ON'LIANNGIOJHINLSNDT MMM
0% 80 1€ €2 NOAFTHL

07180 0910 ‘¢ ALYD SANLS A'TACLN
LIANNTHOJYANLSNA

V102 HHANALAYS 82 — ¥

dILLOAVNYVILd 4Nd'TIH
SWHLSAS HALLOHLENS

MAPPING A PIECE OF LAND: COLOR, MATERIAL,
AND EARTH IN THE WORK OF HILDUR BJARNADOTTIR

There is something very familiar and immediate in the work of Hildur Bjarnadottir.
Varicolored cloths, in solid colors or checked. The texture and weave all but ask us
to touch, to feel how the fabric handles. Cut in simple shapes and arranged on the
wall, the cloths all come across as paintings. Unassuming canvasses veiling the great
concentration and thought that went into their making.

Hildur Bjarnadottir creates her works from the ground up in an almost literal physical
sense. Her raw materials are linen and wool yarns and silk fabric. She weaves the linen
and wool and dyes the silk. In one respect she has gone further than even the most
dedicated craftspersons. For some of her works, which may truly be called investigations
given the research and experiment involved, she has made her own natural dyes,
gathered the plants, boiled them down, and extracted their juice as the basis of dyes for
use in coloring her yarns. It is scarcely possible to imagine getting closer to the origin
of a painting than to weave the canvas and color it with one’s own dyes.

Hildur Bjarnadottir gathers the material for her dyes at btfugardar, her five-acre
landholding in the Fléi area, east of Selfoss. She has systematically recorded,
photographed, and collected the wild plants growing on her plot of land, such as
angelica, tea-leaved willow, and meadowsweet, and made from them the dyes used in
the works displayed here. The works in silk are dyed in extracts of single plants. The
linen and wool cloths are multicolored and woven from yarns colored partly with herbal
dyes and partly with acrylic paints. They combine natural dyes, which Bjarnadéttir
has handmade on her own land, with ready-made, mass-produced synthetic pigments
from the realm of modern technology. From this description one might guess that the
encounter of two such different worlds would lead to dissonance and conflict. On the
contrary these colors of unlike derivation entwine to create color-tones that easily
balance and agree.

Modern art is built on a clear separation between fine arts such as painting and
sculpture and applied arts, the so-called craft and design fields, which involve useful
activities such as weaving and embroidery. Hildur Bjarnadéttir dissolves this boundary
by turning applied-art techniques into methods of painting. These works may be termed
woven paintings, as the basic form of each is inseparable from traditional textile
methods practiced by people in Iceland and elsewhere for centuries.

Bjarnadéttir does not begin with the empty canvas or cloth as the starting point and
ground of a painting. The ground itself has been taken apart and put back together, as
a reminder that the free, fine arts rest on the work of those never valued at full worth,
the skill and training of craftspersons and industrial workers. Women’s crafts have not
been placed high in art “s ranks of honor.

owwelfold
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A certain ambiguity resides in the composition of the picture surface. The monochrome
ground gains new meaning through the patterns resulting from different methods of
weaving and crocheting threads. A multicolored pattern of vertical and horizontal
bands may be seen as either a colorful table linen or a geometrical-abstract painting.
The familiar checked tablecloth that is sometimes allowed to peep from the still-lifes
of French Cubists or Icelandic abstract painters here takes center-stage and assumes
independent life. The roles are reversed. We are invited to view an abstract painting in
a checked cloth, not a checked cloth in an abstract painting.

Hildur Bjarnadéttir’s work is remarkable for the way it evokes the complex
relationship between color, material, and earth. In our modern world natural colors
live in constant close quarters with the synthetic color-systems that surround us.
Natural colors have lost ground to synthetic colors and the endless possibilities that
technologized color-production offers. The relation of color to material is particularly
striking and strong in these woven paintings because it has to do with their origin and
meaning. These colors manifest the earth, not the colorless world of technology but
the mortal earth we belong to. Bjarnadottir limits herself to organic colors, crushes
the essence from that surface of earthly flora that thrives in sunshine, and indeed
her works reveal a sympathy with the life-supporting earth that nourishes not only
vegetation but man and beast. Here color is something more than an impression of
the countryside; it is a relic of the land in condensed and dried form.

For artists, pigments are material resources just as plaster, marble, paper, and
pencil are. In Hildur Bjarnadottir's work colors are not merely material resources
but benefits of the land. Dye functions as both a visual and physical conduit to the
land where the plants grow. It maps the land with color. This is quite removed from
the view of color as a technical aspect of executing an artwork or as a product to be
chosen from a catalogue or palette. Our age is perhaps jaded by the glut of synthetic
colors that have strayed far from their origins and soils. If so, it rests solely in the
hands of artists to rediscover the source.

Gunnar J. Arnason
(This article is part of an essay that may be read in full on hildur.net)
Translated from Icelandic by Sarah Brownsberger



rogh AT L IE e B PASIAES Hhed 3 1) vl
95 ot

X .... . s 325

T s a0
s .ﬁ.: s

bbbt

BR S<Zi 335 U R e Jaaiui

Ot 0

44 i..,k.ﬁ.....

5 Sadpeniod

.M..... ? .....T... : g

i ...,.:

bt e g dibide 4..1,..! ietgi b T..L..
!

Weret 1o b dbieie

. .f,;..,.ﬂ. n..:.....
v § .LI {5 Biwtd Latdent

.e-!..v-o.vlvvrtr
eog

oot osk . 4ud
"ot ,.......:44.~

bttt o

b b bl

L

A.g,,.

$4 gresder fid b o Bucaiel,

e e
Fose -t

RE

*

TR T

Fonteede o

L |
T3

23
:
i

e T R
PR § M
3 A

~ e 28ls

“_
~_.
M.

veddy Yhete rationy
e SYSEN RS 35 S IN p4

e e e Pabare 8

e

1
mate- lot L L

&

S betnr s it i geben
- s

peipen RERSL S S

Frterd

e

L.
¥

et A
o
' o

WA

u:.i.t.a.:.;.tx.o... 00 1908 hang et el o e
s

N .w o e

siede 8

3o E

SN et

v F o el A e st

b

st Cafhra ot et T Geia

- e
»

-l lo i

SR e Gt

Forietsl cbeinid @l i 4

.,!.;,; et L e B

..,.....*......,.c..:.,!.

Meadowsweet, Northern Bedstraw, Bellardi Bod Sedge, Stone Bramble, Meadow Horsetail, Alpine Lady “s Mantle, Common Meadow-grass, Yellow Bedstraw, Common Horsetail, Tea Leaved Willow

t, handwoven. 35 x 30 x 2 cm. 2014

ic pain

Wool, linen, plant dye, acryl




Attachment nr. 9. Hildur Bjarnadottir. Application for The Norwegian Artistic Research Fellowship Frogramme. 2012

Hildur Bjarnadottir

Selected works

Njalsgata 4
101 Reykjavik
Iceland

Tel: +354 695 4202
hildurusa@gmail.com
www.hildur.net



Coherence Hafnarborg Museum, Hafnarfjoréur, Iceland. 2011.
Two person show with Gudjon Ketilsson.

In the year 1947 my grandmother acquired a piece of land from the farm where she grew up. When my grand-
mother acquired the land it was barren with just a few plants and trees. She started planting trees, flowers and
vegetables and attending to the native plans that were already there. The land is now both a wild and a struc-
tured garden. | see the garden as a connection to and an extension of my grandmother. The garden is rooted
in the past and existing in the present. It is in constant flux and progression, her garden is the conceptual and
material source for this exhibition.

The work for the exhibition “Coherence” builds on a certain handcraft theme in my upbringing and on my
connection to my grandmother. When | was growing up, it was a tradition that she would give me a pair of hand
knitted mittens for Christmas every year. After her health started failing in the year 2007 | turned this tradition
around and started giving her mittens. | managed to give her 4 pairs of mitten before she died but the project
continued through her garden and plants.

In this exhibition | use my own background to relate to general issues like culture, handcrafts, women's
history and nature. At the same time the pieces also deal with aesthetic subjects concerning, space, scale,
color, painting, installation and concepts. My grandmother was born 1911 and died in 2009, she was a typical
woman from the last century. She grew up on a farm and later moved to the city. It was common that those
people later acquired land close to where they grew up to grow plants and trees on. This kind of a garden is in
fact a middle stage between the farm and the city, the urban and the rural environment, a connection between
the past and the present.

Garden. 2011
Crochet wool, plant dyed with plants from my grandmothers garden.
Size variable. (smallest 25 x 25 cm and largest 35 x 41 ¢cm). Each panel contains one plant.



Garden 2011
Detail. Bog bilberry, (Blaberjalyng). 26 x 30 cm

Garden 2011
Detail. Top: Rubarb root, (rabarbararét). Middle row: Couch grass, (hisapuntur), (Mother of
Thyme, (blédberg. Third row: Dog lichen, (engjaskéf). Below: Cow parsley, (skdgarkerfill)



Plants 2011
Watercolors made with plants from my grandmothers garden.

47,5 x 37,5 x 2 cm Each.




Plants 2011
Detail. Left: Tea Leaved Willow, (Gulvidir). Right: White Clover, (Hvitsmari).



Spectrum 2011 (on the right)

Watercolors made from 36 plants from my grandmothers garden.

82x62x2cm

"Spectrum” 2011 Detail.

Top row: Meadowsweet, (mjadjurt).
Bog Bilberry, (blaberjalyng).

Below: Rubarb root (rabarbararoét).
Meadow horstail, (vallelfting).



Tea Leaved Willow 2011
Plant dyed wool. All balls of yarn are plant dyed with leaves from the same tree that my grandmother
planted 40 years ago.




"Re-Give" 2007-2009
Mittens | made for my grandmother. Wool, embroidery thread, nalbinding, knitting, embroidery.
aproximately 40 x 40 x 1,5 cm each.

Re-Give detail. Rose patterned mittens.

Re-Give detail. Plant dyed wool. Sampler. Re-Give detail. Plant dyed wool, birch leaves.



Trousers 2011
Unravelled polyester trousers that belonged to my grandmother.
17 cm diameter.

Seedlings 2009

A photograph of seedlings from Tea Leaved
Willow from my grandmothers garden.

40 x 53 x 2 cm




Untitled. 2009. Photographs of my grandmother helping me knit and then me helping my grandmother to knit.
22x5 x 32,5 x 2 cm each.




Overlap 2011
Linen, woven, acrylic paint. 60 x 60 x 0,75 cm




Urban Color Palette, Reykjavik. 2010. Carnegie Art Award 2012.

The piece Urban Color Palette, Reykjavik, consists of woven wool plant dyed in weeds from downtown
Reykjavik. This project is a site specific research into the color-palette of Reykjavik that is usually invisible,
although constantly in front of us. | focus my attention on my immediate surroundings where weeds grow in

vacant lots, between houses and at the side of the road. These are common but un-popular plants, such as
chickweed and dandelion. This work consists of 21 pieces each panel is dyed with one plant.
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Urban Color Palette, Reykjavik. 2010.
Woven wool. 45 x 45 x0,75 cm each.
Garden sorel, (Tunsura).




“Urban Color Palette, Charlotte” 2010
Plant dye from Charlotte weeds, crochet wool.
Commission for the Mint Museum of Art, NC, Charlotte. USA.

The piece Urban Color Palette, Charlotte consists of various sized crochet pieces from wool plant dyed with Charlotte weeds, the pieces are
placed in an organized chaos on the museum wall.

The piece is a site specific research into the colors of the area. | focus my attention on the immediate surroundings, in this case around my tem-
porary studio at the Mint Museum. | pick common weeds and un-popular plants, such as chickweed and dandelion, that grow on the edge of the
road and in vacant lots in the area. These plants, are not part of the standard palette of plant dyeing, the results of the process being beforehand
uncertain and undocumented, but non-the-less proving to lead to results with a rich color-palette and often a strong character.

From these plants | get countless variations of yellow and green tones with undertones of browns and grays. These | use to color the wool that
is the basis of the work. By doing this | explore the environment that is close at hand, and the possibilities that can be found in everyday life,
within a traditionally underprivileged area in Charlotte. This project therefore becomes a site specific research into the Charlotte color-palette that
is usually unseen, although constantly in front of us.

The work, is also a reflection on the context of textiles and painting and on hierarchical systems of value within the plant world.




Urban Color Palette, Charlotte 2010
Plant dye from Charlotte weeds, crochet wool. Size variable.

Left: Curled Dock, (Njoli). 32 x 32 cm
Right: Dandelion flowers, (Fiflabldm). 26 x 31 cm




The Spinning machine in Olafsdalur, intervention, 20009.
Valleys - Hills - Handcrafts.
Group exhibition in an old agricultural shool in Olafsdalur valley, west of Iceland. Summer 2009.

The spining maching in the old farmschool in Olafsdalur had been unused for 50 years. My piece for the
exhibition “Valleys — Hills — Handcrafts"”, was to fix the spinning machine, learn how to use it so it and spin
yarn with it. | dyed the yarn with local Curled Dock, a plant widely found in the west of Iceland and knit a
pair of longjohns. In the exhibitoin | showed the longjohns and photographs of the process of fixing and
cleaning the machine.

The Olafsdalur Longjohns.

86 photographs of the process of re-activating the spinning machine.



94 photographs (sample) of the process of transforming the spinning machine in a functional condition.



The Olafsdalur Longjohns. 2009. Knit wool spun in the spinning machine, dyed in Njoli from the West of Iceland.



The spinning machine in the exhbition at the old school house fixed and functional. On the wall is a
technical drawing of the spinning machine.

The Spinning Machine in Olafsdalur, technical drawing. 2009. 45 x 55 cm



Equivalent. November, 2006
SAFN, Reykjavik. Iceland. Installation view.
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Red Iron Oxide. 2006. Linen, acrylic paint, woven.
65 x 65 x 0,75 ¢cm



Olive Green. 2006. Linen, woven, acrylic paint.
60x60x 1,5cm



Bakground. 2006
i8 Gallery. Reykjavik, Iceland. Installation view.




My Three Grandmothers. 2005
Porcelein figurines. Installation view.

Gudrun Bjarnadottir Svanhildur Olafia Gudjénsdottir Péranna Gudjonsdottir
23x7,5x7,5cm 18x 15 x 15 cm 18x18x10cm
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Foundation. 2006. Ink-based dye on paper. 36 x 28 cm each.
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Installation view of Gingham pieces.

K

Gingham, Phthalo Turquoise. 2006
Linen, acrylic paint, woven. 80 x 80 x 1,5 cm
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Ground. The living Art Museum. July 2006.

Plain Weave 16/2. 2006
Linen. Woven. 70 x 70 x 0,75 cm




Work(s) )
Installation view. ASI Art Museum. Reykjavik, Iceland. 2004




Frippery. 2004
Embroidered tablecloth (found object) with velvet pile embroider on top.
110 x 45 x 45 cm. With pedastal.




“Belgian Linen” 2004.
Crochet belgian linen. 120 x 25 x 25 cm with pedastal.




Reconstructed Canvas.
Crochet belgian linen. 2003
74 x 74 x 4 cm.
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Reconstructed Canvas, II. 2003
Crochet cotton (unraveled canvas) and canvas.
127 x 53 cm.




13 Portraits, 2004

Lint-roller tape mounted on plexy.

15 x 10,5 cm. Each.

From the left:

Asrun Kristjansdottir
Holmfridur Arnadéttir
Kristveig Halldérsdottir
Gerdur Bjarnadottir

Guodrun Bjarnadéttir
Ragnheidur Hrafnkellsdéttir
Ingibjérg Jéhannsdéttir
Katrin Sigurdardéttir
Gudbjorg Elin Asgeirsdottir
Péra Sigurdarddttir

Gudrun Bjarnadéttir, (amma)
Poérunn Svanhildur Eidsdottir
Hafdis Helgaddttir.
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INTRODUCTION / FORMALI

This book is published in connection with the opening of the exhibition Ecosystem
of colors in the Reykjavik Art Museum at Kjarvalsstadir. The exhibition follows Hild-
ur Bjarnadéttir’s research fellowship at the Norwegian Artistic Research Fellow-
ship Programme and Bergen Academy of Art and Design where Bjarnadottir was a
researcher from 2012 to 2015. The exhibition was also presented at Bergen Kjgtt in
Norway, 2015.

The book and exhibition Ecosystem of colors are based on the artist“s work over the
last three years but basically encapsulates Bjarnadéttir’s ideas from the beginning
of her career in the late eighties. Her work reflects her ideas about the nature of
painting, through materials, methods and the origin of colors. Bjarnadottir builds
her paintings with threads which she dyes before the work is woven. Her methods
connect the work with the female experience and knowledge of crafts which once
was common but has become rare.

The artist’s relationship with her environment and her origin reflects a strong con-
nection between man and nature, material and origin, between the past and the pre-
sent. In her works, culture meets daily life, as her contemplation, her interpreting
and processing argue important ideas regarding respect for our nature, our history
and values from the past, which we are responsible for carrying into the future.
Many thanks to the authors of articles in the book, as well as to others who have lent
a hand with the publishing and preparing of the exhibitions.

Bk pessi er gefin it { tengslum vid opnun syningarinnar Vistkerfi lita i Listasafni
Reykjavikur 4 Kjarvalsstédum. Syningin er unnin i framhaldi af listrannséknar-
verkefni Hildar Bjarnadéttur vid Midstod listrannsokna i Noregi og Listakademiuna
{ Bjorgvin par sem Hildur gegndi rannséknarstodu fra drinu 2012 til 2015. Syningin
var einnig sett upp i syningarsal Bergen Kjott i Noregi ario 2015.

Bokin og syningin Vistkerfi lita byggjast 4 vinnu listakonunnar sidustu prja ar en
par eru i raun dregnar saman hugmyndir sem Hildur hefur fengist vio allt fra pvi hin
héf feril sinn 4 niunda dratug aldarinnar sem leid. Verkin endurspegla hugleidingar
hennar um edli malverksins i gegnum efnivid pess, vinnuadferdir og uppruna lita.
Hildur byggir upp flot malverkanna frd grunni med pradum sem hin litar 4dur en
verkin eru ofin. Vinnuadferdir hennar tengja verkin vid reynsluheim kvenna og
handverkskunnattu sem eitt sinn var almenn en er ni ordin figet.

Samband listakonunnar vid umhverfi sitt og uppruna endurspeglar sterk tengsl
4 milli manns og nattiru, efnis og uppruna, ségu og samtima. [ verkum hennar
matast menning og hversdagslif, og med djapri hugsun, tilkun og drvinnslu eru
faerd rok fyrir mikilvegum hugmyndum um virdingu fyrir landinu, sdgunni og peim
verdma@tum sem fortidin hefur fert okkur og vid berum abyrd 4 til framtidar.
Hofundum greina og 6drum sem komid hafa a6 dtgafunni og undirbiningi syninganna
eru ferdar pakkir.

O16f Kristin Sigurdardéttir
Director at Reykjavik Art Museum / Safnstjori Listasafns Reykjavikur




COLORS OF BELONGING / LITIR TENGSLA
Bergen Kjgtt, Bergen, Norway / Bjorgvin, Noregi
14.11. - 29.11. 2015

Between 2012-2015, Hildur Bjarnadéttir was a researcher at the Bergen Academy

of Art and Design, working on a PhD in Fine Art, which materialized in the exhibition
Colors of belonging.

