dirty, and the creepiest of all, the hands
are someone else’s.
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Great Auks and Bones of Polar Bears

The Icelandic Institute of Natural History has two great auks. One is the
bird which the Icelandic people bought in 1971, the other one is a replica
created by a taxidermist in Akureyri in 1938. The replica is created from
the skins of guillemots and the taxidermist had no original to guide him.
However, he insisted that the size and measurements of the great auk copy
were correct and precise, as he'd followed accurate measurements from
distinguished foreign science magazines.

[ wanted to photograph those two birds together. I wasn't worried that [
wouldn't get permission to photograph the imitation, as it is not valuable.
The natural bird, however, is unique and irreplaceable and should by rights
be locked in an armoured safe and never be exposed.

The museum representatives immediately saw problems with my request,
as a few days before, a hot water pipe had burst inside the museum'’s
exhibition hall at Hlemmur and the great auk had had a steam bath for the
whole weekend. It had been put into storage, so permission to photograph
the real bird was readily granted.

The imitation was another and more complicated story. It had been
installed in the exhibition cabinet, to replace the real thing, and was
working from nine to five and not at all free to pose for photos. I would
have to wait until the exhibition at Hlemmur closed for good, which
would be soon.

Once both the birds were back in storage, I showed up with my gear at an
agreed time. I was met with quite the sight. That morning, another pipe had
burst, this time in the storage space. The water ran ankle-deep all over the
floors. Everything had to be salvaged in a hurry, so when I arrived, things
were in a great mess. Meanwhile, they were also boiling bones from a polar
bear which had wandered upon the shore shortly before. Thus, while I took
the photos, my feet were soaking wet and a thick steam filled the air -

I can't even begin to describe the smell of the poor polar bear.






Yves Klein Bleu at Pingvellir

Once I accompanied my mother to a family reunion on the two hundred
years birth anniversary of our ancestor, whod been a priest at Pingvellir.
We were formally greeted by an old priest in priest garb who guided the
large group of descendants into the tiny church at Pingvellir. We were
sitting on top of each other, on the steps and on the floor. The priest had
written a speech and took his place in the pulpit.

It was a hot summer’s day, the sun shone, and the church soon got very
warm. The priest, who had written his speech with a fountain pen and in
blue ink, started to speak. Pretty soon he detected, from the blank faces of
the guests, that he'd got the ancestors mixed up, the speech was written
about the wrong person.

This discovery, and the growing heat, led the priest to start sweating
profusely. The sweat ran down his face, unto his papers, dissolving the blue
ink. The priest couldn't see the letters clearly and thus he ran his fingers
along the lines to keep going. Finally, he wiped the sweat of his face with
his blue fingers.






The Custodian

In the Zoological Museum in Copenhagen, we were introduced to
a scientist who is responsible for the conservation and storage of great
auks in the museum.

This was a short, older man who spoke with a Norwegian accent. He had
grey, long hair and beard, was dressed in clothes of sunny yellow but
without socks. A cross between a hippie and a Norwegian troll.

Barefoot, he led us around the museum, we wandered in and out of the large
storage halls. Finally, we arrived at a fireproof metal cabinet which houses
stuffed great auks and the jars which contain the innards from the very last
great auks which were killed 1844 on Eldey Island, a total of 11 jars.

The custodian showed us how the jars are sealed with whale fat to prevent
the alcohol the innards lie in from evaporating. He also told us that in the
past the innards were kept in expensive cognac, and sometimes the liquid
didn't quite cover the whole intestine because the scientists sometimes
sipped of the great auk-flavoured cognac when they felt like it. We laughed
heartily at this.

I then asked him about a funny story I had heard in Iceland shortly before
I left, about a crazy scientist in the museum who allegedly took a bite of a

great auk’s liver and thus was the only living man to have tasted great auk.

The custodian became quite shamefaced and muttered: “It tasted bad.”






The Icelandic Zoological Museum

I went to the Icelandic Zoological Museum in Breidfirdingabud with my
friend. She insisted on going there, I suspect she knew a thing or two.

We showed up, two curious little girls. There was a strange atmosphere

in there. The owner sat in a backroom with three teenage girls whose girly
shrieks filled the air. The man saw us immediately and we didn't have to
pay to get in. He offered us some candy. I was uncomfortable with my
friend’s excitement over the guy and the atmosphere.

At first, we saw some stuffed domestic animals which I was not
impressed with, as I'd stayed at a farm and seen the animals alive.

But further in, the disfigured lambs appeared. I remember how scared
I was, how disgusting and scary I found them. This fed straight into
my fear of the dark, [ became nauseated.

I remember running out, past the shrieking teenage girls who were putting
on lipstick and attempting to smoke while the guy laughed and sweet-
talked them.

My friend was disappointed that I should leave. She found the guy, the dead
animals and the backroom quite enticing.
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Briet and Einar Ben

There exist only a few death masks of Icelandic people of the past.
However, the University of Iceland is in possession of two such masks;
one of the entrepreneur and poet Einar Benediktsson, the other of the
feminist fighter Briet Bjarnhédinsddttir.

When Einar died, professor Niels Dungal made a cast of his head. What

is more mysterious is that the professor also removed the poet’s brain, as
was sometimes done to outstanding individuals abroad. The brains were
then measured and weighted, put in glass jars and preserved in spiritus.
Einar’s brain was removed without a permission from the family, and
thus its existence has been kept rather quiet. It is rumoured to be kept in
the university’s biological specimen collection, often called Jar City, and so
Einar rests in the honorary plot at Pingvellir without his brain.

Briet Bjarnhédinsddttir died a few weeks after Einar and Niels also made
a cast of her head. What about her brain? Was it also removed? Probably
not. Female brains weigh so little on the scales of physical anthropology
that they hardly count in the brain-size-pissing-contest of outstanding
individuals, even if the brain in question belonged to a radical feminist.

When I contacted the university for permission to view the death masks of
these two, very different, individuals, [ was told to contact the university
library. I found the editor Briet in a backroom, surrounded by a photocopier
and stacks of failed xeroxes. The poet, on the other hand, lay on the floor
under a chair, in on of the library’'s low-rise reading nooks.






Not So Locked Away after All

The archives of the Icelandic Anthropology Institute were donated to the
University of Iceland. The archives contain sensitive personal information
from tens of thousands of people, as well as a great number of biological
specimens. The collection is locked and protected by the strict clauses of
the personal data act. As an additional safeguard, the donation came with
the condition that only fulltime employees at the University of Iceland
could access the collection. I applied to the university’s president for a
permission to view the collection. After a long time, my application was
turned down. It also transpired that no one knew where in the university’s
storage the collection was to be found, and that they were looking for it.

After reading through the personal data act, I found a clause which
stipulates that the provisions could be departed from for the benefit of the
media and the arts. Again, I wrote to the university president, asking to
view the collection on the basis of this clause. Again, [ was rejected, this
time because I was not a fulltime employee at the university.

An anthropology professor who wouldn't accept this result requested that
I'd be allowed to photograph some items from the collection for an article
he was writing. With his guarantee, I was finally allowed to view and
photograph the collection. I was excited to see it when it at last was found
in the darkest corners of the university.

The day came when [ was summoned to a storage space on the west side

of town to view the collection. Surrounded by broken furniture and old
computers were a few steel shelves, bearing a mismatch of boxes, drawers
full of notes, plastic bags containing films and piles of biological specimens.
This was the result of many decades of data collecting for the benefit

of Icelandic physical anthropology, lying haphazardly around, totally
unprotected from anyone who came there.

I had been given two hours to pick what I wanted to photograph. It was
obvious that I couldn't organise all these items in such a short time. In my
despair I mentioned this to the caretaker who answered immediately:
“My dear, I'll just make you a key.”

There was a burglar alarm installed. I asked if [ didn't need to know the
password. “Oh, no,” said the caretaker, “it's not connected. This is just junk
that is of interest to no one.”






Viaggio Sentimentale

We searched for a long time for the right instrument to record the sound-
track for Viaggio sentimentale. Finally, we decided to record it in my
father’s studio and use his instrument.

The recording day was Easter Sunday. We started around noon but had to
pause our work because there were children running around the house,
going crazy from all the chocolate Easter eggs they'd eaten. We decided to
meet again after dinner and finish the recording.

My father went to my brother’s house for Easter dinner and didn't know
we had delayed our work. When he finally came home late that night,

he had completely forgotten that we'd been recording earlier in the day.
He opens the front door and hears familiar piano chords from the studio.
He gets quite the shock. It is the first time he hears himself compose.

He described the feeling as if he'd attended his own séance.






A Reflection on kggs

When cocks become old, they lay a single egg. This egg is small and
deformed. When it hatches, the dreadful cockatrice emerges, a bastard
which can kill a person only by looking at them.

Puny children in the English countryside were often called cock’s egg —
“cocken-ey” in Middle English. The term later transferred to impious and
neglected children in cities. Finally, the word started being used for poor
people in the East End of London, in particular those who grew up within
the sound of the bells of St Mary-le-Bow. The Bow Bells had such a defining
sound that all who grew up there spoke “cockney” or “cock- egg-ish”.

I sometimes thought of this when I listened to the chirping of my own
offspring who grew up on the east side of the village Reykjavik, within the
sound of the church bells of Hallgrimskirkja Church.






Leirfinnur

At the turn of the millennium, I participated in an outdoor exhibition at
bingvellir to mark the millennium of Christianity in Iceland. At the same
time, one of the victims in the Geirfinnur criminal case was trying to

get his case reheard. To do so, he needed Alpingi's support, and Alpingi
wasn't particularly enthusiastic. On the opening day of the celebration,
the plan was for parliament to march together along Hvannagjd on

their way to a ceremonial meeting at Logberg. In the past, criminals

were decapitated at Hvannagjd, and that's where I wanted to place a clay
sculpture, a replica of Leirfinnur.

To view the original, I contacted the offices of The National Commissioner
of the Icelandic Police and was directed to a policeman who oversaw the
detective force’s data collection. He immediately ruled out that I could

be allowed to access data from a criminal case. I phoned the national
commissioner himself and he told me that only the minister of justice
could grant me this permission. I wrote to the ministry, as the exhibition
at bingvellir was at the behest of Alpingi. In my letter, | mentioned that it
could become quite the scandal if I was not allowed to see the head. I got
the permission straight away.

Once I had received the permission, I contacted the caretaker of the data
collection again, but for weeks he made up new excuses to prevent me
from viewing the head, although I tried repeatedly. When the exhibition’s
opening was only ten days away, I called the national commissioner again
and complained about the man barring me access to the head and ignoring
the letter from the ministry. Half an hour later I was invited to come the
next morning.
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I showed up on time and was guided into a meeting room where I waited
for a long time. Finally, the policeman caretaker appeared, holding

a shoebox under his arm. I was very surprised and thought he'd made

a mistake because in my memory the head was too big to fit into a small
box. This felt like opening Pandora’s box, it released an evil spirit and dark
energy. The clay head itself was black and shrunken, it reminded me of
adried human head with hollow, black eyes.

When I came back home, I had no luck with sculpting the head from

clay. I felt like the head that I'd been shown was different from the one

I remembered. [ wasn't happy with the results and almost gave up, but first
I decided to find the photograph that was printed in all the newspapers on
Wednesday, 27 November 1974, and was so embedded in my memory.
phoned the photograph department of one of the newspapers to ask to see
the photo of the alleged killer which the police sent to all the media. They
had no photo of Leirfinnur because at some point the police had confiscated
all photos of the head. Other newspapers told the same story.

I ended up looking in the archives of the National Library and finding
the photograph there. There it was, the bust of Leirfinnur, exactly like
I remembered it.

I went home and finished the clay head, based on the original photo. Then
I put it on a stake in Hvannagjd and when the nation walked past the head it

was like meeting an old friend, people said: “Well, isn't this our Leirfinnur?”

Why there were two different clay heads, I do not know.






Leirfinnur, Pingvellir, 2000
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Aodrattarafl
upprunans

AEsa Sigurjonsdottir

Addrattarafl ororaounnar

Samtimalistir undanfarinna dratuga hafa ad miklu leyti sniist um gagn-
ryni og endurskodun 4 pekkingar- og valdakerfum vestraennar menningar.
Listamenn kynna sér sagnfraedi, mannfraedi og heimspeki, malvisindi og
gagnasofnun,  peim tilgangi ad gagnryna stadladar hugmyndir um upp-
runann og menningararfinn. Sifellt fleiri listamenn gera sofn, safnkost og
urvinnslu gagna ad vidfangi verka sinna og saekja myndir og gripi til endur-
vinnslu inn 1 opinber minja- og skjalasoéfn.! Peir beita sjonarhorni stofnana-
gagnryni (e. institutional critique), gera upp tengslin vid nylendustefnuna
(e. decolonization), spa { ordraedusamhengi kynpattaflokkunar, i kynjafraedi
og i valdatogstreitu 4 milli ,midjunnar” og ,jadarsins". Hugtok eins og sjdlfs-
mynd, upprunaleiki, stadsetning, bredingur og jodrun eru pvi ekki lengur
torraed fraedileg hugtok heldur bein vidfangsefni listamanna. Likaminn er
oftar en ekki hluti af slikum rannséknum eda vettvangur peirra, pvi likam-
inn er pekkt birtingarform hugmyndafradikerfa sem madtad hafa menningu
Vesturlanda og eiga oft 4 tidum reetur ad rekja til rasiskra kenninga.

Verk Olafar Nordal einkennast idulega af slikum ferlum par sem rann-
sOknarspurningin gaeti verid: Hvadan komum vid? Hver erum vid ? Hvert
@tlum vid? Til pess ad leita svara hefur Ol6f skodad menningararfinn, velt
fyrir sér upprunahugtakinu, sétt d mid ségulegra vidfangsefna, pjddsagna,
flokkunarkerfa mannfradinnar, fugla- og dyrafraedi. Olof tok snemma
ad gera sofn, safnkost og urvinnslu gagna ad vidfangi verka sinna. Hun
heilladist af mdlsogu eda ordfraedi og af einfaldleika islenskra pjédsagna,
en fradsagnarhattur hennar d einnig djupar reetur { margraedum tdknsogu-
legum visunum. Pess vegna metti halda pvi fram ad Ol6f hafi alla tid beitt
nokkud hefdbundinni allegdriskri adferd til ad afbyggja menningartaknin
og syna fram 4 pverstedukenndan samslatt timans.



Ef gengid er ut fra peirri forsendu ad samtimalist sé fyrst og fremst list
sem byggist 4 menningarbundinni pekkingu og ordreedusamhengi, spurn-
ingum um pjodernisimyndir, sjdlfsmyndir og mannréttindi, pa metti halda
pvi fram ad einkenni samtimalistamanna veeri ad nyta sér tjaningarrymi
amilli ,sjalfsins og framandleikans,” svo visad sé i ordraedu eftirlendufrad-
anna, ,pannig ad ,menningin“ sem okkur hefur lengi langad ad skilja sem
kjarnann ... verdi einungis skilin sem skopunarverk samstuds sjélfsins og
framandleikans“? Pad er ad segja: Listamadurinn mdtar nyjar hugmyndir
og skapar verk { niningnum 4 milli hins stadbundna og peirrar pekkingar
sem kemur utanfra. Jafnframt sveiflast listskdpun Olafar 4 milli hins
efnislega og hugmyndafraedilega, 4 milli skulpturlistar og nymidla, 4 milli
hégvaerdar og monumentalisma. Ad auki byggjast verk hennar i almanna-
rymi 4 virkni og patttoku almennings og vegfarenda.

Addrattarafl hvitleikans

Upprunaleiki er eitt eftirsdttasta gildi samtimans og i raun hans helsta
sOluvara. Hvad felst i pvi erfida verkefni ad vera upprunalegur, vera madur
sjalfur, 1 takti vio sjdlfan sig, og skapa sér sjalfsmynd? Til pess ad skoda
ndnar margpett tilkunarsamhengi verka Olafar verdur sjénum beint ad
afstodu hennar til upprunahugtaksins.

Eftir grunnndm { textildeild Myndlista- og handidaskdla Islands sotti
Ol6f framhaldsndm til Bandarikjanna og lauk MFA-préfi fra hinni virtu
hoggmyndadeild Yale-haskolans { New Haven. A namsarunum ték hiin
til vid ad raekta sinn eigin menningararf og sotti innbldstur { pjodsogur og
norranar godsagnir til ad skapa tdknraen hugmyndaverk sem snerust um
krufningu 4 eigin sjdlfsmynd. Par endurspegladist dhugi hennar 4 fortidinni
og hun dro fram texta ur pjédsogum og eddukvaedum og nytti myndefni
fra Pjédminjasafni [slands i eigin verk. Astaeduna rekur Oléf medal annars
til pverstaedukenndrar stodu sinnar. Hun tilheyrdi forréttindahdpi sem ung
hvit evrdpsk kona i ndmi i einum virtasta hdskdla Bandarikjanna, en heims-
mynd hennar og tungumal dttu uppruna i fjarleegri norreenni menningu
sem var samnemendum hennar framandi. Han lysti upplifun sinni sem eins
konar pydingarvanda eda drekstri 4 milli menningarheima:

,Pegar ég kom til Bandarikjanna vard ég fyrir sjokki, ég uppgotvadi ad ég
atti 1itid sem ekkert sameiginlegt med pessu folki nema fjoldamenninguna
en pegar vid forum ad tala um myndlist 4 alvarlegri nétum pa gekk ég ut
fra allt 5drum forsendum. Eg var svo hdd minni menningu sem petta félk
pekkti ekki og gat ekki skilid.”®

Hvitleikinn (e. whiteness) vard midlaegt hugtak i bandariskri menn-
ingarumradu 4 sidari hluta 20. aldar, en hvitleikahugmyndir eiga raetur
ad rekja mun lengra aftur { timann og birtust i islenskri menningarum-
fiollun um aldamétin 190o0. Islenskum menntamoénnum var pd mikid
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mun ad stadsetja islenska menningu innan hinnar sidmenntudu Evrdpu,
langt frd peim ibuum heimsins sem kalladir voru villimenn, bldmenn
eda skraelingjar.* fslenskar hvitleikahugmyndir eiga reetur ad rekija til
bjodernisordraedu, pvi eins og fredimenn hafa bent 4 hefur verid litid 4
norraena menn sem fyrirmynd hvitleikans i halfvisindalegri kynpdatta-
fraedi’ Gagnrynar rannsoknir a hvitleikahugmyndinni { Bandarikjunum
beindust hins vegar ad pvi ad syna fram 4 ad vestran pjodfélog og menn-
ingarimyndir peirra byggdust a rétgrdinni rasiskri hugmyndafraedi.t
Uppruni Olafar og hvitleiki var pvi af nokkud 68rum toga en samnem-
enda hennar og hun purfi stédugt ad ,pyda“ sin eigin hvitleikatakn og
merkingu peirra & milli menningarheima. Pessar adstedur opnudu henni
nyja leid til sjdlfskodunar og gafu henni heefni til ad horfa 4 heimalandid
ur flarlegd 4 gagnryninn hatt.

Skélaverk Olafar métast af sliku pydingarferli og urvinnsla hennar 4
framandleikanum sem hun upplifdi i Bandarikjunum birtist medal annars
iutskriftarsyningunni i Yale drid 1993. Par voru samankomin prju verk
sem syndu og sonnudu ad henni hafdi tekist ad skapa personulegan
sjonarheim sem byggdist 4 hennar eigin menningararfi, um leid og hun
vildi syna pennan arf sem hluta af steerra hugmyndakerfi vestreennar
menningar. Verkin attu sér 6ll pjddmenningarlegar reetur sem fléttudust
saman innbyrdis. Hugsanlega maetti tulka syninguna sem tilraun til stad-
setningar, sem leit ad forsendum til ad takngera hvitleika islenskrar pjoo-
menningar.” Verkid Draumur var innsetning byggd 4 hvitum stoplum ur
plexigleri sem stédu 1 hvitleitu vatni sem pakti gdlf syningarsalarins.

[ hvitum ramma 4 vegg var innrémmud pjédsagan af Syslumannskonunni frd
Bustarfelli asamt ljésmynd af Sigurdi Nordal (1886-1974), afa Olafar, par sem
hann situr ungur vid lestur { badstofunni é Eyjolfsstodum i Vatnsdal par
sem hann Slst upp.? Ol6f felldi sjalfa sig inn i fldtinn og situr vid hlidina 4
afa sinum 1 éskilgreindu timaflakki, sem @tid hefur einkennt verk hennar.
A hlidum hvitu stéplanna voru sandbldsnar myndir af pekktum samein-
ingartdknum islenskrar menningar: langspil, sponn, askur, ramfjol og lys-
islampi; en pessa hluti metti kalla synisgripi islenskrar alpydumenningar
pvi peir eru oft taldir geyma sameiginlegar minningar pjédarinnar. Staersta
myndin var eftirgerd pekktrar ljdosmyndar af uppdklaeddri islenskri konu
ur férum danska lidsforingjans og fornleifafreedingsins Daniels Bruuns
(1856-1931). Hun er sveipud fornri reihempu, med skaut og hdan reidhatt
4 hofai. Olof felldi sitt eigid andlit inn i myndina og samsamadi sig pannig
bjodsdgunni af Syslumannskonunni frd Bustarfelli. Pridja verkid, I rokkrinu,
samanstdd af tveimur flisalogdum stokkum, 6drum hvitum, hinum svort-
um, sem ldgu samsida 4 golfi. Peir minntu a legsteina pvi a efra yfirbord
peirra var grafid islenskt mynstur og a hvita stokknum var pad fyllt med
gléandi lysi.  verkinu togast 4 pjodleg arfleifd og nitimaleg efni, en heiti
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verksins visar til sogunnar um rokkrid 1 islenskri menningu. Pad var sér-
stok stund pegar huldar verur féru a stjd 8 medan heimilisfélk fékk sér lur
i ljosaskiptunum adur en gengid var med ljos i hus.

