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In English, kwitchyerbellyakin is a colloquialism from the English phrase “quit your belly
aching” It is a casual but authoritative dismissal that means, “stop complaining”

The expression surfaced in the socio-political landscape in Iceland during WWII. Daniel V.
Gallery, the commander of a US naval air base in Reykjavik, dubbed the camp Kwitcherbel-
liakin as a witty boost to his troops, both acknowledging and dismissing their critical com-
plaints of poor living conditions and harsh climate on the island. In good spirit,and as a
consoling reminder of the troop home base in the Caribbean, steel palm trees were planted in
front of the Fleet Air Club. These palm trees became an amusing and ironic symbol of the
camp setting, evoking tropical paradise and sun, an endless bliss without struggle and worries.
Considering the complexity and the accuracy of Commander Gallery’s execution, we can read
Kwitcherbelliakin as the first art installation in Iceland.

Kwitcherbelliakin at the Reykjavik Art Museum presents unresolved narratives that speak to
the camp-like conditions of today’s ecological and socio-political realities and the future that
is unfolding in the shifting geopolitics in the Arctic. The locus to reflect on and stay with the
uncertainty of our disturbed grounds of being—our existential “belly aching”—was an
abandoned checkpoint for the former NATO base in Reykjanes. These narratives and future
visions are framed by the past and present of this site, which is currently in transformation
from a private, fenced-off territory to a public civilian site—its history marking the transition
from Iceland’s Cold War past to its warming future.



The former NATO base on the Reykjanes peninsula, now Asbru Enterprise Park, stood at the
front lines of the ideological rivalry of East and West during the Cold War. Now it sits as remind-
er of the race between the two grand ideological narratives of modernity and their version of
“good life"— both of which, under the flag of progress, have had catastrophic consequences
for humans and the environment. While the breakdown of Soviet communism has been
evident for over twenty years, it is clear that we are now adrift in the ruins of capitalism.[1]
Aptly named “Asbrd”after the rainbow bridge between the earth and the gods in Norse Mythol-
ogy, the site is a link between the past and the future, marking the transition from the Cold War
to the “warm wars”of climate change. While it may be a wild dream that the north is turning
into “sub-tropical zone”"—to use the words of the author J. G Ballard in his book The Drowned
World [2]—as the ice caps melt and temperature rises, this irruption of nature is more of a
nightmare with catastrophic consequences for the planet.

This windy and barren field has played a central role in Iceland’s national project and its dreams
of independence and modernity. A gateway to the world and foreign influence, the site has
always been a subject of great controversy, driven by the colonial, racist, capitalist, and patriar-
chal values foundational to the making of the Icelandic nation. The Second World War and the
prolonged presence of US military force fuelled economic growth, consumption, employment,
and international contact.“The Beloved War’, as WWIl was commonly referred to by Icelanders,
had a different fate for Iceland than many other nations under foreign rule.[3] Being one of the
poorest nations in Northern Europe, Iceland became not only one of the richest countries in
Europe at the end of the war, it gained its full independence from Nazi-occupied Denmark in
1944.[4] Thus, Iceland reached its “utopian goal—its own tausendjahriges Reich—but it had
happened through foreign invasion and occupation rather than through Icelandic actions”[5]
The role of the war and foreign powers in the storyline of the Icelandic narrative of indepen-
dence has, however, been “conspicuously absent”[6] The official narrative, as Gudmundur
Halfdanarson points out, “assumed that the nation had literally pulled itself up from poverty by
its own bootstraps, or propelled itself forward solely through its own effort”[7] Yet another
quiet storyline in the Icelandic national narrative is how the NATO base turned into a gigantic
plant, channeling funds into the Icelandic national pocket and laying the foundations of local
corporate clans and kinship dynasties.



Moreover, Iceland’s march towards modernization was sponsored by the West through, among
other sources, Marshall Plan aid, which fuelled Icelanders to bulldoze what was left of their
traditional earthen architecture and become fully modern in new, high-tech homes; they
constructed dames, laid roads, built factories, and drained wetlands—causing massive carbon
dioxide emissions.[8] The rush to modernity, however, was a selective process. While the flow of
funds, technology, and goods from US sources was unhindered, the Icelandic government’s
agenda fueled racial and social prejudices by requesting that troops of colour not be sent to
the island; so-called “situation”girls involved with military personnel were ruthlessly shamed
and displaced. The concern was that the “ethnic purity”of the Icelanders should stay intact: its
population, culture, and the national moral order were seen as threatened by foreign pollu-
tion.[9] At the same time, Icelanders remained unconcerned about the military’s actual
contamination of the ground and water. And as it turned out, the military departed from the
NATO base in 2006 without cleaning up their pollution.

The former NATO base and its surroundings, with its half-built aluminium smelter and rising
silicon plant and data centers, can be read as a microcosm of Iceland, bearing strong marks of
the present state of affairs: privatization, society in debt, high hopes of exploiting the Arctic,
and aspirations of turning Iceland into a service station and commercial hub for new geopoli-
tics in the Artic. The North Atlantic faces complications and challenges like never before in the
warming future that will be marked by resource competition, emerging shipping routes, and
melting ice caps. It is not a question of if, but when pollution from the exploitation of natural
resources, transport, and accidental oil spills will devastate the already threatened biodiversity
and damaged ecosystems in the Arctic. Future progress rests on the putative “great opportuni-
ties"that lie in this region. The Arctic is the last frontier where natural resources such as oil, gas,
and minerals can still be found and drained. Icelanders (Eykon Energy) have already teamed up
with the Norwegians (Petoro) and the Chinese (CNOOC) for oil exploration in the Dragon zone,
north of Iceland.[10] Moreover, the opening of new shipping lanes through the Arctic for part
of the year will bring the traffic of global shipping trade to Icelandic waters. Iceland has already
deepened its relations with the East by being the first European country (along with Switzer-
land) to enter into free-trade agreement with China in 2014."Iceland is one of the eight coun-
tries of the future’[11] stated the Icelandic Prime Minister, Sigmundur David Gunnlaugsson, in
2014 (referring to The World in 2050). While climate change has had a catastrophic effect on
the world, the Prime Minister spoke rather of the great number of imminent opportunities that
the environmental and social crises will open for Iceland: “There’s a water shortage, energy is
becoming more expensive, land is in short supply and it is predicted that the cost of food will
rise in the foreseeable future...So there are great opportunities for Iceland there and we are
mapping it out”[12] Instead of throwing today’s entire economic system into question, Gunn-
laugsson’s opportunistic and progressivist mindset relies on the old gluttonous attitudes that
brought us to this point in the first place. The preservation and protection of a neoliberal ethos
continues to reduce species cohabitation to the competitive market values of the here and
now—even as societies and vast ecosystems sink deeper and deeper into precarious condi-
tions. Despite the morbid symptoms’ call for the death of the old system, we seem to be night-
marishly stuck in a repetitive clean up of the wreckage—sustaining old forms and the status
quo.[13]

Iceland seems to be back to bargaining business deals with Super Powers and corpora-
tions—just as it did in the Cold War—in order to make the most out of current opportunities
and its strategic location within renewed geopolitics in the North. Yet, while negotiating with
other stakeholders, the small state has to “remain agile and flexible, friendly with all major
players and open to all possible twists and turns in the development process”[14] The nation



Moreover, Iceland’s march towards modernization was sponsored by the West through, among
other sources, Marshall Plan aid, which fuelled Icelanders to bulldoze what was left of their thas
become well versed in playing different identity cards, shifting the representation of Icelanders
accordingly, from exotic natives at the border of the Arctic frontier to free-spirited Europeans,
and innovative, opportunistic cosmopolitans.[15] This ambivalence has become a somewhat
intrinsic part of the nation, which left its traditions and the past in a haste for the “new world”,
adopting models and structures from abroad to become a nation among nations, without
reflecting on what it was becoming.[16] Regardless of how hollow the projected image is,
Icelanders—whether “children of nature”, innovative entrepreneurs, or peace-loving Europeans
to name a few—actively perform and negotiate their identities to accommodate global poli-
tics, tourism, and media.

The Arctic race for influence, power, and wealth is underway, heightening former Cold War
tensions. Russia, the only non-NATO Arctic state, planted its flag on the Arctic seabed in 2007.
While Iceland’s Arctic policy, approved by the parliament in 2011, claims that Iceland is against
“any kind of militarization of the Arctic’, current developments suggest that this is not the
case[17]: the Pentagon has already requested $19 million of the 2017 US budget for the reno-
vation of the base airfield in Keflavik to facilitate surveillance in the North Atlantic and offset
increasing Russian military presence.[18] In one form or another, the dream of many Iceland-
ers—that Iceland reverts to being a military base again, might not be so wild.

Since the NATO base was closed in 2006, the area has been under development as Asbru
Enterprise Park, a community of innovation, education and business. The park, a self conscious-
ly transitional and liminal space, portrays itself as “The center of innovation in Iceland”in its calls
for potential partners.[19] The development of the Enterprise Park is in conjunction with the
enterprise culture implemented in Iceland since the late 1990’s, when the island was turned
into a globalized, neoliberal nation-state. Grandiose tales of “creativity and innovation”have
been repeated in public discourse promoting entrepreneurialism. This “creative turn”in Iceland
still permeates the present political and economic zeitgeist.

Neoliberal government policies demand that creatives and innovators in art, science and
technology “stay alert, awake, and on the move. If they stand still in the context of today’s
“mandatory entrepreneurialism”, they...will be relieved of duty”.[20] The prevailing neoliberal
approach to creativity, with its entrepreneurial drive, relies on anticipated conformity, and
quantifiable, progress-driven imagination. As Pascal Gielen points out, “Utopia and excessive
imagination is out of the question in this ideology of realism."[21] This development contrib-
utes to what Gielen calls the “wet, flat network world” a world where creation as mere differen-
tiation has “neither depth nor height’;[22] where art institutions and artists have been subject-
ed to the “creative destruction”[23] of neoliberal reforms, “swim[ming] hastily and blindly from
one project to the next"[24] There seems to be no shortage of cheap and renewable creative
recruits willing to contribute to the needs of neoliberal progress—and “to the lofty national



project, right in step with marketing specialists, PR people, cultural managers, tourist agents,
cultural economists, cultural advisers...and other specialists in ‘creative thinking™[25] Cultural
creatives have, or so it seems, accepted the national and supra-national policies of the creative
industries designed to regulate, in collaboration with the market and the state, innovation and
creativity. Cultural policies and the attendant public discourse make no distinction between
not-for-profit visual art spaces, manufactures of souvenirs and other commercial products,
video game developers, etc., despite the significant differences between the groups and the
nature of their work, methodology, and goals.[26] Spaces that traditionally provided a “spine to
those who wish to stand up straight and undertake some daring creative act”[27] have been
eliminated, with dire consequences for authoritative position of art and artists’ ability to main-
tain control over their own field. Like every other industry, the creative industries have been
successfully coopted by neoliberal government policies and are now “subject to perfor-
mance-oriented, statistically measureable, pragmatic results—results that render [their]
successes indisputably valid”.[28]

Calling for a critical discussion of “the creative turn”is tricky in Iceland. Those who critique or
question this development are seen as attacking the hard-working laborers of the creative class
and run the risk of becoming disloyal to the high-minded belief that the creative industries
constitute a genuine alternative to the more traditional production line of aluminium smelters,
hydropower plants, and fishing fleets. Moreover, unlike the more traditional industrial plants on
the island, the powerhouse of ideas absorbs labor, affection, and goods at bargain basement
prices.

\Y

Notions of “encampment’reflect upon developments of the present socio-political and ecologi-
cal realities.[29] We live in a system that generates short-term thinking, “one big carousel of
responsibilities that are continuously passed on"[30], while the foundations of the welfare state
are liquefied, the environment degraded and species destroyed. Distinctions between private
and public space are blurred, and lifelong insecurity, stress, fear, and burnout are normal-
ized.[31] Dominance, violence, profitability and linear progress—values central to the idea of
modernity and its logic—have hit their limit. It is time to recognize that the unsustainable
fantasies of the “good life"act as barriers to the well-being of humans, nonhuman others, and
the planet.[32] While the exhibition Kwitcherbelliakin does not provide answers to the ques-
tion of “how to inherit this history”[33], along with its violence and exploitation, it stresses the
importance of finding ways to “address the imaginative challenges of living without those
handrails, which once made people think they knew, collectively, where people were
going”.[34]

While cultural critique is disappearing along with ecosystems and species, Kwitcherbelliakin
attempts to address unresolved narratives of the present and make them visible. This project
calls for greater awareness, more attuned listening, and the imagining of ways of life “after
economic growth”[35] and outside of “instantaneous time”[36] The challenge to (re)tell one’s
self and one’s place in the world requires new relations and imaginative thinking, feeling, and
acting that do not endorse the prevalent exchange system or subscribe to individual self-valo-
rizations of the neoliberal regime. It’s time “to look around rather than ahead”.[37] Something is
growing and crawling out from behind the illusionary curtains of modernity; interrupting
forces challenge people to engage in new modes of thinking about human and nonhuman
entanglements in our ecological coexistence.[38] As Donna Haraway states, “We become-with
each other or not at all"[39] The troubled landscape of the Anthropocene, an epoch marked by
the profound change humans have made to the planet, calls for our recognition that the time
of “fixes”has passed. Haraway advises, at this point we must “stay...with the trouble”; we need
to rethink and contest borders of the nature and culture divide (including object and subject,



science and art, facts and values)—the key mantra of modernity.[40] Challenging established
boundaries, in order to cast light on “the possibility of life in capitalist ruins’,[41] is to keep close
attention to the present precarity, suspense, disorientation, and the bellyache.

Asmundur Asmundsson
Hannes Larusson
Tinna Grétarsdottir.
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Zombienes grytelokkrevolusjon

Koddu (Asmundur Asmundsson, Hannes Larusson og Tinna Grétarsdottir)

Islands banker kollapset bare fem ar etter at de ble fullprivatisert.