In the exhibition Bjarnadéttir displayed woven paintings and plant dyed silk. The
paintings are made with naturally dyed wool, and linen thread which has been dyed with
acrylic paint. The weavings bring together two color systems, man-made and natural.
The color is the material; its origin is as important as its appearance. Each silk is dyed
with one plant and the building’s structural foundations were used to present the work.
The works in this exhibition explore the desire to find one’s place in the world, a place
of one’s own. In 2012, Bjarnadéttir acquired a piece of land in the south of Iceland.

She had no previous connections to this place, but has since then been forming roots
and planning a future on this land. It is situated in the middle of a farmland, flat, with

a panoramic view of the surrounding mountains and towards the ocean. A defining
characteristic of the land are tussocks, where a variety of plants grow, such as wild
thyme, northern bedstraw, stone bramble and bog sedge. In a wetland area cotton grass
grows, small reed grass and bog star, and there is also a grassy area where you can find
sweet grass, meadowsweet, sheep’s fescue and browntop. The works in the exhibition
are specific to a certain place and time, they build on and form systems which bring out
different information, feelings and elements of the specific site. Bjarnadéttir explores
the land and its existence from different angles. These are personal systems, they are
artistic, subjective and autonomous, and give structure to Bjarnadéttir’s contemplations
on her relationship with nature and this place.

A drunum 2012-2015 gegndi Hildur rannséknarst6ou vid Listahdskélann { Bjorgvin

og vann par ad doktorsverkefni i myndlist, sem birtist { syningunni Litir tengsla.

A syningunni voru ofin malverk og jurtalitad silki. Malverkin eru buin til ar jurtalitadri
ull og horpraedi sem litadur hefur verid med akrylmélningu. I vefnadinum fléttast saman
tvo litakerfi, manngert og natturulegt. Liturinn er efnividur, uppruni er jafn mikilvaegur
og asynd hans. Hver silkiflotur er litadur meo einni pléntu og var burdarvirki byggingar-
innar notad til uppsetningar. A syningunni tekst Hildur 4 vid pérf mannsins fyrir ad
tilheyra dkvednum stad i heiminum. Arié 2012 eignadist hin landspildu i Fléa. Han haféi
bd engin tengsl vid sva0id en hefur sidan verid ad festa raetur og méta framtio sina 4
pessum stad. Spildan er { midju beendasamfélagi, par er flatlent og vidsyni mikio til allra
atta. Par er fjolgresi plantna sem algengar eru 4 pessu landsvadi. Einkennandi eru bufur
bar sem medal annars vex bl6dberg, krossmadra, hritaberjalyng og bursaskegg, einnig
engjar med klofifu, halmgresi og myrasoley, og graslendi par sem vex ilmreyr, bugdu-
puntur, mjadjurt, blavingull og halingresi. Verkin 4 syningunni eru bundin tima og stad,
bau byggja 4 og mynda kerfi sem draga fram mismunandi tilfinningar, upplysingar og
eiginleika stadarins. [ verkunum skodar Hildur landid og tilvist pess fra ymsum sjénar-
hornum. Petta eru persénuleg kerfi, huglaeg og sjalfstad, og hlutgera vangaveltur Hildar
um samband hennar vid nattiruna og stadinn.
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Colors of belonging / Litir tengsla / 2015
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IMAGE AS WEAVE
JONATAN HABIB ENGQVIST

In traditional (oil) painting, the role of the linen canvas is often to imitate a wall or a hard
surface and to do its utmost to not look like what it is — textile and paint. In Hildur Bjarna-
dottir’s work, it is in fact the other way around. Not only are other aspects of painting’s
materiality investigated — it is the painting that constitutes the weave. The key elements
of her woven images (or painting-weave) are woven paintings made from plant dyed wool
and linen thread covered with acrylic paint. Her work deals with the visceral and tactile
aspects of the textile/painting while also investigating the relationship between space
and gaze. In parallel to the woven paintings, the artist has also worked with installations
comprised of large plant dyed silk pieces, as well as installations with balls of yarn, knit-
ted mittens, photographs and potted plants.

A common position today is that painting is no longer about the paint on canvas.
For instance the German art historian, Isabelle Graw, states that “painting has long since
left its ancestral home - that is, the picture on the canvas and is now omnipresent, as
it were, and at work in other art forms as well”.! In response to this statement, Swedish
artist and writer Jan Rydén responds that we then might ask, “if painting is omnipresent,
everywhere, thus everything, is it anything in particular? Clearly, this type of reasoning,
i.e. that you cannot define painting because its boundaries are diffuse, is untenable.”? For
Bjarnadottir, painting is a canvas of colour, or a coloured weave. In response to the ques-
tion of why painting has such a remarkable allure and perseverance within the world of
contemporary art, Hildur Bjarnadéttir does not end up outside the canvas or even with
the painted surface, not even in the actual body of paint itself, but in the very materiality
of the thread. Even in the installations, the balls of yarn and potted plants are not expand-
ing the painting. Rather, it would seem, they are there as a means of containing it, they
are perhaps even a means of clarifying the work’s position as painting. The function of
her installations seems to be to zoom in on the material, on that which constitutes her
paintings as paintings, by emphasising further its origins and structure. She ‘paints in
the reduced field’, so to speak.? The picture on the canvas is still present, only the canvas
is also part of the image. Rather than painting on canvas, Bjarnadéttir’s painting is the
canvas. The painting is inside the canvas itself.

A few years ago I was in a studio visit, I think with Magali Cunico, and she was rub-
bing onions onto her canvas in order to paint with dry (acrylics) on fat (oils). Apparently
this is an old 17™ century trick, and I mention this as an example of a kind of empirical
experimentation on the physicality of painting I currently see artists (re)engaging in that
connects to this juxtaposition of painting in the expanded vis-a-vis the reduced field; a
form of tactile and conceptually grounded experimentation which can also be seen in
Bjarnadoéttir’s practice. In difference to the notion of “Painting beside itself”,* it would
seem that Bjarnadéttir’s references already are woven into the work — Painting inside
itself — meaning that the network of the painting is contained and concentrated in the
object, rather than spread out, or “emanating from it” so to speak. Perhaps by compris-
ing all of the traces and trajectories into a set frame, the work becomes more intense
and sincere than if these were spread out. So why would this be interesting for someone
who is not in the middle of this process? For someone who cannot decode? Perhaps one
could speak of an activity of ‘de-netting’ through these weaves, of cutting off the threads
that no longer matter. Framing. Trimming. Perhaps at the core of Bjarnadéttir’s practice
there is something to reflect on in an accelerating network society. By carefully selecting
her references, choosing where to cut off, rather than where to add another layer, she
introduces a sense of sensitivity and slowness into her work. This contemplative element




demands the viewer to slow down and sink into the fibre of the paintings. On the level of
interpretation this would also constitute a break with the heritage of a more postmodern
attitude to painting, where everything can refer to everything else. But not only as a new
form of minimalism.?> Someone might call it formalism. On the other hand there is a clash
between the narrative of the image and the way that the paintings are presented.

Bjarnadottir basically uses two systems of colour in her work. One is the industri-
ally produced colour of thread dipped in acrylic paint. The other is natural dye, where
the paint is ‘in’ rather than ‘on’ the thread. The dye is made from plants from a plot of
land that she owns in the Icelandic countryside, Pafugardar. The juxtaposition of these
two colour schemes through a process of weaving creates an interchange between their
constituents. The colour is the material, and she is more concerned with where colour
comes from than what it looks like. Each thread (or silk, depending on the work) is dyed
with the colour of one particular type of plant. Bjarnadéttir stresses that the colour of the
individual thread carries information about its origin - its loci, rather than its genome.
This allows the collected components to function as kind of “recording devices to the
social and ecological environment they belong to, taking in information from the soil and
the air.”® The plants can, in other words, be seen as a kind of “photographic developer”,
or portrait, of a specific allotment. Pifugardar is two hectares of land in South Iceland.
The artist acquired it a few years ago. The land has three different types of ground: a
grassy area, another with tussocks and a wet, marshy area. Each biotope has a different
variety of plants. In the marshy parts one mainly finds different kinds of grass (wood-
rush, cotton-grass, marsh horsetail, swamp cinquefoil). Low growing plants can be found
in the tussocks (dwarf willow, thyme, goose tongue, black crowberry). Bjarnadéttir’s
entire palette is indeed demarcated by this biotope, combined with threads of out-of-the-
tube industrial acrylic paint.

Hildur Bjarnadoéttir’s proximity to nature avoids nostalgia and an all too romantic
aura through this stringent conceptual approach and the presence of technology. The
deployment of synthetic materials is combined with an artistic practice which searches
for a dynamic relationship between calculus and contingency. Her work examines how
the texture-weave-painting creates finite rooms, objects and characters that can also be
repeated, and repurposed. In other words, it is not about nature in the existential sense,
or even as sensory phenomena, rather a question of nature as part of a technical reality,
which is much more complex than a simple statement that the fext and texture stem
from the same Latin root. It is the colour of the place in the work that will change over
time. Natural dye will fade while the pigments of synthetic paint endure.

Painting has demonstrated an astonishing perseverance within the expanding field
of contemporary art and adjacent ecology of media images. Indeed, painting might even

Colors of belonging / Litir tengsla / 2015
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be stronger today than ever. It is no longer confined to being identical to that flat picture
plane hung on the wall, pretending to be what it is not. Contemporary painting tends to
emphasize the apparatus of its appearance and channels of circulation.” Rather than solely
being the dematerialised aspects of painting, it seems that the specific sensibility of the me-
dia often remains at the forefront.® The framing is defined by the architecture of the space
where the work is shown. This is particularly clear in Bjarnadéttir’s silk works, where the
installation is conceived as physical experience, as a mental space beyond the gaze. The
exhibition colors of belonging at Bergen Kjgtt concluded a three-year artistic research
project.’ The installation is framed by hanging the silks (also dyed and named according
to the palette of Pifugardar) on existing support structures as a means of working with
the architecture of the exhibition space. Rather than creating a dialectics of antagonism,
Bjarnadoéttir is, with her weaves, attempting to “build a new ground, mapping the place
they come from through the substance they are made from”.!* With the woven paintings,
she also introduces the dry acrylic paint. As we enter the Anthropocene, that too, might
be part of the milieu that she is portraying.!' Bjarnadéttir: “By letting in a foreign sub-
stance such as the acrylic paint, the collision or dialogue between the plant color and the
acrylic paint is again activated as a space for thought”.!> What becomes apparent through
Bjarnadoéttir’s work is a distinction between the image and the painting. The main differ-
ence between the two categories could be phrased in terms of time and space.'? Somewhat
crudely put, an image would be something you see, whereas a painting is something you
experience. The image is then a representation of the external form of an object, while
the painting is an object. Bjarnadéttir’s painting-weaves clearly show us that painting is
physical and only exists as an object in space. It can’t exist as an image; the image of a
painting is not the painting. The painting is the image is the painting.

1 Isabelle Graw, “Agency and Reflexivity beyond the Canvas” in Thinking Through Painting: Agency and Reflexivity beyond
the Canvas. Eds. Isabelle Graw, Daniel Birnbaum, Nikolaus Hirsch. Berlin, Sternberg Press, 2012.

Jan Rydén, “Painting in the Gravitational Field” in Studio Talks: Thinking Through Painting. Eds. Kristina Bength,
Jonatan Habib Engqvist, Jan Rydén, Sigrid Sandstrom. Stockholm, Arvenius + Orfeus, 2014.

The term “painting in the reduced field” came up somewhat jokingly in a discussion with the painters Jan Rydén,

Sigrid Sandstrom, Kristina Bength and philosopher Lars-Erik Hjertstrom Lappalainen a few years ago as an alternative to

the prevalence of network theory in painting around 2010-2011. Ibid.

In his much debated article, the American art critic, curator and media-theorist David Joselit asks how painting belongs
to a network, among other things arguing along the lines of “you can own a computer but you can’t own the Internet” and that
a painting thus primarily consists of its internal and external inter-referential relationships. David Joselit, “Painting Beside
Itself”, originally published in October #130, Fall 2009.

There are, of course, several clear references to the Icelandic minimalist tradition in her work (especially before 2011) and the
woven paintings can thus also be seen as a materialisation of the aesthetics of possibility: potential, variation, change,
repetition, adaptation and nuances. The woven paintings might in this sense be connected to artists like Sol LeWitt or Yoko
Ono’s instruction paintings, and the use of a grid as a means of exploring the finite possibilities of a given structure.

Hildur Bjarnadéttir in a text describing her project, received via email, June 2016.

" Isabelle Graw, “Agency and Reflexivity beyond the Canvas” in Thinking Through Painting: Agency and Reflexivity beyond the
Canvas. Eds. Isabelle Graw, Daniel Birnbaum, Nikolaus Hirsch. Berlin, Sternberg Press, 2012.

A similar theme becomes apparent in the exhibition Painting 2.0 curated by a.o. the author of Painting Besides Itself, David
Josilit, at Mumok, Vienna 2016. Even though the narrative surrounding the exhibition, as well as the extensive catalogue,
claims to map the development of painting in relation to media, society is content to argue that painting survives by “revealing
its network” or “discussing contemporary politics”, etc., it is striking to see how the works themselves clearly are in a material,
sensible dialogue with each other.

9 colours of belonging, Hildur Bjarnadottir, Bergen Kjgtt, Bergen, Norway, 14-29 November 2015. Textiles in the Extended Field of
Painting was an artistic research project at Bergen Academy of Art and Design. http://www.khib.no/18599 (retrieved 2016-07-27).
Hildur Bjarnadottir, in a text describing her project in an unpublished text, received via email, June 2016.

The Anthropocene is a proposed epoch that begins when human activities started to have a significant global impact on Earth’s
geology and ecosystems.

Hildur Bjarnadéttir, in a text describing her project, received via email, June 2016. This can be read in contrast for instance
to André Rottmann’s claim that: “For the longest time, the theory and practice of painting has been organized, contained
and propelled by a series of closely related antagonisms — colour and contour, transparency and opacity, gesture and facture,
illusion and flatness, semblance and objecthood, chroma and contrast, chance and composition, mark making and the
monochrome, ostentatious virtuosity and anonymous execution, figuration and abstraction — to name just a few.”




MYND SEM VEFNADUR
JONATAN HABIB ENGQVIST

I hefébundnu (oliu)malverki gegnir striginn oft bvi hlutverki ad likja eftir vegg eda horoum
yfirbordsfleti en gera jafnframt sitt besta til ad lita ekki Gt fyrir ad vera pad sem hann er
- ofid efni og mélning. [ verkum Hildar Bjarnadéttur er bessu alveg ofugt farid. Ekki eru
einungis kannadar ytarlega efnislegar hlidar malverksins — pad er malverkid sem myndar
vefnadinn. Lykilpaettirnir i ofnu myndunum hennar (eda malverka-vefnadinum) eru ofin
malverk gerd ur ull sem er litud med jurtalitum og horpraedi sem er pakinn akrylmalningu.
I verkum hennar er tekist 4 vid edlislaegar og dbreifanlegar hlidar vefnadarins/malverksins
en jafnframt konnuo tengslin milli rymis og ryni. Samhlida ofnu méalverkunum hefur mynd-
listarkonan unnid ad innsetningum sem samanstanda af stérum silkistykkjum litudum med
jurtalitum, og sémuleidis innsetningum sem i eru lopahnyklar, prjénadir vettlingar, 1j6s-
myndir og pottaplontur.

Pad er algeng afstada nd 4 timum ad malverkid hafi litid ad gera lengur med malningu
4 striga. Til a0 mynda lysti byski listfreedingurinn Isabelle Graw pvi yfir ad malverkio
hefdi ,fyrir 1ongu yfirgefid fodurhisin — pad er ad segja myndina 4 striganum - og er nu
alls stadar nalegt, ad segja ma, auk pess sem pad hefur veruleg ahrif 4 annars konar
listsko6pun®.! Sem svar vid bessari yfirlysingu segir seenski listamadurinn og rith6fundurinn
Jan Rydén ad vid gaetum eins spurt: ,Ef malverkid er sifellt ndlegt, alls stadar, og er par
med allt, er pad pa nokkud sérstakt i sjalfu sér? Augljoslega er pessi gerd roksemdafeerslu,
ad ekki sé haegt ad skilgreina malverk vegna bess ad mork pess séu 4 dreif, 6verjandi.

Fyrir Hildi Bjarnadéttur er malverk strigi med litum, eda litadur vefnadur. Til ad
bregdast vid spurningunni um pad hvers vegna mélverkid byr yfir svo makalausu addréattar-
afli og prautseigju sem raun ber vitni { listheimi samtimans setur hin ekki stefnuna 1t fyrir
strigann né heldur leetur hin sér duga malad yfirbordid, ekki einu sinni I hinu apreifanlega
verki, heldur hefur hin sjalft efnid i pradinum ad augnamidi. I innsetningunum vikka
lopahnyklarnir og pottaplonturnar ekki Gt mork malverksins, heldur pjéna fremur peim
tilgangi a0 afmarka bad, og jafnvel ad skyra stodu listaverksins sem maélverks. Tilgangur
innsetninga Hildar virdist vera sa ad beina athyglinni ad efninu, ad pvi sem gerir malverk
hennar ad mélverkum, med pvi ad leggja sérstaka dherslu 4 uppruna beirra og samsetningu.
Hun ,malar 4 smaekkuoum vettvangi“, ad segja ma.? Myndin 4 striganum er enn til stadar,
hins vegar er striginn lika hluti af myndinni. Fremur en malverk & striga, pa er malverk
Hildar striginn sjalfur. Malverkid er f6lgid i sjalfum striganum.