Sagan af syslumannskonunni tengir verkin saman. Par segir af mennskri
konu sem i rokkrinu var dregin inn { hulduheima til ad bjarga huldukonu
i barnsnaud. Pegar barnid var fett feerdi huldukonan henni bauk med
smyrslum sem hun atti ad bera i augu barnsins, og hun stalst til ad setja
lika svolitid af smyrslinu { haegra augad a sér. Pad vard til pess ad hun fékk
sjon inn 1 hulduheima og leerdi par ymislegt af huldufdélkinu sem hun
midladi til manna. Einn daginn hitti hun huldukonuna sem hun bjarg-
adi og avarpadi hana. Huldukonan brdst illa vid ad konan skyldi sja sig og
spytti i auga hennar og vi® pad missti htin pessa yfirnattarulegu sjén. Olof
tulkar soguna a pann veg ad um sé ad reda ,pjodsogu um konu sem 601-
ast skyggnigdfu, og um mikilvaegi pess ad misnota hana ekki, heldur beita
henni rétt og af hdgvaerd“. I pessu samhengi fjallar verki® um pd reynslu
Olafar ad btia yfir menningararfi sem var samferdafélki hennar i Banda-
rikjunum dsynilegur. Hun bjo yfir tvisyni (e. double vision), svo sott sé
hugtak ur eftirlendufreedunum b.e. sjonarhorni peirra sem bua 4d mérkum
menningarheima og gera peim kleift ad opna augu dhorfenda eda lesenda
fyrir 60rum raunveruleika en peirra eigin.’ Um leid meetti tulka verkid
sem dminningu um samfélagslegt hlutverk listamannsins i anda franska
heimspekingsins Henris Bergsons (1859-1941) sem skilgreindi listgafuna
sem hefileika til ad sja pad sem 6drum er hulid.!® Verkid er pvi allt i senn
urvinnsla 4 timabundnum adstedum listamannsins, yfirlysing hans og
skilabod til umhverfisins, og stadfesting 4 nyrri sjdlfsmynd listamannsins
sem sér inn { handanheima pad sem 6drum er hulid.

Hviti liturinn var stef { verkum Olafar 4 pessum arum og birtist aftur
a einkasyningu hennar Sjdlfsmynd i Gerdubergi arid 1994. Verkin 4 syn-
ingunni voru 6ll hvit og visudu til pekktra islenskra sameiningartakna i
bokmenntum, myndlist og skdldskap. Par métti sja teikningar Olafar af
fossi og hver, asamt fjérum hvitum postulinsstyttum sem Olof kalladi
Hrimhvita mddir og tdkna dsynju, madonnu, dlfkonu og fjallkonu. Nafnid a
styttunum visar jafnframt i freega 1jédlinu Jénasar Hallgrimssonar: ,fsland,
farsaelda fron og hagsaelda hrimhvita modir.“** Hvitur hreinleiki fossins
kallast 4 vid @ttjardardst og rdmantiska natturudyrkun Jénasar, sem birtist
med eftirsja skaldsins i [jodinu sem allir Islendingar pekkja. Kvenimyndina
metti einnig tengja vid skulptiar Asmundar Sveinssonar, Fyrstu hvitu
modurina i Ameriku, verk sem var synt 4 heimssyningunni i New York 4rid
1939. Par er s6gd sagan af landkonnudinum Gudridi Porbjarnarddttur sem
visar til norreenna hvitleikahugmynda i bandarisku samhengi, pvi sagt er
ad Gudridur hafi eignast soninn Snorra i Ameriku og hann pvi fyrsta hvita
barnid sem par fadist.*?
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Syninguna Sjdlfsmynd mztti tilka sem tilraun Olafar til ad beita banda-
risku hvitleikahugmyndinni sem gagnryni d islenska pjodernisordradu og
imyndarsmidi hennar. Hun var jafnframt sjonreen urvinnsla listamannsins
a stadbundnum islenskum menningartdknum, skilgreining 4 pvi ,islensku-
lega“ sem samsettu ordraedubunti par sem fléttad er saman myndmali og
tungumadli { alpekktum visunum sem tengdust rannsoknum hennar 4 eigin
uppruna.® [ verkunum birtist tviratt sjénarhorn sem allt i senn maetti
tulka sem upphafningu og afbyggingu alpydlegra menningartakna. Pannig
syndi Ol6f hvernig menningararfur métast sem rékstudningur um upp-
runaleika pjddmenningar innan stofnana hennar. Um leid bera verkin vott
um djup tengsl listamannsins vid islenskan menningararf sem hun hefur
ti0 talid dyrmeett ad vardveita. Med pvi ad beina sjdonum ad hvitleika
eigin menningaruppruna vakti Oléf mals 4 spurningunni um hvitleikann
i steerra hugmyndafradilegu samhengi og peirri stodu ad vera alin upp
innan pjodmenningar sem veri opinberlega hyllt sem upprunaleg, teer og
hrein. Til ad gagnryna ndnar pennan 6synilega og blinda hvitleika islenskrar
pjddmenningar, pad menningardstand sem litur 4 hvitleika sem dumdeilt
vidmid, pd leitadi Ol6f ad stadbundnu formi sem haegt veri ad ttlka 4 tvi-
bentan hdtt.

Addrattarafl dyrsins

Fuglar og 6nnur dyr hafa { verkum Olafar afgerandi yfirbragd bjodar-
tdknsins. A syningunni Hvitir hrafnar i Nylistasafninu drid 1996 kom Olof
morgum 4 dvart med hvitum afsteypum sem minntu dpaegilega a fagur-
fraedi islenskrar pjodmenningar.  hvitum syningarsalnum bldstu vid
fugla- og dyramyndir gerdar ur mjallahvitu gifsi. Fremst foru fjérir hvitir
hrafnar a svortum stdlgrindarstoplum, sidan brjostmyndir af rjupu og félka
og andlitslagmyndir af hvitabirni og ref. Fuglar og énnur dyr sem parna
birtust 4 tdknraenan hatt dttu pad sameiginlegt ad hafa med einhverjum
heetti verid einkennisdyr fslands, og eiga sér auk pess fastan sess i islenskri
alpydumenningu og pjodtru sem birtingarform dkvedinna eiginleika og
fyrirboda. I Ferdabék Eggerts Olafssonar og Bjarna Pdlssonar er sagt ad ,alpyda
manna“ hafi ,mjog hdar hugmyndir um skynsemi hrafnsins“** Hrafninn
bodar einnig feigd og dgaefu, en samkvamt hugmyndum Olafar var hvitur
hrafn gefumerki og jafnvel talinn eins konar birtingarmynd guddémsins.
Samanber maltekid ,sjaldsédir eru hvitir hrafnar.“1®

Syningin Hvitir hrafnar minnti 4 ad erfitt getur reynst ad vinda ofan af
nanu samhengi fagurfradi og fortidar. Oléf var pa nyflutt heim frd Banda-
rikjunum og rannsdknarmidud vinna hennar var nystdrleg i islensku sam-
hengi. Afsteypurnar minntu dpaegilega a pjddernisordraedu fyrri dratuga.
Hrafninn, falkinn og rjupan eru vinsal menningartakn og hlutgerving
peirra, leirmunir Gudmundar fra Middal (1895-1963) voru og eru enn eftir-
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sottir gripir & islenskum heimilum.*® Gagnrynendur komu ekki auga 4
tvisyni Olafar, p.e. framandgervinguna a syningunni, en lasu audveldlega
stadbundna merkingu hennar. Fuglastyttur Gudmundar eru gott demi um
svokallada stadfaerslu pjodernishugmynda (e. domestication), par sem alpjod-
leg hugmyndafradi tekur 4 sig stadbundna mynd. Afsteypur Olafar af sému
fuglum (og dyrum) eru 4 hinn bdginn deemi um framandgervingu (e. foreign-
ization) sama fyrirbaeris!” Var Olof ad minna 4 ad islensk pjédmenning, sem
enn styrkir tdkn sin med visunum i ségur um landveetti og norraena vikinga,
byggist i raun a fagurfraedi sem var upphaflega métud i peim tilgangi ad
skapa islenska pjodmenningu a politiskum forsendum? Eda vildi hun draga
fram 1 dagsljosid drauga fortidar og tengsl islenskrar myndlistar vid menn-
ingarpolitiska pjodernishyggju sem tengdist rasiskri hugmyndafraedi?

A pessari syningu fann Ol6f hugmyndum sinum varanlegt form { takni
fugla og dyra. Hun hikadi ekki vid ad afbyggja vidteknar romantiskar
hugmyndir um islensk menningartdkn, sem tengjast stadalimyndum
sem voru skapadar @ 19. og 20. 6ld. Slikt pjodmenningarlegt ,tog“ 6dladist
vidtaekari pdlitiska samtimamerkingu i ljosmyndaverkinu Stick’em up,
par sem kindakjalkinn, falleg minning um pjédlega leiki islenskra barna,
umbreytist i ofbeldisfullan byssuleik. Verkid var vidbragd listamannsins
eftir ad islensk stjérnvold téku afstddu med innrds Bandarikjanna i frak
4rid 2003. T verkinu notadi Ol6f kindakjlkann til ad minna dhorfandann
a eigin menningararf og draga hann ,heim“ en myndlikingin vid skamm-
byssuna dregur dhorfandann ut fyrir landsteinana, ur pjodlegu samhengi
inn 1 stridsrekstur samtimans, sem Island var ordid hluti af. Blendingur-
inn kindakjalki og byssa er dndtturulegur blendingur, en um leid takn
skopunarinnar, barnaleikja sem spunnir eru af fingrum fram og formum
gefid fiolbreytt hlutverk.

Ahugi Olafar og ttursnuningur 4 pjédartdknunum birtist 4 nyjan hatt
i verkinu Islenskt dyrasafn sem er syrpa ljosmynda sem Ol6f syndi fyrst 1
Galleri i8 haustid 2005. Vanskopud dyr péttu illur fyrirbodi i pjédsogum
og anndlum og myndir hennar af uppstoppudum vanskdpudum lémbum,
Islenskt dyrasafn — Sleipnir, Kyklopi, Janus (2003) vekja athygli 4 furdufyrir-
barum ndtturunnar, fravikum sem talid var dhugavert ad vardveita, ymist
i pdgu visindanna eda sem sjonarspil, pvi lombin voru syningargripir i
Islenska dyrasafninu { Breidfirdingabud 4 4ttunda aratug lidinnar aldar.

Par var peim @tlad ad vera bornum til frédleiks og skemmtunar. T verkinu
Islenskt dyrasafn bendir Ol6f jafnframt 4 togstreituna 4 milli pjddmenningar
og visindalegrar pekkingar. Samkvaemt pjodsogunni eru skoffin og skugga-
baldrar afkvaemi refs og kattar eda hunds. Verkid Islenskt dyrasafn — Skoffin
(2005) er ljosmynd af uppstoppudu lodnu dyri sem lengi var skrdd sem
skoffin a Natturufraedistofnun Islands 4 Akureyri. Ordid skoffin er auk pess
oft notad sem eins konar sambheiti yfir dndtturlegan blending jafnt i mann-
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heimum og i dyrarikinu, einhvers konar pridja kynid, sem erfitt er ad henda
reidur 4. Pjodsagan var sterkari raunveruleikanum og dyrid var lengi talid
vera ,natturulegt” skoffin og vardveitt 4 safninu sem einstakt demium
slikan blending, pangad til nylegar genarannsdknir syndu ad eintakid sem
var vardveitt sem skoffin er einfaldlega uppstoppadur hundur.

[ rodinni Islenskt dyrasafn bendir Olof 4 pa Spaegilegu stadreynd ad
jadarsetning annarleikans sé i raun birtingarform fordéma og kynpatta-
hyggju. Pad sjdist 1 hinum dtrulegustu flokkuségum sem madurinn geri
sér af dyrinu. Hun komst ad pvi ad albindfuglar voru flokkadir sem fravik 4
Natturufraedistofnun fslands og vakti athygli 4 jadarsetningu peirra innan
safnarymisins i ljd$smyndaverkinu Islenskt dyrasafn — Alka, Kjéi, Lundi, Kria,
Hrossagaukur, Langvia, Svartbakur og Prostur (2005). Pessi fravik natturunnar
heilla Olfu og videSinnsetningin Hanaegg (2005) var nanari kénnun 4
pessum Ofyrirsjaanlega leik natturunnar, sem a sér spegilmynd i pjodsdgum
og myndlist frd midoldum. Hanaeggid a sér slika fyrirmynd, pvi sagan segir
a0 pegar hanar verda gamlir pd eigi peir eitt egg sem ur komi kynjavera
(e. basilisk, fr. basilic), sem er halfur ormur og halfur dreki, svipadrar attar
og skuggabaldur og skoffin — dveettur sem drepur med augnaradinu einu
saman.!® A syningunni Hanaegg var dhorfendum bodid ad veltast um 4 ljds-
bleikum pudum fyrir framan dreidukennda og chugnanlega videdmynd af
bleikum fésturlaga formum sem minntu & innyfli og ofproskud likamsform.
Eins og listfreedingurinn Eva Heisler hefur bent a skerast margar dlikar og
pversteedukenndar visanir i verkinu, sem badi meatti tengja klamidnadinum
og leknavisindunum. I heiti verksins Hanaegg felst Spagileg métsdgn og
barnslegt og kynferdislegt ,fdstrid“ vekur upp onotatilfinningu.’ Verkinu
fylgdi pjodleg ferskeytla Olafar: ,Modormur, vartilfur, vargasvin, / vaettur {
konuskeggi. / Keimlik er skapkenndin skopleg min. / Skoffin i hanaeggi.“?°
Verkid var pvi allt i senn visun i dndtturulegan ndtturubraeding samtimans,
bjédsogu og skaldskap. Pad kalladi fram dhugnad eins og atid gerist { huga
félks pegar vafi leikur 4 pvi hvort daudur hlutur er daudur, imyndun eda
raunveruleg lifandi vera.

Addrattarafl allegériunnar

Upphaflega gegndi allegdrian, tdknsagan, pvi hlutverki innan skaldskapar-
ins ad gera fortidina og samtimann laesilegan.?! Eins og hér hefur verid bent 4
hefur OI6f oft 4 tidum leitad til tiknségunnar sem eins konar spéspegils sem
gerir athafnir manna og vidfangsefni peirra fdranleg eda jafnvel spaugileg.
Samsldtturinn og natturubraedingurinn gegna jafnframt pvi hlutverki ad
vera eins konar skuggsjd hinna ymsu sidferdilegu dlitamdla { samtimanum.
Hanaeggid visadi til ,genakukls” samtimans en Geirfuglinn er samfélagslega
gagnrynid verk, taknsaga sem minnir 4 eftirsja slendinga eftir titdaudum
fugli sem eir sjalfir utrymdu. Geirfuglinn er steyptur i dl, heldur staerri en
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fuglinn sjalfur, og var reistur i fledarmdlinu rétt fyrir sunnan Reykjavikur-
flugvoll i tilefni Strandlengjusyningar Myndhoggvarafélagsins i Reykjavik
arid 1998. Par situr fuglinn enn og horfir til hafs. En jafnvel pott pad sé glja-
andi dl-afsteypa fuglsins sem vegfarandi kemur fyrst auga 4 i fjérubordinu,
pd er pad hvorki afsteypan né fuglinn sem slikur sem er i forgrunni og skiptir
mali, heldur allegorisk merking hans, tdknsagan ad baki verkinu.?? Afsteypan
af fuglinum er pvi, eins og Ol6f ordar pad, einhvers konar ,spegill fortidar,”
gljdandi yfirbord hans skuggsjd, sidferdileg daminning og pdlitisk ddeila 4 stor-
idju og graedgi Islendinga sem vard til pess ad fuglinum var titrymt. Sjalfan
efnividinn, alid, md jafnframt skilja sem visun til pess ad med stdridju- og
virkjanastefnunni sé greedgin gagnvart ndtturunni enn ad verki.

Geirfuglinn birtist sem tdknraent frumeintak og ironiskur spéspegill sem
endurspeglar skammsyni Islendinga gagnvart nattiruaudlindum landsins, og
einkennilegar tvenndir menningarbraedingsins héldu dfram ad birtast d gagn-
ryninn hatt i verkum Olafar 4 naestu drum. Slikan samslatt tveggja tima, tog
og taknsoguleg umbreytingarferli, ma greina i plastskulpturunum Samsteypa
(2002), ljdsmyndainnsetningunni Gull (2002) og verkinu Hornklof (2002), sem
var innsetning samsett af veggmynd og videdverki. I bessum verkum bjo
Ol6f til dnétttirulegar paranir tr hritshorni, barbidiikku, og 6drum plastleik-
fongum, og umbreytti peim i okunnuglega hluti. Samsetningin, p.e. framhlut-
inn i mannsmynd og afturhlutinn 1 1iki dyrs, minnir jafnframt a pjodsogulega
fyrirbeerid finngdlkn. Pad er madur ad framan en dyr ad aftan, haettuleg, illa
alandi og dferjandi vera. f myndinni Hornklof 1ét Olof braeding tir dikku og
horni vinda sig saman og rykkjast eins og kynlifsleikfang undir lagi ur fraegri
bandariskri klammynd, Debbie does Dallas frd 1978.

Enn og aftur var dhorfandinn skilinn eftir { 6vissu um pad hvort um veeri
ad rada grin eda alvoru, klam eda einfaldlega spaugilegan ordaleik. Olof leikur
sér vissulega med islenskuna i heiti verkanna og med margpaetta merkingu
ordanna en hun visar um leid til natturubradingsins, p.e. dnatturulegrar
blondunar tegundanna. Verkin endurspegla einnig allegdriskar taknmyndir
groteskunnar, par sem hid alpydlega og hid gudlega meetist i krafti karnivals-
ins, par sem formgerd valdsins er snuid & hvolf og alpydlegur skdldskapur og
skopunargledi taka voldin, eins og i margmidlunarverkinu Lusus naturae (2014)
sem var samvinnuverkefni Olafar, Puridar Jénsdéttur tonskdlds og Gunnars
Karlssonar myndlistarmanns. Lusus pydir brandari, og visar nafn verksins
pvi til skopleiks ndtturunnar, sem birtist i hinu éflokkanlega, 1 tilviljunum og
fravikum sem jafnframt er myndliking listreennar skopunar.

Addrattarafl likamans

Einhver dhrifamesta leid til ad kalla fram dhugnad i texta eda mynd er
ad ldta lesanda (eda ahorfanda) efast um hvort tiltekinn likami sé lifs eda
lidinn - manneskja eda vélmenni.? Ljésmyndir Olafar af uppstoppudum



fuglum og dyrum, samsettum dndtturulegum braedingum og afmyndudum
likamshlutum minna 4 skilgreiningu salgreinandans Sigmundar Freuds
(1856—1939) 4 pvi dhugnanlega (p. das Unheimliche). Pad er heiti hans um
kenndina sem kviknar gagnvart samsletti hins pekkta og hins dkunnuglega
i texta eda myndverki.?* Slikur samsldttur hins lifandi og hins dauda, mann-
eskjunnar og hlutarins, minnir 4 pau dhrif sem afsteypur eda eftirgerdir
geta haft 4 dhorfanda, hvort sem um vaxmyndir eda uppstoppud dyr er ad
raeda. bessi okennileiki var vidfangsefni ljosmyndaverkanna Vaxmynda-
safn — Sonur og fadir / Déttir og fadir / Fadir og sonur (2010). Par fér Olof

inn 1 Pjddminjasafnid og ljdsmyndadi vaxmyndir af nokkrum pekktum
[slendingum sem par eru vardveittar.2s Olof leitadi uppi born islensku
fyrirmyndanna, sem voru pd ordin eldri en foreldrar peirra pegar peir sdtu
fyrir. Hun segir verkid innbldsid af gamalli sogn um mann sem var d ferd
upp til fjalla. Hann gekk fram 4 lik ungs manns sem jokullinn hafdi skilad
eftir langa vist i isnum. A medan madurinn virti fyrir sér vel vardveittan
likamann rann pad upp fyrir honum ad petta veeri fadir hans sem tyndist
a fjollum pegar hann sjalfur var enn i modurkvigi.2¢

En likaminn er aldrei einstakur. Hann er hluti af sterri heild, og eins
og 4dur segir tengist ahugi Olafar 4 likama manna og dyra ségulegum og
og umraeduefni samtimans. [ vaxmyndasafninu birtust eftirgerdir einstak-
linga eins og vofur i undarlegu timaflakki inni 4 Pjédminjasafni [slands,
en 4 syningunni Musée Islandique, sem Ol6f setti upp i Listasafni Islands
haustid 2012, beindi hun sjénum ad mannslikamanum eins og hann birtist
a brotakenndan hdtt i kynpdtta- og mannfraedirannsdknum 19. og 20. aldar.
Sjélft nafnid 4 syningunni, Musée Islandique — eda Islandssafnid, minnir 4
ordraedu eftirlendufredanna um dvaentar tengingar og erfid pydingarferli
amilli landsvada og tungumadla.?” Auk pess visar heitid d margraedan
hatt i fyrirbaerid safn, p.e. fordabur og samsafn hluta, en einnig i sogulegt
nylendusamhengi 19. aldar sem birtist medal annars i pvi hvernig rann-
soknargogn floktu a milli pess ad vera visindaleg og évisindaleg synishorn
af norrenum kynpatti.

