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Verkalisti List of works

Emily Weiner

1 Taknranir / Glyphs

2017 Akryl og olia & prentada bémull /
Acrylic and oil on printed cotton

2 Taknranir / Glyphs 11 Fylking / Procession 17 Undirstada ./ Foundation
2917 Olia & striga/ Oil on canvas 2917 Oliaalin i keramik ramma/
Oil on linen in ceramic frame 2017 Marmari, granit/ Marble, granite
3 Tradur / Harlequin 12 Palendrome 18 Brjéstmynd / Bust

2016 Olia alin i keramik ramma/
QOil on linen in ceramic frame

10 Pareidolia

2016 Olia 4 lin i keramik ramma/
Qil on linen in ceramic frame

2017 Olia alin i keramik ramma/
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Theresa Himmer

Hvadan kom

Qil on linen in ceramic frame

4 Mona

2015 Olia & lin i maludum vidarramma /
Qil on linen in painted wood frame

5 Mundus Inversus

2016
Olia & lin T keramik ramma/
Qil on linen in ceramic frame

13 Vegir / Paths

19 Stigi/ Stairs

timalinan? / Who
created the timeline?

2017 Vided, 8 min lippa/ Video, 8 min loop

24 Innanhus framleidsla,
1—3./In House
Production, 1—3

2017 Mbsaik gerd dr Murano gleri/
Mosaic made from Murano glass

Handgert af Glasmalerei Oidtmann,

byskalandi/ Hand manufactured by
Glasmalerei Oidtmann, Germany

25 Rymi vinattu (Elin),
1—5/The Space of
Friendship (Elin), 1—5

2016 Vided, 8 min lippa/ Video, 8 min loop

2017 Akryl & litadan hamp /
Acrylic on dyed hemp

14 Noktiarna/
Nightbloomers

20 Sdla/ Column

2016 Olia 4 lin i keramik ramma/

6 Pierrot

2016 Olia alin i keramik ramma/ 15
Qil on linen in ceramic frame

7 Fornar astir /Old Love

2014 Olia alin i keramik ramma/ 1 6
Qil on linen in ceramic frame

2016 Olia 4 lin i keramik ramma/
Oil on linen in ceramic frame

Oil on linen in ceramic frame

Caduceus

Tungl /' Moons

22 Sbél/Sun

2017 Litfilma./Window foil

2016 Marmari, lim /Marble, glue

21 Dregill / Carpet

2017 Raudur dregill / Red carpet

23 Kubbar / Blocks

2017 C-prent ljésmynd & alpltu/
C-print mounted on aluminum

26 Vidmidunarpunktar/
Points of Reference

2017 Tilbanar stalsalur / Existing steel polls

27 Arkitekténiskar
eefingar / Architectural
Procedures

2017 HD vided, 7:15 min luppa/
HD video, 7:15 min loop

2017 Marmari, jardleir / Marble, clay

2017 Akryl og olia & pdlyester /

8 Hendur / Hands

2917 Bémullarhanskar & flauel /
Cotton gloves on velvet

9 Tungl/Moon

2017 Olia alin i keramik ramma/
Qil on linen in ceramic frame

Acrylic and oil on polyester

Dans og kéredgrafia/ Dance and choreography
Saga Sigurdardaottir

Upptaka og klipping / Camera and edit

Janus Bragi Jakobsson
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THE IN, WITH AND BETWEEN US Malene Dam

THE IN,

WITH AND
BETVWVEEN

U S Paris in the burgeoning arts
community in the 5@s and 60s; New
York—at the School of Visual Arts MFA
program, upstate New York at Bard
College’s Summer MFA, and in Brooklyn
during the 2010@s; Beirut during the fall
of 2016, Iceland from the 1920s up to
the present day, Copenhagen during
2016 and 2017; Holland in the early
1970s; Germany on and off through the
1960s and until the mid 1970s; Florence,
Italy during the 1940s; Képavogur from
the 90s until today, Egypt during the fall

of 1966.

THE IN, WITH AND BETWEEN US Malene Dam

Ragnheidur’s works orient these questions
within the very writing of history itself.
What happens when women artists
continually make up less than 20% of
the museum collections across almost
all of western art museums? What
histories are produced, and what kind
of questioning is not taking place?
What are the hidden and marginalized
narratives that scaffold the dominant
ones? Ragnheidur shifts the focus onto
this very scaffolding in the series Who
created the timeline?

During a fall 2016 artist residency in
Beirut, Ragnheidur found a material
component to her interest in the politics
of ruins and ancient history. The image
of the Athenian marble column, which is
found in ruins across the Mediterranean
and Middle—-eastern regions, appears as
a symbol of what is preserved as History
—and what is left out.

In Column, the image of a classical column
is cut out of a large, thin sheet of pink
marble that creates a kind of inverted
column. Inherent to marble is both its
incredible strength and durability, but
also its porousness and refinement.
When marble is formed into a vertical
column it stands as its most solid and
stable—the symbol of an everlasting,
permanent structure. On the other hand,
when the marble is shaped into a long,
thin sheet (used for kitchen countertops,
among other luxury facades), it becomes
fragile, and symbolizes the exclusiveness
that exists within something that must
be handled with the utmost care during
transport. Within this tension
fundamental to marble as a material,
Ragnheidur poses the question of who

is deemed important in the grand
narrative, and who scaffolds it? Do the
conditions of present-day capitalism
perpetuate labor conditions that bear

resemblance to conditions during
antiquity? In Column, an empty, column-
shaped hole in middle of the marble
sheet—a shadowy absence—invites
the viewer to consider who is allowed
through.