Fyrir fideinum drum var ég i heimsékn a vinnustofu Magaliar Cunico og sa hana
pbé nudda lauk 4 strigann til a0 mala med burru (akryllitum) 4 fitugt (oliuliti). Petta mun
vera adferd fra 17. 6ld og ég nefni petta sem deemi um verklegar tilraunir i tengslum vid
efnislega eiginleika malverksins, sem ég sé ad listamenn eru ad fast vid um pessar mundir
og tengjast hlidskipun malverksins 4 ttvikkudum vettvangi andspaenis smakkudum vett-
vangi; petta er dpreifanleg og hugmyndalega igrundud tilraunamennska sem einnig ma sja
i verklagi Hildar. Olikt hugmyndinni um ,maélverkid til hlidar vid sjélft sig** virdast skir-
skotanir Hildar pegar ofnar inn { verkid — mdlverkid inni i sjalfu sér — i peirri merkingu
ad netkerfi mélverksins er haldid i skefjum og bad afmarkast og kjarnast i hlutnum, fremur
en ad breida ur sér eda ,streyma Gt“ fra honum, ef svo ma segja. Mégulega er pad svo ad
séu allar slédirnar og ferlarnir sett inn i dkvedinn ramma, ba verdi listaverkio atakameira
og einlaegara en ef ferlunum og sléounum veeri dreift. Og hvi skyldi petta na vera dhuga-
vert fyrir einhvern sem er ekki 4 kafi i pessu ferli? Fyrir einhvern sem getur ekki radio
dulmalio? Ef til vill er heegt ad tala um athofn & bord vid ad ,af-tengja“ i gegnum bessa
vefnadi, ad klippa burt praedina sem skipta ekki lengur mali. Ramma inn. Snikka til. I
kjarna verkferlisins hja Hildi er mogulega eitthvad sem vert er ad thuga i s hradvirkara
tengslanetssamfélagi. Med bvi ad velja skirskotanir sinar vandlega, dkveda hvar sé best ad
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skera nidur, fremur en ad baeta vid enn einu
lagi, ljeer htin verkum sinum tilfinningu fyrir
" 1y naemi og tima. Pessi djuphugula eigind knyr
] ahorfandann til ad heegja ferdina og sokkva
sér ofan i praedi malverkanna. Ef petta er
skodad ut fra talkun, b4 myndi pad einnig
fela i sér rof a arfleifd pess péstmoéderniska
vidhorfs til malverksins sem maelir fyrir
um ad allt geti skirskotad til hvers sem
er. P6 ekki bara sem ny gerd af minimal-
isma.® Einhver myndi jafnvel fremur nefna
untouched land is political / 6snert land er pélitiskt / 2015 formalisma. A hinn b()glnn mé SJé 4tk milli

40 x 33 x 2,5 cm/ Yellow rattle, common cottongrass, water frésagnar myndarinnar og bess hvernig mal-
avens, winter cress, ga.rden angelica, ,remdeer lichen, sea maymfefed, verkin eru sett fram.
woodland geranium, wild thyme, lady’s mantle / Lokasj6dur, kl6fifa, % . - ) i
fjalldalafifill, repja, hvénn, hreindyramosi, baldursbra, blagresi, I megmatrléum notar Hildur tvo litakerfi

blédberg, mariustakkur / Woven, wool, linen, plant dye, { verkum sinum. Annad samanstendur af
acrylic paint / Ofid, ull, hér, jurtalitur, akrylmalning
gervilit i pradum sem er dyft i akrylmalningu.
Hitt er Ur nattdrulegum litum, par sem liturinn er fremur ,i“ praedinum en ,4“ honum. Litur-
inn er gerdur Ur jurtum sem vaxa 4 landspildu sem Hildur & ti i sveit, i Pufugéréum i Floa.
Pegar bessi tvo litakerfi eru sett hlid vid hlid med pvi ad vefa pau saman skapast vixlverkun
milli efnispatta peirra. Liturinn er efnid, og myndlistarkonunni finnst pad skipta meira mali
hvadan liturinn kemur en hvernig hann litur Gt. Hver pradur (eda hver silkibutur, eftir pvi um
hvers konar verk er ad raeda) er litadur med lit plontu af akvedinni tegund. Hildur leggur a
pbad dherslu ad litur hvers pradar beri med sér upplysingar um uppruna sinn — upprunastad
sinn, fremur en erfdamengi sitt. Par med er hinum sams6fnudu hlutum verksins kleift ad virka
likt og eins konar ,upptokubtnadur fyrir félagslega og vistfraedilega umhverfid sem beir til-
heyra, med pvi ad taka til sin upplysingar Ur jardveginum og andramsloftinu®“.® Jurtirnar ma
med 6drum ordum lita & sem nokkurs konar ljésmyndaframkallara, eda portrett af sérstokum
landskika. — Pufugardar eru tveir hektarar a Sudurlandi. Hildur eignadist betta land fyrir fa-
einum arum. Par er yfirbord jardarinnar af brennu tagi: Grasi gréinn véllur, pyft svaedi og svo
myrlendi. Hvert pessara buisvaeda hefur sitt lifriki 6likra jurta. I mgrlendinu er helst ad finna
mismunandi tegundir af grasi (axhzeru, kl6fifu, vallelftingu og engjar6s). I byfinu ma finna lag-
groour (dvergvidi, blodberg, kattartungu og kraekilyng). Litapaletta Hildar afmarkast einmitt af
bessum biisvadum, { samspili vid gerviliti pradanna sem hefur verid dyft i akrylmalningu.
Nénd Hildar vid néattiruna hefur ekki ram fyrir nostalgiu og rémantiskt yfirbragd. Pad
stafar af hinni strongu hugmyndalegu nalgun og nalaegd teekninnar. Notkun hennar 4 gerviefn-
um er samtvinnud listreenni adferd par sem kallad er fram kraftmikié samspil milli reiknivisi og
ofyrirsjaanleika. I verkum sinum rannsakar hdn hvernig vefnadar-malverkid skapar afmorkud
rymi, hluti og karaktera sem einnig er haegt ad endurtaka og finna peim pa nyjan tilgang. Med
60rum ordum snuast verk hennar ekki um nattiruna i existensialiskum skilningi, né heldur sem
skynjanlegt fyrirbeeri, heldur er i peim fremur spurt um nattruna sem hluta af taeknilegum
veruleika sem er mun fléknari en einfold yfirlysing um ad ordin texti og textur (b.e. aferd a
vefnadi) séu komin af sému latnesku rétinni. Pad er litur stadarins i verkinu sem tekur breyting-
um i timans ras. Nattarulegi liturinn dofnar en litarefnin i tilbtnu malningunni halda sér.
Mélaralistin hefur synt merkilega prautseigju 4 sisteekkandi svidi samtimalistar og til
hlidar vid vistkerfi stafreennar myndmidlunar. Raunar getur vel verid ad malaralistin sé matt-
ugri ni en nokkru sinni fyrr. Hin takmarkast ekki lengur vid ad vera nakveemlega eins og
slétti myndfl6turinn sem er hengdur upp & vegg og bykist vera eitthvad sem hann ekki er.
Mélverk samtimans hneigist til ad taka med { reikninginn gangverkid ad baki tilurd verksins
og dreifingarleidum.” Fremur en ad vera eingéngu 6efnisleg hlid 4 malverki virdist sem ein-
kennandi naemleiki midilsins sé oft afram i forgrunni.® Framsetningin afmarkast af arkitektar




rymisins par sem verkio er synt. Petta kemur einkar ljoslega fram { silkiverkum Hildar, par
sem innsetningin er skynjud sem apreifanleg upplifun, sem andlegt rymi handan ryninnar.
Syningin colors of belonging 1 Bergen Kjgtt var lokapunktur priggja 4ra listreens
rannséknarverkefnis.’ Innsetningin var réommud inn med pvi ad hengja silkid (sem einnig
var litad og nefnt 1 samraemi vid Pafugarda-palettuna) & burdarbita byggingarinnar og
med peim heetti unnid med arkitektir syningarrymisins. Fremur en ad skapa gagnverkandi
dialektik leitadist Hildur med vefnadarverkum sinum vid ,ad skapa nyjan grundvoll, kort-
leggja stadinn par sem verkin attu uppruna sinn Gt fra efninu sem pau eru gerd ur“.'® Med
ofnu malverkunum tekur hin einnig inn akrylmélninguna. Par sem nu stendur yfir tima-
skeid sem nefnist antropésen (e. Anthropocene, matti e.t.v. kalla timaskeid mannhverf-
unnar), ba er pad kannski einnig hluti bess samhengis sem hin er ad syna.!! Hildur: ,Med
pvi ad leyfa framandi efni 4 bord vid akrylmalninguna ad vera med, ba virkjast areksturinn
eda samraedan milli jurtalitarins og akrylmalningarinnar 4 ny sem rymi fyrir umhugsun.“!?
Pad sem verdur augljost i verkum Hildar er adgreining milli myndarinnar og mélverksins.
Meginmuninum 4 pessum tveim flokkum meetti Iysa med pvi ad gripa til hugtakanna timi
og rymi.'? I gréfum drattum er mynd eitthvad sem madur sér en mélverk & hinn béginn
eitthvad sem madur upplifir. Myndin er pa framsetning 4 ytra formi hlutar en malverkio
er hlutur. Malverka-vefnadur Hildar synir okkur gloggt ad malverkid er apreifanlegt og er
adeins til sem hlutur i rymi. Pad getur ekki verid til sem mynd; myndin af mélverki er ekki
malverkid. Mélverkid er myndin er malverkid.

L' Isabelle Graw, ,The Value of Painting. Notes on Unspecificity, Indexicality and Highly Valuable Quasi-Persons, pp. 45-58,

i: Thinking Through Painting: Agency and Reflexivity beyond the Canvas. Ritstj. Isabelle Graw, Daniel Birnbaum, Nikolaus
Hirsch. Berlin, Sternberg Press, 2012.

Jan Rydén, ,Painting in the Gravitational Field*, i: Studio Talks: Thinking Through Painting. Ritstj. Kristina Bength,
Jonatan Habib Engqvist, Jan Rydén, Sigrid Sandstrom. Stokkholmi, Arvenius + Orfeus, 2014.

Ordalagio ,ad mala 4 smakkudum vettvangi“ kom upp i spaugsomum samradum vid malarana Jan Rydén, Sigrid
Sandstrom, Kristinu Bength og heimspekinginn Lars-Erik Hjertstrom Lappalainen fyrir fieinum drum og var pd hugsad sem
svar vid hinni algengu hugmynd um netkerfiskenninguna i malverkinu 4 drunum 2010-2011. Sama rit.

[ umdeildri grein spyr bandariski listgagnrynandinn, syningarstjérinn og midlakenningasmidurinn David Joselit ad pvi
hvernig malverk geti tilheyrt netkerfi, og setur medal annars fram rok 4 bord vid bau ad ,madur getur att tolvu en madur getur
ekki att internetid“ og ad malverk samanstandi fyrst og fremst af sinum innri og ytri milli-tilvisanatengingum. Sji David
Joselit, ,Painting Beside Itself“, upphaflega birt { October 130 haustid 2009.

Pad eru ad sjdlfsogou sjdanlegar nokkrar greinilegar skirskotanir til islensku minimalhefoarinnar { verkum Hildar (sér i lagi
fyrir 2011) og einnig m4 lita svo 4 ad i ofnu méalverkunum sé verid ad raungera fagurfredi hins mogulega: Moguleiki,
breytileiki, breyting, endurtekning, adlogun og blabrigdi. { pessum skilningi matti tengja ofnu malverkin vid listamenn 4
bord vid Sol LeWitt eda vid fyrirmalamalverk Yoko Ono, og lita 4 notkun moskvakerfisins sem leid til ad kanna til fullnustu
moguleika tiltekinnar formgerdar.

Ur texta Hildar Bjarnadéttur um verkefni sin. Télvupéstur til hof., jin{ 2016.

Isabelle Graw, ,The Value of Painting*, i: Thinking Through Painting: Agency and Reflexivity beyond the Canvas. Ritstj.
Isabelle Graw, Daniel Birnbaum, Nikolaus Hirsch. Berlin, Sternberg Press, 2012.

Svipad bema ma raunar sja { syningunni Painting 2.0 sem David Josilit, hofundur bokarinnar Painting Besides Itself, setti
med 6drum upp { Mumok i Vinarborg fyrr 4 drinu. Jafnvel pott frisagnarrammi syningarinnar, sem og yfirgripsmikil
syningarskrdin, gerdi rad fyrir kortlagningu 4 préun mélaralistarinnar { tengslum vid fjolmidla, og samfélagid veeri satt vio ad
halda pvi fram ad malaralistin kaemist af med pvi ad ,leida i [jés netkerfi sitt“ eda ,r@da stjornmal samtimans* o.s.frv., pa er
merkilegt ad sjd ad sjalf listaverkin eru augljoslega i efnislegri, greinilegri samradu hvert vid annad.

colors of belonging, Hildur Bjarnadéttir, Bergen Kjott, Bjorgvin, Noregi, 14.-29. névember 2015. ,Vefnadur i vidara samhengi
malaralistarinnar® var listr@nt rannséknarverkefni hennar vid Lista- og honnunarhdskélann { Bjorgvin.

Sja http://www.khib.no/18599 (sétt 27. jali 2016).

Ur texta Hildar Bjarnadéttur um verkefni sin. Télvupdstur til hof., jini 2016.

Mannéld/Anthropocene er hugtak sem visindamenn hugleida ni ad taka upp um pad jardsogulega timabil sem hofst pegar
mannleg athafnasemi for ad hafa veruleg hnattran ahrif 4 jardfredi og vistkerfi jardarinnar.

Ur texta Hildar Bjarnadéttur um verkefni sin. Télvpéstur til hof., fra jini 2016. Petta er til ad mynda hgt ad lesa sem
andstzdu pess sem André Rottmann vill meina: ,Um afar langt skeid hefur mélaralistin, badi freedilega og i reynd, verid
skipul6gd, hamin og kniiin dfram af fjolmorgum naskyldum gagnverkandi pattum — litur og Gtlinur, gagnsi og torradni, litedi
og handbragd, sjonhverfing og flatneskja, synd og hlutveruleiki, litgildi og andstadur, tilviljun og myndbygging, merkisverk
og einlitar myndir, ofldtungsleg snilld og verk an hofundar, figiratif list og abstraktlist — svo fatt eitt sé nefnt.“ André
Rottmann, ,Introduction. Remarks on Contemporary Painting’s Perseverence®, i: Thinking Through Painting. Ritstj. Isabelle
Graw, Daniel Birnbaum, Nikolaus Hirsch. Berlin, Sternberg Press, 2012.

Pessi greinarmunur kom einnig upp i samradu vid Erlu Haraldsdéttur, sjd ,The Veracity of Colour®, i: E.H., Make a Painting
of Trees Growing in a Forest. Selected Works. Reykjavik, Crymogea, 2015.
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\
margskonar mismunandi eiginleikar / many kinds of different qualities / 2016 /49 x 33 x 2,5 cm ;
meadow grass, wild thyme, water avens, meadowsweet, garden angelica, sheep’s fescue / \
vallarsveifgras, blooberg, fjalldalafifill, mjadjurt, hvonn, blavingull
Woven, wool, linen, plant dye, acrylic paint / Ofi, ull, hor, jurtalitur, akrylmalning 27




28



cloudiness / pokudumbungur / 2016 / 40 x 33 X 2,5 cm
meadow grass, wild thyme, water avens, meadowsweet, garden angelica, sheep’s fescue /
vallarsveifgras, bl6oberg, fjalldalafifill, mjadjurt, hvonn, blavingull
Woven, wool, linen, plant dye, acrylic paint / Ofi, ull, hor, jurtalitur, akrylmalning
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samkoma 6likra heima / meeting of different worlds /2016 /33 x 21 x 2,5 cm
common sorrel, woodland geranium, yellow rattle, couch grass, sea mayweed, meadowsweet, dwarf willow,

31

tur, baldursbré, mjadjurt, grasvidir, hreindyrakrékar

asapun

, blagresi, lokasj6dur, hi

ansura
Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hor, jurtalitur, akrylmalning

reindeer lichen / t



huasapuntur, tinvingull, lokasjédur, hvonn, mjadjurt
‘Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hor, jurtalitur, akrylmalning
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couch grass, meadow fescue, yellow rattle, garden angelica, meadowsweet /




deep belonging / djip heimkynni /2016 /32 x 26 x 2,5 cm
water avens, garden angelica, northern bedstraw, winter cress, meadow buttercup, yellow rattle,
bog sedge / fjalldalafifill, hvonn, krossmadra, repja, brenniséley, lokasjodur, pursaskegg
Woven, wool, linen, plant dye, acrylic paint / Ofi6, ull, hor, jurtalitur, akrylmalning 33




symbiosis / samlifi / 2016 / 33 x 21 X 2,5 cm
couch grass, meadow fescue, yellow rattle, garden angelica, meadowsweet /
husapuntur, tinvingull, lokasjédur, hvonn, mjadjurt
Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hor, jurtalitur, akrylmalning




politics, friendships and collaboration going on in the field /
politik, vinatta og samvinna fyrirfinnst 4 svaedinu / 2014 /40 x 33 x 2,5 cm /

Garden angelica, water avens, meadow horsetail, tea leave willow, yellow bedstraw, meadowsweet,
spiked woodrush, stone bramble, lady’s mantle, woodland geranium / Hvénn, fjalldalafifill,
vallelfting, gulvidir, gulmadra, mjadjurt, axhaera, hrataberjalyng, mariustakkur, blagresi
Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hér, jurtalitur, akrylmélning

you can hear the ocean when the wind is blowing from the south /
pad heyrist i hafinu pegar vindurinn blees fra sudri/2015/49 x 33 x 2,5 cm /
common sorrel, water avens, garden angelica, northern bedstraw, yellow rattle, sea
mayweed, meadow buttercup, meadowsweet, northern bedstraw / Tunstira, fjalldalafifill,
hvonn, krossmadra, lokasjédur, baldursbra, brenniséley, mjadjurt, krossmadra
Woven, wool, linen, plant dye, acrylic paint / Ofio, ull, hér, jurtalitur, akrylmélning 35
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STRINGS ATTACHED TO THE EARTH
ANDREAS SIQUELAND

The swimming pool in Vesturbeer lies across
the street from where I stay when I am in
Reykjavik. It is one of my favorite places.
Here you can swim in warm water while chilly
summer wind and rain ripples the surface and
keeps your head nice and cool. This summer I
visited Reykjavik again. It was the last day of a
long journey. I had crossed the North Sea in a
sailboat together with my friend Janne. From
Husavik we had traveled south to Reykjavik.
We were now returning home to Norway for
a month’s break before coming back to Ice-
land and continuing our journey westward
to Greenland and Canada. It was early in the
morning on the day of our departure. Before
leaving, I just had to go to the pool.

After a swim, I went into the steam
bath. It was under these particular circum-
stances, breathing in the hot morning fog,
that I met Hildur. She told me that she was
part of the Research Fellowship Programme
in Norway, a program that I had just finished.
Before becoming a research fellow, she had
together with her boyfriend Olafur bought
a plot of land in the South of Iceland. This
land had now become her site of investiga-
tion. As the conversation continued the steam
got thicker. Seeping out from underneath the
seats it seemed to come from the interior of
the earth, as if the breath of the land was
breathing through us. For some strange rea-
son I felt that Hildur’s account of her practice
had some inexplicable connection to the situ-
ation we were in.

Meetings are never coincidental. They
just appear that way. It’s happened to me be-
fore. Meeting someone that you feel connect-
ed to just before going somewhere. Chance
encounters that remain with you. The pleas-
ure of thinking about it. When Janne and I
returned to Iceland to continue the journey
over the Atlantic, we were invited out to
Pufugardar, south of Selfoss, to see Hildur
and Olafur’s new studio. My friend offered to
drive and we set off in the evening.

I remember crossing the bridge in Selfoss
and seeing the small sturdy spruce again that
has created a life for itself on the small island
in the middle of the river. I have noticed this
tree on several times in passing. It must have
some fantastic roots clinging on to a rock
in the middle of a whirlpool. After Selfoss
we turned right and followed a long pretty
straight road leading directly south towards
the sea. The landscape was flat; on both sides
of the road grassy fields, the monotony was
only interrupted by some bushes or the oc-
casional stream. The grass had been blown by
strong winds making wave formations in the
landscape. The weather was nice, only a few
clouds in the distance. In this flat welcoming
landscape you can see weather changes long
before they happen, not like the city when it
just starts raining without much warning. I
began to understand that things do not arrive
here unexpectedly and it was probably a good
reason for our coming. Quite abruptly we
turned left and there it was! The setting sun
reflecting on the corrugated steel walls of the
studio building. Long views to the mountains
and the sea. Hekla and the Westman Islands.