Fem ar etter det skonomiske sammenbruddet sitter de samme partiene
som innferte det nyliberale regimet og ga statlige selskaper og banker

til sin partivenner, igjen ved makten. En framtid uten dem er for
risikabel, sies det. I dag framstar grytelokkrevolusjonen 1 2009 og troen
pa et alternativ til nyliberalismen - til dens avreguleringer, privatiserin-
ger, korrupsjon og ulikheter — som et taust minne fra en fjern fortid,
trygt arkivert pa Nasjonalmuseet i Reykjavik. Troen pa det politiske,
okonomiske og sosiale alternativet som grytelokkene banket fram, har
forduftet. Selv oppslutningen om en grunnlovsreform har smuldret bort.
De dominerende politiske kreftene kan fortsatt stole pa fabrikkgalvets
konformitet og enkle fantasi, der folk finner trost i det gamle utbyttende
systemet. Nok en gang omfavner de «nyliberalismens krav om mer
realisme».!

Mange av de skadelidende og de som har gatt lei av gyas rovdyr,
ser na pa Norge som en mulighet til 4 starte pd ny. Norge ligger ikke
bare nzrme, det er ogsa en utopi, et oljeland. Islendingene har lenge
dremt om 4 tappe Nordishavets oljereserver. Myndighetene har allerede
innledet uformelle samtaler med kinesiske oljeselskaper.? Og om oljen er
utenfor rekkevidde, kan vi alltids selge landomrader til kineserne.?

Selve symbolet pa utenlandsk sjenergsitet er juletreet som hver jul
lyser opp torget Austurvollur i sentrum av Reykjavik — hvert ar siden
1952 har norske myndigheter gitt dette treet til Island.* Som Jon Gnarr,
Reykjaviks populzre borgermester, bemerket i Oslo i fjor, var det skam-
melig av grytelokkdemonstrantene a sette fyr pa denne gaven i 2009.°
Gnarrs parti — Besti flokkurinn (Det beste partiet) — var opprinnelig
ment som satire, men ble en reell politisk akter da det vant kommune-
valget 1 2010. Partilederen, som hevder a vare i slekt med Mummitrollet,
underholder jevnlig sine medborgere med a kle seg ut eller a ga 1
drag. Han har lovet at bedre tider vil komme, hvis de bare folger de
skandinaviske barnebgkenes moralske budskap. Dyrene 1 Hakkebakke-
skogen og innbyggerne i Kardemomme by har truffet en nerve
hos islendingene. Det henvises sa mye til dem at de nzrmest er blitt

politiske premissleveranderer pa Island. Men ideen om at de har bidratt
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til 4 gjenoppfinne det islandske demokratiet, eller innstiftet en radikal
politisk eller institusjonell endring er diskutabel. Tross bedringene

i livskvalitet som kommer med en borgermester som kler seg ut,

tross valgleftene om a redusere husholdningenes gjeld: Oslo-treet

vil nok brenne igjen, snart.

Den sosialdemokratiske venstresiden har ikke klart & skape
et alternativ til det nyliberale styret. Det eneste alternativet som har
blitt hyllet som veien ut av krisen er satsning pa de kreative nzringene.
Den kreative vendingen er na en skjer men samlet stemme, hevder
radikalerne. Selv om Islands griinderkultur har hatt sine grunnstetnin-
ger, er det tilsynelatende ingen vei tilbake. Et nytt forjettet land av
innovasjon og kreativitet skimtes i horisonten, som erstatning for de
tradisjonelle produksjonslinjene i Islands smelteverk, vannkraftverk
og fiskeflater.

12011 samlet de mange spredte, splittede, frihetssokende kreative
organisasjonene seg i Samtok skapandi greina (De kreative naringers
forbund).® Organisasjonen har entusiastisk omfavnet nasjonale og
overnasjonale reguleringer av de sdkalt kreative nzringene. Kunstnerne,
de sirede overlevende etter ssmmenbruddet, de tilpasningsdyktige
outsiderne, er den muntre og fleksible arbeidsstyrken pa golvet.
Fabrikkgolvet her er et mangefasettert panoptikon av selvregulerende
mikroenheter som produserer «kreativitet» i stor skala. Verken giftavfall
eller fabrikkstov tetter til tannhjulene pa disse samlebandene. «Problem-
lgserne» drommer opp nye mater a hjelpe det nyliberale prosjektet
pa, for a bidra til vart felles mal om nasjonal velstand. Snarere enn a
problematisere situasjonen, har «kunstnerne» tilsynelatende akseptert
deres tomme rolle som bidragsytere til ayas BNP.

Selv om stadig flere kaller seg kunstnere, eller kreative kultur-
arbeidere, bekymrer de seg for at en ny krise brygger opp - ikke bare
en gkonomisk krise, men ogsa en krise for demokratiet og landets
selvstendighet. I fravaret av genuin kulturkritikk har det oppstatt et
foruroligende vakuum. Gregory Sholette mener at disse kunstnerne har
«fatt starre sosial legitimitet innenfor den nyliberale skonomien», der
den nye bedriftskulturen «har avradikalisert kunstnere i en slik grad at
et slags historisk kompromiss eller détente har oppstatt.»” I den offentlige
debatten og kulturpolitikken skilles det ikke mellom kunst og kreativ
nzring. Radikale analyser av situasjonen eller tillop til kritikk oppfattes
som et brudd med «den kreative vendingen».

A kreve en kritisk drofting av denne samfunnsmessige og politiske
utviklingen er vanskelig. I «de gale menns land»® framstilles de kreative

nzringene som redningen ikke bare for landets ekonomi, men ogsa
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for Islands plass i naturen. Ifolge denne visjonen er de kreative narin-
gene et alternativ til 2 haste det som gjenstar av Islands jordvarme, noe
som ville innebzre a forvandle landet til et perlekjede av smelteverk.

I bestselgeren Dreamland, a Self-help Manual for a Frightened Nation (2008),
ledet forfatteren Andri Snzr Magnason hjemlandet sitt bort fra dets
miljefiendtlige industrivaner. Men Magnason bidro med mer enn bare
onsketenkning: Han realiserte selv sitt droammeland, da han transfor-
merte en gammel, nedlagt kraftstasjon i Reykjavik. Dette bygget, fullt av
asbest og giftavfall, gjorde han til et knutepunkt for ideer, innovasjon
og entreprengrskap, som han ga navnet The Top Station.® Men til tross
for Magnasons luftige visjon, befinner vi oss fortsatt pa det nyliberale
fabrikkgelvet. Den eneste forskjellen er at vi na produserer folelser,
opplevelse og stemning, i stedet for aluminium. Behovet for realisme
har fatt mange til ydmykt a akseptere at kreativiteten skal underkaste seg
okonomiske og materielle behov, selv om de er grundig lei sin nye rolle

som fabrikanter av en «kunst» det allerede er overproduksjon av.

Kunsten underlegges kreativitetsbusinessen. Dermed er de kreative
nzringenes behov og dagsorden i ferd med a bli bestemmende for
kunstverdenen. Pa tross av betydelige forskjeller mellom de ulike
gruppene — autonome non-profitt videokunstkollektiv, gamere, kunst-
museer og suvenirmakere — blir alle stuet inn 1 basen «kreative naringer».
Disse nzringene er nd, som alle andre nzringer, «underlagt prestasjons-
orienterte, statistisk malbare og pragmatiske resultater — resultater som
gir suksessene udiskutabel gyldighet.»'® Idealistene (f.eks. alternative
kunstnerdrevne utstillingsrom) og deres kommersielle motsvar (f.eks.
dataspill) kan nd ikke skjelnes fra hverandre, i likhet med matene deres
relative verdi méles pa. Dermed vil de verken fa like eller tilstrekkelige
muligheter til 2 blomstre.

I forhandlingene med de kreative nzringene mistet kunstverdenen
(dvs kunstnere, kunstinstitusjoner og grasrotprosjekter) sin autoritative
posisjon 1 kunstdiskursen, og dermed ogsa kontrollen over sine egne
prosjekter, sin skaperkraft og sin autonomi. Utviklingen bekymrer kunst-
nerne, men de har tilsynelatende akseptert sin rolle som kulturarbeidere
«med lite reell motstand, og dermed bidrar de til det hoytflyvende
nasjonsprosjektet, sammen med markedsfererne, PR-folkene, kultur-
lederne, turistbyrdene, kulturgkonomene, kulturradgiverne og andre
spesialister pa kreativ tenkning.»'

Det har blitt hevdet at nyliberalismens syn pa kunsten dreier seg om
mer enn a overleve harde tider. Gullaren skjult i hjertet av de kreative

nzringene skinner ved siden av sagalandets okonomiske behov, i den

69



13

Pascal Gielen (red.), «Introduction.
When Flatness Rulesy, Institutional
Attitudes. Instituting Art in a Flat
World, Valiz, Amsterdam, 2013.

14
Ibid, s. 25

15

borvaldur Porsteinsson, «Gervireyndy,
presentasjon ved symposiet

Creative industries-from the point

of artists’ organisert av Det islandske
kunstnerforbundet, 18n6, Reykjavik,

9. februar 2013.

16

Pascal Gielen (red.), «Introduction.
When Flatness Rulesy, Institutional
Attitudes. Instituting Art in a Flat World,
Valiz, Amsterdam, 2013.

17

Se Chantal Mouffe i Markus Miessen,
The Nightmare of Participation
(Crossbench Praxis as a Mode of
Criticality), Sternberg Press, Berlin,
2010, s. 106. Se ogsaTinna Grétarsdottir
og Hildigunnur Sverrisdottir, «(l)
ndependence and (a) state of the

art: the agonism of collaborationy,

in Jonatan Habib Engquist (red.),
InDependence. Collaboration and
Artists’ Initiatives, Torpedo Press,
Oslo, 2013.

18

Hito Steyerl, The Wretched of the
Screen, Sternberg Press, Berlin,
2012, s. 95.

grad at de islandske kunstnerne bevisst har ruslet inn pa fabrikkgelvet
og begynte a pakke inn Islands landskap, litteratur og sprak i lettfor-
doyelige porsjoner til salgs bade nasjonalt og i utlandet. De har begynt
a spre myten om Island som en magisk verden av vakre kvinner, hester
og alver, pa tross av at Island ligner stadig mer pa en grim oy full av
umettelige gjeldsstyrte patriotiske zombier. Utstillingene og prosjektene
gir ingen kritiske blikk pa «virkeligheten» som ligger til grunn for den
uimotsagte «nasjonalrealismen». De bidrar snarere til det Pascal Gielen
kaller den flate, vate regelen, en horisontal verden der kunstinstitusjoner
og kunstnere har blitt underkastet den nyliberale rasjonalitetens
destruktive bevegelser.” I beste fall forsyner de en lamslatt og utslitt
nasjon med kortvarig lindring - beroligende bekreftelser pa at noe fort-
satt fungerer pa oya. Islands kulturmeglere og kulturledere sorger for
at «kunstnerne» deres gar stille i gangene, for ikke a grumse til vannet
for alle andre.

Denne kulturelle virkeligheten mangler dybden og bevegelsen
som kommer med konflikter, splittelser og uro. Som Gielen papeker,
«utopi og overskuddsfantasi er utelukket i denne realisme-ideologien.»™
@yas utdannings- og kulturfelt, som har gjennomgatt en intens
profesjonalisering og redusert kreativiteten til sergelige «500 tegn
(inkludert mellomrom),»'® er perfekte eksempler pa denne erosjonen.
Kvalitative posisjoner har blitt utslettet eller forkastet pa grunn av krav
om kvantitative resultater, men som Gielen papeker, gjenstar det et

spersmal: Hvor er den faste grunnen for et nytt verdiregime?'®

Kunstnererkleringer som heylytt vedkjenner sin del av skylden

for tingenes tilstand, og forseker & kritisere, intervenere og forstyrre

det de bidro til  skape, beskrives som smaklese og respektlase. De

ses pa som angrep mot de hardtarbeidende arbeiderne pa det kreative
fabrikkgelvet — de odelegger deres image! De som vager a sette spors-
malstegn ved den «nye» visjonen, utfordrer en subtil og diffus styreform.
De stiller spersmal ingen vil hore. Dermed loper de risikoen a bli
oppfattet som destruktive snarere enn konstruktive motstandere i en
viktig debatt."”

Men ulikt de tradisjonelle fabrikkene pa @ya, absorberer
«idékraftverket» arbeid, felelser og gjenstander gratis, eller 1 det minste
til sterkt rabatterte priser. Nar de «postfordistiske arbeid-sa-mye-du-vil-
samlebandene»'® uttgmmer seg selv, revitaliserer bare fabrikken sin
kreative her, dens folelser, drommer og hap, med et pafyll av peptalks
og rapporter dekorert med glitrende grafer. Utslitte arbeidere stattes opp

med tall som forsikrer dem at det fortsatt finnes nok kraft til a drive
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The cultural worker

Tinna Grétarsdottir
Asmundur Asmundsson
Hannes LLarusson

In May 2008, a panel discussion called What’s Icelandic about that? was held as part of the
Icelandic/Icelandic Canadian Nzina/Now art convergence in Winnipeg, Canada.' The
interdisciplinary panel of artists and scholars featured both Icelanders and Canadians
of Icelandic descent.> An interesting tension arose when one lcelander, Hannes
Larusson (an author on this paper), was introduced as an artist, curator and cu/tural
worker. Larusson used the opening of his talk to challenge the description, clarifying that
he did not want be referred to as a cultural worker. He stressed that, as an artist, he is a
researcher invested in art, theoretical strategies and aesthetics.

In recent years artists have increasingly been referred to as cultural workers in public
discourse. Artis contextualized as a part of the creative cultural industry rather than as an
engagement with theory and aesthetics. Previously, we have argued that little distinction
is made in the public discourse between art and the creative cultural industry in Iceland:
“Like others who belong to the creative culture industry, the art world increasingly
justifies itself, and is justified by the outside world, through references to societal and
economic progress and is measured and presented in numbers, graphs, charts, and
scales” (Asmundur Asmundsson, Hannes Larusson og Tinna Grétarsdottir, 2011, p.
24). Artists are becoming agents or “soft versions of the technocrat and the bureaucrat”
(Asmundur Asmundsson et al., 2011, p. 4—a part of the ‘managerial’ class suited to
solving economic and socio-cultural problems appropriate to the neoliberal project and
what Eva Mackey (2002) has called corporate nationalism (Asmundur Asmundsson et
al.,, 2011; Grétarsdéttir, 2010).

This paper is built on previous research that each of us has carried out both
individually and collaboratively—research that recently brought us together on the
exhibition Koddn, or Come along, at the Living Art Museum and the Alliance House; and
the present discussion is largely based on writings that we published in the catalogue
Koddu catlier this year.