Kveikjan ad syningunni Musée Islandique var pegar Oléf uppgotvadi
fyrir tilviljun & E1 Museo Canario, i Las Palmas 4 Kanarieyjum, afsteypu af
hofdi langalangalangafa sins, Bjorns Gunnlaugssonar (1788-1876), staerd-
freedikennara og kortagerdarmanns, sem synd var dsamt 6drum afsteypum
af likamshlutum fslendinga sem deemi um hinn hreina, hvita kynstofn.
Myndin reyndist gifsafsteypa af gifsafsteypu og eftirgrennslan leiddi Oléfu
inn i afsteypusafn frd 19. 6ld sem vardveitt er d Mannfraedisafninu (Musée
de 'homme) i Paris. Verkefnid byggist pvi 4 dkvedinni ,uppgotvun* Olafar,
sem hrinti af stad vettvangsferdum til ad komast ad ,hinu sanna“i malinu.
Hun fér 1 spor sagnfraedingsins sem oft parf ad hefja rannsdéknir sinar med
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Vaxmyndasafln - D6ttir og faoir Iceland Specimen Collection - Daughter and Father, 2008
Listasafn Islands National Gallery of Iceland



Musée Islandique - Moulage de la main de Skafte Skartasen, né a ReyKiavik le 2 juillet 1805, mécanicien
Afsteypaafl haegri hendi Skafta Skaftasonar. Faeddur i Reykjavik 2. juli 1805, vélvirki, 2010



stjornsyslulegu ferli, bréfaskriftum vid opinberar stofnanir, og leyfisutveg-
unum sem gerdu henni kleift ad vinna verkid { samvinnu vid opinbera adila
og draga fram brotakenndar leifar sem hun sidan ljésmyndadi og kom fyrir
i sinu eigin urvali hluta.

Ol6f fékk leyfi til ad lidsmynda afsteypur af [slendingum og Graen-
lendingum sem vardveittar eru i Mannfraedisafninu i Paris. Afsteypurnar
voru flestar gerdar i rannsdknarleidangri Jéromes Napoléons prins sumarid
1856, einmitt & peim tima sem mannfradi var ad festa raetur sem fraedi-
grein 1 Frakklandi. Paer voru pattur i umfangsmiklum rannséknum natt-
uruvisindamanna a kynpdttum heimsins og 16gdu grunn ad rasisku flokk-
unarkerfi sem tengdist stofnun safnsins drid 1860.28 Likamsmelingarnar
voru byggdar 4 svokalladri frendldgiu, eda hofudlagsfraedi, og attu visinda-
menn medal annars ad geta spad fyrir um og skilgreint tengsl hofudlags,
kynpattar, greindar, sidferdisproska og afbrotahneigdar ut frd peim.?

Afsteypurnar sem Ol6f myndadi voru dlitnar ,tilgerdarlausar og
olistraenar” og pottu a sinum tima syna dgeeti sitt sem visindaleg leid til
gagnasOfnunar.®® Paer voru sjonraen ,visindaleg” stadfesting 4 gildi kyn-
pattafraeda sem settu svip sinn a pekkingarskopun og stjornmal 4 19. og 20.
old, pegar hofudlag, beinabygging, augnlitur, form eyrna, handa og fota var
alitid visbending um hreinleika eda blondun kynstofna. Peim var ekki sidur
atlad ad vera synishorn og safngripir til ad syna mannkynid i heild i 6llum
sinum fjolbreytileika. Paer athjupa pvi birtingarform kynpattahyggju og leit
visindamannanna ad hreinum kynstofnum a nordurhveli jardar.*

Olof nalgadist afsteypurnar 4 fagurfraedilegan hatt. Hin radar peim
upp fyrir framan linsuna eins og leikmunum 4 svidi. Par md sjd andlits-
grimu Arna Magntissonar bénda i Porlakshéfn og Pérunnar Arnaddttur
pjonustustulku i Reykjavik, synishorn af nafla, brjéstum, hondum og
fétum Fridriku Gudmundsdottur, og hegri hond Bjorns Gunnlaugssonar
kennara.*? Afsteypan af h6fdi Bjarna Jonssonar (1809-1868), rektors
Latinuskolans i Reykjavik, var malud ndtturulegum litum til ad nd
sem best fram norrenum einkennum hans, ljosu hari, bldum augum og
sterkri beinabyggingu. Myndinni af Bjarna var @tlad ad vera ,visindalegt”
synishorn af [slendingi og um leid 4tti htin ad midla syningargestum
pekkingu 4 edliseinkennum norreenna manna. I rjédu andlitinu
birtist stadfesting a hvitleika hans, en fronsku visindamennirnir toldu
Bjarna fyrirtaks eintak af hinum norra@na manni og lystu honum sem
stérgerdum og drykkfelldum.?4

Verkid Musée Islandique bregdur ljosi 4 sogu likamsmannfradirannsdkna
og dhuga franskra stjérnvalda 4 nordurslédum en markmid Olafar var i
sjalfu sér ekki ad varpa ljosi 4 menningarsdguna ad baki rannséknunum,
heldur notadi hun likamssynishornin einkum til ad syna tengsl likams-
mannfraedi vid rasiska hugmyndafradi. Synishorn fronsku visinda-



mannanna voktu athygli Olafar fyrst og fremst vegna pess ad pau mynda
safn sem er gegnsyrt af kynpdttahugmyndum nylendutimans og frasogn-
um natturuvisindamanna um framandleika og frumstaedi nordursins sem
andstaedu vid hinn sidfdgada evropska menningarheim.

Tengsl pessara hugmynda vid mannfraedilega upprunaleit islenskra
freedimanna birtist 1 sidari hluta syningarinnar, sem Ol6f nefndi Das
Experiment Island.*> Hun leitadi leida til ad fd adgang ad lifsynasafni Jens
Pélssonar (1926-2002) professors, sem er i vorslu Héskola [slands. Jens
var stofnandi Mannfraedistofnunar Haskdla Islands og fyrstur Islendinga
doktor 1 likamsmannfradi. Hann stundadi umfangsmiklar mannfraedilegar
rannsdknir 4 lifandi fslendingum, en einnig 4 fSlki i Noregi, Danmérku,
frlandi, Skotlandi og Lapplandi, og 4 Vestur-fslendingum i Kanada og
Bandarikjunum. Gagnasafn hans hefur ad geyma fjolpeett rannsdknargogn
sem byggjast a ljosmyndum, lifsynum og samsafni likamsmalinga ymiss
konar, i peim tilgangi ad syna fram 4 uppruna Islendinga 3¢

OI6f beitti sému adferd og adur, fér inn i safnid og drd fram synishorn
sem hun sidan radadi upp fyrir framan linsuna. Tilvera og ndvist einstak-
linganna birtist i likamsportum sem hafa verid flokkadir { pagu visindanna:
harlokkar, 16fafor, ljésmyndir { hundradatali. Hun dvelst vid pessi spor og
ytir par med vidkomandi einstaklingi ad ahorfandanum, skapar personu
ur mergdinni og kallar fram forvitni ahorfandans. Hun stakar eintakid,
og synir med pvi fram d dhrifamadtt og addrdttarafl hlutarins, sem vid pad
haettir ad vera hlutlaust visindalegt synishorn og umbreytist i neergéngula
minningu um ljésa lokka ,Olafar, budarstulku i Vik i Myrdal“ og ,Sdleyjar,
hjukrunarnema 4 Landspitalanum® Synin bua yfir efniskenndri ndlaegd og
dularfullu addréttarafli sem gefur peim dkvedid sjonraent vald yfir dhorf-
andanum, 6hdd hugmyndunum sem pau tdkngera.

Myndir Olafar tr gagnasafni Jens Palssonar eru teknar tr hlutlausri
flarlaegd, ekki of ndlaegt, en ekki ur pad mikilli flarleegd ad ekki sé haegt ad
greina smdatridin. Petta eru yfirlitsmyndir, sjdnarhornid er midlaegt og
framsaett, eins og um vettvangsrannsokn sé ad reeda. Med pessari fram-
setningu og vali d sjonarhorni - yfirlitsmynd eda nermynd, magn eda
eintak — hvetur Ol6f ahorfandann til ad taka afstédu til gagnaséfnunarinn-
ar, til pekkingarinnar sem gognunum var @tlad ad midla, en jafnframt til
faranleika hennar. [ verkinu gagnrynir Olof bekkingarfreaedilegar forsendur
treltra rannsdkna 4 mannfraedilegum uppruna fslendinga, og beinir um
leid spjotum ad dkvedinni kulvisi islenskra fredimanna vid ad takast 4 vid
erfidar spurningar ur fortidinni, sem jafnframt varpa ljosi 4 umradu sam-
timans um liffredilegan og menningarlegan uppruna Islendinga, lifsvis-
indi, métun visindapekkingar, og ureldingu hennar; malefni sem hafa verid
redd i efnahagslegu og pdlitisku samhengi undanfarna aratugi.



Addrattarafl fortidarinnar

Fortidardstrida hefur verid nefnd sem eitt af einkennum samtimamenn-
ingar og vid hofum séd hvernig Ol6f leitar i myndforda fortidarinnar.”
Bandariski listfredingurinn Hal Foster kennir petta addrdttarafl fortidar-
innar i verkum og vinnuadferdum listamanna vid hvot (e. impulse) sem
rekja meetti til kenninga Freuds um prdna eftir upphafinu.®® Sameiginlegt
einkenni peirra annars dliku listamanna sem leita hrdefnis i fortidinni,
sagnfraedinni eda safninu, birtist i pvi ad peir byggja medvitad eda dmed-
vitad 4 hugsun franska sagnfraedingsins Michels Foucaults, sem vakti
madls 4 hugleegum moguleikum skjalasafnsins par sem hvert einasta skjal
er ekki eingdngu minnisvardi um lidna tid heldur byr yfir dendanlegum
moguleikum i framtiGarsamhengi. Stjérnsysluleg gogn og sogulegar heim-
ildir urdu baedi efni og vidfangsefni listamanna og, eins og Foucault benti
a, opna skjol og safngripir moguleika 4 gagnrynni afbyggingu eldri pekk-
ingarkerfa og stofnana, og eru um leid upphaf nyrra frasagna.*

Olof dregur fram 1 dagsljésid soguleg gogn, skjol og fundna hluti sem
hun stillir upp og vinnur ur 4 nyjan hatt.*® Hun puaslar saman menn-
ingarleifum og reynir ad skapa heildarmynd eda nyja frasogn ur brotum
sem hafa rofnad fra heildinni. Framsetningin i ljdsmyndum hennar er oft
kerfisbundin, jafnvel skyrsluleg, eins og um synishorn sé ad reda. Mark-
mid hennar er ad ndlgast fortidina 4 nyjan hatt, hugsanlega i peim tilgangi
ad skilja hana betur, eda til ad geta greint hana @ breyttum forsendum.*
Hal Foster bendir & ad med pessari adferd afhjupi listamenn ordraedu
valds og pekkingar sem skjalasafnid geymir. Til ad undirbyggja tilgatu
sina gripur Foster til kenninga Foucaults um tengsl stofnana og valds og
saekir skilgreiningu skjalasafnsins — arkifsins — { smidju hans, par sem
hugtakid arkif naer i raun yfir allt pad sem madurinn hefur komid ordum
yfir. Allt pad sem er vardveitt, haldio til haga, endurnytt, endurtekio og
umbreytt.#? Safnid er pd ekki lengur geymslustadur heldur ordraedubunt
(e. discursive formation) par sem nyjar merkingar verda til. Kenningar
Foucaults geta varpad ljosi 4 vinnuadferdir Olafar. Verk hennar eru byggd
a margpettum samsletti texta og sjonraenna tilvisana sem ahorfandi
verdur ad pekkja eda kynna sér til ad geta skilid verkin til fulls. Pau eru
taknsogur, oft 4 tidum samsettar eins og myndtdkn, sem dhorfandi skilur
og skynjar 1 einni svipan hafi hann adgang ad peim pekkingarfradilegu
hugtokum sem ordraedan fléttir saman.

Jafnframt meetti halda pvi fram ad Olof ndlgist hinar ymsu leifar menn-
ingarinnar med freudiskum haetti, p.e. haldin peirri hvot sem franski
heimspekingurinn Jacques Derrida nefndi ,skjalaséttina“ og lysti sem
,0vidradanlegri longun til ad snua aftur til upprunans, heimpra til pess par
sem allt byrjar”.#® Par sétti Derrida medal annars { hugmyndir Freuds um
ad hid liona skilji eftir sig dafmdanleg ummerki i sdlarlifi mannsins. Slikar
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hugleidingar eru dberandi i persénulegu verki Olafar, syningunni Viaggio
sentimentale. Gamlar ljésmyndir frd hveitibraudsdogum foreldra hennar
1 Rom veturinn 1956-1957 og ndtnaskissubok fodur hennar, Jons Nordals
tonskdlds, frd sama tima, verda tilefni endurtekninga og upprifjunar. Eins
og oft adur hja Oléfu var kveikjan ad verkinu dkvedin tilviljun pvi ad
hugmyndin vaknadi pegar hun fann minnisbdk fédur sins og ljdsmyndir
eftir fjolskylduvin sem heimsotti foreldra hennar i Rom jolin 1956. ,Frum-
myndirnar eru afar smdar, mjog vanlystar svart/hvitar ljdsmyndir. Madur
greindi ekki hvad var 4 myndunum fyrr en paer voru skannadar inn og
staekkadar. P4 kom 11jds hvar paer voru teknar og hvada félk var d mynd-
unum. Med pessar myndir ad vopni fann ég ut hvar foreldrar minir h6fdu
verid 4 ferd," segir Ol6f. Verkid Viaggio sentimentale er pvi eins og Olof lysir
peim, ,brot af brotum 4 brot ofan,“# par sem Ol6f gerir timann ad vidfangi.
Verkid ber jafnframt 61l einkenni endurtekinnar svidsetningar (e. re-enact-
ment) par sem listamadurinn fetar bokstaflega i fétspor foreldra sinna,
finnur réttu sjdnarhornin og endurtekur augnablikid. P4 minnir verkid
einnig a uppskafninginn (e. palimpsest) pegar yngra lag af texta er skafid
burt og eldri texti kemur 1 1jos. Allar ljosmyndir eru ju dminning um daud-
ann: ,Ad taka mynd er ad taka patt i daudleika, varnarleysi og fallvaltleika
annarrar manneskju (eda hlutar),” segir Susan Sontag. ,Allar ljosmyndir
eru vitnisburdur um dstédvandi straum timans, einmitt vegna pess ad paer
skera pessa sneid augnabliksins og frysta hana.“s* En hvad er Olof ad benda
a1pessu samhengi? Ad pad sé adeins med pvi ad rada saman menningar-
brotunum sem haegt er ad 6dlast heildarmynd af fortidinni? Eda ad pad
séu ndin tengsl ljdsmyndarinnar vid daudann sem vekja upp medvitund
um timann sem lidur? — eins og Roland Barthes minnti svo eftirminni-
lega 4 1 bokinni La chambre claire par sem hann visar medal annars i Kafka:
,2S0gurnar minar eru leid til ad loka augunum.“4¢

Ol6f bendir 4 lidsmyndirnar sem heimspekilega tengingu 4 milli tveggja
tima, en tonlistin sem er endurspilud upp ur nétum f6dur hennar virdist
timalaus. Minningarnar kallast 4 { brotunum, tdnskissunum og daufum
skuggum foreldranna og gerir ahorfanda medvitadan um timann sem lidur
i spegli eigin a@vibrota.

Addrattarafl minnismerkjanna

Ahugi Olafar 4 upprunahugtakinu og a stadbundinni sdgu- og efnis-
menningu nar ut fyrir veggi vinnustofunnar og safnsins og teygir anga
sina yfir i almannarymid. Utiverkin Bollasteinn (2005) og Pifa (2014)
eru umhverfisverk i utjadri borgarinnar par sem land og haf metast.
Verkin eru hugsud sem frjdls afnotarymi par sem virkni vegfarenda
skiptir hofudmadli. Auk pess tengjast verkin a huglaegan hatt og saman
mynda pau eins konar utisafn, hennar safn, par sem andminnismerkid
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Brietarbrekka (2007), reist til minningar um stjéornmdlamanninn og kven-
réttindakonuna Brieti Bjarnhédinsdottur (1856-1940), skapar jafnframt
patttokurymi i hjarta borgarinnar.

Bollasteinn er holadur gragrytissteinn fylltur heitu vatni, ihvolf laug
sem fellur svo vel inn i stérgrytta fijoruna vid Gréttu (Kisukloppum,
Seltjarnarnesi) ad vegfarendur eiga erfitt med ad koma auga 4 verkid. Pifa,
sem virdist vid fyrstu syn vera grasigroinn holl, blasir hins vegar vid sem
avalt kennileiti vid hafnargardinn uti 4 Granda. Pannig kallast verkin 4,
pvi pau visa til tveggja grunnforma hoggmyndalistarinnar: hins kupta og
hins ihvolfa. Heit fétabadslaugin kallar a hvild og thugun { fledarmadlinu
en Pufan d hafnarbakkanum vekur forvitni vegfaranda, dregur hann til
sin upp brekkuna ad litlum fiskhjalli, par sem haegt er ad njota utsynisins
begar ,toppnum* er nad. Pannig leikur Ol6f sér med sjénhverfingar sem
fela i sér fyrirbaerafraedilega tilgatu um vidbrogd vegfarenda vid sterkum
kennileitum i formum ndtturunnar og virkni peirra { borgarlandslaginu.
Verkin styrkja jafnframt stadbundin tengsl dhorfenda og efla djupmedvit-
und peirra vid umhverfid.

Bollasteinn, Prifa og Brietarbrekka bera vott um sidferdilega afstodu Olafar
til listskopunar. Verk hennar i almannarymi skirskota til pess ad listamenn
beri pdlitiska dbyrgd i samfélagi sem hefur misst tengsl vid fortidina og raetur
stadbundinnar menningar. Pessi sidferdilega syn a4 samfélagio birtist jafn-
framt 1 patttokuverkinu Fuglar himinsins (2007). Verkid var unnid sem rymis-
verk fyrir fsafjardarkirkju, eins konar altaristafla sem var @tlad ad sameina og
jafnvel heila samfélagid eftir ad miklar deilur hofdu stadid um nyja kirkju-
byggingu i banum. Hugmyndina ad verkinu stti Ol6f i séguna um Lausnar-
ann og léurnar sem lesa mé { Pjédsdgum Jéns Arnasonar. Sagan bendir 4 frels-
unarhugtak truarinnar og dkvedna ohlydni gagnvart yfirvoldum. Par segir
af ,Kristi ad mynda fugla af leiri med 6drum bérnum Gydinga a sabbatsdegi.
Pegar bornin hofdu verid ad pessari idju um hrid bar par ad einn af Saduse-
um; hann var aldradur og sidavandur mjog og ataldi bornin fyrir petta athefi
peirra 4 sjdlfum sabbatsdeginum. Hann lét sér pd ekki naegja dkururnar einar,
heldur gekk hann ad leirfuglunum og braut pa alla fyrir bornunum. Pegar
Kristur sd hvad verda vildi brd hann hendi sinni yfir allar fuglamyndirnar
sem hann hafdi buid til og flugu peir pegar upp lifandi. En pad eru 1éurnar, og
pvier kvak peirra ,dyrrin“ eda ,dyrrindi“ ad paer syngja drottni sinum dyrd
og lof fyrir lausnina frd dmildri hendi Saduseans.” 4

Verkid er sett saman tir 749 léum, sem soknarbornin 4 fsafirdi métudu
i jardleir undir handleidslu Olafar. Vinnuferlid allt og bein pétttaka ibtia
styrkti samfélagid og vakti ibuana jafnframt til umhugsunar um félagslega
merkingu truaridkunar i litlu samfélagi. Sofnudurinn sameinadist a bok-
staflegan og tdkraenan hatt { verkinu, pvi allir patttakendur eiga par sinn
fugl og geta borid kennsl 4 sina eigin Lou. Verkid skapar pvi merkingarbaer
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tengsl { huga dhorfenda sem finna par samhljom vid eigin reynslu. Pad er
i raun and-minnismerki, eins og Bollasteinn og Pifa, en slik minnismerki
virkja upplifun og gera vegfarendur ad gerendum sinna eigin minninga.