At first sight, Pufugardar does not seem
like a very exciting place. It looks like any
turf land and initially it was hard to imagine
Hildur and Olafur’s attraction in coming here.
The first thing Hildur did was to introduce
us to the land. The earth was not flat like I
had experienced it from the car, but made up
of a series of small hills, maybe only a few
feet high, covered with a myriad of differ-
ent plants. Hildur explained how new plants
had been feeding upon older plants. This had
been going on for generations. The earth had
slowly covered the lava, building up the natu-
ral landscape over time. The plants had been
forming strings into the earth: a tension in
the soil, roots into roots, to make it compact
and robust.

At the edge of the neighboring prop-
erty cows were coming to greet us with curi-




ous faces. They stopped at the edge of the
stream that makes up the border. While they
were looking at us, Hildur went on to ex-
plain that some time ago her plot of land
might also have been a place where animals
would graze and it is maybe thanks to them
that the soil is rich with so many different
species. Looking at the undulating cosmo-
logical landscape in front of us, I began
to understand Hildur’s fascination. It con-
tained several small worlds that came with
their own distinct topology. Our gaze hov-
ered over it like a map. The land repeated
the same movements again and again. Up
and down. Up and down. It was as if the
landscape itself was telling a story, showing
us how it was woven together.

The evening fog, nature’s steam bath,
was settling on the land, gradually muting
color, making the land disappear and reap-
pear. It was getting chilly and we went inside.
The studio had relatively small windows to
the outside, but felt spacious because of the
high ceiling. Construction was still going on
with some loose electrical wires, plastic ma-
terial and other building materials scattered
about. In the middle of the room stood a
large loom and buckets of wool yarn. A new
piece of woven fabric was hanging on the
wall. Hildur told us about how she had been
collecting plants from the field outside that
she then would boil to make plant dye for
wool yarn. Once done, she would then use
the yarn to weave new canvases and attach
it to specially made stretchers, using small
nails. She also showed us pieces of silk that
she had dyed. These pieces would not be
stretched, but were suspended, free floating
in the room, acting as partitions that you

can see from both sides. I was impressed by
the meticulous and time-consuming process.
It seemed to me that great care had been
given to the relationship between different
materials. All very well planned. Hildur’s
recipe seemed so different from my own,
which usually does not follow any prescribed
path. The painting is made by the decision
made on the canvas, which for Hildur’s part
seemed to be made in the canvas itself.

Hildur uses a wide variety of plants in
her work. They carry beautiful names such
as: Dwarf willow, Sweet grass, Northern
Bedstraw, Garden Angelica, Alpine Lady’s
Mantle, Field Horsetail. Looking at the fab-
ric on the loom it was unavoidable to think
about its relationship to the surrounding
landscape. First it appeared quite mechani-
cal, like the yarn was interlacing like any
type of fabric, but then it occurred to me
that this mechanical gesture was in an odd
way repeating the movements I had seen in
the landscape outside. The new fabric ap-
peared like an abstracted form, a simplifica-
tion of the outside. I imagined steam rising
from plants as they cook on the stove, the
vapor rising like the fog settling on the land,
creating an extract and essence of it.

Some might see the coloring of the
yarn as a photographic process — as a snap-
shot of time. I find that it’s much more com-
plex than this. The color we see is a product
of centuries of work done by other plants.
Rain, sun, wind, pollution and volcanic ash
all influence how a plant grows. When a plant
is picked these influences are transfixed in
the color of the yarn. The color in the yarn
changes over time, adapting to the places
where it is shown. Hildur explained that the
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color she gets from a type of plant can vary
from batch to batch. It also depends on the
wool and how much it absorbs, causing var-
iations and light changes in the final work.
I began to think about the process of fixing
color as a play on the work done by nature
itself; the alternation between cold and
warm days, day and night, life and death.
The color in Hildur’s work is a ques-
tion of age and craftsmanship. When these
two elements are rooted in place again, I
think they can produce an interesting dia-
logue with history, our fear of it and our fear
of losing it. In painting there is a long his-
tory of using different kinds of materials to
produce pigments to be used as colorants.
In the old days each pigment was often re-
lated to a particular place where the mate-
rial could be obtained. Today color is for
the most part produced chemically and this
connection is lost. Hildur uses both natu-
ral and artificial colored threads. Looking
at Hildur’s faded green and yellow pieces
of yarn, they have a look of something old
and worn. The artificial colors are stronger,
which makes the organic materials appear
more ephemeral. At the same time they are

brand new. This ambivalence produces a
series of questions with regard to art works
and their age, but also how we relate to our
surroundings. I once saw a woolen hat, a
remnant of the Willem Barentsz expedition
in late 16th century to Svalbard. The color
was still an amazing blue azure. Looking at
Hildur’s work I began to wonder how long
these pigments last; if they fade away over
time or not. Will we at some point in the
future only see the red and blue strings of
artificial color?

I think we would see environmental
changes better if we paid more attention
to our close surroundings. It is something I
have understood from painting outside. To
look at Hildur’s paintings is a way of tak-
ing in the near. There is something subdued
about the ways different greens and yellows
merge together, faint yet present, almost
filmic in their movement. Hildur material-
izes this strong sense of belonging through
form. She encapsulates the movements
of the undulating time of the landscape
in small rectangular stretched canvases,
maybe 50 times 40 centimeters, or in large
free-floating silk pieces. There seems to be




a need for purity to make sense and order.
To show something minimal in order to ex-
tract and grasp the complexities involved in
this act. Sucking up the forces of the land.

My experience as a painter is that
paintings have a special way to relate to their
habitat. The way they are made, the way we
see them, and the way they like to be seen
changes from one location to another, from
one age to another. Looking at a painting
you can have an idea about all these things.
You can construct a story and they invite you
to do it. And this is when you realize that you
somehow know where they are coming from;
although you may be totally wrong you are
somehow always in the right. Truth in paint-
ing is revealed if you are willing to change
and adapt your opinion about it.

When I returned from Canada, I had
the chance to meet Hildur in Bergen on two
occasions. The first time was in September
when she invited me to take part in a semi-
nar at Landmark to talk about how artistic
practice relates to place. After the seminar
I went for a studio visit to see the work that
she was preparing for her final dissertation
show at Bergen Kjgtt, which I got to see on
my second visit. It was the first time I saw
Hildur’s works in the flesh since the Carn-
egie Art Awards some years back. In my first
encounter I saw a work in close dialogue
with an Icelandic conceptual tradition,
much dominated by male figures such as
Dieter Roth, Hreinn Fridfinnsson, Kristjan
Gudmundsson and Birgir Andrésson. After

the seminar and visiting the studios in Ice-
land and in Bergen, my impression of Hild-
ur’s work began to change. This was even
more pronounced in the show at Bergen
Kjott where the interplay between the art
and architecture became a defining element
in the presentation. Removed from the rural
setting, I still felt a strong connection back
to where the plants were picked. The fabric
draped over the stretcher in front of me felt
like a cloak, an overcoat that I can imagine
wearing and becoming part of; making the
memory of nature a tactile fabric. Having
the opportunity to see the work in different
stages, I began to think of them as living or-
ganisms evolving over time. It again brought
me back to the place where they are grown
and the studio as a sort of living herbarium.
I saw paintings painted by nature.

A landscape changes over time. It ap-
pears different with dew on the leaves in the
morning, than with the setting sun calming
the feverish work done by birds, insects and
plants during the day. The landscape comes
with a slowness that makes us better able
to comprehend or take in what is happening
around us. In Hildur’s work I see paintings
that are not only defined by their habitat, but
paintings that are the habitat. I see golden
strings attached to the earth. Strings of yel-
low and green. Green and yellow. Like the
sun and the sea slowly woven together. The
fog settling on the landscape. These strings
connect us to the land and what is here,
what has happened here and things to come.
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PREDIR SEM TENGJAST JORDINNI
ANDREAS SIQUELAND

Vesturbaejarlaugin er handan gotunnar par
sem ég dvelst begar ég er i Reykjavik. Hin er
einn af uppahaldsstodum minum. Hér getur
madur synt i heitu vatni medan kuldaleg
sumargolan og rigningin gara yfirbordid og
sja til pess ad hofudid & manni er paegilega
svalt. Petta sumar kom ég aftur til Reykja-
vikur. Pad var 4 lokadegi langrar ferdar. Eg
hafdi farid yfir halft Atlantshafid a skatu
dsamt Janne vinkonu minni. Fra Husavik
hofoum vid ferdast sudur til Reykjavikur.
Vid vorum nu 4 leidinni heim til Noregs til
ad hvila okkur { manud adur en vid keemum
aftur til Islands og héldum badan &fram
ferd okkar vestur til Greenlands og Kanada.
Petta var snemma morguns a brottfarar-
daginn. Adur en ég flygi heim fannst mér ég
endilega purfa ad fara i laugina.

Eftir sundid fér ég inn { gufubadid.
Pad var vid beer sérstoku kringumstaedur,
andandi ad mér heitu morgunmistrinu,
sem ég hitti Hildi. Hin sagdi mér ad hun
veeri { rannsOknarpréogrammi i Noregi, sama
myndlistarprégrammi og ég hafdi nylega
lokid. Adur en hun byrjadi i ranns6knarpro-
gramminu haféi hin asamt Olafi unnusta
sinum keypt landspildu 4 Sudurlandi. Petta
land var ni ordid ad rannséknarvidofangs-
efni hennar. Eftir bvi sem samradunum
vatt fram vard gufan péttari. Par sem hiun
leid fram undan bekkjunum var sem hin
keemi ar idrum jardar, likt og andi lands-
ins veeri ad anda i gegnum okkur. Af ein-
hverjum furdulegum asteedum fannst mér
sem frasogn Hildar af starfi sinu tengdist
adstaeedum okkar & pessu augnabliki 4 ein-
hvern éutskyranlegan hatt.

Pad er aldrei tilviljun ad folk hittist.
Pag virdist bara vera svo. Petta hefur komid
fyrir mig 4dur. Ad hitta einhvern sem mér
finnst ég tengjast, rétt adur en madur fer
eitthvad annad. Samfundir verda af hendingu
og lifa med manni. Og pad er anzegjulegt ad

hugsa um ba. Pegar vid Janne komum aftur
til Islands til ad halda afram ferd okkar yfir
Atlantshafid vorum vid bodin i heimsékn
a0 Pufugéroum, sunnan vid Selfoss, til
ad skoda nyja vinnustofu Hildar og Olafs.
Vinkona min baudst til ad aka og vid 16géum
af stad snemma um kvoldio.

Eg man ao vid 6kum yfir Olfusér-
bruna pegar vid komum & Selfoss og sdum
aftur sterklega grenitréd sem af elju hefur
komid sér fyrir 4 litlum hélma dGti i midri
anni. Eg hafdi nokkrum sinnum aour tekid
eftir pessu tré pegar ég atti parna leid um.
Pad hlytur ad hafa stérbrotnar raetur Gr pvi
ad bad getur hafst vio 4 kletti Gti 1 midri
hringiou. Pegar vid komum 1t Gr bzenum
beygdum vid til haegri og forum eftir 16ng-
um og nokkud beinum vegi beint til sudurs
og ad sjonum. Landslagio var flatt; beggja
vegna vegarins voru grosug tin, einsleitnin
adeins rofin med stoku runnum eda til-
fallandi laek. Grasid hafdi sveigst undan
kroftugum vindum og setti bylgjumoét a
landslagid. Vedrid var indeelt, einungis fa-
ein sky sdaust i fjarska. I pessu marflata og
hlylega landslagi getur madur séd til vedra-
brigda l6ngu adur en pau verda, annad en
i borginni par sem fer bara ad rigna svo
ad segja an nokkurs fyrirvara. Mér for ad
skiljast ad hér gerdust hlutirnir ekki 6vaent
og a0 bad veeri sennilega goo astada fyrir
komu okkar. Nokkud skyndilega beygdum
vid til vinstri og ba vorum vid komin! Sél-
setrid spegladist { barujarnskleeddum veggj-
um vinnustofunnar. Parna var g6d syn til
fjalla 1 fjarska og 1t a hafid, baedi til Heklu
og Vestmannaeyja.

Vio fyrstu syn virdast Pufugardar ekki
ykja spennandi stadur. Parna er byft land
eins og svo vida og til ad byrja med var
erfitt ad sja fyrir sér hvad hefdi lokkad Hildi
og Olaf 4 stadinn. Pad fyrsta sem Hildur
gerdi var ad kynna fyrir okkur landshaetti.



Landio var ekki flatt eins og mér hafdi synst
at um bilgluggann, heldur voru lagar haedir
um allt, bara nokkrir metrar 4 had og
paktar 6grynni mismunandi jurta. Hildur
utskyroi hvernig nyjar jurtir nerdust 4 eldri
jurtum. Svona gengur betta kynslod fram af
kynsl6d. Jardvegurinn hafdi smam saman
pbakié hraunid, landslagid moétast 1 timans
ras. Jurtirnar hofou myndad praedi nidur i
jordina, skapad spennu i moldinni, reetur
umvofou raetur, til ad pjappa jardveginum
saman og gera hann hardgerari.

Vid landamerkin ad naesta bae stodu
kyr sem fognudu okkur med forvitni i svipn-
um. Paer h6fdu stadnaemst vid bakka laekjar
sem skilur 4 milli landareignanna. Medan
paer virtu okkur fyrir sér utskyrdi Hildur
ad fyrir nokkru hefdi spildan hennar likast
til verid beitarhagi og hugsanlega veeri pad
skepnunum ad bakka hversu rikuleg moldin
er og hvad parna vaxa margar 6likar tegund-
ir jurta. Pegar ég virti fyrir mér o6ldétt,
heimssogulegt landslagid sem blasti vid for
ég a0 atta mig 4 pvi af hverju Hildur hafdi
heillast. Pad hafdi ad geyma ymsa sma-
heima og hver beirra hafdi sina sérstoku
stadfraedi. Tillit okkar sveimadi yfir pvi eins
og korti. [ landinu matti sja sému hreyfing-
arnar endurtaka sig hvad eftir annad. Upp
og nidur. Upp og nidur. Pad var engu likara

en ad landslagio sjalft veeri ad segja sogu,
syna okkur hvernig pad er ofid saman.
Kvoldpokan, gufubad nattdrunnar,
lagoist yfir landid, deyfdi smam saman
allan lit, 1ét landid hverfa og birtast a4 ny.
Pad var byrjad ad kélna og vid férum inn.
A vinnustofunni voru til pess ad gera litlir
gluggar, en par var ramgott vegna bess
hvad pad er hatt til lofts. Enn var unnid ad
byggingu, hér og hvar lagu rafmagnsvirar,
byggingarplast og annad byggingarefni. I
midju herberginu st6d stor vefstoll og hja
honum fotur af ullargarni. Nyofio verk hékk
4 veggnum. Hildur sagdi okkur fra pvi ad
hin hefdi verid ad safna jurtum i grennd-
inni og ad bratt myndi hin sj6da beer til ad
bua til jurtalit fyrir ullargarnid. Ad lituninni
lokinni myndi hiin svo nota garnid til ad vefa
ny verk og festa pau 4 sérsmidada blind-
ramma med hjalp litilla nagla. Hin syndi
okkur lika bita af silkiefni sem hun hafdi
litad. Peir yrou ekki strekktir, heldur voru
peir hengdir upp, svifu frjilsir i ryminu,
gegndu hlutverki skilraima sem madur
getur skodad fra badum hlidum. Eg hreifst
af pessu nostursamlega og timafreka ferli.
Mér virtist sem mikil alid hefdi verid 16g0
vid tengslin milli mismunandi efna. Allt
virtist mjog vel skipulagt. Forskrift Hildar
virtist svo 6lik minni eigin, sem fer yfirleitt
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ekki eftir neinni leid sem meelt er fyrir um.
Malverkid verdur til vegna dkvordunar sem
er tekin a4 striganum, en i Hildar tilfelli
virdist hin tekin { striganum sjalfum.
Hildur notar mikid trval jurta vid
vinnu sina. Per bera falleg néfn, svo sem
dvergavidir, ilmreyr, krossmadra, atihvonn,
elfting. Pegar madur horfdi 4 vefnadinn i
vefstélnum var 6hjakvaemilegt ad leida hug-
ann ad tengslum hans vid landslagid i kring.
I fyrstu virtist hann vélreenn, par sem garnio
fléttadist saman likt og hver annar vefnad-
ur, en sidan hvarfladi pad ad mér ad pessi
vélreeni hattur veeri 4 einkennilegan mata
endurtekning & hreyfingunum sem ég hafdi
sé0 i landslaginu fyrir utan. Nyi vefnadur-
inn birtist sem abstrakt form, einféldun a
umhverfinu tti. Eg imyndadi mér gufu sem
stigi upp af jurtum i potti 4 eldavélinni,
mistur sem risi eins og pokan sem leggst
yfir landid, og skapar kraft bess og kjarna.
Sumum kann ad virdast sem litunin
4 garninu likist ferli ljésmyndunar - og tt-
koman verdi skyndimynd af timanum. Mér
synist sem hun sé talsvert floknari en svo.
Liturinn sem vid sjaum er nidurstadan af
aldaléngu starfi annarra jurta. Regn, sél,
vindur, mengun og gosaska, allt hefur petta
ahrif & pad hvernig jurtir dafna. Pegar jurt
er tind eru bessi ahrif morkud i lit garnsins.
Litur garnsins breytist { timans ras, lagar sig
ad beim st6dum bar sem pad er synt. Hildur
sagoi okkur ad liturinn sem hun feer ur til-
tekinni jurtategund geeti breyst fra einni
16gun til annarrar. Hann raedst einnig af ull-
inni og pvi hve mikié hin drekkur i sig, sem
kallar fram breytileika og birtubrigdi i hinu

endanlega verki. F]g for ad hugleida pad
ferli ad festa lit sem leik sjalfrar nattarunn-
ar ad verkinu; pad hvernig kaldir og hlyir
dagar skiptast 4, dagur og nétt, lif og daudi.

Liturinn i verkum Hildar raedst af
tima og verkkunnattu. Eg held ad pegar
bessi tvo undirstoduatrioi hafa fest raetur
4 ny geti bau leitt af sér ahugaverda sam-
raedu vid soguna, um o6tta okkar vid hana
og 6tta okkar vid ad glata henni. Malaralist-
in & sér langa s6gu um notkun mismunandi
efna til ad framleida litarefni sem geta nyst
sem litgjafar. I gamla daga var hvert litar-
efni oftast tengt sérstokum stad par sem
haegt var ad afla efnisins. NG 4 timum er
litur a0 mestu leyti framleiddur med efna-
fredilegum adferdum og bvi hafa pessi
tengsl glatast. Hildur notar baedi nattiru-
lega litada braedi og litada praedi ur gervi-
efnum. Pegar horft er 4 milda greena og gula
garnid hennar Hildar virdist pad hafa a sér
yfirbragd einhvers gamals og slitins. Tilbtinu
litirnir eru skeerari, sem gerir ad verkum ad
lifreenu efnin virdast hverfulli. Um leid eru
pau gleeny. Pessi tviskinnungur leidir til all-
margra spurninga sem lata ad listaverkum
og aldri beirra, en einnig ad pvi hvernig vid
setjum okkur i samhengi vid umhverfi okkar.
Eg sa eitt sinn hatt ar ull, leifar ar leidangri
Willems Barentsz til Svalbarda undir lok 16.
aldar. Liturinn var enn 6trilega heidblar. Par
sem ég horfdi 4 verk Hildar for ég ad velta pvi
fyrir mér hversu lengi pessi litarefni endast;
hvort pau dofna og hverfa med timanum.
Rennur upp su stund i framtidinni ad vid
sjdum einungis raudu og blau praedina med
tilbtnu litunum?