1 This research project is supported by Edda Center of Excellence.
2 The participants at the panel were Freya Olafson, Erika MacPherson, Hannes Larusson, Ryan Eyford
and Laurie Bertram.
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Figure 1. From the exhibition Koddu. Artists: Koddu (Asmundur Asmundsson,
Hannes Larusson and Tinna Grétarsdoéttir). Titled: Untitled — 2010. We derived the
name of the exhibition Koddu —Come along from a scene in the Inspired by Iceland
campaign which circulates on the Internet through Facebook and Twitter etc.

The campaign is considered very successful and has won international marketing
awards.

Our goal in Koddn was to participate in critical discussions on the conjunction of
art, systems of representation, institutions and ideology—a discussion that we chose
to frame within Icelandic cultural politics. Koddn addressed recent cultural changes,
before and after the Icelandic meltdown, “in relation to how aspects of the country
itself—the people and culture, along with accompanying imagery and iconography—
are increasingly wielded as ‘resources’ and have become enclosed in an Icelandic brand”
(Asmundur Asmundsson et al., 2011, p. 3).

Thus, Koddn was an attempt to generate social and institutional critique by
investigating and exposing the power politics and the processes of subjectification
within the creative cultural industries in order to reveal the presuppositions built into
artistic activities and values. The underlying aim was to address the disquieting question
regarding “the destiny of the power of creation” (Rolnik, 2011, p. 23). In recent years,
scholars and artists have become preoccupied not only with analysing the renaissance
of creation in neoliberal nation-states but also with reformulating and re-conceiving “a
contemporary critique of creativity” (Raunig, Ray & Wuggenig, 2011, p. 2).

Creative contractual relationships

Armed with statistics from a report that attempts to map for the first time the economic
scale of the creative industry (Margrét S. Sigurdardéttir & Tédmas Young, 2011),
Icelandic artists find themselves finally able to defend themselves in a systematic and
acceptable language. They can now point to the economic turnover of the cultural
sector when members of parliament or the public voice frustration at state endowments
for the arts and tell artists to “get themselves proper work like everyone else” (Einar
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Poér Sigurdsson, 2010). Legitimating narratives that link art with aesthetics, humanist
values, and critical creativity are considered odd, disruptive or irrelevant in the present
discourse. It is significant that the rise of neoliberal governmental modes goes hand-in-
hand with this predominant utilitarian discourse. So does the triumph of “the creatives”
or “the creative class” and the popularized discourse of creativity which imposes “new
representations of the world” and serves as “an important part of the new order”
(Fairclough, 2000, p. 147). Art, as part of the creative cultural industry, is, like other
industries, subject to performance-oriented, statistically measureable, pragmatic
results—results that render its successes indisputably valid. Interestingly, in wake of the
publication of the aforementioned economic report on the creative industries and their
revenue, the minister of industry was so thrilled that she proclaimed, “We have finally
begun to understand the importance and the possibilities of the creative industries”
(Katrin Juliusdéttir, 2011).

Conflated with the creative industry, art is associated with “societal services [and]
marketing agendas and |[is|] governed by the State and municipal bodies, as well as by
business agents, planners, directors, and entrepreneurs”—all of whom encourage
the managerial instrumentalization of art to reinvigorate the economy, to network
internationally, to stimulate the labour market and to aid in nation-branding (Asmundur
Asmundsson et al., 2011, p. 4). The aforementioned Niina/Now art convergence
exemplifies art in such a context. Although its curatorial board has now gained
more autonomy, Nzina was originally created by the Icelandic consul in Winnipeg in
conjunction with Iceland Naturally, the nation-branding programme, as an instrument in
the process of creating and marketing “Icelandicness” and of engineering transnational
relations (Grétarsdéttir, 2010). According to the consul, to be selected to participate
in the festival one had to be of Icelandic descent or have an Icelandic connection,
either through personal relationships or though the artwork itself. Thus, it should not
be surprising that one of the primary critical concerns about the convergence was that
there was “something unsettlingly white about N##za.” On a more humorous note,
banter coined the term “Icelandophiles” (Fuller, 2007, p. 10) and questions were raised
as to whether Icelandic artists are obsessed with their heritage (Grétarsdéttir, 2010).

The trestructured/reframed space of art

Socio-political changes brought on by the rise of market rationality and neoliberal
enterprise culture have affected the arts, as they have affected every other sector of
Icelandic society. The realignment of public, private, aesthetic and entrepreneurial
spheres has generated new ways to govern and shape creative practices and has
instituted shifting values, ideals, morality and norms. While we acknowledge that art
has always been involved with powerful agents of the state and the capitalist market,
we want to stress that it is public-private partnership that has redefined the scope and
discourse on contemporary art (Wu, 2002). Scholars have argued that this restructured/
reframed space shaped by neoliberal rationality and values not only affects the content
of artworks and the ways in which institutions operate within the art world, but also
influences the “different meanings art takes on in the social milieu” (Wu, 2002, p. 269; see
also Sholette, 2011). Such restructuring also raises questions that need to be addressed,
questions related to “a new work ethic of creativity and personal risk-taking” and what
appears to be the de-politicization of the artist’s role as “a force of independent social
criticism” (Sholette, 2011, p. 117). Reflecting upon the booming number of people
identifying themselves as artists in the neoliberal moment, Gregory Sholette suggests
that artists have “gainfed] improved social legitimacy within the neoliberal economy”
as the enterprise culture “has so de-radicalized artists that something approaching an
historic compromise or défente is taking shape” (Sholette, 2011, p. 117).
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The renaissance of creativity has become a mantra in the shaping of Icelandic
culture. Artists and the image of untamed creativity have gained improved social
status in this new order. Artists, and other representatives from the creative industries,
might be described as Iceland’s new “beauty queens”—icons of free spirit, originality
and innovation—in line with the branding and global positioning of the all-inspiring,
creative and market-friendly Iceland (Asmundur Asmundsson et al., 2011).

Ft,‘[';

Figure 2. From the exhibition Koddu. Artist: Julia Staples. Title: Beauty queens —
2009.

In the Koddn catalogue we mention several examples that reflect upon the role of
art/artists in enterprise culture. For instance, in 2005, Halldér J. Kristjansson, director
of Landsbankinn, a major patron of Icelandic culture, wrote:

Creative forces in culture influence creativity in the professional sector.
Pioneers in business and the arts are therefore in the same boat.
Ambitious people in the workforce and in culture can mutually benefit
from working together. Culture and the arts create ideas and open up
business opportunities, the business sector supports the arts by providing
funds, investment capital and encouragement. Furthermore, culture
can, as everyone knows, be a pure source for business with its inspired
thinking and innovation... With increased globalization of the workforce,
the promotion of Icelandic culture becomes a more important factor in
strengthening business relations. For a company that builds on trust and
security, cultural issues are one of the best marketing venues available
(Halldor J. Kristjansson, 2005).

Another example of the co-option of artists by enterprise culture can be found in the
motives of the Future Group of Iceland Chamber of Commerce. The Chamber invited
the visual artist Porvaldur Porsteinsson to a lunch meeting where Iceland’s future was
on the agenda. Subsequently, to his surprise, both his name and his portrait appeared
prominently in the report The Icelandic Business Assembly: Iceland: 2015. Porsteinsson was
featured alongside other business leaders and representatives from the creative industry
as a member of the Future Group of Iceland Chamber of Commerce and one of the
authors of the report. Significantly, Porvaldur Porsteinsson rejects being an author of
the report:

My affiliation with the Future Group’s report was to be invited along
with Magnus Scheving for a lunch at which there was supposed to be
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a discussion on the future of Iceland. As it turned out, there was little
substance to discuss, my words were difficult for businessmen to digest
and, not far into the lunch, people started to get uneasy and answer phone
calls; only the most polite waited for me to finish what I had to say....

I should have foreseen this, of course. Artists know from experience that,
when you’re invited to a meeting at any of the ministries, or to participate
in an official ‘workgroup’, or to come to an introductory meeting on
behalf of governmental agencies, it’s pure spectacle. That’s what it’s for.
And, as an artist, that’s what you’re for (Porvaldur Porsteinsson, email 30
March, 2011).

A further example calls attention to the ways in which artists are employed as
useful marketing tools in nation branding. Often the national project contextualizes
artists as “suitable agents” who “create, perform, embody and promote appropriate
‘success stories’ of Icelanders on the global stage” (Asmundur Asmundsson et al. 2011,
p. 15). For instance, the so-called “Image of Iceland Report” from 2008 advocates
how Icelandic artists, as representatives from the creative industry, can be useful in the
business of branding and image enhancement:

It is widely accepted that the most profitable way of marketing today is
through the positive example of success stories. A story that is convincing
and unique is considered the best possible endorsement available in the
deluge of advertising and promotional activity all around us. One way
would be to compose stories of the success of Icelandic companies and
individuals in different sectors of society, culture, art and business. Here
we need to utilize poets, writers, photographers and soundmen in order
to portray these stories in a convincing manner. These stories could be
presented, among other things, through the website, as well as through
Friends of Iceland, the media and promotional visits (Icelandic Prime
Minister Office, 2008).

During marketing and branding campaigns abroad, artists are invited by joint efforts
of the public and private sectors to participate in “lobby exhibitions”, (Islandskynningar)
as one artist has put it, to promote and accentuate “the nation’s characteristics, spicing
up Iceland’s idiosyncrasies in order to promote a distinction on the basis of nationality”
(Asmundur Asmundsson et al. 2011, p. 18).
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Figure 3. Bozar Festival 2008. Image from the Bozar website (http://www.bozar.
be/activity.php?id=7552&Ing=en)

Figure 4. Island Bilder Festival 2005. Image from the festival website http://www.
islandfestival.de/index.php
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One such exhibition created turmoil within the art community—the panoramic
exhibition From Another Shore: Recent Icelandic Art at the Scandinavia House in New
York in 2008. The exhibition, featuring a selection of the National Gallery of
Iceland’s permanent collection, is often referred to as an example of a partnership
of art, international politics and business. The exhibition was sponsored by Alcoa’s
community fund (as explicitly stated on the corporation website) and by the Icelandic
government’—and was held in connection with Iceland’s election campaign for a seat in
the United Nations Security Council. It was very much in sync with the aforementioned
“Image of Iceland Report,” which recognizes artists as suitable agents to advertise
and promote applicable success stories of the country and its people on the global
stage. Fulfilling these expectations, the exhibition highlighted the unique qualities of
Icelandic art—and thus Icelandicness in general. Specifically, “the exhibition tapped
into the clichéd equation: Iceland=nature” (Asmundur Asmundsson et al., 2011, p.
18). What differentiates Icelandic artists and their work from others, as stated by the
director of the National Gallery of Iceland, in the exhibition press release, “is the
attitude of Icelandic artists toward nature, which is the basis of their art whether it is
conspicuous or not” (Scandinavia House, 2008; see also Chilling with Icelandic art...
at the Scandinavia House, 2008). As one artist stated in the wake of the exhibition, “It
[won’t] be a bad thing for Alcoa when these children of nature, which artists are indeed,
these natural scientists, give their blessings to Alcoa operations in this decisive way”
(Asmundur Asmundsson, 2008, p. 20).

Moreover, some of the “lobby exhibitions” are propped up in questionable spaces,
displayed and branded in relation to other Icelandic industrial products, far removed
from the aesthetic context of the art world. At so-called Icelandic festivals abroad
(Islandskynningar), organized by joint forces of the public and private sector, “artists
are summoned and used as mules to pull the marketing wagon, to enter communities
across borders and catch foreign attention at critical moments in international politics
and business” (Asmundur Asmundsson et al., 2011, p. 18). When it comes time to
evaluate and measure the value of the partnership, significant achievements are
recounted using success stoties, such as the one expressed by the managing director
at Icelandair (Iceland’s international airline). In an interview about Islandbilder, The
Festival of Icelandic Culture in Cologne, he stated, “[Icelandair] would not hesitate to
invest in another such festival if it were to happen next month or in one year’s time—
because it benefits [Icelandair] much more than an ad in a large newspaper in Germany”
(Birkir H6lm Gudnason, 2005). Thus, as we have stated in previous work, “the branding
masters, both from the public and private sectors, claim that everybody involved is
benefitting” (Asmundur Asmundsson et al., 2011, p. 22).

Essential to the aforementioned success stories is the association of creativity with
nature—so often repeated in discourses that Icelanders produce about themselves.
Apparently, creativity in Iceland is not only comparable to the forces of nature but
also takes roots in nature—natural forces have moulded the national physique and find
expressions in the Icelander actions. The concept of capital-N “Nature” in Iceland is
a master narrative in contemporary cultural politics—and it also forms the core of the
Icelandic “brand:”

Central to such a narrative is the conflation of art, nature and ethnicity that
dominates discussions and presentations on Icelandic art. Nature, as a concept, is
associated with a primal energy, an energy that correlates to human qualities such
as wildness, honesty and innocence, to name a few (Asmundur Asmundsson et
al., 2011, p. 19).

3 The exhibition was supported mainly by the Alcoa Foundation and the Icelandic government.
Additional support was provided by Baugur Group; Icelandair Cargo; Blue Lagoon; Iceland Naturally;
and the Icelandic Cultural Fund of The American-Scandinavian Foundation (see Alcoa website

2008/2008_05_scandinavian.asp).

www.alcoa.com/iceland/en/news/whats_new
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These qualities, for example, form the core of Christian Schoen’s description of
Icelandic art. Schoen, former director of the Icelandic Art Centre, states that, “Icelandic
art has kept a bit of its creative virginity, which most other European societies had
already lost centuries ago. That is my explanation of what makes Icelandic art so
special” (Canarezza, 2010, p. 182). This cliché fits perfectly with the accepted interests
of Iceland’s branding campaign. Meanwhile, “Icelandic artists find themselves tied
down, and some might want to say haunted, by this dominant reduction of Icelandic
art to a simplistic formula—the conflation of art with ethnicity and the land/nature”
(Asmundur Asmunsson et al., 2011, p. 18).

A story of success?