Addrattarafl endalokanna

Eins og komid hefur fram er tulkunarfraedin sem slik dberandi pattur
i listhugsun Olafar og tengist ahuga hennar 4 ordsifjafraedi. Verk hennar
byggjast & margbrotnum tdknsogulegum forsendum sem sakja uppruna
sinn i personulegar, pjodfraedilegar, truarlegar og visindalegar frasagnir.
Auk pess hefur Ol6f tileinkad sér gagnrynin sjénarhorn, eftirlendusyn og
endurskodun a hvitleikahugmyndum pjédmenningarinnar. Verk hennar
fela i sér nokkra merkingarlykla sem oft meetti utleggja a fjéra vegu: bok-
staflega, allegoriskt, sioferdilega og andlega, svipad og fjortulkun (quadriga)
i bibliufreedum. A sama hatt og syning Olafar, Tilraun um torf (2018), 6l 1 sér
allt i senn pjédlegan torfskurd, umraedu um loftslagsmadl, hugleidingu um
endurheimt votlendis og dhrif mannlegra framkvamda 4 lifrikid, pd minnti
hun einnig 4 notkun torfs i islenskri husagerdarlist og a torf sem lifraent
efni sem notad hefur verid um allan heim fra upphafi vega. Pannig visa
verk Olafar allt i senn til menningar, sdgu og visinda, til hins stabundna
og bess sem minnir 4 fortidina i samtimanum. Ol6f ljzer jafnframt mals 4
aleitnum samfélagslegum spurninga um valda framtid mannsins, hvort
sem kveikjan er form natturunnar eda medferd lifsyna i gagnabonkum og
erfdarannsoknum. Hun rekur prddinn sem liggur frd mannfraedirannsokn-
um 19. og 20. aldar yfir i nyjustu hugmyndir um genabaetur og mannraekt.
Hun teygir sig inn 4 svid nylendusagnfraedi og lifsvisinda, og varpar fram
aleitnum spurningum um ureldingu gagnagrunna og sidari tima nyt-
ingu peirra. Verk hennar eru pvii flestum tilvikum unnin a forsendum
stofnanagagnryni og nylenduafbyggingar i peim tilgangi ad vekja mals 4
motun pekkingarinnar ut fra sjdnarholi eftirlendufraedanna.

Markmid Olafar er ad vekja dhorfendur til umhugsunar, drifa pd med
sér, fd pa til ad ,hugsa“ samtid sina og setja hana i fredilegt samhengi, i
peim tilgangi ad spyrja athjupandi spurninga um valdafléttur samtimans.
Listaverkid hefur pa ekki eingéngu pad hlutverk ad fjalla um menningar-
astand heldur er tilgangur verksins ad ,opna umraduna,‘ dypka pekkingu
ahorfandans og auka skilning hans a eigin stodu { samtimanum.*® Undir-
liggjandi er osk listamannsins um ad finna sér hlutverk i padgu samfélagsins
og um ad verk geti haft virk samfélagsleg dhrif. Listaverkid geti pd jafnvel
nyst samfélaginu d opinn hdtt, hugsanlega skapad umraduvettvang og
samradugrundvoll, hvatt til patttoku og upplifunar, jafnvel verid heilandi,
eins og raunin er i staerri patttoku- og umhverfisverkum Olafar. Pessi
sidferdilega krafa til listarinnar er samt ekki nytt fyrirbseri. Skemmst er ad
minnast pess hvernig framurstefnuimynd listamannsins sem samfélags-
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gagnrynanda motadist 4 19. 6ld og naertekt ad minna d hinar ymsu andofs-
hreyfingar 20. aldar. Pessu til stadfestingar er oft visad til pyska heimspek-
ingsins Friedrichs Nietzsches (1844-1900) sem hvatti listamenn til beinnar
patttoku i samfélaginu.+

[ upphafi pessarar greinar var bent 4 ad listskdpun Olafar er bundin
krofu listamannsins um menningarlasi af halfu dhorfandans. Jafnvel
meetti halda pvi fram ad verkin verdi ekki lesin nema dhorfandi kunni skil
a stadbundnum menningarlegum paetti peirra, p.e. beri kennsl 4 einstak-
linga og sdgusvid og beri einnig skynbragd 4 langt og oft flokid vinnuferli
sem byr ad baki hverju verki. Olf lyftir hulunni, umbreytir gdgnum i
myndlistarverk og vid pann umsnuning verda pau merkingarbar 4 nyjan
hatt, jafnt i pekkingarfraedilegu og fagurfraedilegu samhengi. Samtimaleiki
verka hennar er einnig folginn { peirri stadreynd ad verk hennar fjalla med-
al annars um pa erfidu spurningu hvort og pd hvernig haegt sé ad takast 4
vid ureldingu pekkingarinnar.*® Hun faer dhorfendur til ad muna og minn-
ast en um leid efast um pau pekkingarlegu vidmid sem Islendingum af
hennar kynsldd og eldri var kennt ad virda og meta.

Ny tilbrigdi vid utrymingarsogu tegundanna birtist i verkinu Geirfugl
TPinguinus Impennis aldaudi tequndar — sidustu synin (2016). Talid er ad sidustu
tveir geirfuglarnir { heiminum hafi verid drepnir i Eldey undan Reykjanesi i
juni arid 1844. Hreein vor send Haskdlanum i Kaupmannahofn og par voru
fuglarnir stoppadir upp og liffaeri peirra vardveitt. A syningunni birtust rann-
séknarnidurstodur Olafar: Uppstoppadur geirfugl sem keyptur var til slands
arid 1971, uppdrdttur frd 1770 sem synir veidar a Geirfuglaskeri og ellefu
ligsmyndir Olafar af krukkunum med innyflum fuglanna sem vardveittar
eru a Nattarufraedisafni Danmerkur. Til vidbotar mdtti lesa frasogn af drapi
sidustu geirfuglanna i Eldey og myndskeid sem synir fugladrdp i Vestmanna-
eyjum. Verkid felur { sér dbendingu um utrymingarhaettu fugla og dyra i
staerra samhengi. Hér sem adur beinir listamadurinn sjonum ad brotakenndu
og vidkveemu dstandi samtimamenningar og lifrikisins i heild sinni.

Fjolvisi ymiss konar og fradsagnir sem fela i sér tvibendni hafa lengi verid
dhugamal Olafar. Einnig koma vid sogu spaugilegar adstaedur sem spretta tir
skringilegheitum og furduheimum ndtturu og manna. Jafnframt geeti visun
hennar { hlaturinn verid hluti af frisagnargledi sem byggist 4 5drum forsend-
um en hefdbundinni rokraenni framvindu, jafnvel feminisk adferd vid ad takast
avid veruleikann. Verk hennar eru @tid unnin 4 forsendum ahorfandans og
midast vid moguleika hans til ad virkja hugann 4 skynraenan og vitsmunalegan
hdtt. Pau minna dhorfandann 4 ad pratt fyrir heimsvaedinguna 4 hann raetur
sinar 1 dkvednu menningarbundnu samfélagi, og ad patttaka hvers og eins er
mikilveg vid sifellda endurskodun 4 téknum samtimans. Sjalfsmyndarskopun
islensku pjodarinnar og tengsl imyndanna vid hennar eigin sjdlfsvitund og vid
sjalfsvitund ahorfandans eru pvi meginvidfangsefni Olafar.
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Fuglar himinsins, [safaroarkirkju

Birds of the Sky. Church of Isafjérour, Isafjérour, Ieeland, 2007
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The Allure
of Origins

AEsa Sigurjonsdottir

The allure of discourse

In recent decades, criticism and revision of the knowledge and power sys-
tems of western culture have played an important role. Artists venture into
history, anthropology and philosophy, linguistics and data bases for the pur-
pose of critiquing standardised ideas about origin and the cultural heritage.
Ever more artists make museums, collections and processing of information
a subject of their art, finding images and objects in public museums and ar-
chives.' They apply the perspectives of institutional critique, confront the
relationship with colonialism, and consider the discourse context of racial
typology, gender studies, and the conflict of power between the “centre” and
the “margin.” Concepts such as identity, authenticity, location, hybridity and
margins are thus no longer obscure academic terms, but subjects addressed
by artists. The body is often the scene of such research — or part of it — for the
body is a familiar manifestation of ideologies which are often rooted in the
origins of racist theories which have shaped Western culture.

Olof Nordal's work is invariably characterised by such processes, in
which the research question may be: Where are we from? Who are we? Where
are we going? In her quest for answers Oléf has explored the cultural heri-
tage and considered the concept of authenticity, venturing into the terri-
tory of historical subjects, folklore, anthropological classification systems,
ornithology and zoology. At an early stage Olof started to make museums,
collections and processing of information the subject of her works. The
conciseness of etymology and the simplicity of Icelandic folktales appealed
to her, while her narrative approach is also deeply rooted in enigmatic al-
legorical references. Hence one may maintain that Olf has always applied
a fairly traditional allegorical method in order to deconstruct cultural icons
and demonstrate the paradoxical dissonance of time.
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On the premise that contemporary art is primarily art which is based
on culturally-specific knowledge and discourse context, questions of
national and personal identity and human rights, one might even main-
tain that the character of contemporary artists is to apply the space for
expression between “the self and the outside,” to borrow the discourse of
postcolonialism, so that the “culture” we have so long wished to see as be-
ing central can only be understood as a product of the collision of the self
and the other? In other words, the artist develops new ideas and creates
works in the friction between the local and the knowledge which comes
from elsewhere. In addition Olof's work veers between the material and
the ideological, between sculpture and new media, between modesty and
monumentalism, and her works are also based on the involvement and
participation of the public.

The allure of whiteness

Authenticity is one of the most coveted values of our time, and in truth
it is a major commodity. What is entailed by the demanding task of being
authentic, being oneself, constructing an identity? In order to examine fur-
ther the multifaceted interpretive context of Olof's work, let us explore her
approach to the concept of authenticity.

After her studies at the Icelandic School of Arts and Crafts (precursor
of the Iceland University of the Arts) Olof studied at postgraduate level in
the USA, graduating with the degree of MFA from the respected sculpture
department of Yale University in New Haven. During her student years
she turned her attention to her own cultural heritage, seeking inspiration
in folktales and mythology to create conceptual, symbolic works which
focussed on dissection of her own identity. This reflected her interest in
the past, and she made use of Icelandic texts from folktales and ancient Ed-
dic verse, and visual material from the National Museum of Iceland, in her
own work. OI6f attributes this development to her own paradoxical situ-
ation: although she belonged to a privileged group, as a young, white Eu-
ropean woman studying at one of the most prestigious universities in the
USA, her view of the world and her language originated in a faraway Nor-
dic culture which, to her fellow-students, was exotic. She described her
experience as a kind of translation problem or conflict between cultures:

“When I got to the USA I had a shock; I realised that I had little or noth-
ing in common with these people, other than mass culture — and when we
started to talk seriously about art, my terms of reference were completely
different from theirs. I was so reliant on my culture, which these people
knew nothing about, and could not understand.”

Whiteness became a central concept in US cultural discourse in the latter
half of the 20" century, but ideas about whiteness have a far longer history,
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and they appear in Icelandic cultural writings around 1900. At that time
the Icelandic intelligentsia were eager to ensure that Icelandic culture was
placed within the boundaries of “civilised” Europe, far from those peoples
who were referred to at the time as “primitive.” Icelandic ideas of whiteness
are thus rooted in nationalistic discourse; for, as scholars have pointed out,
Nordic people have been seen as a model for whiteness in pseudoscientific
race typologies.” Critical research on ideas of whiteness in the USA focussed,
on the other hand, on demonstrating that western societies and cultural
images were grounded in deeply-rooted racist ideology.® Olof’s origins and
her whiteness thus differed somewhat from those of her fellow-students,
and she found herself constantly having to “translate” her own signifiers of
whiteness and their meaning between one culture and the other. That situ-
ation opened up a new path for her towards self-examination and an ability
to look at her home country from afar, in a critical manner.

Oléf's student works are informed by such a process of “translation,”
and her handling of the “otherness” she experienced in the USA was
seen, for instance, at her graduation show at Yale in 1993, comprising
three works which demonstrated that she had succeeded in creating a
personal visual world based on her own cultural heritage, while at the
same time she wished to display that heritage as part of the wider ide-
ology of western culture. The works, all rooted in Icelandic culture, were
interrelated. The exhibition might perhaps be interpreted as an attempt at
localisation — a quest for premises for symbolisation of the whiteness of
Icelandic culture.” Dream was an installation based on white Plexiglas pil-
lars which stood in whitish water that covered the floor of the exhibition
space. Hanging in a white frame on the wall was an Icelandic folktale, The
Sheriff's Wife of Bustarfell, together with a photograph of Olof’s grandfather,
university professor and writer Sigurdur Nordal (1886-1974), in his youth,
sitting reading in the traditional badstofa (communal living/sleeping space)
of the turf farmhouse at Eyjolfsstadir, north Iceland, where he grew up.®
Ol6f spliced herself into the picture, sitting next to her grandfather, in an
undefined “time-warp” which has always been characteristic of her work.
On the sides of the white pillars were sand-blasted images of iconic objects
that signify Icelandic culture: a langspil (a form of zither), a horn spoon, an
askur (carved wooden eating-bowl), a carved bed-board and a fish-oil lamp.
Such objects may be called exhibits of Icelandic folk culture, as they are
often seen as embodying the collective memory of the nation, stored in the
National Museum of Iceland. The largest image reproduces a well-known
photograph by Danish military officer and archaeologist Daniel Bruun
(1856-1931), depicting a finely-dressed Icelandic lady wearing an old-style
riding coat with a high headdress and a tall riding-hat. Olof inserted her
own face into the image, thus identifying herself with the folktale of The
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Sheriff’s Wife of Bustarfell, whom she visualises in this manner. The third
work, At Twilight (1992), comprised two long tiled boxes — one white, the
other black — which lie side-by-side on the floor. They were reminiscent of
gravestones, as an Icelandic motif is cut into the upper surface, and on the
white box it was filled with shining fish-liver oil. In the work, elements

of Icelandic heritage interact with modern materials; the title of the work
references ideas about twilight in Icelandic culture. This was a “witch-

ing hour” in Icelandic folklore, when supernatural creatures were abroad,
while in the turf houses people sat at their work - spinning wool, knitting
or wood carving — and a member of the household read aloud by the faint
light of a fish-oil lamp.

The folktale of the Sheriff's Wife ties the works together. It recounts the
story of a woman who was taken at twilight into the world of the Elves or
Hidden People: an elven woman was in labour, and only a human woman
could help her give birth safely. When the infant was safely born, the elven
mother handed her a pot of ointment, which she was to apply to the child’s
eyes. But she stealthily smeared a little on her own right eye, and thus be-
came able to see into the hidden world of the Elves. She learned from them
and passed on her knowledge to other humans. One day the woman met
the elven woman whom she had helped in labour, and greeted her. Furious
to learn that the woman could see her, the elven woman spat in her eye,
and she lost the supernatural gift. Olof reads the story as “a folktale about
a woman who acquires psychic powers, and about the importance of not
misusing them, but applying them correctly and with humility.” In this
context the work addresses Olof’s experience of possessing a cultural heri-
tage which was invisible to those around her in the USA. She had “double
vision,” to apply postcolonialist terminology: i.e. the perspective of those
who live at the margin of different cultures, which enables them to open
the eyes of the observer to other realities than their own.” At the same
time, the work may be interpreted as a reminder of the social role of the
artist, in the spirit of French philosopher Henri Bergson (1859-1941), who
defined artistic talent as the ability to see what is hidden from others.*
The work is thus the artist’s take on her own circumstances at the time,
and simultaneously her statement and message to her surroundings —

a confirmation of the new identity of the artist who sees into other worlds
to which others are oblivious.

White was a theme in Olof's works at that time, and was seen again
in her solo show, Self-portrait, in Reykjavik in 1994. All the works in the
exhibition were white, referencing familiar Icelandic unifying symbols in
literature, visual art and poetry. The works displayed included Ol6f's draw-
ings of a waterfall and a hot spring, as well as four porcelain figures, Hrim-
hvita modir (Rime-white Mother), representing an Old Norse goddess, the



Madonna, an elven woman and the Lady of the Mountains (a personifica-
tion of Iceland). The title of the statues referenced a famous patriotic poem
by Romantic poet Jonas Hallgrimsson (1807-1845), in which he likens Ice-
land to a nurturing “rime-white mother.” The white purity of the waterfall
engaged with the ideas of patriotism and romantic exaltation of nature in
Jonas Hallgrimsson’s verse, as he looks back in melancholy on Iceland’s past
glories. The female image could also be an allusion to a statue by Asmundur
Sveinsson, The First White Mother in America, displayed at the World’s Fair in
New York in 1939.* In Asmundur’s white sculpture the story of Gudridur
Porbjarnarddttir, one of the Icelanders who went to the New World around
1000 AD, evokes notions of Nordic whiteness in the American context —
as Gudridur is said to have given birth to her son Snorri in Vinland (the
New World), and the Norse were seen as the first white settlers."?

The Self-portrait exhibition may also be seen as Olof's attempt to apply the
American concept of whiteness critically to Icelandic discourse on national
identity. It was also the artist’s visual development of local Icelandic cul-
tural symbols — a definition “Icelandicity” as a discursive formation where
language and imagery are intertwined in familiar references relating to her
exploration of her own origins."” In the works an ambiguous perspective is
seen which may be interpreted as both exalting and deconstructing symbols
of folk culture. Ol6f thus showed how the cultural heritage is moulded as
an argument for authenticity of national culture within its institutions. At
the same time the works testify to the artist’s profound relationship with
Iceland’s national heritage, the conservation of which she has always seen
as vital. By turning her attention to the whiteness of her own cultural roots,
Ol6f raised the question of whiteness in a broader ideological context — and
her situation of having been raised within a national culture which was
publicly lauded as authentic and pure. In order to challenge further that
invisible, blind whiteness of Icelandic national culture - the cultural mode
in which whiteness is seen as an indisputable standard, Olof sought a local
form which could be interpreted ambiguously.

The allure of the animal

In Ol6f's work birds and animals have a decisive overtone of national
symbols. In the exhibition White Ravens at the Living Art Museum in
Reykjavik in 1996, Olf took many visitors by surprise with white casts
that were awkwardly reminiscent of the local aesthetics of Icelandic na-
tional culture. In the white exhibition space, visitors were met with im-
ages of birds and animals in snow-white plaster. At the fore were four
white ravens on black steel pedestals, together with busts of a ptarmigan
and a gyrfalcon, and bas-reliefs of faces of a polar bear and an arctic fox.
The animals and birds displayed there symbolically shared the feature of



being in some manner symbols of Iceland - in addition to having an estab-
lished place in Icelandic folk culture as manifestations of certain qualities,
and auguries in folklore.'* An ordinary black raven, for instance, portends
death and misfortune, while a rare white raven was a sign of good fortune,
and even, in Ol6f's words, seen as a manifestation of the divine. That idea
is expressed in an old Icelandic saying: A white raven is a rare sight."*?

White Ravens was a reminder that it can be difficult to deconstruct the
close relationship between aesthetics and the past. At that time Ol6f had
just returned to Iceland from the USA, and her research-based work was
innovative in the Icelandic context. The casts were uncomfortably evoca-
tive of the nationalist discourse of past decades. The raven, the gyrfalcon
and the ptarmigan are all birds that are popular symbols of Icelandic
culture; as represented in ceramics by artist Gudmundur Einarsson
(1895-1963) of Middalur they were, and remain today, prized ornaments
in Icelandic homes !¢ Critics failed to spot Olof's “double vision,” i.e. her
foreignisation of the national symbols, but were easily able to read its
local meaning. Gudmundur'’s bird figures are a good example of domes-
tication of nationalistic ideas, where an international ideology takes on a
local form, whereas Olof’s casts of the same animals are an example of for-
eignization of the same phenomenon.”” Was Oléf reminding the observer
that Icelandic national culture, which still reinforces it symbols by refer-
ence to tales of supernatural guardians of the land and Norse Viking cul-
ture, is in truth grounded in an aesthetic which was originally created for
the purpose of strengthening Icelandic national culture for political ends?
Or was she seeking to bring to light the ghosts of the past, and the rela-
tionship between Icelandic art and cultural-political nationalism which
found models in racist ideology?

In this exhibition Ol6f found a tangible shape for her ideas in the form
of symbolic birds and animals. She did not hesitate to deconstruct received
romantic notions of Icelandic cultural symbols, which relate to stereotypes
created in the 19™ and 20™ centuries. Such national-cultural “pull” takes
on a broader contemporary political significance in the photo work
Stick'em Up, in which a sheep'’s jawbone, embodying memories of its use
as a plaything by Icelandic children in olden times, is transformed into
a gun for violent play; the work was the artist’s response to the Icelandic
government's acquiescence in the US invasion of Iraq in 2003. In the work
the artist uses the jawbone to remind the observer of their own cultural
heritage and bring them “home,” while the metaphor of the gun transports
the observer away from Iceland, out of the national context into modern
warfare — of which Iceland had become a part. The hybrid of jawbone and
gun is an unnatural one, while also a symbol of creativity in children's im-
provised play, where objects have many different roles.



Olof’s interest in, and subversion of, national symbols was seen in a new
way in the work Icelandic Natural History Collection, first shown at Gallery
i8 in Reykjavik in the autumn of 2005. Deformed animals were deemed
an evil omen in folklore and annals, and Ol6f's photographs of taxidermied
deformed lambs, Icelandic Natural History Collection — Sleipnit, Cyclops, Janus
(2003), draw attention to nature’s fantastical beasts, anomalies which were
regarded as worth preserving for scientific purposes, or simply as a spectacle
— the lambs, for instance, were placed on display in the Icelandic Natural
History Collection which operated in Breidfirdingabud in Reykjavik in the
1970s. They were supposed to be educational and entertaining for children.
In Icelandic Natural History Collection Ol5f also draws attention to the conflict
between national culture and scientific knowledge. According to Icelandic
folklore the skoffin and skuggabaldur are the offspring of a fox and a cat or
dog. The work Icelandic Natural History Collection — Skoffin shows a taxider-
mied furry animal which had been catalogued as a skoffin at the Natural His-
tory Institute in Akureyri, North Iceland. The word skoffin is also often used
broadly to refer to any kind of mythical animal hybrid or chimera — seen
almost as a third gender, hard to define. Folklore had overcome science, and
the creature was long categorised as a “natural” skoffin, and included in the
collection as such. Recent genetic tests, however, proved that the creature
preserved as a skoffin was just a taxidermied dog.