Eg held ad auga okkar fyrir umhverfis-
breytingum yrdi gleggra ef vid veittum
néanasta umhverfi okkar meiri athygli. Petta
er nokkud sem mér hefur skilist vid ad mala
ti undir berum himni. A horfa 4 malverk
Hildar er ein leid til ad gaumgsefa naerum-
hverfid. Pad er eitthvad hofstillt vio pad
hvernig olikir graenir og gulir litir renna
saman, daufir en samt til stadar, hreyfast
nanast eins og peir séu { kvikmynd. I gegnum
formio efnisgerir Hildur pessa sterku l6ng-
un til ad tilheyra einhverjum stad. Hin synir
i hnotskurn bylgjuhreyfingar timans i lands-
laginu med litlum rétthyrndum strekktum
malverkum 4 striga, um bad bil 40 sinnum
50 sentimetrar ad steerd, eda med stéorum
svifandi batum tr silki. Pad virdist vera porf
4 teerleika til a0 fa botn i hlutina og koma
reglu 4 pa. Ao syna eitthvad mjog smatt
til ad draga fram og skilja fleekjurnar sem
koma vid soégu i pessari athofn. Ad soga til
sin krafta landsins.

Reynsla min sem listmélari er st ad
malverk setja sig med sérstokum heetti i
samhengi vi0 umhverfi sitt. Pad hvernig pau
eru gerd, hvernig vid sjium pau, og hvernig
pau vilja lata sja sig, petta breytist fra
einum stad til annars, fra einu timaskeioi til
annars. Pegar madur horfir & malverk getur
madur gert sér grein fyrir pessu 6llu saman.
Madur getur samid sogu og pau bjoda upp 4
pad. Og bad er ba sem madur gerir sér ljost
ad einhvern veginn veit madur hvadan pau
koma; og enda po6tt madur hafi fullkomlega
rangt fyrir sér hefur madur einhvern veginn
alltaf 4 réttu ad standa. Sannleikur i mal-
verki opinberast ef madur er reidubtinn ad
breytast og adlaga 4lit sitt.

Pegar ég kom aftur fra Kanada fékk ég
tvisvar feeri 4 ad hitta Hildi { Bjorgvin. Fyrra
skiptid var i september begar hin baud
mér ad taka patt i malstofu i Landmark,
fyrirlestrarsal Bergen Kunsthalle, sem hin
skipulagdi 4 vegum rannséknarpréogramms-
ins, par sem reett skyldi um pad hvernig
listskopun setur sig i samhengi vid tiltekinn
stad. Eftir malstofuna fér ég i heimsékn
4 vinnustofuna hennar til ad sja verkin
sem hun var ad undirbta fyrir syninguna

i Bergen Kjgtt, en hana audnadist mér ad
sja i seinni heims6kninni. Pad var i fyrsta
sinn sem ég sa verk eftir Hildi med berum
augum fra bvi 4 Carnegie-syningunni
nokkrum arum fyrr. Fyrst pegar ég kynntist
verkum hennar si ég verk sem var i ndinni
samraedu vid islenska hugmyndalistarhefo,
par sem rédu logum og lofum karlmenn a
bord vid Dieter Roth, Hrein Fridfinnsson,
Kristjan Gudmundsson og Birgi Andrésson.
Eftir malstofuna og heimséknina 4 vinnu-
stofuna 4 Islandi og i Bjérgvin for tilfinning
min fyrir verkum Hildar ad breytast. Petta
var jafnvel enn greinilegra a4 syningunni {
Bergen Kjgtt par sem samspil milli listar
og arkitektirs vard ad skilgreinandi paetti
i framsetningunni. P6tt ég veeri fjarri sveit-
inni fann ég engu ad sidur enn fyrir sterkri
tengingu vid stadinn par sem jurtirnar
voru tindar. Vefnadurinn sem var strekktur
yfir blindrammann fyrir framan mig minnti
4 skikkju, yfirh6fn sem ég imyndadi mér
ad ég kladdist og tilheyrdi; i henni vard
minningin um nattaruna 4preifanleg. Par
sem mér gafst feeri 4 ad sja verkin 4 mis-
munandi stigum for ég ad hugsa um pau
sem lifverur sem préast med timanum. Pad
leiddi huga minn aftur ad stadnum par sem
jurtirnar spretta og ad vinnustofunni sem
eins konar lifandi pléntusafni. Eg sa mal-
verk sem nattiran hafdi malad.

Landslag breytist med timanum. Pad
virdist 6druvisi pegar doggin hvilir 4 lauf-
blodunum ad morgni en pegar solsetrid
haegir 4 fjorlegri idjusemi fuglanna, skor-
dyranna og jurtanna ad kvoldi sérhvers
dags. Landslagio birtist okkur med hagd
sem gerir okkur feerari um ad skilja eda
medtaka pad sem um er ad vera i kringum
okkur. [ verkum Hildar sé ég malverk sem
skilgreinast ekki einungis af umhverfi sinu,
heldur méalverk sem eru sjalft umhverfio.
Eg sé gullna praedi sem tengjast joroinni.
Praeodi sem eru gulir og greenir. Graenir og
gulir. Likt og sélin og sjorinn hafi ofist haegt
saman. Pokan er a0 leggjast yfir landslagio.
Pessir praedir tengja okkur vid landid og
pad sem hér er, bad sem hefur gerst hér og
pad sem & eftir ad verda.




SPINNING MACHINE IN OLAFSDALUR / SPUNAVELIN [ OLAFSDAL
The Old Agricultural School in Olafsdalur / Gamla landbtnadarskélanum i Olafsdal
Summer 2009 / Sumario 2009

The project Spinning Machine in Olafsdalur was a contribution to a group
exhibition called Valleys — Hills - Handcrafts, located in the old agricultural school
in Olafsdalur. In the school’s basement stood an old spinning machine, which had
been used while the place was still lived in, after the school had been laid down.

The spinning machine was used by farmers in the area, but had at this time stood in
disrepair in the basement for over 40 years. Bjarnadéttir cleaned the machine and
repaired it, made the pieces that were missing, and got the machine started again.

She used the machine to spin yarn which she dyed, using curled dock, and then knitted
long johns from the yarn. At the exhibition she presented photographs of the process
of getting the machine in working order, the machine itself and the long johns.

Verkefnid Spunavélin i Olafsdal var framlag til samsyningarinnar Dalir — hélar —
handverk i gamla landbunadarskélanum { Olafsdal. kjallara skélahussins var gémul
spunavél sem notud hafdi verid i busetutid stadarins eftir ad landbtinadarskélinn
var lagéur nidur. Spunavélin pjonadi i pa daga bsendum i sveitinni en hafdi verio i
niournidslu { kjallaranum i yfir 40 ar. Hildur hreinsadi vélina og lagfaeroi, bjo til pa
hluti sem hoféu gldtast og kom henni i gang 4 ny. Hin spann med vélinni garn og
litadi ar njola fra Olafsdal og prjénadi fodurland dr garninu. A syningunni syndi hin
ljosmyndir af vinnuferlinu, hvernig hin kom spunavélinni i starfhaeft horf, spuna-
vélina sjdlfa og sidu nerbuxurnar.
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Images from the process of transforming the spinning machine into a functional condition /
Lj6smyndir sem syna hvernig spunavélin var gerd starfhaef
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Long johns / Sidar naerbuxur / 2009

47



GRANDMOTHER / AMMA
Hafnarborg, Hafnarfjorour
29.10. - 30.12. 2011

In works displayed at Hafnarborg in 2011, Bjarnadéttir’s grandmother was the
central theme, through plants which she grew on her plot of land in Hvalfjérdur

for over 70 years. The works revolve around Bjarnadoéttir’s connection to her
grandmother through the land and handcrafts. Plants as a form of belonging is the
main focus of the art works, through natural dyes from plants on her grandmother’s
land. This could be seen in the exhibition, in a wall piece in many units and in water
colors, made from the plants from the land, along with mittens, knitted and stitched
especially for Bjarnadéttir’s grandmother. She also unravelled her grandmother’s
polyester trousers and presented them as a ball of yarn.

[ verkum sem synd voru i Hafnarborg arid 2011 var amma Hildar viéfangsefnio

i gegnum grédur sem hin reektadi 4 landspildu sinni i Hvalfirdi 4 ramum sjétiu
arum. Verkin fjalla um tengsl Hildar vid 6mmu sina i gegnum landid og handverkid.
Plonturnar sem heimkynni eru meginuppistadan i verkunum i gegnum liti sem unnir
voru Ur landinu. Pessi vinna birtist { veggverki i mérgum einingum og i vatnslitum
unnum Ur grédri landsins, dsamt vettlingum prjénudum og vattarsaumudum
sérstaklega fyrir mmu Hildar. Einnig rakti Hildur upp pélyesterbuxur émmu
sinnar og syndi sem hnykil.




Transfer / Yfirfeersla / 2009 / 31 x 21 cm
Photographs: The artist and her grandmother /
Lj6smyndir: Listamadurinn og amma hennar 49




Garden / Gardur / 2011 / Size variable / Staerd mismunandi / 25 x 25 - 35 X 41 cm /
Crochet wool, plant dyed with plants from the artist’s grandmother’s land /
Heklud ull, litué med plontum af landi 6mmu listamannsins




o
°

Stea "
Begsane s

‘o
»

“ens

-
«?
spen®
A
Bk
.
P | -
R R
N e . s
2 ¢
.
: .
™ Ld
. B
i .
. [
. .
. . s
L4 4 L]
. L -

Re-give / Endurgjof / 2007-2009 / 43 x 43 X 2 cm
Photographs: Mittens for the artist’s grandmother, wool, plant dye, embroidery thread /
Ljésmyndir: Vettlingar handa dmmu listamannsins, ull, jurtalitur, Gtsaumsgarn
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Trousers / Buxur /2011 / 17 cm diameter / pvermél 17 cm
Unravelled polyester trousers that belonged to the artist’s grandmother /
Uppraktar pélyesterbuxur sem amma listamannsins atti
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13 Plants / 13 plontur /2011 /30 x 29,8 cm
Watercolors on paper made from plants from the artist’s grandmother’s land /
Vatnslitir 4 pappir gerdir ar plontum af landi 6mmu listamannsins







cm
’s grandmother’s land /
Graeodlingar af landi 6mmu listamannsins







PAINTER’S CANVAS / MALARASTRIGI
2003-2006

Bjarnadéttir became interested in the canvas as material in 2003, when she crocheted
the piece Reconstructed canvas from linen thread. The canvas consisted of small,
crocheted squares which formed lines and patterns in the canvas itself. It was then
stretched on a stretcher bar. Another piece from the same year, titled Reconstructed
canvas II, is made from painter’s canvas, bought in an art supply store, the threads
partially unravelled and then reconstructed with a crocheted pattern, framing the
original canvas. She also showed Belgian linen from 2004, which was crocheted with
linen thread and presented on a pedestal. In 2006, Bjarnadoéttir showed six pieces
woven with linen thread and stretched on a stretcher bar, in the Living Art Museum in
Reykjavik. Linen thread and the construction of the painter’s canvas has since been
an important part of her work.

Striginn sem efnividur vakti dhuga Hildar arid 2003 pegar hin hekladi verkio Endur-
gerdur strigi Gr horpraedi. Strigafloturinn samanst60 af litlum hekludum ferningum
sem myndudu linur og mynstur { striganum sjalfum. Hann var sidan strekktur a
blindramma. Annad verk frd sama ari, med titlinum Endurgerdur strigi II, er gert Gr
malarastriga sem keyptur var { myndlistarvoruverslun, rakinn upp ad hluta og endur-
gerdour med hekludu mynstri sem rammar inn upprunalega strigann. Einnig var verkio
Belgiskur hor fra 2004 heklad tr horpraedi og synt 4 stopli. I Nylistasafninu 2006
syndi Hildur sex ofin verk ar horpraedi sem strekkt voru 4 blindramma. Horpradur

og uppbygging mélarastrigans hefur sidan verid mikilvaegur pattur i verkum Hildar.




Re-constructed canvas / Endurgerdur strigi / 2005 /76 x 76 X 3 cm
Crochet, linen / Hekl, hor

59



Belgian linen / Belgiskur hor / 2004 / 120 x 25 x 25 cm

Crochet, linen / Hekl, hor



Re-constructed canvas II / Endurgerdur strigi I1/2003 /127 X 53 cm
Crochet, cotton (unravelled canvas), canvas /
Hekl, bémull (upprakinn malarastrigi), malarastrigi 61
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Plain weave 30/3 / Einskefta 30/3 / 2006 / 63 x 63 x 2,5 cm
Weave, linen / Vefnadur, hor



Plain weave 12/4 / Einskefta 12/4 /2006 / 80 x 80 x 2,5 cm
Weave, linen / Vefnadur, hor
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SPRIGS OF COLOR
GUNNAR J. ARNASON

COLOR, MATERIAL, AND EARTH

There is something very familiar and immediate in the work of Hildur Bjarnadéttir. Her
varicolored cloths, in solid colors or checked, have a texture and weave that all but ask
us to touch them, to feel how the fabric handles. Cut in simple shapes and arranged on
the wall, the cloths all come across as paintings—unassuming canvasses masking the
great concentration and thought that went into their making.

Hildur Bjarnadéttir creates her works from the ground up in an almost literal and
physical sense. Her raw materials are linen, wool, and silk yarns. She weaves or cro-
chets her canvasses by hand. She hand-dyes her yarns. Moreover, she makes her own
dyes for the yarns. As paintings, these are highly unusual works. Neither canvas nor
colorants are purchased or ready-made. It is scarcely possible to imagine getting closer
to the origin of a painting than to weave the canvas and color it with one’s own dyes.

Modern art is built on a clear separation between fine arts such as painting and
sculpture and applied arts, the so-called craft and design fields, which involve useful
activities such as weaving and embroidery. Hildur Bjarnadottir dissolves this bound-
ary by turning applied-art techniques into methods of painting. These works may be
termed woven paintings, as the basic form of each is inseparable from traditional
textile methods practiced by people in Iceland and elsewhere for centuries. Hildur
Bjarnadoéttir does not begin with the empty canvas as the starting point and ground of
a painting. The ground itself has been taken apart and put back together.

A certain ambiguity resides in the composition of the picture surface. The mono-
chrome ground gains new meaning through the patterns created by different methods
of weaving and crocheting thread. The varicolored vertical and horizontal bands may
be seen as either a colorful table linen or a geometrical-abstract painting. The familiar
checked tablecloth that is sometimes allowed to peep from the still-lifes of French Cub-
ists or Icelandic abstract painters here takes center-stage and assumes independent
life. The roles are reversed. We are invited to view the abstract painting in a checked
canvas, not the checked canvas within an abstract painting.

Yet in one respect Hildur Bjarnadéttir goes further than even the most specialized
craftspersons. Through considerable research and development, she has made her own
natural dyes—gathered the plants, boiled them down, and extracted their juice as the
basis of natural dyes.

For a 2011 exhibition at Hafnarborg, the Hafnarfjéorour Centre of Culture and
Fine Art, Hildur Bjarnadéttir gathered raw material in Hvalfjéréur on land belong-
ing to her grandmother, who had begun to cultivate a diverse plant flora there some
seventy years before. Bjarnadéttir collected plant species—bilberry and other heath
plants, rhubarb root, dandelion heads, chervil, angelica, lady’s mantle, tea-leaved wil-
low, and many more—and developed a particular dye from each for dyeing yarn. From
the yarns she crocheted canvasses of various sizes; each discrete rectangular surface
corresponded to a given plant. Thus we may say that Bjarnadéttir painted with colors
that belonged to the land itself, that were linked to it with material bonds. The exhibi-
tion included watercolors with color samples of the herbal dyes—true specimens in
that the shades in the color samples were matter derived from plants on the land.




Dioxazine Purple / 2006 Red Iron Oxide / 2006
80 x 80 x 2,5 cm 65 X 65 X 2,5 cm
Weave, linen, acrylic paint Weave, linen, acrylic paint
Vefnadur, hor, akrylmalning Vefnadur, hor, akrylmalning

In a work from 2012, Urban Color Palette, Reykjavik, Bjarnadéttir worked with
plants she gathered within the Reykjavik city limits, varieties of weeds, grasses,
and flowers that yielded different shades of yellow. This experiment gave rise to 21
monochrome, rectangular woollen canvasses that, by physically alluding to their
origin, forged a physical as well as imagined link to a place and an environment.

For a 2014 exhibition at Hvefisgalleri Bjarnadottir gathered the wild plants
for her dyes at Pufugardar, her five-acre landholding in the Fl6i area south of Selfoss.
She systematically recorded and photographed her samples. From some, she devel-
oped the dyes used for the colored silk and linen canvasses in the exhibition. Some
canvasses were woven from yarns colored partly with herbal dyes and partly with
acrylic paints—with ready-made, mass-produced synthetic colorants pertaining to
our modern world.

Hildur Bjarnadéttir’s work is remarkable for the way it evokes the complex
relationship between color, material, and earth. In our modern world natural colors
live in constant close quarters with the technological system of the mass-produced
colors that surround us. Natural colors have lost ground to synthetic colors and the
endless possibilities that technologized color-production offers. But the symbiosis
of natural and synthetic colors in Bjarnadoéttir's work raises questions about the na-
ture of color and how to describe the relation of color to substance that her images
express but which is so hard to put into words.

The foundation of the color theory that is taught in art and design faculties
around the world was laid out at the beginning of the twentieth century by the mas-
ters of modern art, artists such as Kandinsky, Itten, and Albers. The idea of color
theory, derived from Newton'’s theory of light, is that every color may be assigned
its proper place within a system in which all colors fall into place on an interrelated
continuum, the color wheel being the most familiar form of such a system. Various
systems of color have been developed, such as the Pantone Color-Matching System
used in the print industry and also to distinguish shades, find matches, and facili-
tate the coloring of substances in manufacturing. But where does the color of the
dandelion from Hildur Bjarnadéttir’s grandmother’s land fall in such a color-sys-
tem? Has its color been abstracted from the thing, its physical source, and assigned
a proper place in the rubric of color? Certain questions arise that demand a closer
look at what this phenomenon ‘color’ means in our day and how that meaning fits
into received ideas about the material world.
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Background / Bakgrunnur / 2006 / i8 Gallery / Gallery i8

COLORFUL TIMES

Modernity is the most colorful cultural period to date, a glutton for color, certain that
it has color completely in hand. In a cultural-historical context this period is relatively
short; it is only in the last 150 years that ever-more-perfect chemical methods to pro-
duce and use color have been developed. Yet modernity is biased towards color: Color
is superficial, faddish, unstable, and perishable. The dominant idea today is that color is
a subjective and psychological phenomenon, dependent on sensibility and taste. Color
is somehow a cultural phenomenon, a technical creation testifying to skills developed
over centuries and culminating in the color frenzy of mass media in all its physical and
virtual forms. At this point there are few limits to what we can do with matter and light
to influence perception. We can even modify an organism’s genetic material to make it
glow in the dark. A phenomenon that can be manipulated and governed with such ease
can scarcely play all that important a role in nature.