Although it has been voiced that the Icelandic state holds no official cultural policy,
scholars have argued that policy may be found by observing art/culture administration
and management bodies (see Sigurjén B. Hafsteinsson and Heida Arnadéttir, 2010). In
this context, it is interesting to look at Promote Iceland or fx/andwfofa, which, according
its mandate, promotes Icelandic culture abroad. Promote Iceland is a peculiar institution,
an example of private/public enterprise by which the Trade Council of Iceland, Invest
in Iceland Agency and the overseas marketing department of the Icelandic Tourist
Board are joined in one body. As stated on the webpage of the Ministry of Foreign
affairs, Promote Iceland is in fact more than the “the sum of these bodies, as the focus
will be broadened to include the promotion of Iceland’s image, reputation and culture
abroad” (Ministry of Foreign affairs, 2010).

Shortly after the establishment of Promote Iceland, a restructuring within the
institution took place, which is currently celebrated within the creative sector. This
restructuring involved the establishment of a professional committee (fagrdd) made
of representatives from the creative cultural industries, including a position for the
director of the Center of Icelandic Art. This board is to collaborate and have an impact
on the policies and activities of the institution. Indeed, collaborative relations between
Promote Iceland and institutions within the cultural sector, such as Iceland Music
Export and Icelandic Design Center, have strengthened. Iceland Music Export is now
even located within the same building as Promote Iceland.

Promote Iceland’s inclusion of committee members from the creative sector might
be seen as a response to the criticism that the promotion of Icelandic art/culture abroad
has been characterised by nepotism and cultural and political paternalism. However,
more transparent and democratic operations in regards to promoting art abroad are
still adrift. The projects Promote Iceland funds continue to be evaluated based on their

4 The conflation of contemporary att, ethnicity and land/nature has become commonplace
in discussions and presentations of Icelandic art and taken up in foreigner’s descriptions
on Icelandic art. In a review of the exhibition From Another Shore: Recent Icelandic Art in The
New York Times, entitled “Inspired by Vikings and Volcanoes”, Karen Rosenberg identifies
a “friction between global contemporary art and an island nation’s folk traditions, between
urban hives and otherworldly landscapes...What, then, makes their work recognizably
Icelandic? In some cases, a yearning for the volcanic and glacial landscape of home; in
others, an interest in local folklore” (2008, p. 25). In Arz in America—Gregory Volk argues
that what characterizes Icelandic art is that “eventually the country itself comes to figure in
their work: as a physical locus, as a trove of images and materials or—more mysteriously
for outsiders—as comprehensive forces with which one is perpetually in dialogue” (2000,
p. 40). And just recently a reviewer closed his discussion on an Icelandic art exhibition in
Pittsburg by stating “It’s well worth seeking out to get the full spectrum of the kind of
work presented in this exhibit—work that not only represents artists from a certain country,
but in essence, the country itself” (Shaw, 2010).
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potential to strengthen Iceland’s goodimage and reputation, increase foreign currency and
create synergistic opportunities. Promote Iceland leads nation-branding programmes to
wrap up “the country, the people and its culture, including the arts, in portrayals that
run in accordance to the branding interests of the market and the State” (Asmundur
Asmundsson et al. 2011, p. 6). Such efforts find themselves at odds with art exhibitions
such as Koddu, which attempts to problematize the emerging ways in which neoliberal
authorities practice their power in the field of cultural policies. Other exhibitions that
fall outside Iceland’s promotional mandates might also be mentioned, such as the one in
Sweden titled The Nordic Third World Country?—Icelandic Art in Times of Crisis (2010). In a
personal communication with one of the authors of this paper, the director of Promote
Iceland not only shared his antipathy of the exhibition title, but detailed his further
frustrations with the exhibition publication. He pointed out the catalogue’s disparaging
content, in particular critical narratives of both the president and the Icelandic minister
of the interior. Expressing his antipathy, he emphasized that Promote Iceland would
never have supported such a publication had he known of its critical approach. He
pointed out disappointedly that the logo of Promote Iceland was on the catalogue (Jon
Asbergsson, 6 July, 2011). As it turned out, the exhibition had received some dried fish
for the opening from Promote Iceland (Jonathan Habib Engquist, email, 13 October
2011).

Inherent in private-public partnerships that co-opt artists and their work are
expectations that artists will “manage the social rather than ... provide societal critique”
(Grétarsdottir, 2010). Progressively mandated to promote the country and its people
abroad, “artists are evidently expected to work within the confines of the anticipated
results and expectations inherent in contractual relationships” (Asmundur Asmundsson
etal,, 2011, p. 24). The neoliberal project will always make room for cultural workers—
often recruited as “cheap labour”—willing to perform for small honorariums and a pat
on the head. Not least, as Asmundur Asmundsson once put it, both private and public
interests will valorize artwork that “in the right context [can] transform into a volcano,
declaration of support, an advertisement or something else” (2008, p. 20).

Conclusion

Despite the boom of creative cultural workers, we are witnessing “crises of voice” and
de-politicized and de-radicalized subjects within the “creative class” (Sholette, 2011,
Lorey, 2011). Artists often exist in a marginalized, precarious space—reflected in a
lifestyle that exists outside the mainstream, positioned in an a space of insecurity, at
the margins, in order to keep their autonomy and creative juices flowing. They also
often take on less creative temporary jobs to fund their own creative projects and
unpaid hours. In the neoliberal moment, such precariousness is becoming normalized
(Lotey, 2011). In other words, subjects at the social margins—in this case, artists—are
normalized and brought to the centre of the neoliberal project as “cultural workers.”
Isabell Lorey (2000), suggest that the precarious condition such of artists is a neoliberal
instrument of governance. She states that

creative workers, these voluntarily precarized virtuosos, are subject
so easily exploited; they seem able to tolerate their living and working
conditions with infinite patience because of the belief in their own
freedoms and autonomies, and neoliberal instrumentbecause of
the fantasies of self-realization. In a neoliberal context, they atre
so exploitable that, now, it is no longer just the state that presents
them as role models for new modes of living and working. (Lorey,
2011, p. 87)
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While artists might reflect on their condition, they “accept the role of the ... culture
worker with little actual resistance, thereby contributing to the lofty national project, right
in step with marketing specialists, PR people, cultural managers, tourist agents, cultural
economists, cultural advisers...and other specialists in creative thinking” (Asmundur
Asmundsson et al., 2011, p. 25). As an arena of action for neoliberal governmentality,
cultural policies as reflected in operations of public/private institutions, such as Promote
Iceland, rely on anticipated conformity and the precatious state of the cultural worker.
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"‘KODDU

Asmundur Asmundson / Hannes Larusson / Tinna Grétarsdéttir

Political changes occurring in Iceland since the 1990s
have sailed in on a tidal wave of market rationality, neolib-
eral enterprise culture and shifting fields of governing and
social engineering. The exhibition Koddu is the culmination
of research directed at the range of discourses, images and
technology used to regulate and shape individual activities
(including artistic production) and to reform and direct the
population to be enterprising and creative as appropriate
to the neoliberal project and to “corporate nationalism”.!
Coming from both the arts and anthropology, the curators
compile the works in Koddu to observe these recent cultural
changesinrelation to how aspects of the country itself—the
people and culture, along with accompanying imagery and
iconography—are increasingly wielded as “resources” and
have become enclosed in an “Icelandic” brand.? Moreover,
we share aninterestin approaching culture as a “contested,
contingent and political field”.?

Contemporary Iceland has seen a blurring of the bound-
aries between public, private, aesthetic and entrepreneurial
spheres that has “given rise to a new way to channel conduct
and enable action™ and that generates shifting values, eth-
ics and norms. It is within this context that the exhibition
addresses the “diffuse, subtle and invisible”® neoliberal
governmental mode of ‘managerializing’ the arts and also
raises questions as to what presuppositions are built into
artistic activities and values. The arts, conflated with the
creative industry, are increasingly associated with societal

Med uppgangi nyfrjalshyggju og einkavaedingar, sem nadi
allt fra sjalfu erfoaefninu til bankakerfisins, urdu mikil
umskipti i samfélags- og stjérnarhattum i landinu. Fra pvi
a tiunda aratug sidustu aldar voru flest svié samfélagsins
markadsveedd og frumkvéduls- og athafnamenning festi
reetur i islensku samfélagi. Syningin Koddu er afrakstur
rannséknar & ordraedu, imyndum og teekni sem notud
er til ad koma skipulagi & athafnir og skapandi starf
einstaklinga, virkja mannaudinn i framtakssemia forsendum
nyfrjalshyggju og ,markadsvaedingu pjédernishyggjunnar.”’
Syningarstjorar Koddu sem koma ar listum og mannfraedi
hafa & sidustu arum skodad pessar samfélagsbreytingar
i ljosi pess hve landid sjalft, pjédin og menningin dsamt
imyndum og takngervingum er i auknum meeli gert ad
»audlind“ og markadssett sem hid islenska vérumerki.? Vid
nalgumst svid menningar sem vettvang ,margraedra ataka
og vidureign 6likra sjonarmida og hagsmuna.“®

baer samfélagslegu breytingar sem att hafa sér
stad endurspeglast m.a. i pvi ad morkin milli hins
opinbera, einkageirans, fagurfreedinnar, frumkvodla- og
athafnamenningar hafa ordid 6lj6s og ,,gefa tilefni til nyrra
adferda vid ad leida hegdun og tilhlydilegt framferdi.“
bessi tilfeersla hefur jafnframt leitt til breyttra gilda,
sidferdis og viomida. | pessu samhengi tekst Koddu & vid
hina ,,marghattudu, fagudu og 6synilegu“® natimalegu
stjérnarheetti til ad verkefnastyra listinni og vekur
spurningar um forsendur listreennar sképunar, gildi hennar
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services and marketing agendas, and are governed by the
State and municipal bodies, as well as by business agents,
planners, directors, and entrepreneurs—all of whom favour
utilitarian outcomes to art, such as international network-
ing, nation branding and economic growth, to name a few.
Artists become agents, part of ‘the managerial class’ suited
to solving socio-cultural problems. They are soft versions of
the technocrat and the bureaucrat.

As curators, our main goal with Koddu is to create an
account of the relations between iconography/images/
language and ideology in contemporary Iceland before and
after the meltdown and, further, to address core ideas of
national identity and its construction within a small nation.
The exhibition invites a discussion of Icelandic aesthetics—
a discussion that we choose to frame within Icelandic cul-
tural politics by addressing the role of the market, the State
and academiain influencing how artis represented. We have
commissioned local artists to address these relations and to
come up with raw and unabridged depictions of the condi-
tion. Central to the methodology of the curatorial process
was appropriating hundreds of images and text from every
corner of the creative and image-making industry, such
as the press, websites, advertising, design, governmental
reports and official arts-event media—all of which intermix
with the artistic commissions, which are primarily new art-
works. Koddu is thus the result of an interdisciplinary case
study and relates to and reflects upon identical situations
across borders. Its motives call for a dialogue within the
global arts community, as well as an unbounded dialogue
on an international scale.

The name of the exhibition, Koddu, is a spoken version
of the imperative, kom pd, which in English means to come.
Koddu, however, suggests an inviting “come along”, which
carries a softand cuddly tone. In some contexts itis associ-
ated with juvenile talk, yet it also has erotic undertones. We
derived the name Koddu from the Inspired by Iceland nation-
branding campaign.

og hlutverk. Listir, eru lagdar ad j6fnu vid starfsemi hinna
skapandi greina. beim er skeytt i auknum meeli saman vid
samfélagslega pjonustu, markadsadgerdir og ferdamal
sem stjérnast af riki, sveitarfélégum og vidskiptajofrum,
ferdamalafrémudum, frumkvédlum, menningarstjérnendum,
framkveemdastjorum og athafnaménnum. Allt eru petta
adilar sem taka listina i sina pjénustu til ad skapa alpjédleg
tengslanet og studla ad véruvaedingu pjédar svo ad fatt
eitt sé nefnt. Listamenn eru erindrekar og verkefnastjérar,
heppilegir til ad annast hid samfélagslega og leita lausna &
menningar- og samfélagslegum vandamalum. Peir eru mjika
atgafan af teeknikratanum og skriffinninum.

Meginmarkmid okkar er ad fjalla um tengsl
hugmyndafraedi og virkni myndmals/tungumals/
takngervinga sem eiga sér misdjapar reetur i pj6darsalinni &
timum gédeerisins og hrunsins. Syningin leggur dherslu & ny
og beinskeytt verk og gefur tilefni til umraedu um pjédlega
fagurfraedi — umraedu sem vid viljum flétta inn 7 islenska
menningarpélitik med pvi ad fjalla um hvernig markadurinn,
rikid og akademian hafa ahrif & framgéngu listanna. Vid
hofum fengid listamenn tilad fast vid pessitengsleins og pau
blasa vid peim sem patttakendum i samfélaginu og leggja
fram hréda og 6bundna talkun & &standinu. Nalgun okkar felst
ekki hvad sist i pvi ad skoda og vinna ar birtingarmyndum
astandsins vids vegar ad Gr samfélaginu. Sjonum er beint
ad fjolmidlum, vefsidum, auglysingum, hénnun, opinberum
skyrslum og listvidburdum og allt gert ad virkum hluta af
umgjord og inntaki syningarinnar og syningarskrar. Syningin
er afrakstur pverfaglegra rannsékna og endurspeglar
adstaedur pvert & landameeri. Forsendur hennar kalla a
samraedur vid hid alpjédlega listasamfélag og dheftar
umraedur i samfélaginu.

Syningin ber nafnid Koddu sem er talmalsitgafa
af bodheaettinum kom pa. Koddu gefur einnig til kynna
kitlandi hvatningu, persénulegt talmal og jafnvel
barnamal en hefur einnig erétiska undirténa. Ordid Koddu
kemur ar markadsherferdinni Inspired by Iceland og er
hugmyndafraedileg pungamidja hennar.