In Icelandic Natural History Collection Olof makes the uncomfortable
point that the marginalisation of the anomalous is in truth a manifestation
of prejudice and racism, which is seen in the fantastical tales that were told
of the animal. She learned that albino birds were classified by the Natural
History Institute as anomalies, and she highlighted their marginalisation
within the collection in her photographic work Icelandic Natural History
Collection — Razorbill, Arctic Skua, Puffin, Arctic Tern, Snipe, Guillemot, Great
Black-backed Gull and Redwing (2005). These anomalies in nature appeal
to O16f, and her video installation Cock’s Egg (2005) further explores this
unpredictable game of nature, which is reflected in folklore and medieval
art. The “cock’s egg” is based on such a model, as the story is told that when
a cock grows old he will lay one egg, from which hatches a basilisk, half-
serpent and half-dragon — not unlike a skuggabaldur or skoffin — a chimera
which can kill with a glance of its eye.'® At the exhibition Cock’s Egg, the
observer was invited to loll on pale-pink cushions before a chaotic and
disturbing video of pink forms in the shape of embryos, which were remi-
niscent of physical innards. As art historian Eva Heisler has observed,
many different and paradoxical allusions intersect in the work, which may
be taken to refer both to the porn industry and medical science. The title,
Cock’s Egg, is paradoxical, and in addition there is something unpleasant
about the childlike, sexualised ‘embryo.*® The installation was accompa-
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nied by a quatrain about mythical creatures composed by Olof in the style
of Icelandic folk verse.?® The work was thus simultaneously a reference to
an unnatural hybrid of today, folktale and fiction. It evoked a feeling of the
uncanny, as is always the case where a doubt exists whether an inanimate
object may be alive, imaginary or a real live being.

The allure of allegory

The original function of allegory in literature was to make the past and
present “readable.”?! As has been elucidated here, Ol6f has often looked to
allegory as a “carnival mirror” of sorts, which makes human actions and
their subjects ridiculous or even comical. The dissonance and the hybrid
also serve the purpose of being a mirror for the diverse ethical issues of the
present day. Cock’s Egg references the genetic “interventions” of today, while
Great Auk is a socially-critical piece, an allegory which addresses Icelanders’
regret at the extinction of the great auk, which they themselves were guilty
of exterminating. Great Auk, a larger-than-life model of the bird cast in alu-
minium, was erected at the tideline just south of Reykjavik Airport as part
of an exhibition held along the seashore by the Reykjavik Sculptors’ Asso-
ciation in 1998. The bird still perches there, looking out to sea. But, while it is
the shiny aluminium cast of the bird that the passer-by glimpses at the tide-
line, it is neither the cast nor the bird as such which is the focus, but its alle-
gorical significance — the allegory behind the piece — that matters.?” The cast
of the bird is thus, as Olf puts it, a sort of “mirror of the past, whose shiny
surface functions as a moral reprimand and a political challenge to heavy
industry and the greed of Icelanders that led to the extermination of the bird
species. The material itself, the aluminium, may also be taken as implying
that Iceland’s policy of favouring heavy industry and new power plants is
a continuation of that greedy attitude to nature.

While the Great Auk is seen as a symbolic original and an ironic mir-
ror that reflects Icelanders’ short-termism with respect to the country’s
natural resources, bizarre dichotomies of the cultural hybrid continued
to appear in a critical manner in Olof's work in the following years. Such
a dissonance between two epochs, tension and an allegorical process of
transformation, may be seen in the plastic sculptures Coalition (2002), the
photographic installation Gold (2002) and the Hornklof (2002), an instal-
lation comprising a mural and a video work. In these pieces Ol5f puts
together unnatural couplings of a ram's horn, a Barbie doll and other plas-
tic toys, transforming them into uncanny objects. The combination, i.e. a
creature whose front part is human and the rear part animal, also recalls
the folklore phenomenon finngdlkn or chimera. The human/animal hybrid
is a dangerous, turbulent and unmanageable creature. In Hornklof, whose
title evokes the word hornklofi [square brackets], while also referencing the
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terms horn (an animal horn) and klof (crotch), Olof had a doll/horn hybrid
twist itself together and bump-and-grind to a song from a well-known
American porn movie of 1978, Debbie does Dallas.

Once again the observer was left hanging, uncertain whether the work
was a joke or serious, porn or simply an entertaining pun. While OI6f plays
with the Icelandic language in the titles of the works, given the multiple
meanings of the words, she was also referring to the unnatural mixing
of species. The works also reflect allegorical symbols of the grotesque, in
which the informal and the divine come together in the framework of
the carnival, where the structure of power was turned upside-down and
popular fiction and creativity took over, for instance in the multimedia
work Lusus naturae, made by Olof with composer Puridur Jonsdéttir and
artist Gunnar Karlsson. Lusus means “joke,” so the title alludes to nature’s
humour, manifested in the unclassifiable, chance, and anomalies from
“normal” development, and is also a metaphor for artistic creation.

The allure of the body

In storytelling, one of the most effective ways to evoke a feeling of the
uncanny is to create a doubt in the reader’s mind as to whether a certain
being is alive or not — a human being or an automaton.2* Oléf’s photo-
graphs of stuffed birds and animals, composite unnatural hybrids and
deformed organs recall the definition of the uncanny (das Unheimliche)
given by psychoanalyst Sigmund Freud (1856-1939) as a sensation that is
experienced in the strife between the known and the unknown in text
or a picture.?* Such dissonance between the live and the inanimate, the
person and the object, recalls the effect that casts or copies can have on the
observer — whether stuffed animals or waxworks. That uncanniness is the
subject of the photographic works Wax Museum — Son and Father/Daughter
and Father/Father and Son (2010). For that exhibition Olof went to the
National Museum of Iceland and set up and photographed waxworks of
well-known Icelanders which are in the museum collection.?’ Oléf sought
out their descendants, who were by that time older than the parents had
been when the waxworks were made. According to the artist the work
was inspired by an old tale of a man travelling in the mountains, who
comes across the body of a young man, which has been yielded up by the
glacier after many years in the ice. As he observes the perfectly-preserved
body, the man realises that this must be his own father, who went missing
in the mountains before he was born. And so the father and son meet for
the first time — the son in his sixties, the father in his twenties.*®

But the body is never unique. It is part of something larger and, as has
been shown here, Olof’s interest in bodies of people and animals as symbols
relates to their historical and semiotic capacity to cast a critical light upon
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contemporary issues and debates. In the waxworks, copies of individuals
appeared like ghost adrift in time inside the National Museum, while in
Musée Islandique, Ol6f's exhibition at the National Gallery of Iceland in the
autumn of 2012, she turned her attention to the human body as it appears
fragmentarily in 19" and 20™ century anthropological studies. The title of
the exhibition in itself — Musée Islandique or Icelandic Museum - recalls the
discourse of postcolonialism regarding unexpected links between regions
and languages, and the difficult process of translation between them.”” In
addition the title alludes enigmatically to the concept of a museum, i.e. a
storehouse and collection of objects, yet also to the historical colonial context
of the 1gth century, manifested in the way that study data fluctuated be-
tween being both scientific and non-scientific exemplars of (the Nordic) race.

The idea for Musée Islandique originated in Ol6f's chance encounter at
El Museo Canario in Las Palmas, Canary Islands, with a cast of the head
of her great-great-great-grandfather, Bjorn Gunnlaugsson (1788-1876), a
teacher of mathematics and a cartographer. It was on display, along with
casts of other Icelanders, as an example of the “pure” white race. It trans-
pired that the head on display was a cast of a cast, and Ol6f's further enqui-
ries led her to a 19™" century collection of casts at the Musée de 'THomme
in Paris. The project is thus grounded in a certain “discovery” by the artist,
which led her to undertake field trips to find out the “truth.” She followed
in the footsteps of the historian, who must often begin their research with
administrative procedure, correspondence with public bodies, and per-
mits — which enabled her to make the work in collaboration with public
institutions and bring out the fragmentary relics which she subsequently
assembled into her own selection of objects, which she photographed.

Oléf was granted permission to photograph casts of Icelanders and
Greenlanders which are preserved at the Musée de 'THomme in Paris. Most
of them were made during Jérdme Napoléon’s expedition in the summer of
1856, at the precise time when anthropology was becoming established as
a scholarly discipline in France. The casts were part of extensive studies by
natural scientists of the “races” of the earth, and these paved the way for a
system of racial classification that related to the foundation of the museum
in 1860.2® Measurements of the body were based on the pseudoscience of
phrenology, and scientists were supposed to be able to deduce and define
the relationship between the shape of the head and race, intelligence,
morality and criminal tendencies, on the basis of their measurements.”

In their time, the casts photographed by Oléf were deemed “unpreten-
tious and unartistic,” and seen as proving themselves as a scientific means
of gathering information.*® In addition to being a visual “scientific” confir-
mation of racist theories, which made their mark on knowledge creation
and politics in the 19"* and 20" centuries — when the shape of the head,
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bone structure, eye colour, and the shape of ear, hands and feet were taken
as indicators of purity or interbreeding of races - they were also intended
to serve as exemplars and exhibits where humankind was displayed in its
entirety and diversity. The casts thus uncover forms of racism and scien-
tists’ quest for pure races in the northern regions of the earth.**

Olof approached the casts in an aesthetic manner. She arranges them in
front of the lens as in a stage setting. Here we see facial masks of farmer Arni
Magntisson of Porlakshdfn and housemaid Pérunn Arnaddttir of Reykjavik,
samples of the navel, breasts, hands and feet of Fridrika Gudmundsdottir,
and the right hand of teacher Bjorn Gunnlaugsson.*” The cast of the head of
Bjarni Jonsson (1809-68), principal of the Latin School in Reykjavik, is painted
in natural colours, in order to bring out his Nordic characteristics: fair hair,
blue eyes and strong bone structure. The bust of Bjarni was intended to be a
“scientific” exemplar of an Icelander.* His rubicund face served to confirm his
whiteness; the French scientists saw Bjarni as an outstanding example of the
Nordic type, and described him as a big man and a heavy drinker*

But, while Musée Islandique sheds light on the history of research in
physical anthropology and the interest in the north displayed by French
governments, Ol6f’s intention was not confined to throwing light on the
cultural history behind the research; on the contrary, she brought out the
exemplars of bodies primarily in order to demonstrate the connection
between physical anthropology and racist ideology. The French scientists’
exemplars attracted Oléf's attention primarily because they constitute a
collection which was pervaded by the racial ideas of a colonial power and
embodied tales of the exoticism and primitivity of the north, in contrast
with civilised European culture.

The connection between these ideas and Icelandic scholars’ anthropologi-
cal search for the origins of the Icelandic people is seen in the second half of
the exhibition, Das Experiment Island.?* Olof sought ways to gain access to the
biometric archive of Professor Jens Pdlsson (1926—2002), which is preserved
at the University of Iceland. Jens was the founder of the University of Iceland
Anthropological Institute, and the first Icelander to gain a doctorate in phys-
ical anthropology. He pursued extensive anthropological research on living
Icelanders, and also upon people in Norway, Denmark, Ireland, Scotland,
Lapland, and on people of Icelandic descent in north America. His archive
contains a wide range of research documentation based on photographs,
tissue samples and collated physical measurements of Icelanders, carried out
with the purpose of proving the origins of the Icelanders®

Ol6f applied the same method as with the casts: she gained access to the
collections and brought out exemplars which were arranged in front of the
camera. The existence and proximity of the individuals is manifested in
the body parts which have been classified for scientific purposes: locks of
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hair, palm prints, photographs by the hundred. She focuses on these traces,
and thereby thrusts the relevant individual towards the observer, conjures
up a person from the crowd, and elicits the observer's personal curiosity.
She makes the exemplar individual, thus demonstrating the impact and
allure of the object, which thereby stops being a neutral scientific sample
and is transformed into an importunate memory of the fair hair of “Olof,
shop girl at Vik i Myrdal” and “Sdley, trainee nurse at the National Hospi-
tal,” as the samples are labelled in the archive. The samples possess a mate-
rial closeness and a mysterious allure which imbues them with a certain
visual power over the observer, regardless of the ideas they stand for.

Ol6f’s pictures of Jens Palsson’s archive are taken from an objective dis-
tance, but not from so far away that the details cannot be discerned. These
are overviews; the perspective is central and frontal, as in photographs of
a crime scene. By this presentation and choice of perspective — overview
or close-up, mass or individual — Ol6f urges the observer to consider their
position regarding the collection of data, the knowledge that the data
were supposed to convey, but also regarding their absurdity. Ol6f criticises
the epistemological premises of obsolete research on the anthropological
origins of Icelanders, while at the same time she targets a certain reluc-
tance among Icelandic scholars to address difficult questions from the past
which also shed light on contemporary discourse on the Icelanders’ bio-
logical and cultural origins, life sciences, the formation of scientific knowl-
edge, and its obsolescence — i.e. matters which have been under discussion
in the economic and political context in recent decades.

The allure of the past

Nostalgia has been called one of the features of contemporary culture,
and we have seen how Ol6f looks to images from the past*” American art
historian Hal Foster calls this attraction to the past in artists’' works and
methods an impulse which relates to Freud's theories on the yearning for the
beginnings.*® The common feature shared by the otherwise very different
artists who seek material in the past, or history, or museums, consists in the
fact that they work, consciously or unconsciously, on the basis of the think-
ing of French historian Michel Foucault, who pointed out the subjective po-
tential of archives — as each individual document is not only a monument to
past times, but also has infinite potential in a future context. Administrative
documents and historical sources became the material and subject of artists
and, as Foucault showed, documents and museum objects open up possibili-
ties for critical deconstruction of existing knowledge systems and institu-
tions, which are in turn the start of new narratives.*

Ol6f brings to light historical documents, papers and found objects,
which she then arranges and works with in a new manner.*® She assembles
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cultural relics and seeks to create an overall picture or narrative from frag-
ments of culture that have been parted from the whole. The presentation in
amuseum or gallery is often systematic, even formulaic, as if dealing with
samples. Her objective is to approach the past in a new way, possibly in order
to understand it better, or even to be able to analyse it on new terms.** Hal
Foster points out that by this method artists uncover the discourse of power
and knowledge stored up in the archives. Foster supports his proposal by
reference to Foucault’s ideas on the relationship between institutions and
power. He takes his definition of archive from Foucault, who applies the
word essentially to everything that humans have put into words — all that is
preserved, stored away, reworked, repeated and transformed.** The archive
or museum is thus no longer a place of storage, but a discursive formation
where new meanings are made. Foucault's discourse throws light on Olof’s
methods. Her works are grounded in complex dissonance of text and visual
references, which the observer must know, or familiarise themselves with,
in order fully to understand the works. They are allegories, discursive for-
mations, often composites like hieroglyphs, which the observer instantly
understands and grasps, if they have access to the epistemological concepts
which are interwoven in the discourse.

One might also maintain that Ol6f approaches the various relics of cul-
ture from a Freudian viewpoint, i.e. an impulse called by French philoso-
pher Jacques Derrida “archive fever,” which he defines as “an irrepressible
desire to return to the origin, a homesickness, a nostalgia for the return
to the most archaic place of absolute commencement.”” Here Derrida ap-
plies Freud's memory discourse, that the past leaves indelible traces on the
human psyche. Such thinking is evident in Oléf's very personal work, the
exhibition Viaggio sentimentale, in which old photographs of her parents as
newlyweds in Rome in the winter of 1956-57, and the music manuscript
books of her father, composer Jon Nordal, from that time, give rise to rep-
etition and reminiscence in both photographic and musical form. As so
often before in Olof's work, the idea of the work was sparked by chance,
when she came across her father's music notebook, and photographs taken
by a friend of her parents who visited them in Rome at Christmas 1956.
“The originals are very small, very under-exposed black-and-white photo-
graphs. It was impossible to see what was in the pictures until they were
scanned and enlarged. Armed with these pictures, I found out where my
parents had been.”** Viaggio sentimentale is thus in a sense “a fragment of
fragments on fragments,” in which Ol6f addresses the subject of time. The
work also has all the features of a re-enactment, as the artist literally fol-
lows in her parents’ footsteps, finds the correct viewpoints and repeats
the moment. The work also recalls a palimpsest, in which a recent layer of
text is rubbed away to reveal an older text beneath. All photographs are, of
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course, a memento mori: “To take a photograph is to participate in another
person’s (or thing’s) mortality, vulnerability, mutability. Precisely by slicing
out this moment and freezing it, all photographs testify to time’s relentless
melt."** But what is OI6f saying in this context? That it is only by making
arrangements of cultural fragments that we can gain a full picture of the
past? Or is it the close relationship between photography and death that
gives rise to consciousness of time passing, as Roland Barthes put it in his
book Camera Lucida, in which he refers to Kafka, who said: “My stories are
a way of shutting my eyes."*®

Oléf points to photographs as a philosophical bond between two times,
while the music played from the manuscript sheets seems timeless. Mem-
ories interact in the fragments, the musical drafts and the shadowy figures
of her parents, making the observer aware of time passing, in the mirror of
their own life-fragments.

The allure of monuments

Olof’s interest in authenticity, memory and local historical and material
culture extends beyond the walls of the museum and stretches out into public
space. The open-air works Cupstone (2005) and Tussock (2014) are environmen-
tal works located at the edge of the city (Reykjavik) where the land meets the
sea. The works are conceived as spaces free for use, where the participation
of passers-by is crucial. They are thus intended to reflect the discursive scene
of contemporary art, which demands the observer's experience. In addition
a subjective bond exists between the works, which together form an open-air
collection of a kind, Ol6f's collection — in which the monument Briet's Slope
(2007), commemorating feminist pioneer Briet Bjarnhédinsddttir (1856-1940),
also established a participatory space at the heart of the city.

Cupstone is a concave piece of basalt rock, filled with hot water —a “tub”
that merges so thoroughly with the rocky shore at Grétta (Kisuklappirt,
Seltjarnarnes) that it can be hard to spot; Tussock, which looks at first sight like
a grassy hillock, appears as a domed landmark at the harbour wall at Grandi.
In that sense the works are in dialogue, referencing two of the essential
forms in sculpture: convex and concave. The hot footbath invites rest and
contemplation by the seashore, while Tussock, by the harbour, attracts the
attention of the passer-by, and draws them up the slope to a little fish-drying
shack which serves as a viewing-platform at the “peak.” Thus Olof plays with
illusions that entail a phenomenological hypothesis about the response of
passers-by to powerful landmarks in natural forms, and their impact in the
urban landscape. And the works reinforce the observers’ local bonds, and
promote their deep consciousness of their surroundings.

Cupstone, Tussock and Briet's Slope testify to Olof's ethical attitude to art,
as her works in public space address the political responsibility of artists
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in a society which has lost its links with the past and the roots of local
culture. That ethical view of society is also seen in the participatory work
Birds of the Sky (2007), made as a spatial work for Isafjordur Church in the
West Fjords to serve as an altarpiece; it was intended to unite and perhaps
to heal the community after a fierce dispute had arisen about the building
of a new church in the town. The idea of the piece was derived from a folk-
tale, The Saviour and the Plovers. The tale concerns the concept of deliver-
ance in religion, and a certain disobedience of authority. The story tells that
“Christ was making clay birds with other Jewish children on the Sabbath
day. When the children had been doing this for a while, one of the Saddu-
cees came along; he was aged and most sanctimonious, and he rebuked the
children for this behaviour on the very Sabbath day. But he did not allow
his rebuke to suffice, but went to the clay birds and broke them all. When
Christ saw what was happening he passed his hand over all the bird fig-
ures he had made, and they all flew up, alive. And those are the plovers,
whose call dyrrin or dyrrindi is a song of glory [Icelandic dyrd] to the Lord,
lauding him for their deliverance from the cruel hand of the Sadducee."*’
The piece comprises 749 plovers, which were moulded in clay by parish-
ioners under Olof's guidance. The work process as a whole and the direct
involvement of local people strengthened the community and also led the
townspeople to consider the social significance of religious observance in
a small community. The congregation united, literally and symbolically, in
the work — as each participant has their own bird, and can point out their
own Plover. The work thus creates significant bonds in the mind of the ob-
server, who find that it chimes with their own experience. It is in effect an
anti-monument, like Cupstone and Tussock. Such monuments activate expe-
rience, and make passers-by and visitors agents of their own memories.