In the video Stairs the camera registers
the marble staircase of a new building in
Beirut, in an infinite upwards movement
as a body slowly walks up backwards.
The back staircase is the entrance used
by domestic workers and where people
also store their personal belongings.
Ragnheidur shifts the gaze of the
penetrative eye of the camera allowing
the environment to unfold as a document
of present-day class segregation.

The circular verticality of the stairs is
paired with the video Bust, shot in the
storage room at Gerdarsafn housing the
permanent collection. In it, we see one
of Gerdur’s many untitled classical busts
sculptures, that are rarely exhibited,
slowly rotating on a small ceramic
working table. These sculptural works,
which resemble classical roman statues,
documents Gerdur’s traditional training
as an art student in Iceland and later in
Florence during the 194@s. They provide
an insight into how Gerdur and other
artists studying at this time were taught
art from a master—-apprenticeship model.
When U.S. art historian Linda Nochlin
posed the famous question “Why Have
There Been No Great Women Artists?”
in her pioneering essay from 1971 on
the exclusion of women artists and
feminist practice from the institutions
of art and history, she describes how
Western Art History structurally

and historically continue to disregard
questions of gender and diversity.

The storage space is important in

this regard because it shows how

an art institution participates in

The exhibition The In, With and Between
Us asks us how we have conversations
across time and contexts. How do

we relate to one another? What do

we share? What do we carry with us
and what lies between us?

In the space of an art museum, exhibitions
act as spatialized histories, with objects
that—one after the other—allow a
certain narrative to build. Depending
on the museum or exhibition, these
arguments rely on specific discursive
and spatial conventions for the story

to unfold. Museums, for instance, often
utilize their permanent collections to
construct historical narratives of certain
time periods.

What happens if we shift the very
coordinates of how we think in

a museum, if we abandon the
chronological progression that so
many museums use? How do we
install artworks alongside one another
that were never thought of as being
in conversation, or even sharing space
or time?

This is the setup of the exhibition,
but it begins slightly before that.

It started as a conversation at the School
of Visual Arts in New York City in 2011
between three fellow art students from
very different backgrounds. Emily Weiner
is a painter, that grew up on the East
Coast of the US; Ragnheidur Gestsdottir,
who is Icelandic, works in film and
installation, but comes from an academic
background in Visual Anthropology; and
Theresa Himmer, who is Danish, uses her
background as a practicing architect to
think through the social and political
memory of space. The three met around
their shared interests in non-linear
readings of place and time, the
malleability of language and translation,

history-writing by deciding what
becomes visible and what remains
hidden.

From her work as an art educator,
Ragnheidur uses the clarity and humor
in literal images to open up large and
complex conversations. In the humorous
and tragic Carpet a large red carpet
blocks the bridge between the two
upstairs museum galleries, as a way to
talk about access and privilege through
visual imagery such as the bumpy road,
closed entryways and broken systems
while also attempting to understand the
value in having to take the long route.

In doing so she forces the viewers to
walk back the same way they came in,

a circular movement that resists the
choreographed progressive pathways
museum visitors are usually forced to
follow. She takes us back to the entryway
and the front desk, all places not
designated to art.

In the entrance to each museum gallery,
pink granite columns form part of the
neo—classical 198@s detail of the
building’s architecture. On the floor at the
base of one of the columns, Ragnheidur
extends the original architecture with
sheets of marble and granite to resemble
Athenian golden-age columns, showing
the viewers how signifiers of a grand
narrative is already embedded within
contemporary institutions of today. The
children’s corner, usually downstairs and
away from the exhibition space, is now
pulled into the middle of the main
museum gallery. Visitors are invited

to construct their own buildings using
marble and clay building blocks
resembling traditional wooden blocks
used by children. The marble and clay
blocks are in the same material found

in Gerdur’s busts and Ragnheidur’s
column, linking the children’s corner to

and how these themes play out in their
respective artistic practices. In 2015, this
conversation materialized for the first time
in an exhibition titled Speak Nearby, held
at Soloway gallery in Brooklyn, New York.

When the three artists approached
Gerdarsafn — Képavogur Art Museum,
located outside of Reykjavik, to continue
their collaboration and share it with

an Icelandic audience, they were
asked whether Gerdur Helgadbtir,

the pioneering Icelandic sculptor for
whom the museum is named, could
be a part of the ongoing conversation
and future exhibition. It sounded like
an interesting pairing. | was invited to
join as the curator and facilitate this
unusual, expanded conversation.

Questions of temporality, representation,
translation and history writing all of a
sudden took on a very concrete challenge.
Three new commissions have been made
especially from this prompt by Ragnheidur,
Emily and Theresa, all with the life and
work of Gerdur Helgaddttir in mind.

Instead of approaching the exhibition

from a hierarchal, art historical model

of influence, we tried to meet Gerdur

as a peer, as a conversation partner. But
how do you have an equal and reciprocal
conversation when one of you is no longer
here, yet has left a body of work so diverse
and complex, and so unfinished?

We needed to meet Gerdur somewhere
in—between here and there, in the middle,
where she could also meet us and read
the work back to us. The three artists each
had their own process and conversation
with Gerdur and her works.
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all of the works in the show and refusing
the hierarchy between the real art and
the play art.
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Theresa Himmer’s research—based
approach lead her to meet with
Gerdarsafn’s architect Benjamin
Magnuisson and Gerdur’s biographer
and close friend Elin Palmadéttir, who
is now 90 years old.