The dominant ideology of the last 300 years or so has not been particularly advan-
tageous for color. Colors do not exist in the world in the same way as palpable physical
things. The colors we perceive are an effect of radiating photons and if creatures had
not arisen with faculties sensitive to that radiation it would be a mere scatter of parti-
cles. Artists have always taken a more complex stance, obliged as they are to contend
with color on two fronts, as a phenomenon both material and subjective. But since
artists were long absorbed in creating their own world, one that transcended material
limits, they tended to coax from their materials qualities that conjured a realm of imagi-
nation. In this, color played a key role.

It is difficult, however, to imagine the world without color. Colors do have meaning
for our perception and experience of the world. They seem to fall between mind and
world, to some extent subjective and to some extent physical. How does the relation
between color and objective reality work?

A COLORLESS EARTH

Cormac McCarthy’s novel The Road depicts a gruesome vision of the future. Gray
ash covers everything; sunlight cannot shine through this cloudage to brighten a wan
world. All vegetation has withered; the relics of human habitation have burned. A color-
less world is a lifeless world. Yet so long as people exist who have not lost the ability
to perceive color, the possibility of color and the hope of life can never be excluded.



So what is a world without color like? The unusual story of a color-blind artist comes
to mind.! In 1986 a 65-year-old American painter suffered a car crash, hit his head,
and lost consciousness. When he came to he had lost all color vision. He was not
color-blind in the usual sense of a diminished ability to distinguish certain colors;
rather he saw everything in shades of black, white, and gray. His dog was lead-gray;
tomato juice was black; he could hardly bear to touch his ash-gray food. His wife and
everyone around him had rat-gray faces. He had difficulty watching TV, as the image
would dissolve into grayscale specks. The only silver-lining to this strange handicap
was that he gained an eagle-eye and saw much better than before, distinguishing far-
distant objects as no one with normal color vision could, unaided. In the dark he saw
like a cat and could far more easily perceive the smallest gradations of light.

As one might expect this was a heavy psychological blow. In an attempt to cre-
ate a normal environment in which things had their normal colors he outfitted a room
with contents—walls, furniture, and equipment—all in white, black, or gray. He was
troubled by the gray haze of daylight, felt better in the dark, and ended up reversing
night and day. Before his accident he had painted colorful abstract paintings, but these
had now become an incomprehensible muddle; so he turned to drawing and tried with
pencil and chalk, black on white, to portray things as they now appeared to him.

In despair the man sent renowned neurologist Oliver Sacks a letter describing his
predicament and asking his advice; all his doctors were nonplussed by his problem,
which was all but unheard-of within medicine. There were cases in which people had
been born with no color vision but Sacks knew of no one with perfectly normal vision
waking up one day with all color erased from sight.

Strange and disturbing as the thought of enduring such a shock may be, even
the color-blind painter perceived color in a certain limited sense. Color-blindness has
long been recognized; it caused seventeenth-century philosophers much perplexity.
One who does not perceive color can distinguish objects and get by, but can we im-
agine a person who perceived only an object’s color but not its form or motion? In
this regard there seems to be a disparity among the properties of objects, indicating
that the material world is neither black-and-white nor grayscale, that in it there is no
difference between light and darkness. Towards the end of the seventeenth century
the British philosophers Robert Boyle and John Locke came to the conclusion that
the properties of objects could be divided into two camps. On the one hand are what
they dubbed the primary qualities, including form, size, and motion; on the other
are secondary qualities, namely color, sound, flavor, and scent. Locke and Boyle’s
notion was that all our knowledge of the world derives from our senses, which receive
external stimuli and elicit in us given sensory images. The primary qualities of the
objects we perceive cannot be traced to anything other than the objects themselves,
whereas the nature of secondary qualities is such that they can be explained by the
effect of the primary qualities on our senses. Locke’s explanation of how the qualities
differ is that secondary qualities “do not exist in the objects themselves, but rather are
nothing but the power of the primary qualities of the object to produce an idea in us
of a certain kind.”? He considered whether it might be possible to explain secondary
qualities, for example the yellow color of a dandelion seen on a bright summer day,
through the plant’s primary qualities, i.e. its form, size, and motion, but concluded
that it was probably impossible, that there was no relation.? All subsequent forays into
this problem have run into difficulties, despite the great advances in neurobiology and
the physics of light.

Locke was among a group of philosophers who considered that all our knowledge
of the world relied on perception. But the problem is that perception can be awfully
fallible, depending on who perceives, in what circumstances. Primary qualities are
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superior to secondary qualities in that they do not depend on how they are perceived
and it ought not to matter who perceives them. An object’s size remains the same re-
gardless of who perceives it, as can be verified by measurement or other means. The
methods that prove most reliable in establishing form, size, and motion with certainty
are the so-called scientific or experimental methods. But the qualities ‘red’ or ‘sour’
cannot be verified or measured by any means other than the senses themselves. There-
fore our knowledge of the world as derived from the scientific method cannot rely
on secondary qualities. The colors of objects add nothing to our knowledge of them.
Locke and Boyle’s view has changed little over the centuries and has established itself
as a dominant ideology of the scientific worldview.

WHERE ARE COLORS?

Do colors not exist, then, except as imagination or psychic disturbance? Is the world
as it appears to us, the world the color-blind painter pined for, illusory? Photons and
light frequencies are not the problem, as they are measurable phenomena and can be
described with mathematical precision. But what about yellow? What sort of phenom-
enon is ‘yellow’? Is a dandelion yellow? Can we ask such questions at all?

The dominant ideology of color, the one descended from Boyle and Locke, may
be called subjectivity of colors: The world is colorful because the mind (or brain) has
the ability to paint it in bright colors. The color-blind painter has lost that ability; his
mind (or assumedly brain) cannot manage color. Indeed for subjectivists he serves as
fine proof that color depends on how the mind or brain functions. Human beings have
basically similar vision, while other organisms see things in other colors. Until organ-
isms with specialized senses enter the picture, there is little point in mentioning color
as part of reality at all.

Most twentieth-century artists appear to have been subjectivists of some sort.
Kandinsky famously described both the physical and spiritual effects colors have on
us in his pivotal work Concerning the Spiritual in Art.* Matisse once said, “Colour
helps to express light, not the physical phenomenon, but the only light that really ex-
ists, that in the artist’s brain.”® Jon Stefinsson writes in the same vein of the spiritual
reality of color: “We see the glory and nobility of certain shades of color, that some
shades are more noble than others, more beautifully nuanced and fuller; they speak to
some ‘mystical’ sense in our souls.”®

Admittedly these statements need to be placed within their art-historical context.
All these artists were resisting the tendency to view the colors in a painting as an imita-
tion of the colors found in nature. They were interested in how colors worked on the
canvas, within the totality of the image, apart from what was being depicted. “People
have it in their heads,” Jon Stefansson said, “that grass for example is green. But grass
varies greatly by the colors that go alongside it.” The interrelation of colors affects the
way we perceive individual shades, and those shades can have utterly different effects
depending on context. Therefore one must examine colors within their rightful context
without fixating on how they correspond to the qualities of a particular object. The
natural next step, from this way of separating colors from things, was to locate colors
in the mental sphere and segregate them entirely from material objects.

What other possibilities does the situation offer? The opposite of subjectivity
would assumedly be objectivity of colors: Colors do not depend on the perceiver but
are objective qualities of things, which really means that knowledge of color exists and
can be investigated, that we can propose theories of color that may be debated and
refuted. Color systems and color theories exist; discoveries are made and new ways
found to manufacture and manipulate colors. For objectivists the color-blind painter
proves that colors are independent of perception because his handicap prevents him
from perceiving them; if colors did not exist except in the mind, then what is he blind




to? We tend to speak of color this way: some people see colors better than others,
painters have a more trained eye than others, one must learn about colors and how
they behave, just as one must learn about other objective qualities of things.

We cannot avoid considering the third possibility: We may well ask whether we
must inevitably choose between objectivity and subjectivity. Must we divide reality
in this way? Does doing so jibe with artists’ experiences? The third path would be to
steer clear of dualizing reality. Such ideas can take several forms within philosophy
and are too involved to detail here, but one version is of interest in that it corresponds
to a notion within art that we might call a pluralism of color, to give this ideological
bent a name. It entails looking at color as a cultural phenomenon. It might be briefly
summed up as follows: Within cultures certain “systems” develop around objects, as
manifested in names, manners of speech, symbolism, classifications, rules, skills, be-
havioral norms, etc. Such systems are basic to understandings of given phenomena
and determine what is taken as valid about them. Each phenomenon has a certain value
and role in daily activities.

There are many such systems, constantly evolving, and between them rages a
fierce battle for survival that can result in some systems gaining the upper hand and
pushing others aside. The hard sciences, indeed, are one system that has proven huge-
ly powerful in this way. Then again in some cases systems may have internal discrepan-
cies, making it impossible to simply choose between them. Then people say that given
systems have gained dominance within a culture not because they are necessarily bet-
ter or more correct but because they accrued power for certain historical reasons, due
to tradition, vested interests, or even political reasons. Pluralism of this sort has been
fairly prominent within post-modernism.

Birgir Andrésson is a fine example of an artist who approached color in this way,
as a cultural phenomenon. Rather than mulling over the psychological effects of colors
Andrésson considered what colors said about Icelandic culture. As he put it himself in
the preface to his 1990 bookwork Proximity (Ndlcegd), “Here are twelve specimens
of colors from Icelandic culture. They are not derived from colorants in natural sub-
stances such as plant or mineral matter. Rather they are the shades that seemed most
prominent to me in our nation’s creative work over the centuries.”” Later on Andrés-
son simply called his specimens Icelandic. Colors within the system Icelandic might
also have names within the system Pantone and be represented by certain codes for
the printing process. Needless to say Icelandic is not a part of Pantone, one phenom-
enon assigned to different systems that perhaps have nothing intrinsic in common.
Andrésson liked to say that it was enough to be literate in various systems. Yet literacy
in Pantone does not necessarily convey literacy in Icelandic. The color-blind painter is
in a certain sense dyslexic.

Donald Judd quotes his master Joseph Albers as saying that if a person standing in
a room with fifty other people names a color, let’s say ‘yellow’, a different image of the
color yellow will arise in each person’s mind. If Albers meant to imply by this that there-
fore color must be subjective, he erred, as can easily be seen by substituting ‘dog’ for
‘yellow’: Everyone in the room will see a different dog but naturally that does not mean
that dogs are a subjective phenomenon. This example shows us that color words act as
generic terms. The word ‘yellow’ is a generic term for countless different shades, and it
is hard to delineate where yellow leaves off and red (or orange) begins. In fact this also
applies to the Pantone system, for each and every color word, or code, in that system
is a generic term for every color that matches the color sample. Here one cannot avoid
asking whether color words can behave like proper nouns, i.e. name one and only one
yellow color in the world, for example the shade of yellow that Hildur Bjarnadéttir got
from the dandelions she gathered on her land at Pafugardar in the summer of 2013
and used for dyeing yarn which she then wove into a canvas and exhibited in 2014.
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This question hinges on whether the colors in Hildur Bjarnadéttir’s work are unique,
or whether they belong to a specific “system” which names them by their “correct”
names. Where should the colors in Bjarnadéttir’'s work be located? Is it not possible
to find matches for the colors she uses in her work among color samples in the system
Pantone? Is a Pantone shade the same color as the color of the Hvalfjérour dandelion?
Should the color sample be used as a standard for the color of the dandelion? Is the yel-
low of the dandelion the same as the yellow on the color sample named “straw-yellow”
which bears a specific color code and is blended from primary colors by a set formula?

It seems that we can ask different kinds of questions about pigments made from
natural substances, for example where they come from, how they were procured, and
what has been done with them. The color derived from a dandelion may vary by locale,
soil, time of year, the methods used to extract the dye from the plant and to dye the
yarn, the composition of the yarn, etc. It is pointless to ask where the straw-yellow
color of the acrylic paint comes from. Acrylics don’t live anywhere; they have no special
origin; they are the product of standardized production methods that follow technical
formulae. The colors in Bjarnadéttir’s canvasses are bound to locales and carry mean-
ings that acrylic paint does not.

All told, it is clear that though physics and biology have brought us closer to un-
derstanding the relation between light rays and nerve impulses, colors remain as much
a puzzle as ever. Despite all, philosophy and science have no one single decisive theory
of color. The sciences of psychology and neurology see color from their own limited
viewpoint, namely the bodily function of vision; but how would the synaptic response to
green differ from the synaptic response to yellow if we recognized no difference between
green and yellow? How would a color-blind neurologist know what he was studying?

TO EXTRACT COLOR FROM THE EARTH

Hildur Bjarnadéttir’s work is interesting in this context because the relation of color to
material in her woven paintings is particularly strong and striking and has to do with
their origin and meaning. Here colors manifest the earth, not the colorless world of
technology but the mortal earth we belong to. Bjarnadéttir restricts herself to organic
colors, crushes the essence from that facet of earthly flora that thrives in sunshine, and
indeed her works reveal a sympathy with the life-supporting earth that nourishes not
only vegetation but man and beast. This color is something more than an impression of
the countryside; it is a relic of the land in condensed and dried form.

For artists, colorants are material resources just as plaster, marble, paper, and pen-
cil are. In Hildur Bjarnadéttir’s work colors are not merely material resources but ben-
efits of the land. Dye functions as both a visual and physical conduit to the land where
the plants grow. It maps the land with color. This is quite a departure from the view of
color as a technical aspect of executing an artwork or as a product to be chosen from a
catalogue or color sample. Our age is perhaps jaded by the glut of synthetic colors that
have strayed far from their origins and soils. If so, it rests solely in the hands of artists
to rediscover the source.

Oliver Sacks, “The Case of the Colorblind Painter,” New York Review of Books, 19 November 1987.
John Locke, Essay Concerning Human Understanding, I1. viii. 10.
Ibid. IV. iii. 13.
See Wassily Kandinsky, Concerning the Spiritual in Art, Ch. 5.
Henri Matisse, “The Role and Modalities of Colour” (1945) in Matisse on Art,
ed. J.D. Flam (Phaidon Press, 1975) pp. 99-100.
5 Jon Stefansson, ‘A Few Words about Visual Art” (1935), in Jon Stefansson,
National Gallery of Iceland, 1989, pp. 80-81.
" Birgir Andrésson, Ndlegd, Litir A, 1990.
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LITASPROTAR
GUNNAR J. ARNASON

LITIR, EFNI OG JORD

Pag er eitthvad afar kunnuglegt og naertaekt vid verk Hildar Bjarnadéttur. Mismunandi
litir dikar, sumir einlitir, adrir med litarondum. Aferdin og munstrid i efninu bidur nanast
um ad pad sé breifad 4 pvi til ad finna hvernig efnid leetur i hendi. Allir eru einfaldir {
snidi og med pvi ad stilla peim upp a vegg virka peir eins og malverk. Yfirleetislausir
strigar sem dylja pba miklu einbeitingu og thugun sem liggur ad baki vid gerd beirra.

Hildur vinnur verk sin fra grunni i nasta bdkstaflegum og efnislegum skilningi.
Grunnefnin sem hiin vinnur med eru garn ur hor, ull eda silki. Striginn er ofinn eda heklad-
ur i hondunum. Garnid litar han sjalf. Ekki n6g med bad heldur vinnur hin sjalf litefnin
sem notud eru i garninu. Sem maélverk eru pessi verk harla 6venjuleg. Hvorki striginn
né liturinn er adfenginn og tilbdinn. Pad er varla heegt ad hugsa sér ad pad sé haegt ad
komast naer uppruna malverksins en ad vefa strigann og lita hann med eigin litarefnum.

Nutimalistin er reist 4 akvedinni adgreiningu 4 milli fagurlista, svo sem malaralistar
og skulpturlistar, og nytjalista, svonefndra handverks- og hénnunargreina, sem fela i
sér nytsamlega idju, svo sem vefnad og utsaum. Hildur leysir upp bessi skil med pvi ad
gera adferdir nytjalistarinnar ad adferdum malaralistarinnar. Pad ma kalla bessi verk
ofin madlverk, pbar sem grundvallargerd malverksins er 6adskiljanleg fra hefdbundnum
adferoum vefnadar, eins og handverksf6lk hefur stundad hann hér 4 landi sem annars
stadar 6ld fram af 61d. Hildur byrjar ekki med audan strigann sem byrjunarreit malverksins
og grunnflot. Grunnfléturinn sjalfur hefur verid leystur i sundur og settur saman ad nyju.

Innbyggd i formgerd myndflatarins er dkvedin tviraedni. Einlitur grunnfléturinn faer
nyja merkingu med pvi munstri sem verdur til med olikum adferdum vid ad vefa og
hekla saman pradina. Marglitar 16dréttar og laréttar reemur ma ymist sja sem litrika og
heimilislega duka eda sem strangflatarmalverk. Hinn heimilislegi, k6fl6tti borddiakur
sem 4 stundum hefur fengid ad gaegjast fram i kyrralifsmalverkum franskra kubista og
islenskra abstraktmadlara stigur hér fram a svidid og feer sjalfstaett lif. Hlutverkunum
er snuid vid og okkur er bodid ad skoda abstraktmalverkid i koflotta diknum, en ekki
kofléttan strigann i abstraktmalverkinu.

A9 einu leyti hefur Hildur gengid lengra en jafnvel sérhaefdustu handverksmenn. Med
tilraunastarfsemi og préunarvinnu hefur hin unnid sina eigin liti 4r nattirunni. Safnad
jurtum, sodid paer og dregid Gr beim safa sem er uppistadan i litarefni Gr nattarunni.

A syningu i Hafnarborg 4rid 2011 sétti Hildur efnivio i landareign i Hvalfiroi par
sem amma hennar byrjadi ad raekta margvislega fléru jurta fyrir einum 70 arum. Hildur
safnadi hverri tegund af jurt fyrir sig og vann ur henni sérstakt litarefni sem var notad
til ad lita garn, svo sem blaberjalyngi og 6drum lyngjurtum, rabarbararoét, fiflablomum,
kerfli, hvonn, marfustakki, gulvidi og svo meetti afram telja. Ur garninu hekladi hiin striga
af mismunandi steerd par sem hver afmarkadur ferhyrndur flotur atti sér samsvorun i til-
tekinni jurt. Pannig ma segja ad Hildur hafi mélad med peim litum sem tilheyrdu landinu
sjalfu og tengdust pvi efnislegum béndum. A syningunni voru vatnslitamyndir med lita-
prufum af jurtalitunum sem voru i raun efnisleg synishorn, pvi litbrigdin voru unnin tar
grodrinum 4 jordinni.

I verki fra 2012, Urban Colour Paleite, Reykjavik, vann hiin med plontur sem hin
safnadi i borgarlandi Reykjavikur og gafu mismunandi afbrigdi af gulum, ymiss konar
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arfa, gros og blémplontur. Ur bessari tilraun Hildar komu einlitir ferhyrndir ullarstrigar,
21 samtals. Peir attu sér efnislega skirskotun i uppruna sinum og myndudu pannig sam-
band vid stad og umhverfi sem var hvort tveggja { senn, imyndad og efnislegt.