The allure of the end

As has been demonstrated here, hermeneutics as such is an important
element of Ol6f’s artistic thinking. Oléf's works are grounded in complex
allegorical premises whose origins lie in personal, ethnological, religious
and scientific narratives. In addition Ol6f has adopted a critical perspective,
a postcolonial view and a re-examination of the concept of whiteness in
national culture. Within her works are a number of semantic keys which
may often be interpreted in four ways: literal, allegorical, ethical and spiri-
tual, equivalent to the Quadriga in Biblical exegesis. In the same way that
Oléf's exhibition Experiment on Turf (2018) simultaneously recalled tradi-
tional turf-cutting, debate on climate, the reclaiming of wetlands and the
impact of such projects on the ecosystem, it was also a reminder of the use
of turf as a building material in Iceland, and of turf as an organic substance
that has been used all around the world for millennia. Ol6f's works thus
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reference simultaneously culture, history and science, the local, and that
which reminds us of the past in the present. Olof also gives voice to urgent
social questions regarding the future of humanity — whether in the form of
nature or the handling of biosamples in archives and research on the Ice-
landic genome. She traces the line that lies from anthropological research
in the 19th and 20th centuries to the latest ideas about genetic engineer-
ing and gene-enhancing technology. She reaches into the field of colonial
history and life sciences, which recalls recent disputes about biobanks in
connection with research on the Icelandic genome; and she raised impor-
tunate questions about the obsolescence and later utilisation of archives.
Most of her works are thus made on the terms of institutional critique and
decolonialisation, with the purpose of drawing attention to the creation of
knowledge from the viewpoint of postcolonialism.

Ol6f’s objective is to make the observer think, to get them on board, to
induce them to rethink their own time and place it in a scholarly context,
with the purpose of deconstructing power and knowledge, and at the same
time asking searching questions about the power networks of today. The
role of the work of art is thus not only to address the cultural situation;
its purpose it to “open up” the debate, deepen the observer's knowledge,
and enhance their understanding of their own place in the present day.*®
Beneath lies the artist’s desire to find themselves a place in the interest of
society, and for their work to have a social impact. The work of art can then
even be useful to society in an open manner, possibly establishing a forum
for debate, as is the case in Olof’s larger participatory and environmental
works. This ethical requirement of art is, however, nothing new. We need
only recall how the avant-garde image of the artist as a social critic came
into existence in the 1gth century; and the 20th century saw a range of
dissident movements. In confirmation of this German philosopher Fried-
rich Nietzsche (1844-1900) is often cited, for urging artists to be active
participants in society.*

At the beginning of this article it was pointed out that Oléf’s art is
contingent upon the artist's demand that the observer be culturally liter-
ate. It may even be maintained that the works cannot be read unless the
observer is familiar with their local cultural factors, i.e. that they recognise
individuals and settings, and in addition have a sense of the long and often
complex working processes of the author that lie behind the works them-
selves. Ol6f lifts the veil, transforms data into works of art, and by that
shift makes them meaningful in a new way, both in the epistemological
and the aesthetic context. The contemporaneity of her works also consists
in the fact that they address the difficult task of how and if it is possible to
deal with the obsolescence of knowledge, documents and archives in the
present day, and how humanity can be reconciled to that disappearance.”®
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A new variation on the story of the extermination of species is seen in
the work Great Auk 1Pinguinus Impennis Extinction of Species — The Last Ex-
emplars (2016). Two great auks, believed to have been the last two surviv-
ing examples of the species, were slaughtered on Eldey island off Iceland’s
southwest coast in June 184 4. The birds were sent to Copenhagen, where
they were stuffed, and their organs preserved. In the exhibition Olof's
research findings are displayed: a stuffed great auk, purchased in 1971,
and old map of Geirfuglasker (Great Auk Skerry) from 1770 depicting the
slaughter of the birds, and eleven photographs taken by OI6f of jars in the
Danish Museum of Natural History which contain the great auks’ innards.
In addition an account could be read of the killing of the last great auks
on Eldey island, and a film sequence showed the killing of seabirds in the
Westman Islands. The work conveys a message about the extermination of
birds and animals in the broader context. Here, as before, Oléf focusses on
the fragmentary and vulnerable condition of contemporary culture and of
the ecosystem as a whole.

Polymathy of various kinds and narratives that entail ambiguity have
long interested the artist. Comical situations, referencing the weirdness
and fantastical worlds of nature and humanity, are also frequently seen.
And her evocation of laughter can be part of her enjoyment of storytelling
based on other terms than the conventional logical progression - even a
feminist approach to addressing reality. Her works are always made on the
observer's terms, and their potential for activating the mind in a perceptu-
al and intellectual manner. They remind the observer that their roots are,
despite globalisation, to be found in a certain culturally-defined society,
and the participation of each person is of equal importance in the constant
revision of today’s symbols. The Icelandic nation’s creation of identity, and
the relationship of the images with her own identity and that of the ob-
server, are thus Ol6f's principal subjects.
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Franskt vegabrel

Didier Semin

Vandrzdagangur

Mér fannst fremur dpaegilegt ad vera med franskt vegabreéf (ég var med
eitt slikt) upp 4 vasann pegar ég skodadi syningu Olafar Nordal i Listasafni
Islands { Reykjavik 4rid 2012 sem bar yfirskriftina Musée Islandique.
Veggirnir voru paktir afsteypum af likamsportum Islendinga sem hépur
Frakka sem sigldu til Islands 4rid 1856 gerdu. Petta var afar sldandi. Naest-
elsta dottir min sem litur halfpartinn a fsland sem sitt annad fédurland
skodadi syninguna med mér og brdst vid med ordi (unglingar um allan
heim skilja pad matavel ntiordid) sem tjddi hreint og beint ut og dn pess ad
setja neina fyrirvara eins og félk af minni kynsldd telur sig purfa ad gera pa
tilfinningu sem greip mig lika: ,WTEF?*

Syningin var annad og meira en fordeming a heimsvaldadrum Frakka
pviauk afsteypa sem gerdar voru af svokolludum fronskum visindamonn-
um syndi Ol6f Nordal ymis gdgn um folk (ljosmyndir, fingrafér, hdrlokka..)
sem Jens Pélsson stofnandi Mannfradifélags fslands safnadi medal sam-
borgara sinna d sjdunda dratug sidustu aldar. Musée Islandique var pvi
myndran hugleiding um par vonir sem menn bundu vid mannfraedina
almennt a sinum tima og pau hlidarspor sem hun hefur tekid { gegnum tidina.

Eitt var alveg sérlega sldandi vid syninguna: Synishornin sem franska
sendinefndin safnadi i leidangrinum drid 1856 voru sérkennileg, dvenjuleg,
furduleg ... O16f Nordal hafdi stillt peim upp og brugdid birtu 4 pa af alid,
svona eins og peir varu leikmunir { kvikmynd. Gripirnir sem Jens Pdls-
son hafdi safnad voru syndir 4 allt annan hatt: pad for ekki 4 milli mala ad
brennandi dstrida hafdi ordid til pess ad hann fér ad safna pessum synum.
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Ljésmyndirnar sem Oléf Nordal hafdi tekid af peim voru hlutlausar eins og
1 koldu ljosi { krufningarsal. Pad leid ndkvamlega heil 6ld 4 milli séfnunar-
leidangranna tveggja og afraksturinn var ahrifarikur, en aldursmunurinn
eins og sér var ekki naeg skyring 4 pvi hvers vegna framsetningin var dlik,
og svo var dhorfandanum bodid ad bera petta saman. Franska vegabréfid
mitt var nokkud pungt i vasa pennan septemberdag 2012 og pvi langadi
mig ad vita meira um pessa ordanotkun 4 fronsku, ,musée Islandique“ sem
Ol6f Nordal notadi en pannig hafdi pad adur verid notad yfir afsteypurnar
sem Jérome Bonaparte flutti med sér fra Reykjavik til Parisar eftir leidang-
ur hans til Islands arid 1856, en ég hélt 1 fyrstu ad hann hefdi att ad vera
heimskautaleidangur.

Plon-Plon

bag er rétt ad taka fram ad Jérdbme Bonaparte pessi var sonur annars
Jérome Bonaparte, yngri brodur blodpyrsta, mikilmennskubrjdlada haro-
stjorans sem réd 4 sinum tima logum og lofum 1 heimalandi minu undir
nafninu Napdleon 1. og nytur enn, 16ngu eftir dauda sinn, slikrar virdingar
sumra landa minna ad mér er fyrirmunad ad skilja pad ... Prinsinn var med
0drum ordum freendi Napoleons 3. Frakklandskeisara sem hafdi ad visu ekki
jafnmorg mannlif 4 samviskunni og freendi hans, frumkvodullinn, en hann
fékk engu ad sidur Haussmann bardn til ad eydileggja gomlu hverfin { Paris.
Jérome Bonaparte numer tvo! bar uppnefni sem kemur fyrir 1 6llum blodum
sem voru gefin ut 4 tima Annars heimsveldisins: Plon-Plon (ur pvi Frakkar
gatu ekki losad sig vid Bonaparte-attina for peir ad kalla pa fuglsnéfnum:
pannig var Napdleon 3. kalladur ,Badinguet®. Uppnefnid er ansi fyndid 4
fronsku og kallast i hljomunum a vid ord ur gétumali, ,plan-plan® sem taknar
hldkulega manneskju, veiklundada og sviplausa — pad var fremur nidrandi
en sjalfsagt alveg verdskuldad og fdlki fannst paegilegra ad nota pad en hinn
upphafna titil ,Napoledn prins® sem gat auk pess leitt til misskilnings).

Einungis ein haskolaritgerd hefur verid skrifud um leidangur Plon-
Plons til Islands, en hana skrifadi Giséle Jénsson?, og svo eru til tvaer
samtimaheimildir, handskrifud dagbdk?® sem prinsinn skrifadi sjalfur
og vardveitt er 4 Pjéddskjalasafninu i Paris, og svo frasognin Ferdir um
Nordurho6f um bord 1 herskipinu Reine Hortense# fra drinu 1857 eftir
Charles-Edmond Chojecki. Gisele Jonsson syndi afdrattarlaust fram a ad
®vintyri Plon-Plons 4 [slandi og Graenlandi 4ttu ekkert sammerkt med
stormerkum heimskautaleidongrum Pauls Gaimards 4 fjérda tug nitjandu
aldarinnar sem voru vandlega undirbunir og visindalegur og menningar-
legur tilgangurinn med peim hafinn yfir allan vafa. Herskipid Reine
Hortense, fleyid sem prinsinn kom 4, var segl- og gufuskip Napodleons 3.,
glaesilegt skip (Gustave le Gray tok mjog goda ljosmynd af pvii hofn-
inni i Le Havre) en pad var alls ekki hannad til siglinga 4 nordurslodum.
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Um bord i pvi drid 1856 voru fleiri hermenn, hljédferaleikarar (prettdn
manna hljémsveit!) og pjonar en visindamenn. Adeins prir verkfredingar
voru um bord, einn listmadlari, tveir starfsmenn Ndtturugripasafnsins i
Paris, Louis Rousseau ljdsmyndari og Benjamin Stahl, yfirmadur vinu-
stofunnar par sem afsteypur voru unnar. Ekki er vitad til ad peir sidast-
nefndu hafi unnid eftir neinni rannsdknardaetlun.

Raunverulegt markmid [slandsferdarinnar hafdi sennilega ekkert med
visindi ad gera. Var tilgangurinn ef til vill sd ad kanna moguleika Frakka
til ad koma sér upp nokkurs konar verslunaradstodu, porskpurrkunarstod
i Dyrafirdi eins og utgerdarmenn i Dunkerque h6fdu bedid um drid 1855?°
bvi var haldid fram i erlendum blodum a peim tima.¢ Eda ad koma 4 fot
kapdlsku trubodi og sendiskrifstofu i Reykjavik? Gisele Jonsson fer yfir
pessar prjar tilgatur og telur pd fyrstnefndu liklegasta. En ef til vill hefur
Napoleoni 3. fundist hentugt ad senda Plon-Plon burt ur stjornmdlunum
i Frakklandi 1 nokkra mdnudi, enda hafdi Plon-Plon vidrad ymsar skodanir
a lydraedinu sem keisaranum hugnadist ekkert sérlega vel. Pad var afar
dliklegt ad fronsk verslunarmidstdd yrdi opnud 4 Islandi’ og er liklegra ad
Napoleon 3., sem var utsmognari stjdornmalamadur en prinsinn, hafi ein-
faldlega sent hann i gersamlega tilgangslausan leidangur.

Syningaratridi i tivoli

Visindalegur afrakstur pess sem fremur @tti ad kalla skemmtisiglingu
en visindaleidangur var audvitad ansi ryr. Safngripirnir, eda pad sem
eftir er af peim & Mannfradisafninu,® afsteypurnar sem Stahl gerdi, eru
einhvers stadar milli listans sem Prévert gerdi og listans yfir kinversku
dyrin sem Borges skrifadi upp og pad var ovist ad jafnvel mjog dhuga-
samur mannakynbdtafradingur hefdi synt peim ahuga. Urtakid tr hopi
Islendinganna var svo tilviljanakennt ad pad var eins og pad hefdi verid
gert med slembiutdreetti.

Afrakstur ljdsmyndara Nétturugripasafnsins, Louis Rousseaus, var lika
fremur ryr: um pad bil dttatiu ljdsmyndir.? Faar peirra hafa vardveist en paer
virtust hafa verid teknar af hinu og pessu dn pess ad neitt sérstakt markmid
vaeri med peim. Ljosmyndir sem teknar voru til mannfraedirannsokna var
tiltélulega nylegt fyrirbaeri a pessum tima en Rousseau gerdi litid til ad proa
paer adferdir dfram a ferdum sinum um nordurslddir. Vissulega er vitad
ad hann tok géda portrettmynd af Bjarna Jonssyni rektor Laerda skolans 1
Reykjavik, beedi pannig ad hann horfdi i myndavélina og svo vangamynd
rétt eins og sidar var farid ad gera pegar teknar voru myndir af folki til
mannfraedirannsokna og eins fyrir fyrir réttarkerfid (Bjarni Jonsson taladi
ageeta fronsku og var leidsogumadur Napdleons prins og fylgdarlids hans &
Islandi). En sti ljésmynd var tekin { midri Paris 4rid 1860 pegar Bjarni Jons-
son ferdadist um Frakkland! Einnig gerdi Stahl afsteypu af hofdi rektorsins
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4rid 1855, adur en Reine Hortense lagdi upp i Islandsferdina, einnig i Paris.
Ef marka ma dagbok Plon-Plons var verkefni Rousseaus sidur en svo
audvelt. Pann 1. juli, alveg i byrjun Islandsdvalarinnar pegar peir voru ad
leggja af stad inn 1 landid, var hann bedinn ad yfirgefa hdpinn pvi annars
geeti hann att 4 haettu ad skemma myndavélarnar 4 dsléttum vegslodunum
& Islandi. Ef til vill er pad dstadan fyrir pvi ad hann ték engar ljosmyndir af
landslagi og jardmyndunum 4 fslandi.

Par af leidandi minnti Musée Islandique, syningin sem Plon-Plon 1ét
setja upp til ad kynna fyrir almenningi pad sem hann hafdi fundid einna
helst & skemmtiatridi i tivolii. (Raunar lysir lysingarordid ,islandique” sem
ekki er til { fronsku vilja peirra til ad gera efnid framandi - en Napdleon
prins og Chojecki nota pad i stad pess lysingarords sem yfirleitt er notad,
Jislandais” / ,islandaise”), Furdufyrirbaerasyningin sem bar pessa undar-
legu yfirskrift var opnud i drslok 1856 1 Palais Royal, einkahdll prinsins (pvi
enda pott hann veeri hallur undir lydraedishugmyndir hafdi hann ekkert
amoti pvi ad njota munadar keisaradaemisins sjalfur) og grafikmynd fra
pessum tima lysir henni mjog vel.*® Mitt 1 fremur storum sal er nokkurs
konar pallur sem helgadur er dyra- og plontulifi, uppstoppud dyr eda dyr
sem hafa verid sett { formalin, og fyrir ofan hann hangir kajak. Beggja
vegna vid pallinn eru hillur med bergsynishornum og synishornum ur
mannfradirannsoknum par sem greinilega ma sja afsteypur Stahls sem
Ol6f Nordal vardveitti og setti fram med sinum haetti.

Fjarlaegar slodir ...

Afsteypur Stahls af likamsportunum minna ad vissu leyti a sambaeri-
lega hluti sem notadir eru i leeknisfraedi. Afsteypurnar af andlitunum eru
settar upp eins og brjostmyndir, settar a stall rétt eins og gert er einhverra
hluta vegna i mannfradi og sja md vida, i Frakklandi i afsteypum eftir
Alexandre Pierre Marie Dumoutier, i Pyskalandi { afsteypum eftir Friederich
Finsch™ og synir ef til vill 1ongun til ad vardveita a tdknraenan hatt ein-
hvers konar virdingu i gard folks sem sannarlega var farid med eins og
tilraunadyr. Svarid vid spurningunni um pad hvernig pessum hlutum var
tekid 4 nitjandu 0ld er fldkid. Pad var alsida ad bua til grimur, hvort sem pad
voru helgrimur eda ekki, eda allt til pess ad ljdsmyndir af félki féru ad verda
algengar. baer hneyksludu ekki pa sem voru framfarasinnadir, pvert a moti,
og 1 Frakklandi voru gerdar helgrimur eftir andlitum lydraedissinna og sds-
falista (rétt eins og heimur kommunismans sem hafdi hafnad truarbrogo-
um hafoi porf fyrir ad koma sér upp utfararsidum og sneri aftur til fornra
athafna; pessi pverstaeda nar heestum haedum i grafthysinu 4 Rauda torginu
i Moskvu par sem dkvedid var ad hafa mumiuna af Lenin til synis).

En pad er 6skop einfalt fyrir okkur ad gera litid ur pvi hvad okkur finnst
petta 6pagilegt nt a timum. Musée Islandique hneyksladi folk strax a pess-
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um tima og Gisele Jonsson fann 4 Konunglega békasafninu i Kaupmanna-
hofn hardort bréf skrifad af Islendingi, Porleifi Repp, og er dagsett { jantiar
1857: I premur s6lum hefur prinsinn l4tid setja upp i Palais-Royal syningu

4 peim gripum sem hann hafdi med sér tr leidangri til fslands. ... Medal
annars getur par agd lita styttur af noktum konum i fullri staerd. Per ku vera
af konum sem hofdu holdlegt samneyti vid fulltrua keisarans.”? Pad er erfitt
ad fullyrda nokkud um pad hvort Ragnheidur Olafsdéttir, Péra Arnadottir
eda Sigridur Bjarnaddttir hafi mdtt pola kynferdislega dreitni (pad er rétta
ordid) af halfu Plon-Plons og hvort hann hafi lagst svo ldgt ad lata taka mot af
likamsportum kvennanna sem hann hafdi flekad. En pegar madur les pessa
skelfilegu lysingu i dagbodk prinsins er erfitt ad hafna peirri tilgatu alfario:

Islensk hreysi. [ fletum 1ti { horni sem ekki hefur verid hellulagt sofa
allir sem bua 4 baenum, konur og karlar, husbandur og hju, nestum nakin,
kleedd ullarserk einum. Hvergi er kveiktur eldur, jafnvel ekki 4 kdldum
vetrardegi. Pvi fer ymislegt fram i pessum kofum; félk hefur samfarir
hugsunarlaust rétt eins og skepnur, pad tekur varla eftir pvi. Vinnumadur-
inn a beenum getur einatt déttur husbéndans barn. Sidir sem pessir valda
pvi ad folk forheimskast. Mér skilst ad 4 sumum afskekktum slédum bjoédi
heimamenn utlendingum ad bruka konurnar sinar eftir pérfum ...*?

[ hvada heimi hélt Plon-Plon, fulltriii franska keisaraveldisins, ad hann
vaeri ad ferdast og hvada mat gerdi hann sér ur ,0sjalfradum” vidbrogdum
hinna bldfateku islensku kvenna? Manni bloskrar ad lesa petta, ekki sist
vegna pess ad { frasognum af siglingunni 4 Reine Hortense, par d medal
peim sem Gisele Jonsson greinir frd i rannsoknum sinum, kemur fram ad
Frakkar fengu fremur hlylegar méttokur, reett var um finar veislur sem
haldnar voru um bord { skipinu, ad prinsinn hefdi veitt mjog vel ...

I bdk Charles Edmonds Chojeckis, pdlsks bladamanns og rithéfundar
sem fludi til Frakklands drid 1845, Ferdir um Nordurhof um bord 1 her-
skipinu Reine Hortense, er landinu lyst 4 allt annan hatt: ,Fd eru pau 1ond
par sem finna md vidlika utbreiddan og almennan dhuga 4 menntun og
& Islandi. Lika hér hefur menningarstefna métmaelenda ordid pess til ad
efla ahuga félks 4 pvi ad freedast og lera. Enginn Islendingur feer ad ferm-
ast nema hann sé les og skrifandi. ... Pegar alpydubarn hefur verid fermt
er pad afram undir eftirliti prestsins sem ldnar pvi baekur og hvetur pad
til ad vidhalda peim drangri sem pad hefur ndd med pessari takmorkudu
menntun. Raunar neydast fslendingar sékum kulda og fimennis ad halda
sig innan dyra og lesa pvi af mikilli dstridu ... . Pegar peir hafa lesid allt sem
til er 4 heimilinu skiptast peir 8 bokum vid nagranna sina.*”

Chojecki tekur vissulega naestum ordrétt upp kafla tr Bréfum frd Islandi
eftir Xavier Marmier sem voru gefin ut drid 1837, en hann var einn af peim
sem féru med Gaimard i leidangrana til slands. Hann md b6 eiga pad ad
hann las pa frdsogn og skrifadi hana upp i stad pess, eins og keisaralegur
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verndari hans, ad breida ut verstu dra nylendutimans. Bladamadur L1llus-
tration skrifadi greinina sem fylgdi grafikmyndinni sem var getid hér ad
framan og dregur upp hraedilega mynd af eskiméum 4 Greenlandi, en hann
hrifst hins vegar mjog, likt og Chojecki, af 6llum peim bokum sem hann
hafdi med sér fra Islandi og 6llum peim skélum sem par voru og hversu vel
upplyst og vidlesin pessi fdamenna pjod reyndist vera.