Through these meetings, as well as
research into Gerdur’s own letters housed
at the Manuscript department at the
National Library of Iceland, Theresa found
that any idea of an authentic truth about
Gerdur began to dissolve. Instead, a sense
of storytelling started to appear. And
what developed as characters in this story
were two caretakers of Gerdur’s legacy.
The personal friend Elin as the main
narrator of Gerdur’s life and the building
that would house her artistic estate.

In 1975 Elin accompanied Gerdur back

to Iceland, when Gerdur was terminally

ill from cancer. After Gerdur’s untimely
passing at the age of 47, Elin traveled to
Paris together with a member of Gerdur’s
family to collect Gerdur’s entire artistic
estate and brought it to Iceland. Gerdur’s
family donated the estate to the city of
Kopavogur under the condition they build
a museum in her name, that would care
for and present her body of work to a
larger public alongside and with
contemporary art.

Theresa met with Elin on several
occasions during a time when Gerdur’s
dear friend was moving from her
apartment overlooking the Faxafloi

Bay. Here Theresa found six small

art works by Gerdur: one collage, one
mosaic, a stained glass work and three
sculptures. One of the sculptures was
made especially for Elin for her birthday,
and most of the others were given to
her on various occasions as personal
gifts. Theresa’s five photographs The
Space of Friendship (Elin), 1—5 show
these art works within a context of a lived

THEIN, WITH AND BETWEEN US  Malene Dam

In Emily Weiner’s painting practice,
symbols that have been repeated across
cultures and lifetimes are put into a visual
and playful conversation. How do we
read visual threads across history from
antiquity and the Renaissance, to female
and craft traditions of art—-making, to
archetypes in folklore, to entertainment
and theater? What happens in the
reception, the recognition and the
interplay between visual images? How
are traditions preserved, meanings lost
and new connections created? Can we
share imagery in a vast temporal field?

For this exhibition, Emily produced a

series of oil paintings placed in handmade
ceramic frames. The tactility and detail

of the glazed frames have a strong
relationship to Gerdur’s stained glass and
hand-wrought sculptural works. When
Emily was making the paintings for The

In, With and Between Us she worked from
a range of visual and conceptual influences
she also had found in Gerdur’s works and
biography. Gerdur became an important
conversation partner along the way.

In some of these paintings, a half circle
floats in a glowing, night-sky gradient,
framed by the silhouette of hands. Here,
implied bodies capture the semicircle in
varying configurations. This image of
catching the moon is repeated with a
number of hands doubled, tripled—not
just one pair, but many pairs. An almost
spiritual image appears, one similar to
those found on tarot cards. The hands at
once suggest sign language, pantomime
—or possibly the supernatural.
Meanwhile, the symbol of the half circle
could be a moon, or a planet, or a
reference to the semicircular windows
found in each room of the museum.

Another painting, titled Mona, shares
a similar gradient backdrop, but pictures

life, where the autonomy of the art
work is collapsed within reflections and
fragments of the inside and outside of
the apartment that holds an affective
layering of collected sculptures and other
memorabilia from Elin’s many travels as
a journalist and foreign correspondent.
Together the five photographs portray
the intertwined narrative of these two
independent and internationally oriented
women that produce a sense of layered
filmic time.

As a contrast to the intimate domestic
scale of the apartment and sculptures,
Gerdarsafn as an institutional building
becomes a host, container and home

for Gerdur Helgaddttir’s artistic practice.
Gerdarsafn’s architect Benjamin
Magnusson told Theresa that he was
educated in Paris where he had actually
met Gerdur once or twice, although

they weren't friends. After a few years
of practice in Paris, he came back to
Iceland in the early 197@s and received
the commission for the Museum. What
does it mean to create a building for
someone, who had died over a decade
earlier, out of sync with the time and
context of Gerdur Helgadottir practice
and art works? What happens at the
meeting of Gerdur’s search for a cosmic,
non-linear geometry and the museum’s
cartesian logic? Gerdarsafn appears

as a rational and strictly modular building
with neo—-classical details characteristic
of 1980s postmodernist style, and with
skylights inspired by Louis Kahn's iconic
Yale Center for British Art. Under these
skylights, in the video work Architectural
Procedures, a dancer performs a sufistic—-
inspired movement around the structural
floor anchors meant to hold modular
museum walls. The anchor points form
the shape of an enneagram, a symbol
that is taken from the mystic teachings
of George Gurdjieff, a great influence

on Gerdur. Under Gurdjieff’s close pupil,

a pyramid—a reference to Gerdur’s trip
to Egypt in the fall of 1966. Gerdur’s
journey should be understood in
connection to her interest in cosmic,
non-linear geometry and the mystic
teachings of George Gurdjieff. Mona
similarly investigates the authority of a
single geometry across time and place:
Is it a coincidence the same triangle
implies power in the form of an Egyptian
pyramid, in the all-seeing eye on the
American dollar bill, in the sacred
geometry of Leonardo da Vinci’'s Mona
Lisa, and in the enneagram—the
fundamental hieroglyph of Gurdjieff’s
universal language?

In the same series we find Old Love,
which portrays a love scene drawn on

an ancient greek vase. In another painting,
Harlequin, a face resembling both a
Roman bust and a Picasso-like portrait
set behind a pattern of interlocking
diamonds. A third painting, Pierrot,

adds the stock character of the clown
onto this rotating cast of characters.