The small island nation of Iceland turned into a veritable
microcosm of the ethos of privatization that has become
dominant over the last two decades in Euro-American soci-
eties. Iceland had high expectations to become more visible
in the global competition for power, influence, investment,
exportand tourism. These high expectations were reflected,
for example, in the country’s goals to transform itself into
what politicians were calling a “global financial center”,® evi-
denced by its race for a seat on the United Nations Security
Council. Citizens, meanwhile, were encouraged to be “both
creative Icelander[s] and efficacious cosmopolitan[s]”.
Governmental officials persistently and publicly reminded
Icelanders that they needed to adjust to the new global
economy, become active players in the global community
and exploit the opportunities that lay ahead of them—or
otherwise be left behind. As stated by the Icelandic Min-
ister of Foreign Affairs in 2004, “we need to learn quickly
how to proceed down that path into the future. We have no
choice. We are back to our historic beginnings of Icelandic

Islenska smapjédin vard i raun érheimur peirrar einka- og
markadsvaedingar sem trollreid Evropu og Nordur-Ameriku
sidustu tvo aratugi. Islendingar voru drifnir afram af sterkri
l6ngun til pess ad vera synilegir i samkeppni umheimsins um
vold, ahrif, fjarfestingar, Gtflutning og feréamenn. bessar
miklu vaentingar birtust til deemis i markmidum um ad gera
landid ad pvi sem radamenn pjoédarinnar kélludu ,alpjédlega
fjarmalamiost6d“® og pvi ad keppa um seeti i 6ryggisradi
Sameinudu pjédanna. A sama tima voru landsmenn hvattir
til ,ad vera i senn skapandi islending[ar] og ahrifarikl[ir]
heimsborgar[ar].“” Islendingar voru prafaldlega minntir & ad
peir pyrftu ad laga sig ad alpj6dlegu markadsumhverfi, verda
virkir i alpjédasamfélaginu og nyta sér pau teekifaeri sem
bidu peirra — eda heltast Gr lestinni ad 68rum kosti. Eins og
baverandi utanrikisradherra Islands ordadi petta arié 2004:
»Vid verdum ad leera fljott ad feta stiginn inn i framtidina.
Vid héfum ekkert val. Vid erum komin aftur & upphafsreitinn
i sogu okkar i islenskri Gtras — vid forum aftur i viking — en
beitum natimalegri aéferéum.“®
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The word “conquistador”/“Gtrasar
vikingur” stirs up a diffuse mingle
of emotions for Icelanders. It has
positive connotations and is deeply
rooted in the Icelandic mindset.
The arena of the Icelandic con-
quistadors is the Saga-legacy; the
Edda (Codus Regius/the Mona Lisa
of the North); the saga-island; and
the “new world” at large. We find
our new conquistadors in the die
hards, the busy bees, the beauty
queens and in “our boys” (the lads
in our national handball team); we
find them in high spirits at fancy
parties, tipsy on their wobbly feet
with horned plastic helmets on their
heads—it is no surprise that Santa
Claus himself is a burly viking in the
minds of Icelandic children.

Oroio ,utrasarvikingur® visar til
margvislegra kennda i hugum
islendinga og hefur a sér grinagtugan
blee en & sér jafnframt djapar reetur
i pjodarsalinni. Leiksvid (atrasar)
vikinganna er sagnaarfurinn,
Konungsbok/Ména Lisa nordursins,
sogueyjan og sjalfur,nyi heimurinn.“
Vié hittum pa fyrir i h6roum néglum,
dugnadarbrussum, fegurdardisum
og strakunum okkar. Vié sjaum pa
i gooum filing i veislusélum veltast
um a braudfétum med hyrnda
plasthjalma & héfdi og gott ef sjalfur
jolasveinninn er ekki vikingur i
hugum islenskra barna.

conquests—we go Viking again but use modern methods”.®

During the so-called modern era of Gtrds (conquest), fig-
ures of speech such as “incursion,” “go Viking” and “occu-
pation” were used in governmental and public discourses in
relation to various activities of the Icelandic state, business
entrepreneurs and other cosmopolitans participating in the
new global economy. The public media in Iceland was satu-
rated with “success” stories of the global affairs of Iceland-
ers invarious sectors, including business, banking, culture,
energy and high-tech development; further, “conquest” was
used to describe the nation’s global affairs and the spirit
of entrepreneurialism, which had been elevated in cultural
status within Icelandic society. The “conquistadors” were
often referred to as a new generation of “modern Vikings”.®

While the State claimed to be minimizing its involvement
in both the private and public spheres, this toolbox of Viking
metaphors was indeed important in order to impose “new
representations of the world”'® on Icelanders. Language,
images and iconography were not only central to engineer-
ing and redefining the nation-project, but also to making and
presenting the Icelandic brand, which was given higher prior-
ity than ever before. Joint efforts of the public and private
sectors launched costly and extensive nation-branding pro-
grammes, wrapping up the country, the people and its cul-
ture, including the arts, in portrayals that runin accordance
tothe brandinginterests of the market and the State. These
aligned interests, as evidenced in projects launched by Pro-
mote Iceland (islandsstofa), dominate Icelandic funds and
authority—particularly in terms of which Icelandic assets
are commoditized on the international market through highly
coordinated image-making. The process of nation branding
has become anintegral part of the establishment and is not
just an instrument of power but also an invisible “institu-
tion” of government, reworking people’s agency and their
practices. With a degree of autonomy, responsibility and
empowerment, artists, along with other subjects, learn to
behave and conform as expected by the establishment and
its systems of representation. As a disciplinary institution,
the synchronized, consistent and coherent brand—pro-
jected internationally—provides the nation with a symbolic




»,Strandhégg,” ,leggjastiviking® og ,landvinningar®voru
myndlikingar pessa tima. Par birtust i opinberri oréraedu
i tengslum vid margvislega starfsemi islenska rikisins,
athafnamanna og annarra ,islenskra heimsborgara.”
Opinberir fjélmidlar & islandi s6gdu sogur af einstokum
arangri Islendinga & alpjédavelli hvort sem var a svidi
bankavidskipta, menningarmala, orkumala eda hataekni.
Ennfremur vard hugtakid ,,atras“ samheiti yfir skapandi
sb6knarskeid einstaklingshyggju, frumkvédlasokn, dirfsku og
kraft ,islensku heimsborgaranna“ — hinnar nyju kynslédar
»nutimavikinga.“®

A samatima ogrikid lagdi aherslu 4 ad draga Gr umsvifum
sinum i hinu opinbera kerfi og afskiptum af einkageiranum
gegndi petta ordfeeri mikilvaegu hlutverki i ad endurskapa
pj6dina samkvaemt ,hinni nyju heimsmynd.“'® Tungumaliod,
myndirnar og takngervingarnir skiptu ekki adeins hofudmali
til ad virkja framtak og endurskilgreina pjédarverkefnid
(e. nation project) heldur einnig vié ad markadsetja hio
islenska vérumerki - sem fékk meiri forgang en aéur. Med
samramdum adgerdum rikisins og einkageirans hefur
fjarmunum verid ausid i véruveedingu & islenska gossinu.
Landinu, pjédinni og menningunni, par 8 medal listunum, er
pakkad inn sem markadsvéru & hinu alpjédlega markadstorgi
med markvissri og samstilltri imyndarsképun sem er drifin
afram af vérumerkjastjérnun rikisins og einkageirans. Pessar
samvoxnu adgerdir i markadsdrifinni vérumerkjastjornun
og imyndadtgerd kristallast i stofnun eins og islandsstofu
sem fer baedi med fjarmagn og vald til ad akveda hverju
er stillt upp i islenska basnum. imyndadtgerdin er ordin
edlisleeg i kerfinu en er ekki adeins teeki heldur einnig
»0synileg” stjornvaldsstofnun sem métar adkomu og virkni
folks. Listamenn jafnt sem adrir borgarar leera med tilteknu
sjalfsteedi, abyrgd og valdastédu ad hegda sérisamraemivid
kerfid og hina samstilltu imynd. Hid hagreena og samreemda
vérumerki, og meintur alpjodleiki pess, leetur pjédinni i té
taknkerfi pjédlegra viomida, sérkenna, fagurfraedilegra
skilgreininga og smekk.

Gagnrynin umraeda um pessi tengsl hugmyndafreedi og
lista, einsog hun birtista syningunni Koddu ferinn & vidkveemt

Axel Jon Fjelsted - Secret Thread / Leynipradur - 2011
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system of national paradigms, peculiarities, aesthetic dis-
tinctions and taste.

svid par sem menning og pélitik fléttast saman og er pess
vegna likleg til a8 maeta vanpéknun menningarstofnana og

This analysis of Icelandic cultural politics, however, is
sensitive and highly controversial. To engage in critical dis-
cussions that tackle the intertwining relationships between
art, systems of representation and ideology—as attempted
by Koddu—necessarily means facing opposition from the
culturalinstitutional apparatus and other agencies that have
vested interests in utilizing arts and culture. The content of
Koddu has stirred agitation and turbulence and, as a result,
the project was censored out of its original exhibition venue.
The act to stop what does not please “hegemonic taste” (dis-
missing controversial views as disrespectful and distaste-
ful) reflects the “contemporary crises of voice” in times of
uncertainty."”

annarra adila sem eiga beinna hagsmuna ad geeta vardandi
notkun & list og menningu. Inntak syningarinnar hefur pegar
vakid kurr. Syningin var ritskodud burt af upphaflegum
syningarstad. bPad eitt ad stédva pad sem ekki poknast
yforreedissmekknum® og telja pad évirdingu eda smekkleysu,
endurspeglar ,tjaningarkreppu natimans* & évissutimum."
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In earnestand in jest, the nation is responsible for disciplin-
ing itself and for projecting itself to the world. The develop-
ment, management and streamlining of the Icelandic image
is directed both outwardly at the larger world and inwardly
at Icelanders themselves. Such dual focus is perhaps best
reflected in the so-called “Image of Iceland Report”, offi-
cially compiled by the Public Image Committee, directed
by Svava Gronfeldt, then a rector of the University of Rey-
kjavik, for the Icelandic Prime Minister’s Office in 2008 to
strengthen Iceland’s brand, image and reputation.’”? The
“Image of Iceland Report” shows the results of the commit-
tee’s analysis — as represented by the image chart (oppo-
site page)—in other words, the Icelandic brand arises from
Icelandic characteristics, an erupting hot and boiling core,
and can be summed up in the slogan Power, Freedom, Peace.

Icelanders are encouraged to participate directly in the
promotion of their nation and its brand by disseminating Ice-
landic imagery and using it “to send friends, acquaintances
and business partners abroad greetings and aninvite to Ice-
land”.”® Acentral example of such marketing strategies is the
recent Inspired by Iceland video — part of The nation invites

Jafnt i gamni sem alvéru er pad pj6din sjalf sem sér um ad
aga sig i samraemi vid veentingar hinnar 6synilegu stofnunar
og valdakerfis hennar. bréun, stjérnun og straumlinulégun
imyndarinnar er badi beint Gt & vid gagnvart hinum
steerri heimi og inn & vid medal islendinga sjalfra. Vidtekin
markmid og adferdafreedi koma hvad best fram i svokalladri
imyndarskyrslu forsaetisraduneytisins, imynd Islands. Styrkur,
stada, stefna (2008), sem Svafa Gronfeldt, paverandi rektor
Haskélans i Reykjavik for fyrir. I skyrslunni voru gerdar tillégur
um ad styrkja imynd og ordspor islands.’? imyndarkortid tr
imyndarskyrslunni synir nidurstédur greiningar nefndarinnar
og endurspeglar hugmyndir um ad imynd islands sé
birtingarmynd fyrir innri eiginleika pj6darinnar, hinn sjédheita
kjarna — sem ad gys upp i reyk og 6sku og pakkad er inn i
nidurstédur nefndarinnar med slagordunum: Kraftur, fridur,
frelsi (sja imyndarkort).

islenskur almenningur er hvattur til ad taka beinan
patt i ad dreifa pessum imyndum, hinu samstillta taknmali
og nyta pad til pess ad ,senda vinum, kunningjum og
vidskiptaadilum kvedjur og heimbod til Islands.“'® Neertaekt
daemium hvernig pj6din sjalf er gerd ad tannhjolii storteekri



Image chart

Birtingarform
Manifestations

Outer Image
Natural Energy
Inner Image

The Nature

Power

The Culture

Freedom

The People

Peace

The Economy

“The image chart demonstrates the ~ water and steam are the results of ,Imyndarkortio synir lykilatridin

key factors in the image of Iceland,
its core and characteristics...At the
upper part of the picture are repre-
sentations of the [Icelandic] image,
the promotions, slogans or projects
like Iceland Naturally that are direct
results of the core and the speciali-
ties [of Iceland and Icelanders]. This
is like a geyser where the columns of

the inner structure of the geyser, its
shape, temperature, pressure and the
chemical composition of the water.
Thus what is above the surface in
the geyser shows the characteristics
below the surface. In the same way,
the characteristics and inner image
of the nation shape the image that
others see and experience”*

i imynd islands, kjarnann og sér-
stéduna... | efri hluta myndarinnar
er ad finna birtingarform imyndar-
innar, kynningarefni, slagoré eda
verkefni eins og Iceland Naturally
sem er bein afleiding af pvi sem
er ad finna & nedri hlutanum og
myndar kjarnann og sérkennid.
bPessu ma likja vid heitan hver par

sem gossulan og gufubélstrar eru
afleiding af innri gerd hversins,
légun hans, hitastigi, prystingi
og efnasetningu vatnsins. Pannig
birtir hverinn ofanjarédar mynd af
peim eiginleikum sem eru undir
yfirbordinu. A sama hatt ma segja
ad eiginleikar og innri imynd pjédar-
innar méti pba mynd sem adrir sja og
upplifa.“™

you home campaign—which
was made for Promote Ice-
land. Circulation of the video
was partly the responsibility
of the Icelandic people; the
Minister of Finance urged
the nation to circulate the
video across its borders
and advocated that direc-
tors and managers give
their employees leeway to
circulate the video at work.™

Aslaug Fridriksdottir, chair of
the Cultural and Tourism Com-
mittee of Reykjavik Munici-
pality: “It is quite Icelandic to
respond so quickly and say:
Yeah, now all of us go online
and invite people home. If
each and every one of us gets
two friends we create a wave
abroad and get connected to
600,000 people instantly and
this will be the talk of the town.
That’s it, the tourist summer
will be saved, right?” (Visir, 1