Skjol

Meér fannst hins vegar ekki eins dpaegilegt ad ég skyldi ekkert vita um
Jens Pélsson. Eg vissi pad eftir ad hafa lesid skaldsdgur og fylgst med fjol-
midlum ad spurningin um reetur félks, hvernig pjodir breidast ut, pad sem
nu er kallad mannerfdafraedi, vaeru augljdslega vegna fjarlaegdar fra helstu
straumum félks 1 Evrépu eitt af pvi sem Islendingar hefdu mikinn dhuga
a, en mér fannst ég aldrei hafa purft ad pekkja sogu pessa og préun. bPess
vegna fannst mér einkar frodlegt ad lesa grein Gisla Palssonar og Sigurdar
Arnar Gudbjornssonar um Jens sem birtist { syningarskrdnni drid 2012.1¢
Jens Pdlsson, sem lést drid 2002, var eiginlega sogulegt slys. Hann stofnadi
Mannfradifélagio undir lok sjounda dratugarins og tok sér fyrir hendur
ad flokka pad sem honum fannst vera helstu helstu einkenni islensku
pjddarinnar med pvi ad safna pusundum ljosmynda, melingum 4 likams-
einkennum folks, fingraférum og harsynum prdtt fyrir ad peir Crick og
Watson hefdu um pad bil fimmtan drum adur lyst byggingu erfdaefnisins,
DNA, og ad ljost vaeri ad pad myndi bratt umbylta 6llum erfdafraedirann-
soknum. Hann sétti a peim tima sem hann var i Pyskalandi fyrirlestra
hja fregum mannfraedingi vid hdskélann i Mainz sem hafdi tileinkad sér
ymsar vafasamar hugmyndir pegar hun var i ndmi 4 fjorda dratugnum og
pad setti audvitad sinn svip 4 pankagang hans; ein ljosmynda Olafar Nordal
synir ad hann hafdi skrifast 4 vid The Eugenics Society, enskt mannfraedi-
félag sem hafdi a sinum tima verid i samstarfi vid Deutsche Gesellschaft
flr Rassenhygiene, pyska félagio sem vann ad rannséknum a hinum
hreina kynstofni, en nafnid eitt gefur til kynna hversu vafasamar mann-
malingafraedilegar rannsoknir geta verid pegar paer eru knunar dfram af
hugmyndum um pjodhreinsun. Vid skulum horfast i augu vid pa stadreynd
ad 1 upphafi tuttugustu aldarinnar i Evrépu voru langflestir visindamenn
og stjdrnmdlamenn heilladir af Galton og kenningum hans um kynbaetur
a folki. Pad var alveg haegt ad vinna ad velferd mannkynsins og vada svo i
villu og svima pegar ad framkvamdinni kom. Pannig er vitad ad a milli-
stridsdrunum gerdu norraen lydradisriki morg hundrud pusund manns
ofrjo vegna pess ad pad folk var ekki talid heeft til barneigna og pad kann
vel ad vera ad mjog dpekk blinda trodi sér & okkar timum inn i umraeduna
um ,transhiimanisma®“... Gisli Palsson og Sigurdur Orn Gudjénsson gefa
bad skemmtilega i skyn ad Oléf Nordal hafi i verkum sinum i rauninni lyst
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upphafi og endi greinar sem ekki er lengur til, mannmelingafraedinni.’’ En
mig langar nastum ad bata vid: ,upphafi og endi mannmalingafusksins®:
Plon-Plon var forrikur letihaugur, Jens Pdlsson var visindamadur sem var
langt 4 eftir sinum samtima, naut litils lits og svo fatekur ad hann vard
ad geyma gripina sina dyrmatu i sukkuladioskjum. Bertillon, sd sem bjo
til flokkunarkerfi pjoda sem breiddist it um allan heim, var misheppnadur
leknir, donsku, sensku og norsku mannmelingafraedingarnir sem létu
gera Ofrjdsemisadgerdir 4 tugum pusunda folks voru visindamenn sem
16gdu sig fram og hrintu hugmyndum sinum i framkveaemd vegna pess

ad peir hofou taekifeeri til ad fylgja hinu 6murlega etlunarverki sinu eftir.
Tilviljun ségunnar og landafradinnar feerdu Oléfu Nordal alveg sérlega
noturleg demi um petta. Pad var svo hennar ad gripa pessi tekifaeri sem
syna hid rétta andlit mannfraedimalinganna!

Viska myndanna

Pad er i fyrstu freistandi ad setja verk Olafar Nordal einfaldlega i sam-
hengi annadhvort vid ,fagurfraedi skjalasafna“, sem varo til pegar Marcel
Duchamp gerdi sina ,kassa“ og ljosmyndun & sidari hluta tuttugustu aldar-
innar hefur haldid dfram ad kanna, eda i samhengi vid pa furduskdpa sem
heilla samtimann, Wunderkammern sem Adalgisa Lugli heitin fjalladi svo
vel um og setti i sogulegt samhengi.!® Flestir listamennirnir sem yfirleitt
eru taldir adhyllast pessa listastefnu hafa snuid ut ur pessum flokkunar-
adferdum sem nutimavisindin hafa gert ureltar 4 6llum svidum. Christian
Boltanski endurgerdi syningarglugga alpydulistasafna med pvi ad bua til
allskyns dparfa hluti ur leir, skrifa upp lista hversdagslegra hluta eda hluta
sem enginn pekkti, lista yfir barnafdt, safnadi fjolskyldualbumum;* petta
snerist um ad setja skipulega fram efni sem var i rauninni érokrétt ad setja
skipulega fram og undirstrika pannig pad sem var venjulegt, hversdagslegt
—jafnvel ad hid illa vaeri hversdagslegt i tilfelli Boltanskis sem visar til
brjdledis nasistanna og yfirstéttarinnar i kommunistarikjunum i varfern-
islegum upptalningum sinum, en pad var addragandinn ad utrymingu
gydinga i Evrdépu. John Baldessari hafdi i sama anda, en 4 hddslegri hatt,
kerfisbundid tekid myndir af afturstudurunum 4 prjatiu og tveimur flutn-
ingabilum og svo aftur pegar hann fdr frd Los Angeles til Santa-Barbara i
Kaliforniu ...2° En sérkennilegust var sennilega syning Haralds Szeemanns
arid 1974, vandlega uppsett og kyrfilega merkt syning a auglysingaefni afa
hans sem rak fraega rakarastofu { Bern { Sviss (Grossvater: Ein Pionier wie
wir — Afi: Frumkvodull eins og vid) — Christian Boltanski lysti eevinlega
mikilli adddun sinni 4 Szeemann, einkum 4 pessari syningu. Pad vaeri haegt
ad taka dtalmorg demi um pessa adferd sem fjoldi listamanna beitti eink-
um a sjounda og dttunda dratug sidustu aldar, adferd sem Dubuffet lysti
ddsamlega vel (enda pott hann tali ekki um fagurfraedi skjalanna) og felst
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i pvi ad beita verkfaerum og adferdum sem eru viljandi ekki hentug: ,Eg
fe pa tilfinningu,” sagdi Dubuffet, ,ad hlutirnir sem ég skynja séu undir-
settir ytra, undarlegu l16gmali og verdi pannig badadir ljdsi sem er alveg
nytt og évaent og ad pannig getum vid horft 4 pa 6drum augum. Eg er auk
pess fullviss um ad pad sé alltaf heilmikill dvinningur ad pvi ad setja upp
sem flestar hindranir. A pvi erfidari sem hindranirnar eru i vegi fyrir ad
sja hlutina, pvi sterkari verdi upplifunin ad sjd pa loks, ad pvi takmarkadri
sem adgangurinn ad peim hefur verid, peim mun magnadri verdi upp-
lifunin.“ Rannsoknarskyrsla, kerfi Bertillons, listi 16gbdkara yfir hluti ur
ddnarbui, ekkert af pessu hafdi verid hugsad til bruks i heimi listanna, en i
samtimanum hefur petta 6dlast sinn ddsamlega sess vid hlid ,heimskulegra
madlverka, proskulda, skreytinga hvers konar, mdlverka farandsala, skilta,
myndskreytinga almennings ..., illa skrifadra erdtiskra boka, skaldsagna um
formaedur okkar, evintyra, barnabdka, gamalla dpera, heimskulegra stefja,
kjanalegs hrynjanda“ sem Rimbaud heilladist svo af i skdldlegri dstridu.?122
Er Olof Nordal ad sntia it tr eda tileinkar htin sér flokkunarfraedi 16g-
reglu og /eda visinda? Ekki beint.  myndum sinum setur hiin fram s6fn og
skjol en hun hermir ekki eftir reglunum eda adferdunum, nytir sér viljandi
ekki vidtekinn stil sem par tidkast, eins og John Baldessari, Bernd og Hilla
Becher, Christian Boltanski, Annette Messager gerdu, eda eins og Mark
Dion gerir enn { formi furduskdpa ... Myndir hennar eru storar i snidum,
mynda ekki serfur, eda pad sem matti kalla ,fegurd hins samsetta“, paer
minna einna helst a malverk par sem birtan og byggingin tengjast vid-
fangsefninu en eru ekki sétt 1 vidfangsefnid. Pad ma ekki vanmeta visku
myndanna: Myndir Olafar Nordal segja 4 einu sektindubroti sannleikann
um Musée Islandique (kjanalegt tilteeki sem einkenndist af fyrirlitningu
og kaeruleysi) og gogn Jens Palssonar (draum mannmalingafradings sem
var ureltur, sidferdilega og pdlitiskt, pegar hann reyndi ad ldta hann ret-
ast). baer kveda heldur ekki upp neinn einfeldnislegan dom yfir pvi sem
baer syna, eins og alltof oft er gert { pvi sem kallad er afstodulist par sem
gleymist ad listaverk hefur ekki bara eina merkingu, heldur fremur pus-
und, og hittir pvi aldrei pad skotmark sem pvi er @tlad ad hitta - listin
beinist aldrei ad neinu skotmarki. Peer bregda mildri en dvaentri birtu a
vidfangsefnid. Pegar Stahl tok mét af likamshlutum Ragnhildar Olafs-
ddéttur, grunadi hann pad ad hann veeri ad gera brjéstmynd sem var naestum
pvi eins dularfull og heillandi, svo fogur var unga konan og 6raed a svip-
inn, og helgriman fraega af Okunnu konunni 1 Signu sem hreif fjslmarga
rith6funda, allt frd Rilke og Aragon til Nabokovs? Jens Palsson hafdi alveg
orugglega aldrei heyrt peirra Duchamps og Joseps Cornells getid. En pegar
hann gekk frd synunum sinum 1 sukkuladioskjur (Hersley’s, bandariskt
merki) eda hylki utan af filmum (hann notadi Tellko, svissneskt merki),
eins og Duchamp gerdi pegar hann gekk fra minnispunktunum sinum i
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kdssum utan af [josmyndaplotum sem merktar voru Lumiere eda Jougla,?
nadi hann stundum dlika miklu flugi 1 1jédlist saknadarins og mestu
listamenn tuttugustu aldarinnar. Gervivisindi eins og héfudlagsfraedi eda
utlitsmerkingarfraedi hefou ekki nad peim vinsaldum sem raun ber vitni
ef pau hefou ekki getid af sér allar pessar myndir sem réttilega ma kalla
ljédraenar. Samband ljodlistar og myndlistar er alltaf flokid og lifid veri
einfaldara ef myndlistin og ljédlistin veeru endurvarp hins gdéda og sanna.
Ol6f Nordal kemst sennilega dypra en nokkur annar ofan i pessa leyndar-
ddma vegna pess ad hun horfir med augum listamanns 4 pessi fdrdnlegu og
hneykslanlegu vidfangsefni. Vid holdum ad mannfradilegar afsteypur af
likamsportum, mannfredimalingar og synishorn af hari tilheyri fortid-
inni. Vid teljum ad engin heetta sé 4 pvi ad vid verdum fornarlomb slikrar
ésvinnu. En eitt af pvi sem Olof Nordal spyr okkur er: Erud pid alveg viss
um petta? Fortidin sem hun grefur upp af einstakri hafni fjallar nefnilega
um nutidina. Peir eru sennilega ansi fdir medal gestanna sem ekki hafa
skannad fingrafar i farsimanum sinum eda l4tid myndavél 4 flugvelli bera
kennsl 4 sig. Vegabréfid sem mér fannst svo pungt i vasa er meira ad segja
me0 lifsynum! Vid lifum sennilega 4 timum par sem magn mannfraedi-
malingagagna hefur nad alveg nyjum hadum og ad fratoldum nokkrum
noldurseggjum sem reynt er ad pagga nidur i, pd er hugsanlegum férnar-
lombum alveg sama um petta gridarstéra mdl sem er unnid ad 4 heimsvisu:
[ pessu efni er undanlatssemin versti valkosturinn. Plon-Plon og Jens
Palsson voru saklausir byrjendur i samanburdi vid GAFA (risa internetsins)
og landameraverdi nutimans - sem betur fer fyrir pd, myndi einhver segja:
bad er ndg ad bera saman portrettin sem gerd voru af peim, annar eins og
auli med undirhoku og hinn eins og uppljostrari hja 16greglunni, til ad atta
sig & pvi ad peir hefdu fyrstir manna ordid fornarlomb 6flugs kerfis sem
flokkar fdlk alfarid eftir pvi hvernig pad litur ut!
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Musée Islandique - Partic antéricure du torse, moulage du membre supéricur gauche,

moulage du membre inféricur droit de Kristian Gislasen, 23 ans, né a Reykjaik, pécheur islandais
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A I'rench
Passport

Didier Semin

Unease

It was not very comfortable to have (as I did) a French passport in one’s
pocket when visiting Oléf Nordal's exhibition Musée Islandique in 2012 at
the National Gallery of Iceland in Reykjavik. The walls, taken over by an-
thropometric casts of Icelandic citizens, made in 1856 by a French team,
engendered an indisputable sense of unease. My second-eldest daughter,
for whom Iceland is in a sense her second home, who visited the exhi-
bition with me, made a remark (now comprehensible to adolescents all
around the world) which expressed, concisely and without the linguistic
discretion which my generation still regards as indispensable, more-or-less
precisely my own feelings: “WTE?”

The exhibition was certainly not only a denunciation of French im-
perialist fantasies - for in addition to the casts of Icelanders by French
soi-disant scientists Ol6f Nordal presented collections of personal data
(photographs, fingerprints, locks of hair ...) gathered in the 1960s by Jens
Palsson, founder of the Icelandic Anthropological Society, from his fellow-
Icelanders. Musée Islandique was a visual contemplation of the expectations
and consequences of anthropometry in general.

But one thing was immediately striking, however: the samples gathered
by the French delegation in the northern oceans in 1856 were by nature ran-
dom, peculiar, preposterous ... Olof Nordal had arranged them and carefully
lit them, sometimes in chiaroscuro, then photographed them like elements
of a scene in a genre film. Jens Pdlsson’s archives were displayed opposite:
an implacable obsession appeared to have motivated their collection. Olof
Nordal's photographs of them were taken as in the icy light of an autopsy
room. Exactly a century separated the two collections, each as disturbing as
the other, but that gap of time cannot on its own explain the distinct char-
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acter of the operations of classification which the observer was implicitly
invited to compare. Because my French passport had weighed a little more
heavily than usual on that September day in 2012, I wanted to start by
finding out more about the French term Musée Islandique, taken up by Olof
Nordal, the casts brought back from Reykjavik to Paris by Prince Jérome
Bonaparte, his journey to Iceland in 1856, and the intentions and objectives
of what I initially assumed had been a polar expedition.

Plon-Plon

Let it be stated that this Jérome Bonaparte was the son of another
Jérdme Bonaparte, who was the younger brother of the megalomaniacal,
bloodthirsty tyrant who ruled my country under the name Napoléon I, and
still enjoys a posthumous respect among a certain number of my contem-
poraries which I will never understand.... So the prince was a cousin of
the Emperor Napoléon III, who no doubt had fewer victims on his record
than his uncle, the founder of the imperial line, but nonetheless had old
Paris laid waste by Baron Haussmann. Jérome Bonaparte II* had a sobri-
quet, which is found throughout the journals of the Second French Em-
pire: Plon-Plon (since they could not rid themselves of the Bonapartes, the
French called them by bird names: Napoléon III, for instance, was known
as Badinguet. The nickname Plon-Plon is quite amusing in French, sound-
ing just like the slang adjective plan-plan, used of a person with little drive,
without will or character — not exactly flattering, but probably not unde-
served, and the use of the nickname might sometimes be more convenient
than the pompous title, liable to misunderstanding, of Prince Napoléon.

Only one academic study has been written in French about Plon-Plon’s
voyage to Iceland - by Gisele Jonsson? — in addition to two contemporary
sources: the prince's own shipboard journal® in the National Archives in
Paris, and an account of the Voyage in the northern oceans aboard the corvette
la Reine Hortense,* published in 1857 by Charles-Edmond Chojecki. Gisele
Jonsson established beyond doubt that Plon-Plon's adventures in Iceland and
Greenland had nothing in common with the prestigious polar expeditions of
Paul Gaimard in the 1830s, which were painstakingly prepared, and whose
scientific and cultural credentials were indisputable. The corvette La Reine
Hortense, by which the prince travelled, was Napoléon III's yacht, a splendid
vessel (Gustave le Gray took a fine photograph of it in the port of Le Havre),
but hardly suitable for a polar circumnavigation. In 1856 it carried more mili-
tary men, musicians (a thirteen-man band!) and domestic servants than sci-
entists. Only three engineers were on board, accompanied by a painter, and
two members of staff of the Museum of Natural History: photographer Louis
Rousseau, and Benjamin Stahl, head of the casting workshop. And there is no
record of any specific programme of research assigned to these last two.
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The true purpose of the journey to Iceland probably had little to do
with science: was it a question of exploring the possibility for France to
establish a sort of outpost, a large cod-drying operation in Dyrafjérdur in
the West Fjords, as requested by ship owners in Dunkirk in 1855?° That is
what the foreign press believed at the time.¢ Or of establishing a Catholic
mission and a French consulate in Reykjavik? Giséle Jonsson considers
these three conjectures, favouring the first of them. But perhaps Napoléon
III also thought it a wise move to send Plon-Plon away from the French
political scene for a few months. For Plon-Plon displayed republican ten-
dencies which were not entirely pleasing to the Emperor. A French fishing
operation in Iceland had such a slim chance of becoming a reality” that one
asks oneself whether Plon-Plon may not simply have been sent on a wild
goose chase by a politician more devious than he.

Fairground attraction

The scientific yield of the project, which would be more appropriately
termed a cruise than an expedition, was of course derisory. The inventory
of Stahl’s casts, or what remains of it at the Musée de 'homme ? is situated
between that of Prévert and Borges’ list of Chinese animals, and it would
not have interested even the craziest of eugenicists — given that the sam-
pling of the Icelandic population submitted to scrutiny appears to have
been totally random.

The museum'’s photographer, Louis Rousseau, also brought home only a
meagre haul: about 8o photographs,” of which only a handful survive; and
these do not appear to reflect any discernible directing principle. Ethnograph-
ic photography was still in its infancy, but Rousseau, in the northern oceans,
did nothing to contribute to its development. We are familiar with his work
in a fine portrait of Bjarni Jonsson, principal of the Latin School in Reykjavik.
He is photographed full-face and in profile, in conformity with what would
become the norm in anthropometric and judicial photography (Bjarni Jons-
son, who spoke fluent French, was the guide of Prince Napoléon’s little party
in Iceland). But that specific picture was taken in the middle of Paris in 1860,
when Bjarni Jonsson was on a visit to France! Benjamin Stahl had also made
a cast of the school principal in 1855 before the voyage of the Reine Hortense
— in Paris, too. If we are to believe Plon-Plon’s journal, Rousseau’s task was
not necessarily an easy one. On 1 July 1856, right at the start of the group’s
journey into the Icelandic interior, he was asked to leave the party, for fear of
damaging the photographic equipment on the rocky paths — which may ex-
plain the absence of landscape or geological photographs.

Suffice to say that the Musée Islandique (the original one), created by
Plon-Plon in order to present his finds to the public, was more of a fair-
ground attraction than anything else. (Only a desire for exoticism can



explain the use of the adjective islandique, which is not the usual French
form; Prince Napoléon and Chojecki, in their writings, apply the normal
adjective islandais/e). This cabinet of curiosities with the grandiose title
opened at the end of 1856 at the Palais-Royal, the private residence of the
prince (who was not prevented by his republican sympathies from enjoy-
ing imperial pomp for himself). A contemporary engraving enables us

to gain a fairly precise impression of the show.1® At the centre of a vast
gallery, a sort of podium is devoted mostly to fauna and flora: animals,
either stuffed or preserved in formalin; and an Inuit kayak — apparently
suspended from the ceiling. On either side, on narrower shelves, a collec-
tion of minerals, and an anthropological collection, where we immediately
recognise Stahl’s casts, which have been stored away and then brought to
light again by Olf Nordal.

Remote districts ...