At play in this collection of paintings are

a range of familiar figures—borrowed
from Art History, Jungian archetypes,
playing cards and theater—that open up
a conversation about how images dance
alongside one another within a vast range
of cultural references.

In a separate group of fabric backdrops,
Emily isolates symbols to exist separately
from the paintings, as contexts rather
than content. These backdrops were
created as stage-like sets for Gerdur’s
sculptures as well as for Emily’s own
paintings. One painted backdrop borrows
a number of hieroglyphs once found on
Egyptian pyramids (curiously Gerdur also
took a photograph similar to this isolating
the spiritual sign language, when she
visited Egypt). Another is printed with
large, overlapping leaves—the forest

Madame de Salzmann, Gerdur participated
in spiritual dance classes. In the empty
space of the museum gallery, within

the rational architecture, the enneagram
connects the building to Gerdur’s spiritual
and bodily praxis, providing a cosmic
diagram and orientation to an otherwise
conventional building. Theresa’s mis-
and re-readings of the space insist on

a more complex and open relationship

to architecture.

The final piece in Theresa’s constellation
of works are three small glass mosaics
visualizing fragments of Képavogur’s
suburban city plan, including the
roundabout that leads to the museum.
How does the site of the museum
operate as infrastructure in the story

of Gerdur, and how is the fabric of

the local topography mapped onto a
distinctly global outlook? The mosaics
have been produced by the Oidtmann
company, a family business who
produced all of Gerdur’s mosaic pieces
a generation ago. The actual process

of creating the mosaics hasn’t changed
since the time that Gerdur’s works were
produced, linking them through their
chain of production out of the museum
and into the suburb of Képavogur and
the world. The mosaics produce a time-
lapse of artistic labor, past and present,
stretched out across contexts.

Theresa’s spatial approach unpacks the
two dominant representations of Gerdur’s
legacy—one through Elin, the other
through the architecture of Gerdarsafn
—both of which focus on the intricate
political and personal ways the narrative
of an artist is constructed and preserved
over time.

being an archetypal symbol for the
unconscious itself. Meanwhile two long,
thin, fabric works picture improbably
long ladders suspended in air. These

at once echo Ragnheidur’s film of an
endless staircase, while in their own
right, seem to attempt either touching
the divine or transcending a glass ceiling.

Hanging alone, or between works in the
exhibition, the fabric pieces act as way-
stations for symbols which may jump
from one work to the other. They point to
how an influence may permeate between
the artwork of two distinct artists, like an
archetype shared through dreams of the
collective unconscious.

A part of this working methodology,
shared by Theresa and Ragnheidur,
required a trust in the fact that Gerdur’s
practice and art works have an agency

of their own, where Gerdur’s art works
create a context for Emily, Theresa and
Ragnheidur, as much as Emily, Theresa
and Ragnheidur create new readings and
contexts for Gerdur. If | am leading you
through multiple narratives, as the curator,
the artists in this project have also become
fellow curators. They have invited Gerdur
into new narratives, new readings and
together with Gerdur the art works traffic
in a vast temporal field of contexts.

We overlap and step into each others
narratives in a shared horizontal, non-
linear structure where all ideas have the
possibility of connecting to all other ideas.!

1 The essay and this project have been greatly influenced
by the writing and work of US curator and art historian
Helen Molesworth. See for instance “How to Install Art
as a Feminist” in Modern Women: Women Artists at The
Museum of Modern Art, p.507
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listalifi Parisar arin 1950 — 70; i
meistaranami vio The School of
Visual Arts i New York, sumarlangt
vid Bard College i New York fylki
og i Brooklyn arin upplr 2010;
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I Kbpavogi fra 1994 til dagsins

[ dag, i Egyptalandi haustio 1966.
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Innsetning Ragnheidar stadsetur pessar
spurningar i ségurituninni sjalfri. Hvad
gerist pegar verk kvenkyns listamanna
eru idulega minna en 20% af safneign
velflestra listasafna & Vesturléndum?
Hvada sdgu er par verid ad segja og
hvada spurninga er ekki spurt? Hverjar
eru peer huldu og jadarsettu frasagnir
sem halda uppi og stydja vid rikjandi
sdguskodun? Ragnheidur beinir kastljosi
ad pessari studningsgrind i myndrédinni
Hvadan kom timalinan?.

[ vinnustofudvél i Ber(t hausti® 2016 fann
Ragnheidur efnivid sem rimadi vid ahuga
hennar a fornum rlstum og fornségu-
legum tima. Griskar marmarasulur, sem
finna ma i fornum rdstum allt i kringum
Midjardarhafid og einnig & landsveedum

i Litlu-Asiu, verda takn pess sem er
vardveitt sem Mannkynssaga—en

lika pess sem ekki er sagt fra.