AslaugFridriksdottir, formadur
menningar- og ferdamalarads
Reykjavikurborgar: ,bad er
akaflega islenskt ad bregdast
vid svona hratt og segja: Ja,
na forum vio oll & Netid og
bjédum heim. Ef vid naum i
tvo vini hvert og eitt okkar pa
skopum vid bylgju i Gtléndum
og naum til 600 pasund manns
i einni svipan og petta verdur
umtalad. Og pa er petta komio,
ferdasumrinu bjargad. Er ekki
svo?“ (Visir, 1. jani 2010)

markadssékn er nyleg
dreifing Inspired by Iceland
ténlistarmyndbandsins.
Einn pattur i atakinu pjédin
bydur heim var ad hluta til
a abyrgd folksins i landinu
og gekk at & ad bjéda
umheiminum i heimsoékn.
Fjarmalaradherra hvatti
pjédinatilad dreifatonlistar-
myndbandinu & netinu og
lagdi til ad stjornendur

Telecommunications did not June 2010)

charge for overseas phone

calls over a whole week-

end so that the nation could call their friends and clients
overseas and “invite them home”. Ironically, the marketing
effort seems to be one of the few things to create a sense
of solidarity among the nation in the wake of hardship after
economic collapse and volcanic eruption. Icelanders have
adopted the inseparable interests of the State and the
market as their own with what appears to be spontaneous
enthusiasm, and these interests have become an integral
part of their own identities—evidenced by how popular the
Inspired by Iceland video became among Icelanders and by
the volume of web traffic dedicated to sharing the video
at home and abroad. It is interesting to note that those
who refuse to protect the brand are often attacked from
within—accused of undermining a small nation’s reasona-
ble options for self-reliance and self-sufficiency. As it turns
out, Icelanders have proven themselves quite receptive to
this virtual reality. Perhaps in times of uncertainty and dif-
fusion, the iconic image of Iceland provides them a break from
heavy, sobering and painful resentment after the party came to
an end and the bubble popped.

fyrirteekja og rikisstofnana

geefu starfsménnum sinum

svigram til pess i vinnunni.”
Fjarskiptafyrirteeki toku einnig patt i pjédaratakinu og
folki var gert kleift ad hringja til Gtlanda endurgjaldslaust
heila helgi til ,,ad bj6da heim.“ bad er kaldhaednislegt ad
petta markadsatak virdist eitt af pvi faa sem skapad hefur
samstédu medal pjédarinnar & erfioum timum i kjolfar
hrunsins og eldgosa i framhaldi af pvi. Almenningur gerir
samstofnahagsmunirikis og markadarad sinum hagsmunum
og sinnivegsemd, ad pvi er virdist af sjalfsprottnum eldmoai
sem synist samgréinn sjalfsmynd hans. Peir sem ekki
standa vord um vérumerkid eru asakadir um ad grafa undan
edlilegri sjalfsbjargarvidleitni sméapjoédarinnar. begar upp er
stadid hafa islendingar verid uppteknir og ginnkeyptir fyrir
pessum imyndum og syndarveruleika enda er blakaldur
raunveruleikinn peim ofvida. A timum évissu og ringulreidar
veitir pad peim kannski hvild fra pungri og sarsaukafullri
gremju eftir ad veislunni er lokid og gosid farid ar floskunni.
Samtakamattur pjédarinnar nzer pannig nyjum haedum
vid ad vidhalda virkni imyndadtgerdarinnar og i pvi ad sla
skjaldborg um talsyn samfélagslegrar sattar.
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also addressed by Halldér J. Kristjansson, back when he was
still director of Landsbankinn. In Morgunbladié on October

In accordance with marketing strategies carried out under
the Icelandic brand, artists have become catalysts for
redefining and remodelling the culture of Iceland as one of
adventure and innovation. What’s in the foreground is not
their work as such, but rather the artists themselves and
the image of untamed creativity: the novel, the experimental
and the undomesticated. Artists might be described as Ice-
land’s new “beauty queens”—icons of free spirit and avant-
garde lifestyles scaffolded by neoliberalism and cultural and
political paternalism. The arts are subordinated to rational,
technocratic management techniques that arguably serve
the select interests of hegemonic power structures. They
are addressed as suitable agents expected to create, per-
form, embody and promote appropriate success stories of
Icelanders on the global stage. Such possibilities are advo-
cated in the “Image of Iceland Report”, which shows how
contemporary Icelandic artists, representatives from the
creative industry, are increasingly involved in the business
of branding, design and image enhancement:

Itis widely accepted that the most profitable way of market-
ingtoday is through the positive example of success stories.
Astory thatis convincingand unique is considered the best
possible endorsement available in the deluge of advertising
and promotional activity all around us. One way would be
to compose stories of the success of Icelandic companies
and individuals in different sectors of society, culture, art
and business. Here we need to utilize poets, writers, pho-
tographers and soundmen in order to portray these stories
in a convincing manner. These stories could be presented,
among other things, through the website, as well as through
Friends of Iceland, the media and promotional visits."®

The interplay between business, art and the market was

15th, 2005, he writes:

Creative forces in culture influence creativity in the profes-
sional sector. Pioneers in business and the arts are therefore
in the same boat. Ambitious people in the workforce and in
culture can mutually benefit from working together. Culture
and the arts create ideas and open up business opportu-
nities, the business sector supports the arts by providing
funds, investment capital and encouragement. Further-
more, culture can, as everyone knows, be a pure source
for business with its inspired thinking and innovation...
With increased globalization of the workforce, the promo-
tion of Icelandic culture becomes a more important factor
in strengthening business relations. For a company that
builds on trust and security, cultural issues are one of the
best marketing venues available."”

imynd listamanna, hegdun peirra og listin sjalf eru smitud af
bessari samfélagslegri samstillingu. | samstarfi vid yfirmenn
sina, svo sem rikid og einkaadila, nysképunarvikinga, erindreka
raduneyta ogverkefnastjora hafa listamenn oréid naudsynlegir
og algjorlega émissandi drifkraftar vid ad endurskilgreina
menninguna sem djarfa og nyjungagjarna i samreemi vid
markadssokn undir fana vérumerkisins. Verk peirra sem slik
eru p6 ekki hofd i forgrunni og ekki er aetlast til ad pau séu
merkingarprungin, afgerandi eda truflandi. Listamennirnir eru
hinar nyju ,fegurdardrottningar,” sjalfskipadir takngervingar
hins frjalsa anda, hins frumlega og framurstefnulega lifsstils
a leiksvidi nyfrjalshyggju og forsjarhyggju. Listamenn eru
avarpadir sem stétt hinna skapandi (skemmti)krafta sem
eetlast er til ad skapi, syni og komi & framfeeri videigandi
arangursségum. Logd er ahersla a pessi sjonarmid i adurnefndri
imyndarskyrslu sem leidir i ljos ad listamenn natimans,
fulltrdar hinna skapandi greina, verda e fleektari i pad ad baa
til vérumerkid, hanna pad og hvetja til notkunar pess:

Talid er ad ein arangursrikasta markadsleidin i dag sé i
gegnum jakveaedar arangurssoégur. En talid er ad saga, sem
er sannfaerandi og sérstdk, sé ein besta kynning sem vél
er aipvi auglysinga- og kynningarfl6di sem a sér stad. Ein
leid veeri ad byggja upp sdgur af arangriislenskra fyrirtaekja
og einstaklinga & 6llum svidum athafnalifsins, menningar,
lista og vidskipta. Hér parf ad nyta ljodskald, rithéfunda,
ljoésmyndara og hljé6dmenn til pess ad koma ségunum a
sannferandi hatt til skila. Pessum s6gum veeri medal
annars haegt ad koma & framfeeri i gegnum vefsiduna sem
ogigegnum islandsvini, fjslmidla og pekkingarheimsoknir.’

Samspil lista og vidskipta er vidfangsefni Halldoérs J.

Kristjanssonar, paverandi bankastjora Landsbankans. |
Morgunbladinu, 15. oktéber 2005 skrifar hann:

Skapandi krafturi menningarlifi hefur ahrif & sképunarkraft
i atvinnulifi. Frumkvédlar i vidskiptum og listamenn eiga
pvi samleid. Athafnafélk i atvinnulifi og menningarlifi hafa
gagnkveeman hag af samstarfi. Menning og listir skapa
hugmyndir og opna vidskiptateekifeeri, vidskiptalifid stydur
listina med pvi ad leggja til fjarmuni, fjarfestingarfé —
og hvatningu. P& getur menning verid hrein uppspretta
vidskipta eins og allir pekkja med frjérri hugsun og
nyskopun...I aukinni alpjédavaedingu atvinnulifs verdur
kynning aislenskri menningu mikilvaegari patturiad styrkja
vioskiptasambdnd. Fyrir fyrirteeki sem byggir a trausti og
oryggi eru menningarmal ein besta markadssetning sem
vélera.”

Samruni vidskipta og lista tok & sig fleiri myndir.

The fusion of art and business surfaces in other forms as
well. Forinstance, consider the motives of the Future Group
of Iceland Chamber of Commerce, which invited a visual
artist to collaborate on a committee addressing Iceland’s
future—but, first and foremost, the artist’s involvement
in the project would “decorate” the proceedings and final
report (The Icelandic Business Assembly: Iceland 2015). The
artist, Porvaldur bPorsteinsson, proffered in the report as one
of its authors, was exhibited using his portrait and his name
alongside those of other business leaders and representa-
tives from the creative industry. Significantly, Porsteinsson
rejects being an author of the report:

My affiliation with the Future Group’s report was to be
invited along with Magnus Scheving for a lunch at which
there was supposed to be a discussion on the future of Ice-
land. Asitturned out, there was little substance to discuss,
my words were difficult for businessmen to digest and, not
farinto the lunch, people started to get uneasy and answer

i framtidarhopi Vidskiptarads var listamanni stillt
fram til ad skreyta og breikka imyndadan grundvéll
skyrslunnar Vidskiptaping Islands: 2015. bott mynd og
nafn myndlistarmannsins Porvalds Porsteinssonar séu
hluti af lista framtidarhépsins, sem forkélfar vidskipta og
skapandi greina skipudu, hafnar hann pvi ad hafa tekid patt
i raunverulegri ,vinnu“ hépsins:

Min adkoma ad skyrslu framtidarhépsins var ad vera
bodadur &samt Magnisi Scheving i hadegisverd par sem
til st6d ad reeda meinta framtid Islands. begar til kastanna
kom var samraedugrundvéllur litill, tungumal gestsins
illskiljanlegt og ekki langt lidid & hadegisverdinn pegar
menn voru farnir ad ékyrrast og taka simtél & medan peir
allra kurteisustu bidu af sér pad sem ég hafdi ad segja.
Svo léttirinn pegar pessu er aflokid, nokkrar naestum pvi
heidarlegar sekindur:

—Meira kaffi?

Eg: Nei takk, parf ad vera annars stadar.

—Alltaf hressandi ad heyra i ykkur listaménnunum.

15
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phone calls; only the most polite waited for me to finish
what | had to say. | felt relieved when it was over, and finally
met with an almost honest few seconds:

—More coffee?

Me: No, thank you, | am needed elsewhere.

—Always so refreshing to listen to you artists.

—Did you want milk?

Me: No. Thank you.

—NMany good points you mentioned.

—Yes. You have certainly moved us a lot!

| should have foreseen this, of course. Artists know from
experience that, when you're invited to a meeting at any of
the ministries, or to participate in an official ‘workgroup’, or
tocometoanintroductory meeting on behalf of governmen-
tal agencies, it’s pure spectacle. That’s what it’s for. And,
as an artist, that’s what you're for.”

=Vildirdu mjélk ati?
Eg: Nei. Takk fyrir.

—Margt gott sem pa komstinn &.
-J4, aldeilis sem pa ert blinn ad hreera i okkur!

Audvitad atti ég ad sja pett

tima hafa verid bodadir & fund hja einhverju raduneytanna,
svaraod fyrirspurn fra einhverjum opinberum ,vinnuhépi,” eda
meett & kynningarfund & vegum valdhafans, vita ad fenginni

reynslu ad i flestum tilvikum

Til pess er leikurinn gerdur. Og madur sjalfur.®

a fyrir. Listamenn sem einhvern

er um hreint sjénarspil ad reeda.

N
@

ALCOA
i

e
Icefﬁ\;:f

At decisive moments, “lobby exhibitions”, as one artist put
it, have been given the task of framing and accentuating the
nation’s characteristics, spicing up Iceland’s idiosyncrasies
in order to promote a distinction on the basis of nationality.
Promoting national stereotypes and nationalised conceptions
of art has indeed been a part of the national project at home, a
necessary “pep talk” in a small nation’s alleged fight for inde-
pendence. During marketing campaigns abroad, artists are
summoned and used as mules to pull the marketing wagon, to
enter communities across borders and catch foreign attention
atcriticalmomentsininternational politics and business—and
often their work is sought by governmentand business as des-
perate measures to bolster the “Iceland” brand.

Perhaps the panoramic exhibition of contemporary Ice-
landic art at the Scandinavian House in New York in 2008
is the best example of a partnership of art, international
politics and business. The exhibition, From Another Shore:
Recent Icelandic Art, featuring works owned by the National
Gallery of Iceland, was sponsored by Alcoa’s community
fund and the Icelandic government—and was an official
part of Iceland’s campaign for a seat in United Nation Secu-
rity Council. It was indeed in line with the aforementioned
“Image of Iceland Report”, which pinpointed artists as suit-
able agents to promote appropriate success stories. Fulfill-
ing these expectations, the exhibition highlighted the unique
qualities of Icelandic art—and thus Icelandicness in general.
Specifically, the exhibition tapped into the clichéd equation:
Iceland=nature. What separates the work of Icelandic art-
ists from other artists, according to Halldér B. Runélfsson,
the director of the National Gallery of Iceland, “is [their] atti-
tude ... to nature, which is the basis of their art whether it
is conspicuous or not”." This cliché fits perfectly with the
accepted interests of Iceland’s branding campaign, and

v

Afew members of the Future Group of
Iceland Chamber of Commerce 2006.
(The Icelandic Business Assembly: Ice-
land: 2015)

Nokkrir meélimir i framtidarhopi Vio-
skiptarads islands 2006.