Fyrir syningu { Hverfisgallerii arid 2014 safnadi Hildur jurtum sem vaxa villtar 4
tveggja hektara landareign hennar, Pufugéréum i Fléanum, skradi beer a kerfisbundinn
hatt og ljésmyndadi. Ur sumum beirra vann hdn sidan litarefnin sem notud voru i
litada silki- og horstrigana 4 syningunni. Sumir strigarnir voru ofnir ad hluta til med
garni litudu med akryllitum — tilbinum, fjoldaframleiddum gervilitum sem tilheyra
okkar nutimaverdsld.

Hid markverda vid verk Hildar er hvernig hin dregur fram hid margbrotna samband
litar, efnis og jardar. I heimi okkar nitimamanna lifa litir nattGrunnar i stodugu og nanu
sambyli vid tekniveett kerfi fjoldaframleiddra lita sem umkringja okkur. Nattarulegir
litir hafa farid halloka fyrir gervilitum og peim endalausu méguleikum sem teknivaedd
framleidsla 4 litum bydur fram. En betta sambyli nattirulegra lita og gervilita i verkum
Hildar vekur til umhugsunar um edli lita og um pad hvernig vid lysum sambandinu a
milli litar og efnis, sem myndirnar birta okkur en er svo sniid ad koma i ord.

Grunninn ad peirri litafreedi sem kennd er i lista- og honnunarskélum um allan
heim 16gdu meistarar niatimalistar 1 byrjun 20. aldar, menn a bord vid Kandinsky, Itten
og Albers. Hugmyndin ad baki litafraedinni, sem 4 sér uppruna i ljosfreedi Newtons, er
st ad sérhverjum lit megi rada 4 sinn rétta stad innan kerfis pbar sem allir litir mynda
samfellu 1 innbyrdis afstodu; litahringurinn er bekktasta form sliks kerfis. Ymiss konar
litakerfi hafa verid préud, svo sem Pantone-litakerfid sem er notad i prentidonadi og
til ad greina litaténa, finna samsvaranir og audvelda litun efna i framleidsluferli. En
hvernig passar litur tunfifilsins 4 landareign émmu hennar Hildar inn i slikt kerfi lita?
Er ekki buid ad sértaka litinn fra hlutnum og efnislegum uppruna hans og finna honum
videigandi stad i regluverki litakerfisins? Pad vakna ymsar spurningar og knyja 4 um ad
skoda betur hvada bydingu petta fyrirbaeri, litur, hefur & okkar timum og hvernig hann
passar inn i vidteknar hugmyndir um hinn efnislega heim.

LITRIKIR TIMAR

Nutiminn er litrikasta timaskeid menningar fra upphafi, sélginn i liti og bykist hafa pa
fullkomlega 4 valdi sinu. I menningarsogulegu samhengi er petta timabil tiltélulega
stutt og bad er adallega sidustu 150 arin sem sifellt fullkomnari efnafraedilegar adferdir




hafa verid préadar til ad framleida liti og nota ba. Engu ad sidur er natiminn haldinn
fordomum gagnvart litum: Peir eru yfirbordskenndir, hadir tiskusveiflum, hverfulir og
eydast audveldlega. St hugmynd er rikjandi &4 okkar timum ad litir séu huglaegt og
salraent fyrirbaeri, hadir smekk og tilfinningu. Peir eru i einhverjum skilningi menningar-
fyrirbeeri, teeknilegt skopunarverk og til marks um verkkunnattu sem hefur proéast
6ldum saman og nad hamarki i litazedi fjolmidlunar i 6llum sinum efnislegu og stafraenu
myndum. Nu er svo komid ad pad eru litil takmork fyrir pvi sem heegt er ad gera med
efni og ljos til a0 hafa dhrif 4 skynjunina. Pad er jafnvel hagt ad breyta erfoaefni lifvera
og gera baer sjalflysandi { myrkri. Fyrirbeeri sem er svo audvelt ad medhondla og stjérna
getur varla haft ykja mikilvaegu hlutverki ad gegna i nattirunni.

Rikjandi hugmyndafraedi sidustu 300 ara eda svo hefur ekki verid litum sérlega hag-
steed. Litir eru ekki i heiminum & sama hatt og apreifanlegir efnislegir hlutir. Peir litir sem
vid skynjum eru ahrif fra geislun lj6seinda og ef ekki heféu komid til lifverur sem préudust
med skynfeeri til ad nema bessa geislun, ba vaeri hin litid annad en flokt 4 milli frumeinda.

Afstada listamanna til lita hefur alltaf verid margbrotnari vegna bess ad peir hafa
burft ad kljast vid liti 4 tvennum vigstodvum, baedi sem efnislegt fyrirbaeri og sem
huglaegt fyrirbaeri. Par sem myndlistarmenn voru longum uppteknir af pvi ad skapa sina
eigin verold, sem lyfti sér yfir takmarkanir efnisins, pa hafa peir hneigst til ad galdra
fram ar efninu einhverja eiginleika sem faeri pad inn 4 svid imyndunaraflsins. Par hafa
litir gegnt lykilhlutverki.

Aftur 4 moéti er erfitt ad imynda sér verdldina an lita. Einhverja pydingu hafa peir
fyrir skynjun og reynslu af efnisheiminum. Peir virdast lenda mitt 4 milli hugar og heims,
ad einhverju leyti huglaegt fyrirbeeri og ad einhverju leyti efnislegt. [ hverju er samband
lita og hlutveruleikans héattad?

LITLAUS JORD

Skaldsaga Cormac McCarthys, Vegurinn, lysir 6hugnanlegri framtidarsyn. Gra aska
liggur yfir 6llu og sélin naer ekki ad skina i gegnum bétta skyjahulu og Iysa upp folan
heim. Allur grédur er skraelnadur og mannvistarleifar brunnar. Litlaus ver6ld er liflaus
verdld. Svo framarlega sem enn eru til menn sem hafa ekki misst hafileikann til ad
skynja liti er p6 aldrei haegt ad ttiloka liti Gr heiminum, né heldur lifsvonina.

Hvernig er ba heimur an lita? Ovenjuleg saga litblinda malarans kemur upp i hugann.’
Ario 1986 lenti 65 dra gamall bandariskur listmalari 1 bilslysi, fékk hogg 4 h6fudid og
missti medvitund. Pegar hann rankadi vid sér hafdéi hann misst allt litaskyn. Hann var
ekki litblindur i venjulegum skilningi eins og begar naemi a vissa liti dofnar heldur sa
hann allt i svortu, hvitu og graténum. Hundurinn hans var blygrar, tomatsafi var svartur,
hann gat varla snert 4 6skugraum matnum. Konan hans og allir adrir i kringum hann
voru rottugra i framan. Hann atti erfitt med ad horfa 4 sjénvarp bvi myndin leystist upp
i gratona flekki. Eini jakvaeoi fylgifiskurinn vid bessa undarlegu fotlun var st ad hann
s4 mun betur en 4dur, vard haukfrann og gat greint ur mikilli fjarleegd hluti sem enginn
med venjulega litasjon gat séd med berum augum. I nattmyrkri s hann eins og kottur
og atti audvelt med ad nema smeestu birtuskil.

Eins og buast matti vid vard petta pungbeert salreent afall. Til ad reyna ad skapa
edlilegt umhverfi par sem hlutir voru i sinum réttu litum tbjé hann herbergi par sem
allt innanstokks, veggir, hiisgégn og buinadur, var hvitt, svart eda gratt. Hann kunni illa
vid gramésku dagsbirtunnar en leid betur i myrkri og sneri sélarhringnum ad lokum
vid. Adur en hann vard fyrir slysinu maladi hann litrik abstraktmélverk, en nt voru pau
ordin ad oOskiljanlegum hraerigraut pannig ad hann sneri sér ad teikningu og reyndi ad
Iysa hlutunum eins og peir komu honum fyrir sjénir med blyanti og krit, svart 4 hvitu.

Hinn pekkti sélfreedingur Oliver Sacks fékk orveentingarfullt bréf fr4 mélaranum
sem lysti astandi sinu og leitadi rdda hja honum, enda st6du allir leeknar radprota
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frammi fyrir pessu vandamali sem var nanast 6bekkt innan laeknisfreedinnar. Daemi eru
um f6lk sem faedist 4n nokkurrar litaskynjunar en Sacks hafoi ekki heyrt um tilfelli par
sem madur med fullkomlega edlilega sjon vaknar upp einn daginn vid pad ad allir litir
hafa verid purrkadir ut tr sjonskynjuninni.

Oneitanlega furduleg og 6hugnanleg tilhugsun ad verda fyrir sliku 4falli, en jafnvel
litblindi malarinn er med litaskyn 1 einhverjum mjog takmérkudum skilningi. Litblinda
hefur verid pekkt lengi og olli heimspekingum 17. aldar talsveréum heilabrotum. Sa
sem skynjar ekki liti getur greint hluti og bjargad sér, en er haegt a0 imynda sér mann
sem getur adeins skynjad liti en ekki form hluta eda hreyfingu peirra? Einhver munur
virdist vera 4 eiginleikum hluta ad pessu leyti, sem bendir til pess ad efnisheimurinn sé
hvorki svarthvitur eda graténa, ad par sé engan mun a¢ finna 4 birtu og myrkri. Undir
lok 17. aldar komust bresku heimspekingarnir Robert Boyle og John Locke ad beirri
nidurstoou ad eiginleikum hluta maetti skipta i tveer fylkingar. Annars vegar vaeru fyrsta-
stigs eiginleikar (primary qualities) og teldust til beirra form, stcerd og hreyfing.
Hins vegar séu svo annars-stigs-eiginleikar (secondary qualities), pad er ad segja
litur, hljod, bragd og lykt. Hugmynd beirra var si ad 6ll pekking okkar 4 heiminum
veeri fengin ur skynfeerunum sem yrou fyrir ytra areiti fra hlutum og framleiddu i okkur
tilteknar skynmyndir. Fyrstastigseiginleika hluta sem vid skynjum sé ekki haegt ad
rekja til neins annars en hlutanna sjilfra, en annarsstigseiginleikar séu pess edlis ad
béa megi skyra med beim dhrifum sem fyrstastigseiginleikarnir hafa 4 skynfeerin. Locke
skyrir muninn 4 pessum eiginleikum a pann veg ad annarsstigseiginleikar séu ,ekki til {
hlutunum sjalfum heldur eru peir ekkert annad en tiltekin hugmynd i okkur sem fram-
leidd er med peim krafti sem byr i frumleegum eiginleikum hluta“.? Hann velti fyrir sér
hvort pad veri hegt ad skyra annarsstigseiginleika, til deemis gulan lit tinfifilsins sem
vid sjdum 4 bjortum sumardegi, med fyrstastigseiginleikum jurtarinnar, formi hennar,
steerd og hreyfingu, en komst ad beirri nidurstodu ad bad veeri liklega ekki haegt og ad
pad veeru engin tengsl par 4 milli.? Alla tid sidan hafa tilraunir i pessa att verid erfis-
leikum bundnar p6tt pekking 4 edlisfraedi 1joss og liffraedi heilans hafi fario mikio fram.

Locke var i hopi heimspekinga sem litu svo 4 ad 61l pekking okkar 4 heiminum
reiddi sig 4 skynjunina. Vandinn er hins vegar sd ad skynjunin getur verid ansi skeikul,




allt eftir pvi hver skynjar og vid hvada adstedur. Fyrstastigseiginleikar hafa pad
fram yfir annarsstigseiginleika ad peir eru 6hadir pvi hvernig beir eru skynjadir og
bad @tti ekki ad skipta mali hver skynjar pa. Steerd hlutar er avallt si sama 6hdd pvi
hver skynjar steerd, eins og stadfesta ma med malingum. Paer adferdir sem sidan hafa
pétt areidanlegastar til a0 ganga Gr skugga um form, steerd eda hreyfingu hluta eru
svonefndar visindalegar adferdir eda rannsoknir. Eiginleikarnir ,raudur‘ eda ,sdr‘ verda
b6 ekki stadfestir eda maeldir 60ruvisi en med skynfeerunum sjalfum. Par af leidandi
getur pekking okkar 4 heiminum, sem fengin er med visindalegum adferdum, ekki reitt
sig 4 annarsstigseiginleika. Hvernig hlutir eru 4 litinn beetir engu vid pekkingu okkar
4 beim. Pessi mynd beirra Boyles og Lockes hefur litid breyst i aldanna ras og er fost i
sessi sem rikjandi hugmyndafraedi visindalegrar heimsmyndar.

HVAR ERU LITIR?

Eru litir p4 ekki til nema sem imyndun eda sélfraedileg truflun? Er heimur, eins og
hann blasir vid okkur og si sem litblindi mélarinn saknadi, hugarburdur? Ljéseindir og
bylgjulengd ljéss eru ekki vandamalid, enda eru bau maelanleg fyrirbseri sem haegt er ad
lysa af steerdfraedilegri nakveemni. En hvad med gulan? Hvers konar fyrirbeeri er ,gulur?
Er tanfifillinn gulur? — og er yfirleitt haegt ad spyrja slikrar spurningar?

Rikjandi hugmyndafraedi um liti, st sem 4 zettir ad rekja til Boyles og Lockes, ma kalla
hughyggju wm liti: Verdldin er litrik vegna pess ad hugurinn (eda heilinn) hefur pann
haefileika ad mala hana skeerum litum. Litblindi mélarinn hefur misst pann heefileika,
hugur hans (eda vaentanlega heili) raedur ekki vid liti. Reyndar er hann hughyggjusinnum
ageet stadfesting 4 pvi ad litir eru hadir pvi hvernig hugur og heili virka. Mannverur baa
innbyrdis yfir nokkurn veginn sambaerilegu sjonskyni, en adrar lifverur sja hlutina {
d6rum litum. Adur en lifverur med sérstok skynfzeri komu til ségunnar er til litils ad tala
um ad litir hafi verid hluti af veruleikanum.

Svo virdist ad flestir listamenn 4 20. 61d hafi verid hughyggjusinnar af einhverju tagi.
Pagd er vel pekkt hvernig Kandinsky Iysir badi hinum likamlegu og andlegu ahrifum sem
litir hafa 4 okkur { timamétaverki sinu Vardandi hid andlega 7 listinni.* Matisse segir
4 einum stad: ,Med litum er mogulegt ad tja ljos, ekki hid efnislega fyrirbaeri heldur hid
eina lj6s sem er i raun til, bad sem ma finna i heila listamannsins.“® J6n Stefansson fjallar
4 svipudum nétum um andlegan veruleika lita: ,Vid sjium dyrdina og tignina i einstokum
litatbnum, ad sumir ténar eru tignari en adrir, blefallegri, fyllri og tala til einhverra
,mystiskra“ kennda i salum vorum.*

Ad visu er rétt ad setja pessi ummeeli { listsdgulegt samhengi. Allir voru beir ad
streitast 4 méti peirri tilhneigingu ao lita 4 liti { malverki sem eftirmynd peirra lita sem
koma fyrir i nattirunni. Peir hofou dhuga a pvi hvernig litir virkudu 4 striganum og
innan heildar myndarinnar 6had pvi hverju vari verid ad lysa: ,Menn hafa fest pad i sér,”
segir Jon, ,ad t.d. grasid sé graent. En grasid er mjog breytilegt, eftir pvi hverjir litir fara
med bvi“. Samband lita innbyrdis hefur dhrif 4 hvernig vid skynjum einstaka litatona og
peir geta haft gjorolik ahrif eftir samhenginu, pess vegna verdur ad skoda ba i sinu rétta
samhengi 4n pess ad einblina 4 samsvorun peirra vid eiginleika tiltekins hlutar. Med pvi
ad greina liti fra hlutum 4 pbennan hatt 14 beinast vid ad stadsetja pa 4 hinu andlega svidi
og adskilja pa alveg fra efnislegum hlutum.

Hvada adrir moguleikar eru i stodunni? Andsteedan vid hughyggju veeri pa veentan-
lega hluthyggja wm liti: Litir eru ekki hadir peim sem skynjar, beir eru hlutleegur
eiginleiki hluta, sem pyoir i raun ad bad er til pekking um liti, pa er heegt ad rannsaka
og setja fram um pa kenningar sem ma rokraeda og hrekja. Til eru litakerfi og litafraedi,
gerdar eru uppgotvanir og fundnar nyjar leidir til ad framleida liti og medhondla. Fyrir
hluthyggjusinnanum er litblindi malarinn stadfesting pess ad litir séu 6hadir skynjun,
enda kemur fotlun hans i veg fyrir ad hann geti skynjad pa — ef litir eru ekki til nema i
huganum, hvad er hann ba blindur 42 Okkur er tamt ad tala um liti & bennan hatt, sumir
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sjai pa betur en adrir, malarar hafi pjalfadra auga en adrir, pad purfi aé laera 4 liti og 4tta
sig 4 hvernig peir hegda sér, alveg eins og med adra efnislega eiginleika hluta.

Ekki verdur hja pvi komist ad nefna pridja moguleikann, pvi vel md spyrja sig ad pvi
hvort 6hjdkveemilegt sé ad velja a4 milli hughyggju og hluthyggju. Verdum vid ad skipta
veruleikanum upp 4 pennan hétt? Kemur pad heim og saman vid reynslu listamanna?
Pridja leidin vaeri st ad sneida hja bessari tviskiptingu veruleikans. Slik hugmyndafrzedi
getur tekid 4 sig nokkrar myndir innan heimspeki sem of langt mal yrdi ad tiunda hér, en
bad er vert ad nefna eitt tilbrigdi sem 4 sér samsvérun innan listarinnar og maetti kalla
Jjolhyggju um liti, til ad gefa hugmyndastefnunni eitthvert heiti. Hun felur i sér ad lita
beri 4 liti sem menningarfyrirbaeri. I stuttu mali meetti lysa henni 4 eftirfarandi hatt: Innan
menningar verda til akvedin ,kerfi { kringum hluti og birtast i nafngiftum, talsmata, takn-
mali, flokkunum, reglum, verkkunnéttu, umgengnisvenjum o.s.frv. Slik kerfi eru grunnur-
inn ad skilningi 4 tilteknum fyrirbserum og segja til um hverju er tekid sem gédu og gildu
um pau. Hvert um sig hafa pau dkvedid afmarkad gildi og hlutverk i daglegum athofnum.

Kerfin eru morg og { sifelldri bréun og 4 milli beirra geisar horo lifsbaratta sem getur
leitt til pess ad sum kerfi na yfirhondinni og rydja 60rum tr vegi. Raunvisindi eru einmitt
deemi um kerfi sem hefur reynst gridarlega 6flugt ad pessu leyti. Aftur 4 méti geta pau i
sumum tilvikum verid 6samrymanleg innbyrdis, pannig ad ekki er audveldlega hagt ad
gera upp a milli peirra. P4 kemur upp su stada ad sum kerfi verda rikjandi innan menning-
ar, ekki vegna bess ad pau séu endilega réttari og betri en 6nnur heldur vegna pess ad bau
hafa komist til valda af einhverjum tilteknum ségulegum dstzedum, vegna hefdar eda til
ad verja akvedna hagsmuni, jafnvel af pélitiskum astzedum. Fjolhyggija af pbessu tagi hefur
verid nokkud aberandi innan péstmédernismans.