[ Stla er imynd klassiskrar griskar

sUlu skorin Ut ar langri, punnri, bleikri
marmaraplétu, og myndar eins konar
andhverfu sina. Marmari byr yfir étrdlegri
endingu og styrk, en lika gegnfleedi,

mykt og fagun. begar marmari er métadur
i 16drétta silu vitnar hann um burdarpol
sitt og styrk og verdur takn varanleika.
Pegar marmari er skorinn 1 punnar, langar
plétur (t.d. bordplétu i iburdarmiklu
eldhsi), umbreytist hann i brothaetta
lGxusvoru sem fara parf akaflega geetilega
med i flutningi. Med pvi ad beina athygli
ad pessari spennu dlikra eiginleika sem
bGa i marmaranum sem efnivid, varpar
Ragnheidur fram spurningunni um pad
hver er metinn mikilvaegur 1 hinu stéra
samhengi ségunnar og hver tilheyrir
studningsgrindinni? Vidheldur kapitalismi
samtimans verkaskiptingu sem minnir 4
adsteedur verkamanna i forndld? [ verkinu
er gat i formi salu — éskyr fjarvera—sem
bydur dhorfandanum ad hugleida hverjum
er hleypt i gegn.

I myndbandinu Stigi skrasetur mynda-
vélin marmaratréppur i nyrri byggingu.
Skrasetjarinn gengur haegt afturabak

i endalausri fér upp a vid. Tréppurnar
eru bakinngangur, notadur af starfsfolki
hassins, og svaedi par sem folkid geymir
persdénulega muni sina. Ragnheidur
hafnar hinu karllaega sjénarhorni kvik-
myndavélarinnar sem vanalega fangar
umhverfid og leyfir pvi pess i stad

ad afhjlpast smatt og smatt i takti

vid hreyfingu likamans.

Hid 16drétta hringferli stigans er svo
parad vid myndbandid Brjdéstmynd, sem
var tekid i listaverkageymslu Gerdarsafns.
pPar sjaum vid eina af mérgum énefndum
klassiskum brjéstmyndum Gerdar (sem
hafa mjog sjaldan verid syndar) par

sem hun snyst haegt 4 litlu leirsninings—
hjoli. bessar brjéstmyndir minna a
klassiskar, romverskar styttur og syna
hefdina sem rikti pegar Gerdur var vid
listnam 4 [slandi og 7 Flérens & fimmta
aratugnum. baer veita innsyn 1 hefd-
bundnar kennsluadferdir pessa tima og
syna hvernig Gerdur og adrir listnemar
laerdu handbrégdin med pvi ad vinna

i anda eldri meistara.

Bandariski listfreedingurinn Linda
Nochlin spurdi i timamaotagrein sinni

fra arinu 1971 hinnar égrandi spurningar
»¥Vhy Have There Been No Great
Women Artists?“ (Af hverju hafa

ekki verid neinir stérkostlegir kvenkyns
listamenn?). Med pvi beindi hin
spjotum ad pvi hvernig kvenleeg reynsla
og kvenkyns listamenn hefdu verid
Gtilokud fra listaséfnum og listaségunni.
HUn lysti pvi hvernig vestraen listasaga
hefdi skipulega hunsad alitamal um kyn
og fj6lbreytileik. Listaverkageymslan

er mikilvaeg 1 pessu samhengi, pvi hin
synir hvernig listastofnun tekur patt i
ritun listasdgunnar med pvi ad akvarda
hvad verdur synilegt og hvad ekki.

Syningin Innra, med og a milli veltir

upp peirri spurningu hvort haegt sé ad
eiga 1 samtali pvert & tima og samhengi.
Hvernig tengjumst vid? Hvad eigum vid
sameiginlegt? Hvad byr innra med okkur
og hvada preedir liggja & milli okkar?

[ listasdfnum eru syningar venjulega
settar upp T afmoérkudu rymi par sem
verk birtast i akvedinni r6d og innbyrdis
samhengi peirra myndar afmarkada
frasogn. En allt eftir pvi hvada syningu

er um ad reeda og i hvada safni, pa byggir
forsenda frasagnarinnar & akvednum
rokum og akvedinni notkun rymis sem
brdar fraségnina afram. S6fn nyta til
deemis idulega safneign sina til ad byggja
upp menningarségulega fraségn tengda
akvednum timabilum.

Hvad gerist ef vid sveigjum fra hefd-
bundinni uppsetningu og akvedum einnig
ad hverfa fra peirri timalegu framvindu
sem svo morg séfn notast vid? Hvernig
stillum vid saman listaverkum sem var
aldrei eetlad ad eiga i samtali eda yfirhdfud
ad deila rymi og tima?

petta er forsenda syningarinnar, en
pad byrjadi allt saman svolitid fyrr.

Upphafid er samtal i School of Visual
Arts i New York arid 2011 milli priggja
listnema med mjog dlikan bakgrunn.
Emily Weiner er listmalari og dlst upp

4 austurstrond Bandarikjanna; Ragnheidur
Gestsdottir er islensk og vinnur med
kvikmyndir og innsetningar en er med
bakgrunn i sjonreenni mannfraedi; hin
danska Theresa Himmer notar bakgrunn
sinn sem arkitekt til ad lesa i félagslegt
og politiskt rymisminni. bad sem tengdi
bessa prja listamenn var sameiginlegur
ahugi peirra a dlinulegri upplifun af stad
og stund, teygjanleiki tungumals og
sveigjanleiki pydinga, og hvernig pessi
leidarstef koma fram 1 listraenu starfi
beirra allra. Arid 2015 gat petta samtal

Ragnheidur nytir reynslu sina sem
myndlistarkennari, hin beitir skyrum
og hnyttnum adferdum til ad spyrja
stérra og flokinna spurninga og efna

til samraedna um paer. [ verkinu Dregill
fjallar hin & kiminn og jafnframt sorg-
legan hatt um forréttindi med stéru,
raudu teppi sem lokar géngubrdanni milli
salanna a efri haed safnsins. Med pessu
veltir hn upp spurningum um adgengi
og & sama tima er rynt 1 gildi pess ad
purfa ad leggja krék a leid sina. Med
bessu neydir hin dhorfandann til

ad ganga til baka sému lei® og hann
kom, sem er i andstddu vid hannadar
og hefdbundnar génguleidir i gegnum
safnid. Ragnheidur leidir okkur aftur

ad anddyrinu og méttékunni, sveedum
sem eru ekki setlud til syningar a
listaverkum.