The body parts of which Stahl made imprints have the appearance of
medical casts. The casts of faces are mounted like portrait busts, on a plinth,
in conformity with a curious tradition of ethnographic casts which is wide-
ly seen - in France in the casts of Pierre Marie Dumoutier, in Germany in
those of Friedrich Finsch'! - perhaps reflecting a desire to preserve, sym-
bolically, some form of dignity for those one has treated, objectively, like
guinea pigs. The matter of the perception of artefacts during the 19" centu-
ry is complex. The making of masks, death masks or otherwise, was a prac-
tice that remained active until the time when portrait photography became
widely accessible. There was nothing shocking about them to progressive
spirits — on the contrary — and in France for example there were many
personalities — republican or socialist — whose death masks were commis-
sioned by their followers (as if a world freed of religion had a need to invent
its own funeral rites, by returning to the customs of antiquity. That paradox
would culminate in the mausoleum on the Red Square in Moscow, where
Lenin's mummified remains were on display for decades).

But it is too easy for us to downplay the discomfort the casts arouse to-
day, spontaneously, for us. The Musée Islandique was instantly shocking, and
Gisele Jonsson uncovered in the Royal Library in Copenhagen a letter of
protest from an Icelander, Porleifur Repp, dated in January 1857: “In three
galleries the Prince has organised at the Palais-Royal an exhibition of pre-
cious objects he has brought back from Iceland. ... Among them one may
see representations of naked women in life size. These must surely show
woman who were honoured by an intimate relationship with royalty.”2 It
is hard to establish with certainty whether Ragnheidur Olafsdéttir, Péra
Arnadéttir or Sigridur Bjarnadéttir had to submit (as they would say), or
not, to the attentions of Plon-Plon, and whether he harboured the perverse
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fantasy of keeping the imprint of his conquests. Yet it is hard to reject
the theory entirely when one reads, in the Prince’s shipboard journal, the
following horrible description:

“Icelandic huts. In a corner with an unpaved floot, on wooden boards, all the
inhabitants of the farm — men and women, masters and servants, sleep together
pell-mell, almost naked, wearing only a woollen shift. No fire is ever made in the
coldest winter. One grasps what must surely happen in these slums; coitus takes
place mechanically as among animals — and almost without the consciousness
of those involved. A farmhand may impregnate his master’s daughter. Morals of
this nature lead to depravity. I have been informed that in certain remote dis-
tricts the inhabitants offered their wives to strangers ..."*?

What world did the imperial Plon-Plon imagine he was travelling in,
and what conclusion did he draw from the presumed “unconsciousness”
of the most impoverished Icelanders? One is taken aback - in view of the
fact that the accounts of the voyage of the Reine Hortense, including those
discussed by Gisele Jonsson, report that the French visitors were well
received, with reference to parties held aboard the ship, the generosity
of the prince....

The book written by Charles Edmond Chojecki (or Choiecki, trans-
literations of his name varying), a Polish journalist and author who had
taken refuge in France in 1845, Voyage in the northern oceans aboard the
corvette la Reine Hortense, gives an entirely different impression of the
country: “There are ... few countries where the taste for study is so generally
developed as in Iceland: here again, the civilising influence of Protestantism has
powerfully contributed to awakening the desire for enlightenment and learning.
No Icelander may be confirmed without learning to read and write. ... Once con-
firmed, the child of the people does not escape the supervision of his pastor, who
lends him books and encourages him not to abandon the fruits of his
modest studies: the Icelander, thus, compelled by the cold and generally by
the lack of neighbours, to live closed up at home, has a passion for reading. ...
When he has exhausted his own collection of sagas, he will exchange them
with a neighbour.”*>

Chojecki admittedly repeats here, almost word for word, the Lettres
d’Islande published in 1837 by Xavier Marmier, who was a member of
the Gaimard expedition. But at least he had read, and copied, the in-
formation, rather than propagating, like his imperial patron, the worst
fantasies of the colonial era. The journalist for LTllustration, in the article
which accompanies the engraving mentioned above, even if he provides
an apocalyptic description of Greenland Inuit, is impressed, like Cho-
jecki, with the collection of books brought back from Iceland, and by
the number of schools, learned societies and scholars on such a sparsely-
populated island.



Documents

[ was less uncomfortable about knowing nothing of Jens Pdlsson. [
knew — from fiction and the press — that the question of origins, modes
of settlement - in today’s terms, genetics — were, for obvious reasons re-
lating to their remoteness from the major migratory routes in Europe, a
matter of keen interest in Iceland. But I had never felt a need to know the
whole history or its stages. The article by Gisli P4lsson and Sigurdur Orn
Gudbjornsson in the catalogue of the 2012 exhibition Musée Islandique®
provided a very full account of the subject: Jens Pdlsson, who died in 2002,
was in a sense an accident of history. He had established in the late 1960s
the Icelandic Anthropological Society, and he undertook to classify what
he saw as the principal types of the Icelandic population by accumulating
thousands of photographs, anthropometric measurements, fingerprints
and locks of hair, at a time when Crick and Watson had already, 15 years
previously, described the structure of DNA, which would foreseeably rap-
idly revolutionise genetics. He had studied in Germany under a renowned
anthropologist at the University of Mainz, who had formed some dubious
ideas during her time [Ilse Ilse Schwidetzky was a woman] as a student
in the 1930s — and that apparently made its mark: one of Olof Nordal's
photographs proves that he corresponded with the Eugenics Society, a
British association which in turn had been in contact with the Deutsche
Gesellschaft fiir Rassenhygiene, the German association for “racial hygiene,”
whose very name sums up the consequences of anthropometric studies
when they are grounded in the idea of ethnic cleansing. We cannot ignore
the fact that in early 20™ century Europe, only a handful of scientists and
political figures escaped a fascination with Galton and eugenicist theories:
one could sincerely desire the good of humanity, while totally misleading
oneself about the means of achieving it. We know that before World War
IT certain Scandinavian democracies sterilised hundreds of thousands of
people who were deemed to be misfits, and it is entirely possible that very
similar forms of wilful blindness insinuate, in our own times, dangerous
biases into the debate on “transhumanism” ... Gisli Palsson and Sigurdur
Orn Gudbjérnsson charmingly suggest that Oléf Nordal has essentially,
in her work, portrayed the beginning and the end of an extinct discipline,
anthropometry.’” But one almost wants to add “the beginning and end of
amateur anthropometry”: Plon-Plon was a wealthy deadbeat, while Jens
Pdlsson was a scientist who was behind the times, without any notice-
able achievements to his name, who for that reason had no better place to
store his precious samples than chocolate-boxes. Bertillon, whose system
of population control spread throughout the world, was a failed physi-
cian; the Danish, Swedish and Norwegian eugenicists who had tens of
thousands of people sterilised were misguided scientists, but they had the
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means to pursue their baneful objectives. Historic and geographical chance
have provided Ol6f Nordal with particularly poignant examples: yet she
had to know how to seize that chance, which revealed the true face of an-
thropometry!

Intelligence of images

It is tempting, initially, simply to place Ol5f Nordal's work either in the
context of the “aesthetic of the archive,” established by Marcel Duchamp's
various “boxes,” and widely explored by the photography of the second
half of the 20" century — or of the modern fascination with cabinets of
curiosities, the Wunderkammern whose history has been so thoroughly
explored by the late Adalgisa Lugli.*® Most of the artists who are generally
included in this field of art subverted the practice of classifications rendered
obsolete by modern science, in all fields. Christian Boltanski made pas-
tiches of the display cases in museums of art and folk tradition, displaying
in them reconstructions of ludicrous objects made of modelling clay, made
postmortem inventories of the possessions of obscure men or women,
listing children’s clothes, and collecting family photo albums.’ The works
were concerned with giving an impression of method where there was no
logical reason for it, in order to bring out the giddiness of the common, the
banal - even the banality of evil in the case of Boltanski, whose invento-
ries delicately evoke the Nazi madness of classification and nomenclature
that preceded the programme to exterminate the Jews of Europe. John
Baldessari had, with similar motivation but with sarcastic intent, methodi-
cally photographed the rear bumpers of thirty-two trucks, overtaken one
day on the way from Los Angeles to Santa Barbara, in California ...2°
Perhaps the oddest of Harald Szeemann’s exhibitions was his presentation
in a museum-like setting in 1974, impeccably ordered and labelled, of
the tools and publicity material of his grandfather, who had operated
a hairdressing business of some repute in Bern, Switzerland (Grossvater:
Ein Pionier wie wir — Grandfather, a pioneer like us).

Christian Boltanski has always expressed profound admiration for
Szeemann, and for the Grossvater exhibition in particular. One may con-
tinue indefinitely to add to the examples of this process, to which numbers
of artists resorted, especially in the 1960s and 70s — a process splendidly
described by Dubuffet (although, admittedly, he is not referring to the aes-
thetics of the archive), which consists, for the artist, in voluntarily endow-
ing oneself with tools or methods which are, a priori, inadequate:

“I feel,” said Dubulffet, “that the objects represented, to be thus subjected to an
external and bizarre logic, find themselves as if lit by a quite new and unexpected
light that allows us to see them with new eyes. I am convinced, moreover, that one
gains by accumulating obstacles, that the more obstacles set up to keep the objects
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from appearing, the greater the shock when they do appear, just as the rebound of
a spring will be all the more violent, the greater the pressure that has been exerted
to compress it."*!

The investigation report, the Bertillon system, the notarised inventory
- none of these had any calling to enter the world of artists, but they have,
during the modern age, magnificently taken their place there, alongside
the “idiotic paintings, pediments, backdrops, paintings of acrobats, signs, popular
illustrations ..., misspelt erotic books, the novels of our grandmothers, fairytales,
little children’s books, old operas, inane choruses, naive rhythms,”*? by which
Rimbaud was already captivated, in a visionary passion.

Does Ol6f Nordal pursue that same kind of appropriation or misappro-
priation of police and/or scientific taxonomies? Not exactly. Her pictures
reproduce collections and archives, but they do not mimic their rules or
procedures, they do not imitate their implicit stylistic conventions, as did
the works of John Baldessari, Bernd and Hilla Becher, Christian Boltanski,
Annette Messager, or as the installations of Mark Dion do, in the form of
cabinets of curiosities ... They are large-format, they do not produce the
impression of a series — of what may be termed “beauty by accumulation”
—and they present themselves as pictures whose light and composition
are appropriate to the subject, not borrowed from the subject. One must
not underestimate the intelligence of images: those of Ol6f Nordal tell
in a fraction of a second the truth about the Musée Islandique (a childish
enterprise marked by the seal of contempt and callousness), and Jens Pals-
son’s archives (a eugenic dream that was scientifically, morally and politi-
cally passé at the very time that it was being pursued). Nor do the images
naively condemn what they show, as is too often the case with art that is
called “committed,” which forgets that a work of art never has just a single
meaning, but rather a thousand, and thereby always fails to hit the target
it has set up for itself — art has no target. The images highlight flashes of
unforeseeable grace. In making his cast of Ragnheidur Olafsdéttir, did
Stahl suspect that he would produce a poignant bust almost as mysteri-
ous and captivating, with respect to the beauty of the young woman and
the enigmatic nature of her expression, as the famed Inconnue de la Seine
(said to be the death mask of a young woman whose drowned body was
pulled from the river Seine), who captivated so many writers from Rilke
to Nabokov via Aragon? As for Jens Palsson, he had surely never heard
of Duchamp or Joseph Cornell: yet, as he packed his samples in chocolate
boxes (Hershey’s, an American make) or film canisters (he used Tellko
film from Switzerland), just as Duchamp stored his notes in boxes that
had contained photographic plates from Lumiere or Jougla,?® he some-
times achieved the poetic nostalgia of these two great 20'" century artists.
Pseudosciences such as phrenology and physiognomy would never have
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enjoyed the success they did without producing a compelling imagery
which may rightfully be termed poetic — poetry and art have a compli-
cated relationship with morality, and our lives would be simpler if art and
poetry were still simply sensory flashes of the good and the true ... It is
because she turns an artist’s eye upon the grotesque or scandalous that
Ol6f Nordal perhaps delves more deeply than anyone else into the arcane.
Ethnological casts, anthropometric data and the collection of locks of hair
belong, so we think, to the past. Today we would not be victims, we be-
lieve, of such absurdities. What Ol6f Nordal also says to us is: Are you quite
sure about that? The past she so skilfully unearths speaks of the present:
few of the visitors to her exhibition can boast of never having confided
their fingerprints to their smartphone, or submitted to facial recognition
technology at airports. And that passport that weighed so heavily in my
pocket is a biometric passport! We will probably live to see a time when
the collection of anthropometric data is carried out at a level never before
imagined and, apart from a few voices of protest subjected to strenuous
efforts to silence them, it meets with overwhelming apathy from the po-
tential victims of a project of global documentation: voluntary servitude
is the worst of all. Plon-Plon and Jens Pélsson were like babes unborn by
comparison with GAFA (Google, Apple, Facebook, andAmazon), the gi-
ants of the Web, and modern systems of customs and excise — happily for
them, we may say: suffice to compare their portraits, of a double-chinned
dullard and a man who looks like a police informer, to conclude that they
would have been the first victims of an effective system of discrimina-
tion by facial features!
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Musée Islandique - Téte en platre d'lslandais, donné par M. Gaimard, 1839
Gifshaus af Islendingi, gefinn af hr. Gaimard, 1839, 2010
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Under a decree of December 1853 he had been granted the title of Prince, placing him in Napoléon III's line
of succession, although his succession was a highly unlikely eventuality. His civil status was not Jérome or
prince, but simply: Napoléon Joseph Charles Paul Bonaparte.

Gisele Jonsson, Les relations franco-islandaises au dix-neuviéme siécle. I-11. (I Lexpédition Gaimard, I Lexpédition du
prince Napoléon, le voyage de la «Reine Hortense», 1856, Le Vigan: Clément, 2012.

Voyage du Prince Napoléon dans les Mers du Nord en 1856, Archives nationales, 400AP/164. (Dictated to Plon-
Plon’s secretary Hubaine, the on-board journal is remarkably readable, even for the modern reader). Accessed
20 May 2019 from www.siv.archives-nationales.culture.gouv.fr/siv/rechercheconsultation/consultation/ir/
consultationIR.action?irld=FRAN_IR _o053754&udld=c-wq7lsc400--1e8obaqtqtxdo&details=true&goto
ArchivesNumfalse&auSeinIR=true&formCaller=GENERALISTE&fullText=Voyage%2odans%z2oles%z20m-
ers%2odu%z2oNord

Charles Edmond (Chojecki), Voyage dans les mers du Nord a bord de la corvette la Reine Hortense, Paris: Michel
Lévy fréres, 1857.

Gisele Jonsson, Les relations franco-islandaises au dix-neuviéme siécle, II, p. 27.

See “Island” in Allgemeine Zeitung 13 September 1856, no. 258, p. 4118, which presents the journey

as amission of exploration.

Iceland was, of course, still under Danish rule — and neither Icelanders nor Danes had any interest in such a project.
Gisele Jénsson, Les relations franco-islandaises au dix-neuviéme siécle, II, pp. 184 and 185.

See Asa Sigurjénsdoéttir, “French photography in nineteenth-century Iceland®, History of Photography 23:
1/1999, pp. 10-17, accessed from doi:10.1080/03087298.1999.104 43792

Inissue no. 724 of Llllustration, 10 January 1857, p. 21 (www.babel.hathitrust.org/cgi/pt?id=uci.
c003288391&view=1up&seq=31).

See: A fleur de peau: Le moulage sur nature au XIXe siécle, exhibition catalogue, Paris: RMN, 2001. Information
on Musée d'Orsay’s website: www.musee-orsay.fr/fr/evenements/expositions/aux-musees/presentation-
generale/article/a-fleur-de-peau-le-moulage-sur-nature-au-xixe-siecle-4183.html?cHash=4f378d37e2

Gisele Jonsson, Les relations franco-islandaises au dix-neuviéme siécle, I1, p. 183.

Voyage du Prince Napoléon dans les Mers du Nord en 1856, Book 34.

On the manifest of passengers on the yacht he is designated as “captain of staff of the Republican Guard

of the Seine.”

Charles Edmond (Chojecki), Voyage dans les mers du Nord a bord de la corvette la Reine Hortense, pp. 95-96 .

Gisli Pdlsson and Sigurdur Orn Gudbjornsson, “Musée Islandique — Ol6f Nordal: An encounter between physical
anthropology and art”, Musée Islandique: Olof Nordal, ed. Halldér Bjorn Rundlfsson, Reykjavik: Listasafn
Islands, 2012, bls. 41-55.

“Olof may be said in her work to be focussing on the beginning and the end of anthropometrics,” op. cit. p 43.
Adalgisa Lugli, Wunderkammer — La stanza delle meraviglie, catalogue for the Venice Biennale, Milan: Mondadori
Electa, 1986.

See especially: Essai de reconstitution (Trois tiroirs), 1970-1971; Album de photos de la famille D.,1939—1964,1971;
Inventaire des objets ayant appartenu a une femme de Bois-Colombes, Paris: CNAC,1974.

The Back of All the Trucks Passed While Driving from Los Angeles to Santa Barbara, California, Sunday 20 January,
1963,1963.

Jean Dubuffet, Prospectus et tous écrits suivants, ed. Hubert Damisch, Paris: Gallimard, 1995, II, pp. 91-92.
Arthur Rimbaud, Une saison en enfer, Brussels, 1873.

Marcel Duchamp’s first ever work in the form of a small archive is Boite, 191 4. Five exemplars of the work exist.
It contains 16 notes on cardboard and a reproduction of a drawing illustrating a poem by Jules Laforgue.
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Prju16mb og kalfur, Start Art, Reykjavik /
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Would you know yet more? Alpingi - Iceland Parliament, Reykjavik, Iceland
2001 Tungukots-Mori, vid Heilbrigdisstofnun Hvammstanga /
Hvammstangi Hospital, Hvammstangi, Iceland
1998  Geirfugl, 1 Skerjafirdi, Reykjavik / Great Auk, Reykjavik, Iceland

Verk i eigu safna / Selected Collections

Listasafn Reykjavikur / The Reykjavik Art Museum, Iceland

Listasafn fslands / The National Gallery of Iceland, Iceland

Listasafn Haskola fslands / University of Iceland Art Museum, Iceland

Listasafn Cranbrook, Michigan, Bandarikjunum / Cranbrook Museum of Art, Michigan, USA
Safnasafn, Svalbardsstrond vid Eyjafjérd / Iceland

Finkasofn 4 [slandi, { Bandarikjunum, Mexiké og vidar / Private collections in Tceland
Mexico and USA

Nokkur rit / Selected Bibliography

2012 Asa Sigurjonsdottir, ,Addréttarafl likamsmannfredinnar i verki Olafar Nordal®,
Musée Islandique: Ol6f Nordal, ritstj. Halldér Bjérn Rundlfsson, Reykjavik: Listasafn
Islands, bls. 5-16. / Aisa Sigurjénsdottir, “The Attraction of Physical Anthropology
in Ol6f Nordal's Musée Islandique”, Musée Islandique: Olf Nordal, ed. Hallddr Bjorn
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Fjoldi syningarskrda. / Various exhibition catalogues.

Olof Nordal hefur flutt gjérninga ein og i samstarfi vid adra. Hin hefur einnig unnid fyrir leikhts.
Hun hefur kennt myndlist og er nti désent vid Listahaskdla fslands. Olof hefur hlotid ymsar
vidurkenningar fyrir myndlist sina, medal annars tir Sjodi Richard Serra 2005

og minningarsjodi Errés um Guomundu Kristinsdoéttur 1999.
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and worked on theater productions. She is a docent at the department of fine art at [AA and has
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Um
hofunda

Didier Semin (f. 1954) er menntadur i listasogu og hefur unnid fyrir
ymis sofn og listastofnanir, nu sidast i Nutimalistasafninu i Pompidou-
midstddinni, par sem hann stjornadi samtimalistardeildinni. Hann hefur
unnid sem syningarstjori i fronskum séfnum og skipulagt fjolmargar
einefnis- og pemasyningar, par 4 medal yfirlitssyningu 4 verkum Kurts
Schwitters { Centre Pompidou. Hann ritstyrir bokardd sem helgud er
ritlist myndlistarmanna og ENSBA gefur ut.

Ragnar Helgi Olafsson (f. 1971) er menntadur { heimspeki, myndlist
og ritlist og hefur jafnhlida ritstorfum starfad ad sjonlistum um drabil.
Hann hefur synt verk sin vida um heim en er einnig hofundur fimm bdka
og hefur hlotid fjolda verdlauna og vidurkenninga fyrir baekur sinar sem
allar hafa komid ut & meginlandinu i fronskum og pyskum pydingum.
Meodfram listskdpun sinni leikur Ragnar Helgi tonlist auk pess ad vinna
ad grafiskri honnun og standa ad bokautgafu.

/Asa Sigurjonsdottir (f. 1959) er désent 1 listfraedi vid Haskdla Islands.
Hun lzerdi listfraedi a fslandi, Bretlandi og i Frakklandi og hefur unnid sem
syningarstjori hja ymsum listastofnunum i Evrépu. Auk pess hefur hin
styrt fjolda syninga 4 Islandi og tekid patt 1 rannsdknarverkefnum um sam-
timalistir, list { almannarymi, listasogu og [jdsmyndir. Hin hefur skrifad
bakur og greinar i syningarskrdr og i innlend og alpjddleg fraedirit.
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