Birgir Andrésson er dgaett deemi um listamann sem hefur fengist vio liti sem menn-
ingarfyrirbeeri & pennan hatt. Birgir var ekki ad velta fyrir sér salreenum ahrifum lita
heldur hvad peir segdu um menningu okkar. Eda eins og hann segir sjalfur i formala ad
bokverkinu Ndleego fra 1990: ,Hér eru tolf synishorn af litum islenskrar menningar. Pau
eru ekki unnin 1t fra litum Gr néattirulegum efnasambéndum, svo sem jurtum eda jard-
efnum. Heldur tGr peim litabrigdum sem mér hafa synst mest dberandi i skopunarverkum
bjédarinnar i gegnum aldirnar.“” Seinna meir gaf hann pessum synishornum einfaldlega
nafnid Islenskur. Litir sem eru innan kerfisins Islenskur geta einnig borid néfn innan
Pantone-litakerfisins og fengid dkvedinn koda fyrir prentvinnslu. Eins og gefur ad skilja
er Islenskur ekki hluti af Pantone, sama fyrirbeerid getur verid hluti af mismunandi
kerfum sem sjélf eiga kannski ekkert sameiginlegt. Birgir 4tti til ad orda bad bannig ad
bad sem gildir sé ad vera lees 4 mismunandi kerfi. Aftur & moti parf leesi 4 Pantone ekki
endilega ad fela i sér leesi 4 Islenskan. Litblindi mélarinn er, i vissum skilningi, lesblindur.

Myndlistarmadurinn Donald Judd vitnar { leerifodur sinn Joseph Albers sem sagdi ad
ef madur er staddur i sal med fimmtiu manns og nefnir einhvern lit 4 nafn, segjum gulan,
ba hafi hver um sig af pessum fimmtiu sina eigin imynd af gula litnum i huga. Ef Albers
er med pessu ad gefa i skyn ad litir séu af pessum asteedum hugleegir, pa skjatlast honum,
sem sést best med pvi ad skipta Gt ordinu gulur med ordinu hundur; allir i salnum sja
fyrir sér einhvern hund, 6likan hundum allra hinna, sem bydir nattirlega ekki ad hundar
séu huglag fyrirbzeri. Petta deemi synir okkur ad litaord hegda sér eins og almennt heiti.
Ordid gulur er almennt heiti yfir 6tal mismunandi litaténa og pad er erfitt ad afmarka
hvar gulur endar og raudur (eda appelsinugulur) byrjar. Reyndar m4 yfirfzera petta yfir 4
Pantone-kerfid, pvi hvert einasta litaord, eda kddi, 1 kerfinu er almennt heiti allra peirra
lita sem samsvara litaprufunni. P4 kemst madur ekki hja bvi ad spyrja beirrar spurningar
hvort litaord geti hegdad sér sem eiginnofn, p.e.a.s. ad gulur visi hverju sinni til eins og
adeins eins guls litar { heiminum, til deemis gula litarins sem Hildur Bjarnadéttir safnadi
ur tunfiflum 4 landareigninni Pufugéroum sumarid 2013 og notadi til ad lita garn sem var
ofid 1 striga sem syndur var 2014.




Pessi spurning snyst um bad hvort litirnir i verkum Hildar séu einstakir, eda tilheyri
einhverju ,kerfi“ sem nefnir pa ,réttum“ nofnum. Hvar 4 ad stadsetja litina { verkum
Hildar? Er ekki hsegt ad finna samsvorun 4 milli litefnanna sem hin notar { sinum
verkum og litaprufna i Pantone-kerfinu? Er pad sami litur og litur tanfifilsins i Hvalfirdi?
A ad nota litaspjaldid sem maelikvarda 4 lit tinfifilsins? Er hinn guli litur tnfifilsins sa
sami og guli liturinn 4 litaspjaldinu sem heitir stragulur og hefur sérstakan litak6da og
er blandadur saman ur grunnlitum eftir tiltekinni formalu?

Svo virdist sem vid getum spurt annars konar spurninga um litefni unnin ar néttar-
unni, svo sem hvadan pau koma, hvernig bau eru fengin og hvad er gert med bpau.
Liturinn sem fenginn er ur tanfiflinum getur verid mismunandi eftir landsveedum og
jardvegi, tima arsins, peim adferdum sem notadar eru vid ad vinna litefnid r jurtinni og
lita garnid, efniseiginleikum garnsins o.s.frv. Pad hefur engan tilgang ad spyrja hvadan
stragulur litur akrylmalningarinnar er kominn. Akryllitir eiga hvergi heima, beir eiga
sér engan sérstakan uppruna, peir eru afurd stadladrar framleidsluadferdar sem fylgir
teeknilegum formdlum. Liturinn i strigum Hildar tengist stadnum 4 einhvern hatt og
hefur ad geyma upplysingar sem akrylliturinn gerir ekki.

A0 bessu sO0gOu er 1jost ad pott edlisfraedi og liffreedi hafi feert okkur neer pvi ad skilja
samband geislunar og taugaboda eru litir enn jafnmikil rddgata. Pratt fyrir allt er engin
ein afgerandi kenning um liti i heimi heimspeki og visinda. Visindagreinarnar silar-
freedi og taugafraedi horfa 4 liti fra sinu takmarkada sjonarhorni, p.e. likamlegri virkni
sjénskynsins, en hver er munurinn 4 taugaendablossa fyrir graenan og taugaendablossa
fyrir gulan ef vid pekkjum ekki muninn & greenum og gulum? Hvernig eetti litblindur
taugafraedingur ad vita hvad hann vaeri ad rannsaka?

AD NEMA LITI UR JORDINNI

I pessu samhengi eru verk Hildar ahugaverd. I peim er sambandio & milli litar og efnis
sérstaklega dberandi og sterkt pvi ad pad vardar tilurd beirra og merkingu. Jordin
verdur synileg i gegnum liti, ekki litlaus heimur teekninnar heldur si mennska jordo
sem vid tilheyrum. Hildur afmarkar sig vid lifraena liti, kreistir safann Gr yfirbordi pess
jardargréours sem brifst 1 s6larljésinu, enda ma skynja i verkum hennar samhygd med
hinni lifvaenlegu jord sem naerir ekki adeins grodur heldur og menn og skepnur. Liturinn
er annad og meira en hughrif af stad, hér er hann leifar stadarins { purrkudu og sam-
bjoppudu formi.

Fyrir listaménnum eru litir efnisleg gadi, a4 svipadan hatt og gifs og marmari og
pappir og blyantur. I verkum Hildar eru litir ekki adeins efnisleg gaedi, beir eru landgaedi.
Litarefnid gegnir pvi hlutverki ad vera hvort tveggja i senn, sjonraen og efnisleg tenging
vid landid par sem jurtirnar vaxa. Kortlagning lands med litum. Petta er svolitid annar
hugsunarhattur en ag lita 4 lit sem teeknilegan patt { framleidslu verka eda sem voru sem
haegt er ad velja af katalog eda litaspjaldi. Okkar timi er ef til vill fordekradur af ofgnétt
gervilita sem hafa fjarleegst uppruna sinn og jardveg. Ef svo er, pa er pad hvergi nema i
hondum listamanna ad finna aftur pessa lind.

' Oliver Sacks, ,The Case of The Colorblind Painter,“ The New York Review of Books 19. névember, 1987.

2 John Locke, Essay Concerning Human Understanding, 11. viii. 10: Secondary qualities are the colours,
sounds, smells, tastes, etc., of any object. These are secondary because these features of objects do not
exist in the objects themselves, but rather are nothing but the power of the primary qualities of the object
to produce an idea in us of a certain kind.

? Sama rit, IV, iii. 13.

Sja Wassily Kandinsky, Concerning the Spiritual in Art, 1912, kafla 5.

5 Henri Matisse, ,The Role and Modalities of Colour,“ 1945. I: Matisse on Art, ritstj. Jack D. Flam, Phaidon
Press 1975, bls. 99-100: Colour helps to express light, not the physical phenomenon, but the only light that
really exists, that in the artist’s brain.

Jén Stefansson, ,Nokkur ord um myndlist*, 1935. [: Jon Stefansson, Listasafn islands 1989, bls. 80-81.
Birgir Andrésson, Ndlegd. Litir. A, 1990.
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GINGHAM
2005-2006

In Gingham, Cadmium Red, Bjarnadottir started dyeing the thread before placing it
in the loom alongside untreated linen thread. The idea of the painting thereby enters the
work process in the form of method and pigment. By dyeing the thread before weaving
the piece, its front and back sides look exactly the same. The front and back merge and
dissolve traditional roles within a painting; the painting is embedded in the background,
not painted on top of it. The Gingham pieces are part of a research on the nature of
painting, its materials, methods and position in the context of crafts and weaving. The
pieces are made from linen, which is the most common thread used to weave a painter’s
canvas, woven with plain weave, half over, half under structure. This weaving structure
has an inherent character of equality and balance, the warp and the weft are equally
visible, both play an equal part in the structure of the surface. In the Gingham series,
the image is viewed on the surface of the work, indicating a geometric abstraction, but
at the same time the pieces resemble a gingham tablecloth. The pieces carry a certain
illusion - they are a woven tablecloth and a painting of it at the same time. The key to
understanding the work is the knowledge of how it is made.

I verkinu Gingham, Cadmium Red byrjar Hildur a0 lita pradinn 4dur en hann er settur
ivefstélinn dsamt 6litudum horpreedi. Pannig er hugmyndin um malverkid komin inn {
vinnuferlid i formi adferdar og litarefnis. Med pvi ad lita pradinn adur en verkio er ofio
verda framhlid og bakhlid verksins eins. Framhlid og bakhlid hafa sameinast og leyst upp
hefébundna hlutverkaskiptingu innan méalverksins, malverkio er inni i bakgrunninum en
ekki sett ofan 4 hann. Gingham-verkin eru hluti af rannséknum 4 edli malverksins, efnivid
bess, adferdum og stédu i samhengi vid handverk og vefnad. Verkin eru unnin ar hor, sem
er algengasta efnid i malarastriga, og ofin med einskeftuvefnadi, til helminga yfir og undir
striktur. Pessi vefnadartegund ber i sér akvedinn jofnud og jafnvaegi, pad sést jafn mikio
i uppistéouna og ivafid, sem baedi leika jafnt hlutverk i uppbyggingu flatarins. I Gingham-
rodinni sést myndin 4 yfirbordi verksins og visar til geémetriskrar abstraksjonar, en um
leid lita verkin augljoslega ut eins og Gingham-bordditkar. Verkin innihalda dkvedna
blekkingu — bau eru i senn ofinn borddikur og malverk af honum. Lykillinn ad pvi ao
skilja verkid er vitneskjan um hvernig pad er gert.




Gingham, Cadmium Red / 2005 /91,5 x 91,5 x 2,5 cm / Weave, linen, acrylic paint / Vefnadur, hor, akrylmalning 79
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Gingham, Pains Gray / 2005/ 80 x 80 x 2,5 cm / Weave, linen, acrylic paint / Vefnadur, hor, akrylmalning
Gingham, Sap Green /2006 /80 x 80 x 2,5 cm / Weave, linen, acrylic paint / Vefnadur, hor, akrylmélning



Gingham, Burnt Sienna / 2005/ 80 x 80 x 2 cm / Weave, linen, acrylic paint / Vefnadur, hor, akrylmalning

|
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Gingham, Phthalo Turquoise / 2006 / 80 x 80 x 2,5 cm / Weave, linen, acrylic paint / Vefnaour, hor, akrylmélning 81




Equivalent / Igildi / 2006 / SAFN
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Equivalent / [gildi / 2006 / SAFN




Urban Color Palette, Reykjavik / 2010 / 45 X 45 x 2,5 cm
Sweet cicely / Spanarkerfill




Urban Color Palette, Reykjavik (21 pieces /21 mynd) /2010 /45 x 45 x 2,5 cm

Plants / plontur: Birdeye pearlwort / Skammkraekill. Sea mayweed / Baldursbra.
White deadnettle / Ljésatvitonn. Pineapple weed / Hladkolla. Sweet cicely / Spanarkerfill.

Dandelion / Tunfifill. Shepherd’s-purse / Hjartaarfi. Sheep’s sorrel / Tinstra 85



Northern bedstraw and bellardi bog sedge / Krossmadra og pursaskegg /2014 / 72 x 90 X 2,5 cm
Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hor, jurtalitur, akrylmalning




Angelica and tea leaved willow / Hvonn og gulvidir / 2014 /90 X 90 X 2,5 cm
Woven, wool, linen, plant dye, acrylic paint / Ofid, ull, hér, jurtalitur, akrylmalning
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Mapping a piece of land / Kortlagning lands / 2014 / Hverfisgalleri




Crowberry, angelica, willow, common meadow-grass, stone bramble II
Krakilyng, hvonn, lodvidir, vallarsveifgras, hritaberjalyng
2014 /50 x 34 x 2,5 cm. Woven, wool, linen, plant dye, acrylic paint
90 Ofid, ull, hor, jurtalitur, akrglmalning




Crowberry, angelica, willow, common meadow-grass, stone bramble I & II
Krakilyng, hvénn, lodvidir, vallarsveifgras, hritaberjalyng I & II
2014 /50 x 34 X 2 cm. Woven, wool, linen, plant dye, acrylic paint
0Ofid, ull, hor, jurtalitur, akrylmalning
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ORIGIN / UPPRUNI

Rakete Rinnzekete (collaboration / samsyning)
The Nordic House / Norraena husio, Reykjavik
20.07.-25.08. 2013

The piece Origin (110 x 200 x 2.5 cm) is woven from wool, dyed with shield lichen
from Réttarholt in the Reykjanes Peninsula, where Bjarnadéttir’s mother’s side of the
family has lived for decades. The lichen grows on rocks by the sea close to the house.
The lichen gives a dark red color and resembles a common hair color in the family. In
this art work, Bjarnadéttir explores the connection between people and place through
plants and colorants.

Verkid Uppruni (110 X 200 X 2,5 cm) er ofid ur ull sem litud er med snepaskof fra
Réttarholti i Gardi. Par hefur médureett Hildar buid i dratugi. Skéfin vex 4 sjavar-
kloppum rétt vié baeinn. Liturinn sem skofin gefur er dokkraudur og svipar til haralitar
sem algengur er { fjélskyldunni.  verkinu skodar Hildur samband félks og stadar i
gegnum plontur og litarefni.







FLORA OF WEEDS / FLORA ILLGRESIS
Hallgrimskirkja, Reykjavik
01.12. 2013 - 02.02. 2014

In preparation for the exhibition Flora of Weeds, Bjarnadéttir collected seeds and
roots of weeds near Hallgrimskirkja. With the aid of the Stord nursery, the seeds
and roots were cooled and stored until they were planted in a greenhouse, under
growth lights around the middle of November. The plants included angelica, yarrow,
sweet cicely, dandelion, chickweed, groundsel, shepherd’s purse, coltsfoot, fringed
willow herb, creeping buttercup, forget-me-not, hairy bittercress, birdeye pearlwort,
chickweed and sheep’s sorrel. In December, when the exhibition opened, the plants
had awakened to the spring. Bjarnadoéttir transformed the church’s entrance hall
into a greenhouse. The plants were placed on two tables, in pots, beneath growth
lights where they then grew for two months. The seasons had been turned around,
December was June, and the plants were in the wrong place at the wrong time and in
the wrong context. The work draws a parallel between the role of the church and the
greenhouse. Both offer nourishment, warmth, shelter and foster life.

Vid undirbining syningarinnar Fléra illgresis safnadi Hildur freejum og rétum
illgresis i ndgrenni Hallgrimskirkju. Med adstod grédrarstodvarinnar Stordar voru
fraein og raeturnar kaeldar og geymdar bar til beim var komid fyrir { grédurhisi og
undir grédurljés um midjan névember. Medal plantna voru hvénn, vallhumall, spanar-
kerfill, tanfifill, haugarfi, krossfifill, hjartaarfi, hoffifill, danurt, skridgséley, gleym-
mér-ei, lambaklukka, skammkrzekill, vegarfi og tiinsiira. I desember begar syningin
hoéfst h6fou plonturnar vaknad til vorsins. Med syningunni breytti Hildur anddyri
kirkjunnar i grédurhis. Plontunum var komid fyrir { pottum 4 tveimur bordum og
undir grédurljés par sem bzer uxu og défnudu i tvo manudi. Arstidunum hafdi verid
sniid & hvolf, desember var juni og plénturnar voru 4 réngum stad, { réngum tima

og rongu samhengi. Verkid dregur bannig upp hlidsteedu 4 milli hlutverks kirkjunnar
og grédurhissins. Badi bjdda neringu, hlyju, skjol og hlta as lifinu.
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ECOSYSTEM OF COLOR / VISTKERFI LITA
Kjarvalsstadir, Reykjavik
03.09. 2016 - 08.01. 2017

The exhibition Ecosystem of color consists of art work from the exhibition
Colors of Belonging, which was the result of Bjarnadéttir’s research project at
the Bergen Academy of Art and Design in 2012-2015, along with new works,
made for The Reykjavik Art Museum with plants from the artist’s plot of land in
South-Iceland. The exhibition features woven paintings, made from wool, dyed
with plants, and linen thread, dyed with acrylic paint. Two colour systems are
woven together with single threads so there are never two colorants of the same
kind or from the same plant side by side, thus creating dots of color, horizontal
and vertical, throughout the canvas. In the exhibition space at Kjarvalsstadir, silk
pieces of different sizes form the surroundings. Each one is dyed with dye from
one plant and the architecture in the ceiling is used to hang the pieces. The silk
creates an area where the plants meet and define a space in relation to the woven
paintings which are constructed from multiple color dots.

A syningunni Vistkerfi lita eru synd verkin ar syningunni Litir tengsla, sem
var nidurstada rannséknarverkefnis Hildar vid Listahdskolann i Bjorgvin a
arunum 2012 til 2015, asamt nyjum verkum sem unnin hafa verid fyrir Listasafn
Reykjavikur tr grédri af landi hennar i Fléanum. A syningunni eru ofin malverk
ger0 ar jurtalitadri ull og horpraedi sem litadur hefur verié med akrylmalningu.
Tveimur litakerfum er fléttad saman med stokum litapradum pannig ad aldrei
eru tveir litir af somu tegund eda ir sému plontu hlid vid hlid. Pannig myndast
litapunktar, 160rétt og larétt, jafnt yfir myndflotinn. Silkifletir i 6likum staerdoum
mynda umhverfid i vestursal Kjarvalsstada. Hver silkiflotur er litadur med lit ar
einni plontu og er arkitekturinn i lofti rymisins notadur til uppsetningar. Silkio
myndar svaedi bar sem plonturnar maetast og afmarka rymi i tengslum vid ofnu
malverkin sem eru samsett ur fjolda litapunkta.
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2016, Raluca Popa, RCI, Stockholm and A Kassen at the National Gallery of Iceland, 2015.

ANDREAS SIQUELAND is a visual artist who lives and works in Oslo. His practice is concerned with
the relationship of art to nature and notions of translation, re-enactment and repetition. He works
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