Vid innganginn ad hverjum syningarsal
eru bleikar granitsalur, nyklassik tilvisun
af pvi tagi sem gjarnan sast i arkitektdr
niunda aratugarins. A gélfid vid eina slika
sUlu hefur Ragnheidur framlengt pennan
patt arkitektirsins med marmara- og
granitskifum til ad likja eftir undirst6dum
a griskum sUlum fra gulléld Athenuborgar,
og til ad benda ahorfandanum & hvernig
fornsdgulegt form hefur verid fellt inn

i nGtimabyggingu. Barnarymid, sem
venjulega er & nedri haed hissins og

i vissri fjarleegd fra syningarsdlunum,

er ndna sett upp 1 Midjum syningar-
salnum. Gestum bydst par ad nota
marmara- og leirkubba til ad byggja
sinar eigin byggingar, svipad og bérnum
er bodid upp a trékubba i sama skyni.
Marmarinn og leirinn eru efnid sem
Gerdur notar 1 brjéstmyndir sinar og
Ragnheidur i stlu sina, sem tengir
barnarymid vid &ll verkin i syningunni

og hafnar pannig adgreiningunni milli
»alvoru listar” og ,leikfangalistar®.

af sér syninguna Speak Nearby
[Nalaegdartal] sem haldin var i Soloway
galleriinu i Brooklyn, New York.

Pegar pessir prir listamenn leitudu til
Gerdarsafns med pa hugmynd ad prba
samstarf sitt frekar og kynna pad
islenskum ahorfendum, voru paer inntar
eftir pvi hvort verk Gerdar Helgadéttur,
brautrydjanda i islenskri hdggmyndalist
sem safnid er tileinkad, geeti verid hluti

af aframhaldandi samtali listamannanna
og framtidarsyningum. Hugmyndin
hljdmadi vel. Mér var bodid til samstarfs
sem syningarstjéra og fékk pad hlutverk
ad gera pessa Gtvikkudu samraedu
mdgulega og finna henni umgjérd vid
heefi. Spurningar sem vérdudu skirskotun
til samtima, framsetningu, yfirfeerslu og
séguritun urdu skyndilega mjég agengar.
Pessi askorun var hvatinn ad pvi ad
Ragnheidur, Emily og Theresa bjuggu

til ny verk med hlidsjon af lifi og liststarfi
Gerdar Helgadbttur.

[ stad pess ad nalgast syninguna Gtfra
listaségunni reyndum vid ad maeta Gerdi

a jafnréttisgrundvelli, sem samraedufélaga
og jafningja. En hvernig er haegt ad eiga

i gagnkveemum samraedum pegar ein ar
hépnum er ekki lengur a lifi, en hefur samt
skilid eftir svo fjclbreytilegt og margslungid
lifsstarf, og pd langt i fra fullunnid?

Vid urdum ad meeta Gerdi einhvers
stadar mitt & milli, finna pann vettvang
sem gerdi henni kleift ad maeta okkur
og midla verkum sinum til okkar. Sérhver
hinna listamnannanna priggja fér i sitt
eigid préunarferli og samtal vid Gerdi

og verk hennar.
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Theresa Himmer byggir verk sin a
rannséknum. Han fér 4 fund Benjamins
Magnussonar, arkitekts Gerdarsafns,
og Elinar Palmadéttur, aevisdguritara
og nainnar vinkonu Gerdar, en Elin er
na 99 ara.

Eftir ad hafa hitt Benjamin og Elinu og
kannad sendibréf Gerdar, sem vardveitt
eru { handritadeild Landsbdkasafns Islands,
fannst Theresu sem ny fraségn um Gerdi
keemi 1 ljés. Ho6fudpersdnurnar i pessari
nyju ségu voru hinir tveir geeslumenn
arfleifdar Gerdar. Elin sem persénulegur
vinur og ritari lifsségu Gerdar, og

svo byggingin sem vardveitir listreent
héfundarverk hennar.

Elin fylgdi Gerdi heim til Islands &rid
1975 pegar Gerdur var daudvona af
krabbameini. Eftir 6timabeert frafall
Gerdar, adeins 47 ara gamallar, for
Elin til Parisar asamt aettingja hennar
til pess ad taka saman 6ll verk hennar
og lifsstarf og flytja heim til Islands.
Fjolskylda Gerdar gaf allt héfundarverk
hennar til Kbpavogsbaejar, med pvi
skilyrdi ad byggt yrdi safn i hennar
nafni sem myndi vardveita og syna
verk hennar, samhlida syningum
samtimalistamanna.