(ar skyrslunni Vidskiptaping island: 2015)

begar mikid hefur legio vid, hefur ,lobbisyningum,” eins og
einn listamadurinn ordadi pad, verid fengid pad hlutverk
ad ramma inn og skerpa & sérkennum pjédarinnar, krydda
sérviskuna i einstéku samhengi pjodlegrar sérstdou.
imyndarsképun pjédar og ,bjédvaeding® lista og listaumraedu
hefur vissulega verid naudsynlegur hvatningarédur i
barattu smapjodar fyrir sjalfsteedi i beinni samraedu vid
pegna landsins og pjoédarsjalfid. NG & timum siaukinnar
hnattvedingar er sképun hins stadbundna og hins
sérsteeda i menningunni hofd i fyrirrdmi og helst i hendur
vid markadsvaedingu & hinu sérislenska. [ herferéum erlendis
eru listamennirnir enn kalladir til leiks og notadir sem
Tréjuhestar til ad fanga athyglina & 6gurstundum i islenskri
alpjodapalitik, vioskiptum ogidrveentingarfullum adgerdum
til ad styrkja vorumerkid island.

Yfirlitssyning islenskrar samtimalistar i Scandinavian
House i New York arid 2008 er gott deemi um samneyti lista,
alpjédastjéornmala og vidskipta. Syningin, From Another
Shore: Recent Icelandic Art, sem samst60 af verkum i eigu
Listasafns islands, naut styrks Gr samfélagssjodi Alcoa
og fra islenskum stjérnvéldum og var einn af yfirlystum
lidum i kosningabarattu Islands um seeti i 6ryggisraoi
Sameinudu pjédanna. Verkefnid féll mjog vel ad fyrrnefndri
imyndarskyrslu par semtalad er um listamenn sem heppilega
gerenduripviad koma a framfeerivideigandi arangursségum.
Syningin st6d undir veentingum adstandenda pvi han gaf
listinni, landinu og pjédinni, hinu sérislenska, sérstédu
i nafni nattdrunnar. Pad sem adgreinir verk islenskra
listamanna fra 6drum samkvaemt forstédumanni Listasafns
islands, Halldéri B. Runélfssyni, ,er vidhorf [peirra] ... til
nattdrunnar sem er hofudpattur i list peirra hvort sem pad
er audkennanlegt eda ekki.“'® bessi glannalega tugga rimar
vel vid viotekna hagsmuni (og fyrrnefnt imyndarkort) par
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indeed with the image chart (see page 11), by which Icelandic
originality and entrepreneurship are not only comparable to
the forces of nature, but can also be traced back to nature,
taking rootin the natural world and finding expression in the
individual Icelander and his or her actions. Ironically, while
Icelanders are promoting the “pure” and “unspoiled” nature
of the island, they are simultaneously turning it into one of
the world’s greatest aluminium smelting sites. And as one
artist stated, “It [won’t] be a bad thing for Alcoa when these
children of nature, which artists are indeed, these natural
scientists, give their blessings to Alcoa operations in this
decisive way”.%°

The concept of nature in Iceland might be seen as a
master narrative in Icelandic contemporary cultural politics.
Central to such a narrative is the conflation of art, nature
and ethnicity that dominates discussions and presentations
on Icelandic art. Nature is not only thought to have shaped
the Icelandic physique for generations, it is presented as
the source of creativity, freedom, purity, entrepreneurship
etc., which supposedly characterize Icelanders as people
and Icelandic society as a whole. Whether we speak about it
as a serious factorin the development of Iceland as a nation
orwith humorous undertones (or even with our tongues in our
cheeks), the extremes of climate and landscape in Iceland
are presented as an indispensably formative factor for every
Icelander. Nature, as a conceptinIceland, is associated with
aprimalenergy, an energy that correlates to human qualities
such as wildness, honesty and innocence, to name a few. To
give an example, these qualities lie at the heart of Christian
Schoen’s description of Icelandic art. According to Schoen, a
formerdirector of the Icelandic Art Centre, “Icelandic art has
kept a bit of its creative virginity, which most other European
societies had already lost centuries ago. Thatis my explana-
tion of what makes Icelandic art so special”.?’

Abranding master of Iceland’s branding programme Ice-
land Naturally proudly declares that the programme has been
quite successful, as people increasingly perceive Iceland
and Icelandic products as “pure, natural and unspoiled”. On
the side of the arts, Icelandic musicis seen to be distinctive

sem hugmyndir um frumleika mé rekja til krafta nattarunnar
sem eru sagdir endurspeglast 1 islendingnum og athéfnum
hans. A sama tima og pj6din markadssetur hid nattarulega,
»hreina“ og ,,6spillta“ er um leid verid ad sdkkva landi og
braeda al og spilla nattarunni i 6llum landshlutum. Og eins
og einn listamadurinn ordadi pad: ,,pad er ekki amalegt fyrir
Alcoa pegar pessi nattarubérn sem listamenn eru, pessir
nattarufagurfreedingar, leggja blessun sina yfir starfsemi
Alcoa meod svona afgerandi haetti.“?°

Hugmyndin umislenska nattiru og nattarulega kraftaer
einn af hornsteinumislenskrar menningarstefnu og sameinar
stodir imyndarinnar. Hin drottnar yfir kynningu og umraedu
umislenskalistparsemnattira, listog pjédernirennaidulega
saman. Natttran er ekki adeins talin hafa métad islendinga
kynsl6d fram af kynsléd — heldur er hiin s6gd vera uppspretta
skopunar, frelsis, hreinleika, og framtakssemi i islensku
samfélagi og menningarlifi. Hvort sem talad er i alvéru
med glettnislegum undirtén eda jafnvel i grini eru 6beislud
nattarusflin s6gd mota Islendinga og endurspeglast i peim.
Nattaran er tengd vid frumkraft og orku sem a sér hliéstaedu
i mannlegum eiginleikum pjédarinnar eins og heidarleika,
sakleysi og pvi villta, svo ad fatt eitt sé nefnt. pessir
eiginleikar eru kjarninn i lysingu Christians Schén aislenskri
list. Schon, fyrrum forstédumadur Kynningarmidstédvar
islenskrar myndlistar, heldur fram: Jislensk list hefur haldi®
ad hlutafihreinleika skdpunarinnar sem flest énnur samfélog
i Evrépu glétudu fyrir mérgum dldum. bad gerir islenska list
svo sérstaka.“?’

Vérumerkjasérfraedingur/celand Naturally vérumerkisins
lysti pvi anaegjulega yfir ad markadsverkefnié hefdi nad
miklum arangri og folk upplifdi island og pad sem keemi fra
islandi ,hreint og nattarulegt.“ Hann yrdi jafnframt var vio
ad islensk tonlist sé n talin hrein og frumleg. A heimasidu
islenska Expo skalans i Shanghai er islenskt tonlistarfolk
sagtundirahrifum nattdrunnarogtonlistin geedd nattarulegri
dypt.?

A sama tima telja margir islenskir listamenn sig vera
nidurnjoérvada, jafnvel ofurselda pessari smeettun islenskra
lista — sem eru spyrtar svo sterkt vid landid/nattaruna og

on the world stage; at Iceland’s pavilion at Expo, Shanghai,
for example, Icelandic musicians are presented as inspired
by nature and Icelandic music as pure and profound.?
Meanwhile, Icelandic artists find themselves tied down,
and some might want to say haunted, by thisdominant reduc-
tion of Icelandic art to a simplistic formula—the conflation of
art with ethnicity and the land/nature. The link between Ice-
landic art, ethnicity and nature is so prevalent thatitis often
taken up in foreign descriptions of Icelandic art. A review of
the exhibition From Another Shore: Recent Icelandic Art in
The New York Times, for example, was entitled “Inspired by
Vikings and Volcanoes”. The review’s author, Karen Rosen-
berg, identified a “friction between global contemporary art
and an island nation’s folk traditions, between urban hives
and otherworldly landscapes...What, then, makes their work
recognizably Icelandic? In some cases, a yearning for the
volcanic and glacial landscape of home; in others, an inter-
est in local folklore”.® Rosenberg’s review, significantly,
seems to mimic descriptions of Icelandic art that appeared
in an article published in Art in America in 2001—in which
Gregory Volk argues that what characterizes Icelandic art
is that “eventually the country itself comes to figure in their
work: as a physical locus, as a trove of images and materi-
als or—more mysteriously for outsiders—as comprehensive
forces with which one is perpetually in dialogue”.?*

pj6dernid. Samsudu listarinnar, pjédernisins og nattirunnar
ma gjarnan greina i lysingum og umradum um islenska list.
Grein um syninguna From Another Shore: Recent Icelandic
ArtiThe New York Times bar titilinn: ,Inspired by Vikings and
Volcanoes.“Greinarhéfundur, Karen Rosenberg, fann ,,nning
milli samtima heimslistar og pj6dsagnaarfs eypjédarinnar,
milli borgarhyda og landslags annars heims...Hvad er pad pa
sem gerir verk peirra sérstaklega islensk? | sumum tilvikum
er pad prain eftir landslagi eldfjalla og jokla ad heiman, i
6drum er pad ahugi & pjédségum ar atthégunum.“?® Grein
Karenar er samhljéda lysingum & islenskri list i grein sem
birtist i Art in America arid 2001 par sem Gregory Volk segir
ad pad sem einkenni islenska list sé ad ,,pegar allt kemur
til alls er pad landid sjalft sem birtist i verkum peirra: sem
raunverulegur stadur, uppspretta mynda og efnis eda pad
sem er enn dularfyllra fyrir gestkomandi, pa birtist pad sem
samfelldur kraftur sem madur er i sifelldri samraedu vid.“%
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wllcelandair] myndi ekki\hika._vi ad leggja fram
i aolr lka hatié ef han yrdi i nesta manudi ed
ir eitt [Icelandair] hagnas nriklu meira
gu i storu dagbladi i byskalandi.

Vidsja, RUy.‘zs. névember 2005)
X

“[Icelandair] would not hesitate to invest in another
such festival if it were to happen next month or in one
year’s time — because it benefits [Icelandair] much
more than an ad in a large newspaper in Germany”

(Birkir Holm Gudnason, Vidsja, RUV, 25 November 2005)

I

“When we look at renaissance Flor-
ence, renaissance Venice and even
classical Rome and classical Athens,
they were all about the same size as
Iceland is now. Itisanimportant less-
on of history that small creative com-
munities can do extraordinary things”.
(Glafur R. Grimsson, President of Ice-
land, from “The Renaissance Speech”,
The Observer, 20 November 2005).

As part of an international mar-
ket, artworks are propped up in
a questionable space, displayed
and branded in relation to other
Icelandic promotional products,
far removed from the vortex of the
art world. The result of this part-
nership generates discussions
that have little to do with aesthetic
values, ideals or critical assess-
ment of the art itself.

Art becomes a form of cur-
rency that can drive economic
capitalistic markets, decorate
and reinforce the Icelandic brand.
When it comes to measuring the
profit of the partnership, signifi-
cant achievements are recounted using number gymnastics in the
media. The managing director at Icelandair (Iceland’s international
airline) illustrates this point nicely in an interview about Islandbilder,
The Festival of Icelandic Culture in Cologne:“[Icelandair] would not
hesitate to invest in another such festival if it were to happen next
month orin one year’s time—because it benefits [Icelandair] much
more than an ad in a large newspaper in Germany”.® Inspired by a
highly flammable cocktail of nationalism and business interests,
the branding masters, both from the public and private sectors,
claim that everybody involved is benefitting.

The partnerships are presented as “win-win” situations—a
mantra often repeated in the art world. The morality of the system
is reflected in the trickle-down effects of the pyramid, which is
enterprise culture’s version of “egalitarianism”2

Artists are generally closer to the bottom of the pyramid, often
seen as “cheap labour”. As citizens of a nation that has, from genera-
tion to generation, been bound to serfdom, artists are, of course, con-
tent with small honorariums and pocket money as a reward for their
work—on a good day, they will be grateful for free trips, lodging and a
drink at a party where they might make some fruitful contacts. Most
importantly, they relish the experience of hanging out with peersinan
international context where everything clicks into place asina dream.

islenskum listamdnnum er gjarnan stillt upp i vafasému
rymiog keefandi samhengi, peir eru alfar at ar héliislenska
vérubasnum og listin er notud sem 6dyr myndskreyting
vids fjarri hringidu listheimsins. Arangur pessa samneytis
a litid skylt vid framgoéngu listarinnar eda umraedu um
fagurfraedileg gildi, hugsjonir eda gagnrynid mat & sjalfri
listinni, tungumalinu og samfélaginu.

Forkélfar imyndaltgerdarinnar eru inn-blasnir
af eldfimum kokteil pjédernishyggju og beinhardra
markadshagsmuna. beir eru sjalfskipadar anaegjuvogir
pegar meta skal arangur og framlegd fjarmognunarinnar og
slaum sigifjélmidlum med arangurssdgum og talnaleikfimi
i bland vid sefjandi og fjarsteedukennda framtidarsyn.
I gullzedinu er listin skiptimynt sem getur knaid afram
hagkerfi kapitalismans og skreytt og styrkt vérumerkid.
Yfirmadur hja Icelandair dregur petta snyrtilega fram i
vidtali umislensku menningarhatidinai Koln, Islandbilder,
par sem islensk myndlist var i fyrirrami: ,[Icelandair] myndi
ekki hika vid ad leggja fram fé i adra slika hatid ef han yréi i
naesta manudi eda eftir eitt ar — pvi [Icelandair] hagnast miklu
meira & henni en auglysingu i stéru dagbladi i byskalandi.“*

bad eetti ad vera med 6llu dparft ad taka fram ad petta
samneyti snyst um pa hugmynd ad ,allir graedi“— mantra sem
prastagasteraiollum kimum samfélagsins. Sidferdi kerfisins
endurspeglastimolunum sem falla af habordi piramidans en
syna hvernig frumkvédla- og athafnamenningin hugsar sér
sjafnréttiireynd.“®

Reknir afram af talsyn, glamar og arangri eru listamenn
idulega 6dyrt og viljugt vinnuafl i nedstu légum piramidans.
beir seetta sig vid smanarlegan heidur, jafnvel vasapeninga
sem laun fyrir patttéku sina og vinnu, eda friar ferdir og
gistingu og dropa i glas og gott party & goéum degi i von um
happadrjuga kontakta. Pad sem toppar allt er tilfinningin um
ad fa ad vera meod alvéru folkiialpjodlegu samhengi par sem
allt smellur saman eins ogidraumi. Vingjarnlegt klapp & bakid
vekur audmjika pakkleetistilfinningu pegna pjédar sem hefur
verid landfreaedilega afskipt, i atthaga- og eetternisfjotrum en
sidast en ekki sist vistarbandi mann fram af manni.
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RAX - Ice /Is - 2004

VI

No distinction is made between art and the culture industry
and its products. Artists are increasingly referred to as cul-
tural workers, part of the creative cultural industry, instead
of being associated with art, theoretical strategy and aes-
thetics.?” Like others who belong to the creative industry,
the art world increasingly justifies itself, and is justified by
the outside world, through references to societal and eco-
nomic progress and is measured and presented in numbers,
graphs, charts, and scales.