Theresa hitti Elinu margoft, en pannig
stdd 4 ad Elin var ad flytja ar ibdd sem
han hafdi lengi bdid i med Gtsyni yfir
Faxafl6a. bar sa Theresa sex litil verk
eftir Gerdi: eitt samklippt verk, eitt
mosaikverk, einn steindan glugga og
brja skllptdra. Einn pessara skilptura
hafdi veri® gerdur sérstaklega 1 tilefni

af afmeeli Elinar, og flest hinna verkanna
hafdi han fengid ad gjof fra Gerdi vid

hin ymsu tilefni. Ljésmyndir Theresu,
Rymi vinattu (Elin), 1—5 syna pessi
listaverk 1 ljési lifssdégu par sem sjalfstaedi
verkanna tengist endurvarpi og glefsum
af innra og ytra rymi ibGdarinnar, par sem
fléttast saman kaert samsafn skdlptdra
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Emily Weiner notar i malverkum sinum
takn sem hafa verid pekkt i ymsum
menningarsamfélogum & élikum timum
og setur pau fram i leikandi Iéttu sjon-
reenu samtali. Hvernig greinum vid pessa
sjonraenu praedi i gegnum mannkyns—
séguna, allt fra forndld og endurreisn,

ad hefdbundnum kvenlaagum handidum
og listsképun, ad erkitypum 1 pjédsdgum,
ad skemmtun og leikh(si? Hverjar eru
vidtokurnar, hver er vidurkenningin,

og hvad gerist i sampili hinna sjonraenu
patta? Hvernig vardveitast hefdir, hvernig
tapast merking, og hvernig myndast
nyjar tengingar? Getum vid deilt mynd-
mali yfir Shemiju vidfedmt timabil?

Fyrir pessa syningu gerdi Emily r6d
oliumalverka sem hin rammadi inn 1
handgerda keramikramma. Apreifan-
leikinn og smaatridin i glerungi rammanna
skapa sterk sjonraen tengsl vid steindar
glermyndir Gerdar og handgerda
skllptdra hennar. Vid gerd malverkanna
vann Emily Gtfra peim sjonreenu og
hugleegu ahrifum sem verk Gerdar og
lifssaga veittu henni. Gerdur vard henni
sifellt mikilvaegari vidmaelandi eftir pvi
sem verkin préudust.

[ sumum malverkanna ma sja halfhring
sem svifur 4 litbjértum naeturhimni,
rammadur inn af skuggamynd handa.
Gefin er til kynna mannvera sem gripur
halfhringinn og er métivid endurtekid

i ymsum myndum, fjéldi handanna er
breytilegur, tvéfaldadur eda prefaldadur.
Hér verdur til eitthvad 1 likingu vid traar-
eda dulspekitakn, likt peim sem finna
ma i Tarot-spilum. Hendurnar leida
hugann ad taknmali eda latbragdsleik,
en hugsanlega lika ad einhverju yfir-
nattarulegu. Jafnframt geeti half-
hringurinn taknad tungl, eda planetu,
eda einfaldlega visad til formsins &
hringlaga gluggunum i syningarsélum
safnsins.

og annarra minjagripa Ur fjélmérgum
ferdum Elinar sem bladamanns og
fréttaritara. Saman lysa pessar fimm
ljosmyndir samfléttadri ségu tveggja
sjalfstaedra og alpjédlega sinnadra
kvenna, og mynda likt og lagskipta
timalinu.

Ofugt vid pad ad sja skdlptira Gerdar i
heimilislegri ibGd Elinar, pa er Gerdarsafn
stofnanabygging sem skapar formlega
umgjérd utan um listraena arfleifd
hennar. Benjamin MagnuUsson, arkitekt
Gerdarsafns, sagdi Theresu ad hann
hefdi numid arkitektdr i Paris par sem
hann hefdi hitt Gerdi nokkrum sinnum,
en pau hefdu pé ekki ordid vinir. | byrjun
attunda aratugarins kom Benjamin til
[slands ad loknu nami og fékk nokkru
sidar pad verkefni ad teikna listasafnid.

Hvada merkingu hefur pad ad skapa
byggingu fyrir einhvern sem var dainn
aratug adur, og ekki i tengslum vid
pann samtima og samhengi sem verk
Gerdar urdu til i? Hvad gerist pegar
hnitmidud rékhugsun safnbyggingarinnar
maetir stédugri leit Gerdar ad kosmiskri,
oreglulegri gedmetriu? Gerdarsafn

er stilhrein og einféld bygging med
nyklassisku ivafi sem einkenndi post-
maoderniskan stil niunda aratugarins,

og med pakgluggum par sem sja

ma ahrif fra arkitektinum Louis Kahn.

[ myndbandsverkinu Arkitekténiskar
eefingar sést dansari flytja hreyfingar
innblasnar af dansi sifista undir pessum
pakgluggum. Dansinn afmarkast af
gblffestingum sem hafa pad hlutverk
ad halda uppi lausum veggeiningum
safnsins. Golffestingarnar mynda svo-
kallad enneagram eda niu arma stjérnu.
Enneagram er pekkt takn Gr dulspeki-
kenningum George Gurdjieff, en paer
h6fdu mikil ahrif & Gerdi. Einnig tok
Gerdur patt i andlega hugvekjandi
danstimum hja Madame de Salzmann,
sem var nainn nemandi Gurdjieffs.

Mona er malverk med apekkan lita-
bakgrunn og tunglmyndirnar, en synir
piramida. Er pad tilvisun i ferdalag Gerdar
til Egyptalands haustid 1966. Ferdalag
Gerdar ber ad skilja i samhengi vid ahuga
hennar a kosmiskri, oreglulegri geometriu
og dulspekikenningum George Gurdjieff.
Malverkid Mona kannar & sama hatt

maétt formsins yfir stad og stund: Er pad
tilviljun ad sami prihyrningurinn gefi til
kynna vald pegar hann er syndur i formi
egypsks piramida, syni alsjaandi auga

a ameriskum dollarasedli, komi fram

i myndbyggingu malverksins af Moénu
Lisu eftir Leonardo da Vinci og einnig i
enneagram-takninu, hinni grundvallandi
taknran i alheimstungumali Gurdjieffs?

[ sdmu myndréd er malverkid® Fornar astir
sem synir astarfund & fornum griskum
vasa. | enn 88ru malverki, Tradur er andlit
sem minnir baedi & romverska brjéstmynd
og portrett i anda Picasso, en sett a bak
vid mynstur samtengdra tigla. Malverkid
Pierrot beetir erkitypu tridsins vid pessa
hlutverka-hringekju. I myndrédinni eru
nokkrar pekktar persénur fengnar ad lani
ar listaségunni, fra erkitypum Jungs, Ur
spilum og Ur leikhUsi. bzer hvetja til sam-
reedna um pad hvernig imyndir bergmala
hverja adra i hafsjo menningarlegra
tilvisana.

[ adskildum flokki maladra bakgrunna &
dik hefur Emily einangrad taknmyndir
svo peer eru til stadar adgreindar fra
malverkunum, og syna frekar samhengi
en innihald. bessir bakgrunnar voru
hugsadir sem eins konar leikmynd fyrir
skllptira Gerdar og eins fyrir malverk
Emily sjalfrar. Einn maladur bakgrunnur
faer ad lani fjdlda taknrana (hieroglyphs)
sem fundist hafa & egypskum piramidum.
pad er athyglisvert ad Gerdur ték einnig
svipada ljosmynd pegar han for til
Egyptalands. A annan af bakgrunnum
Emily eru prentud stér laufbldd sem

[ audu safnryminu tengir enneagram-
taknid hasid vid andlega og likamlega idkun
Gerdar og faerir kosmiska skyringarmynd
og vegvisi inn i hefdbundna bygginguna.
pessi endurskodun & ryminu opnar fyrir
margslungnari tengingar vid arkitektarinn.

Lokaeiningin i innsetningu Theresu eru
brju litil mésaikverk sem syna brot af
Uthverfaskipulagi Kbépavogsbaejar, medal
annars hringtorgid sem visar leid til
Gerdarsafns. Hvernig getur stadsetning
safnsins verid burdarvirki i ségu Gerdar
og hvernig getur stadbundid skipulag
ordid ad hnattraenni syn? Modsaikverkin
voru gerd af Oidtmann fjdlskyldu-
fyrirteekinu, sem kom ad ger? allra
mosaikverka Gerdar medan han lifdi.
Adferdin vid gerd peirra hefur ekkert
breyst sidan Gerdur gerdi sin verk og
bannig tengjast pessi nyju verk Ut fyrir
safnid, Gt 1 Gthverfi Kbpavogs og Gt

i heim. Mésaikverkin syna i tima hid
listreena verkferli, pa og nu, panid Gt

i vidara samhengi.

Rymisnalgun Theresu vikkar Ut tvo rikjandi
peetti 1 arfleifd Gerdar, annan gegnum Elinu,
hinn gegnum arkitektlr Gerdarsafns, en
badir beina sjonum ad pvi hvernig fraségnin
um listamanninn er baedi persdnulega og
politiskt spunnin og vardveitt 1 tima.

skarast hvert yfir annad, en skogurinn
er deemigert frumtakn fyrir undir-
medvitundina. Samtimis svifa tvd punn
textilverk i lausu lofti og syna 6trilega
langa stiga sem virdast annadhvort vera
vid pad ad snerta gudddéminn eda & leid
i gegnum glerpakid. Hér er samhljémur
vid myndband Ragnheidar sem gengur
upp endalausar tréppurnar.

Textilverk Emily eru eins konar aningar-
stadir taknanna sem geta stokkid fra einu
verki til annars, hvort sem pau hanga sér
eda milli verkanna a syningunni. Pau visa
til pess hvernig ahrif geta seitlad milli
verka Olikra listamanna, likt og frumtaknin
sem vid deilum i draumi og eru sprottin
ar hinni sammannlegu undirmedvitund.

Adferdafraedin sem listamennirnar prir
beita endurspeglar pa sannfeeringu ad
lifsstarf og listaverk Gerdar eigi erindi

a eigin forsendum. Verk Gerdar mynda
samhengi fyrir Emily, Theresu og
Ragnheidi, alveg eins og Emily, Theresa
og Ragnheidur skapa nyja nalgun og
samhengi fyrir Gerdi. Ef ég sem
syningarstjori hef leitt pig i gegnum
flokna frasdgn, pa hafa listamennirnir

i pessu verkefni einnig ordid syningar—
stjorar. beir hafa bodid Gerdi inn i nyjar
sdgur, nyja upplifun, og med Gerdi hafa
listaverkin ferdast um vidattumikid
svid. Verk okkar og frasagnir skarast

i sameiginlegri, laréttri, dlinulegri form-
gerd, par sem allar hugmyndir eiga
moguleika & ad tengjast 6llum 6drum
hugmyndum.?

1 Pbessi grein og syningin hafa ordid fyrir miklum ahrifum
fra skrifum og verkum bandariska listfraedingsins og
syningarstjérans Helen Molesworth. Sja til deemis ,How
to Install Art as a Feminist“—in Modern Women: Women
Atrtists at The Museum of Modern Art, bls. 507
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