Increasingly channelled to manage the social rather
than to provide societal critique, artists work within the con-
fines of the anticipated results and expectations inherentin
contractual relationships. The utilitarian perspective has
“become hegemonic, so much so that even ‘progressives’
have found a way of making peace with it”.?® The scholar
George Yudice argues that this shift may “push society to a
phantasmatic happy medium?”.?®

The superficial frenzy of the market’s creative sector
dominates the stage where there is always room for maids
and servants of art, goofy entertainers, cultural footmen
and, not least, artwork that “in the right context [can] trans-
form into a volcano, declaration of support, an advertise-

Enginn greinarmunur er gerdur & listum og varningi skapandi
greina. [ stad pess ad tengjast listinni sjalfri, adferdafraedilegum
innvidum og fagurfreedilegri keensku er listamdnnum ztlad
hlutverk sem viljugum menningarverkaménnum & golfi
sképunarsmidjunnar.?’ Eins og adrir sem tilheyra hinum
skapandi greinum réttleetir listaheimurinn tilvist sina og nytur
studnings umhverfisins i stauknum maeli med skirskotunum
til samfélagslegrar nysképunar og hagraenna athafna par sem
meelistikan birtist i formi talna, grafa, linurita og framleidslu.
Fremur en ad leggja til gagnrynnar umraedu starfa
listamenn vid samfélagslega pjonustu. Peir vinna innan
arangursmidadra verkefna og koma til méts vié veentingar
samningsbundinna nidurstadna. Hid hagnyta sjonarhorn hefur
,ordid allsradandi, jafnvel svo ad ‘peir framsaeknu’ hafa seett sig
vid pad.“® Fraedimadur George Yadice heldur pvi fram ad pessi
breyting ,,geri almannasvidid ad uppspunnum hamingjumisli.“?
Yfirbordslegur sedibunugangur skdpunarsmidju markads-
hyggjunnar krefst pess ad eiga svidid par sem alltaf er rymi
fyrir listpjona, skemmtikrafta og menningarverkamenn og
ekki sist listaverk sem hefur pa eiginleika ad i ,réttu samhengi
umbreytist pad i eldfjall, studningsyfirlysingu, auglysingu
eda eitthvad allt annad.“*® Listskdpun sem oOmissandi



ment or something else”.?® Artistic creation that serves as
an indispensable vehicle for defining the roots of humanity
and the limitation and essence of language, on the other
hand, is considered odd and disruptive. In this context, dis-
quieting questions arise relating to art’s ability to act as an
instrument by which people’s conceptions of themselves are
transformed and relations to one another are engineered—a
discussion that is connected to fundamental questions of
existence.

Artists try to meet the demands of society. They help
stakeholders stir up the most deep-rooted feelings accord-
ing to the corporate national project, in some instances
inspiring laughter or wrapping things in reverential pompos-
ity. What you will find on the palette of artists, politicians and
marketing specialists alike may be crystallized in a state-
ment by Roni Horn:®' “Iceland is my studio”. Here you will
find anything from volcanoes, glaciers, Vikings, and clean
energy to strong men and beauty queens, to moss, freedom,
the stillness of untouched nature, elfs and
Aurora Borealis. Cunning and streamlined
images serve the interests of “corporate
nationalism” and a market that distorts
people’s sense of reality. Art, cultural
wealth and national identity are all spun
with the same thread that tightly enwraps
the discussion, analysis and understand-
ing. Artists and intellectuals have become
knotted into the process and now partic-
ipate in an economic synergy and social
nurturing favourable to neo-liberalism, marketization and
ethnocentricity. While they might reflect on their participa-
tion, artists nevertheless accept the role of the positive cul-
ture worker with little actual resistance, thereby contribut-
ing to the lofty national project, right in step with marketing
specialists, PR people, cultural managers, tourist agents,
cultural economists, cultural advisers, art dealers, innova-
tors, pioneers, and other specialists in creative thinking.
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Footnotes

vettvangur til ad skilgreina reetur mennskunnar og takmérk
og edli tungumalsins pykir hjaraenuleg og 6videigandi. | pessu
samhengi vakna aleitnar spuningar um méguleika listarinnar i
pviad vikka skynsvidid, dypka skilning og midla peim tengslum
sem vid eigum vid okkur sjalf og adra; umraeda og athafnir sem
spyrja grundvallarspurninga um tilvist og tilgang.

Listamannastéttin leitast vid ad meeta kréfum
samfélagins. Hun hjalpar hagsmunaadilum ad hrzera upp i
dypstu pjéderniskenndum landsmanna og pa gildir einu hvort
sé hreerigrautur kitlar hlaturtaugarnar, hittir i hjartastad
eda er hjapadur helgislepju. Pad sem er & litaspjaldi
listamanna, markadsmanna og stjornmalamanna kristallast
i yfirlysingu Roni Horn®' ,lceland is my studio.“ bPar er ad
finna allt fra eldfjéllum, skridjoklum, vikingum, ahaettusaekni,
fegurdardrottningum, hrauni og hreinni orku til mosa,
skoéfa, frelsis, éraefakyrrdar, alfa og nordurljésa. A pessum
leikvelli er hent a lofti ismeygilegum og straumlinuléguéum
imyndum i pjédernislegri hagsmunageeslu og voruvaedingu
sem brenglar veruleikaskynid og gerir menn
glamskyggna og hirdulausa um raunveruleg
verdmeeti og innri gildi. Upplifun & listum,
menningarverdmatum og sjalfsmynd
pjédarinnar er spunnin Gr sému pradum og
mynda vef sem hjipast pétt um alla umraedu,
greiningu og skilning. bar med eru listamenn
og fraedimenn ordnir patttakendur i vel
smurdri vél hagreenna samlegdarahrifa og
samfélagslegrar adhlynningar & forsendum
nyfrjalshyggju, markadsvaedingar og
pj6drembu. Peir ganga métpréa- og spurningalaust inn i
hlutverk hins jakveeda menningarverkamanns og vinna ad
haleitum pjédprifaverkefnum med markadsfraedingum,
almannatenglum, menningarstjérnendum, ferdamala-
fromudum, menningarhagfreedingum, menningarradgjéfum,
arangursstjornendum, listmidlurum, nyskdépunar- og
frumkvédlaforkolfum, atrasarvikingum og 68rum sérfraedingum
i skapaloni skapandi hugsunar.
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| am deeply honoured to have the op-
portunity to write for Reykjavik Grape-
vine. Not only because | am a great fan
of rock and roll (and pop) music, but
also because | value foreigners. | am of
course not talking about guest workers
from Eastern Europe, whom | also value
and have great respect for as a group.
No, | am talking about you, dear reader,
and perhaps your friends, if my intent
to do a good job pans out nicely. You
have a big role to play in the future of
this great nation. It is my duty to write
a favourable article about the Icelandic
art scene and | will do it for you, since
we are depending on your moral sup-
port, and | will do it for the rest of us,
because we need it.

To capture a candid and attractive
gaze at the last decade of fine arts is
a difficult chore. Not only because
time is short and money is scarce, but
because fine art is so huge and what
happened before the total crash seems
decades ago. | have faint memories of
openings and parties, some in the com-
pany of good-looking celebrities (Ola-
fur Eliasson, Hans Ulrich Obrist, Mr.
and Mrs. Barney, Baroness Francesca
von Hapsburg and Christoph Schlin-
gensief (bless his soul)) and their local
counterparts, but others in the com-
pany of wolves (could that be?). Luckily
| was living abroad during the height
of the great boom, so | missed out on
most of the ordeal of the holy matri-
mony between art and business and
the hideous exhibitions it fashioned,
but | heard some rumours—none worth
mentioning in a respectable publication
like ours.

The Satanic monument of Videy

| could try to remember a few impor-
tant exhibitions and ponder on their
significance, but smiling faces keep
interrupting. | do have fond memories
of Safn, a private art collection that was
briefly open to the public in the begin-
ning of the decade, but | might be the
only one. The owner of the private col-
lection, Mister Pétur Arason, was given
one hundred million krénur from the
City of Reykjavik. But who cares now?
Today it is like Safn never existed, and
that's how we want it. In the context of
total economic collapse it is a corrup-
tion scandal on a miniature scale (like
the collection, actually!).

As a matter of fact, the whole de-
cade will surely be completely forgot-
ten in a few years, with few exceptions,
and those are not exceptional because
of their artistic value, but because they
are on permanent display, blocking our
view. | am of course talking about the
Satanic monument of Videy: Imagine
Peace Tower by Yoko Ono, and the
glass fagade of Harpa Concert Hall and
Conference Centre which covers the
entire building and was designed by
renowned visual artist Olafur Eliasson
in collaboration with the Danish archi-
tects of the building. The latter is a civil-
engineering scandal in the making, and
it involves the Chinese and incompe-
tent local civil engineers. The frontage
has been built and torn down again at
least twice (by the Chinese) and only
God knows how it will end. But it can’t
be a happy ending. You just watch!

Now | must calm down; it was never
my intention to let too much reality take
over this piece of writing, since | am
writing this as service to my country—
an image must be kept alive. The more |
think about it the more | am convinced
that this image is first and foremost di-
rected at the locals hanging in there,
but that's a whole different kettle of
fish.

The Grapevine’s top five

| must take a deep breath and deliver
what | promised: a favourable article,
an attractive gaze. If | had a stack of old
Grapevines | could simply leaf through
them and quote the talented and free
spirited artists on the pages, particu-
larly the multi-talented ones, the ones
with one foot in pop and/or rock and/or
fashion. | don’t have that stack in front
of me, but with an imaginary stack |
can easily make a list of top five artists:
Gabriela Fridriksdéttir, Ragnar Kjar-
tansson, Haraldur Jénsson, Egill Seeb-
jornsson, Hrafnkell Sigurdsson and the
Icelandic Love Corporation (actually
six). | think that list is as good as any,
but | don’t have these artists’ imagina-
tion to make profound or funny quotes
coming out of their mouth off the pages
of Reykjavik Grapevine. They do come
highly recommended and have made
an important mark on the Reykjavik Art
scene. Thank you.

Thank God this nation has pro-
gressed in a linear fashion since day
one, but not in a cyclic eternal spi-
ral shape of the second and the third
world. Therefore we can easily assume
that the best of the decade did in fact
take place in the year 2010. And the
best is yet to come; 2011 will be the
pinnacle of our culture. Thus my re-
membrance is not as important as an
uninformed reader might think. The un-

Asmundur Asmundsson is a visual artist and a writer. Until recently he wrote a
biweekly column for Icelandic Financial News. He has written for various publica-
tions as well as shown his artwork, in Iceland and abroad. Uttrdur just published
a collection of his speeches: Dear Friends, Collection of Speeches 2000 - 2010.

aware reader might also say to himself
or to his girlfriend that this article was
scantily researched and consequently
poorly written. To those people, we,
the people of the Grapevine simply say:
Don’t be ignorant! We firmly oppose the
notion that history repeats itself, even
if we find communism’s favourite joke
“first time as tragedy, the second time
as farce” to be utterly hilarious.

The decade’s top three

We do believe in progress, at least
when it comes to culture and fine
arts. There are three art exhibitions, or
should | say events that wrap up the de-
cade in a peaceful an unrestricted way.
The funny thing is that they are all from
the latter half of 2010 and | didn’t see
any of them and that is what makes this
article unusual.

‘Koddu’ in Listasafn Arnesinga,
Hveragerdi, a group exhibition of some
of the most prominent Icelandic artists
(two are on the aforementioned Grape-
vine top five list). The word “koddu”
means an inviting “come along” in Ice-
landic; it has a soft and cuddly sound
to it. The exhibition, which drew its
title from the great tourism campaign
“Inspired by Iceland,” was planned to
be put up at the Listasafn Arnesinga,
Hveragerdi but was censored out of the
museum on the grounds of visual ma-
terial, text and methodology. Both the
catalogue and the majority of the exhi-
bition material are ready for publication
and installation, but it remains to be
seen if it will ever go up. The exhibition
was meant to be “a succinct account of
the relations between iconography and
ideology in contemporary Iceland; a
mapping of contemporary aesthetics of
Icelandic cultural politics and address-
ing the central role of the state, market

-&

and academia by canalizing how art is
produced, exhibited, seen and used.”

‘Body Parts in Religion” in Hallgrim-
skirkja Church, by Hannes Lérusson, is
another censored exhibition. The show
was shut down two days before its an-
nounced opening. When the church
administrators and priests saw the invi-
tation card bearing illustrations of vari-
ous body parts, e.g. a breast, a penis,
buttocks, and they eliminated the exhi-
bition. Some of us had been expectantly
waiting and preparing for the celebra-
tion of this event like a Christian waiting
for the Second Coming of Christ, thus
the disenchantment was huge. This
happened just after the censorship of
‘Koddu’, which was a double disgrace
and a step back, especially since the
intelligentsia and the art world seemed
either anesthetized or perfectly content
with these occurrences.

Another example of the pinnacle of
the great culture that thrives in our area
of sway was a remarkable jamboree
at the oldest hotel in Reykjavik, Hétel
Borg. This is not another tragic example
of censorship, but a success story of
corporate sponsorship, the amalgama-
tion between the stock of the fine arts,
the plebs of the fitness centres and the
creatures of the night (what a night!).
The only tragedy was how few could
enjoy the shindig, since it was a one
night only event. At least three artists
from the Reykjavik Grapevine top five
list showed their work in the beauti-
ful suites of the classy old hotel. The
wingding was held to celebrate the first
coming of Vitamin Water, a vigorous
fluid developed by one of the greatest
friends of Iceland, 50 Cent. The liquid is
produced by the Coca-Cola Company,
owner of the trademark Vitamin Water.
[
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‘The writer is an artist and writer based in Reykjavik.
Tianslated from Icelandic by Valur B. Antonsson.

Capital
Capitulates

Asmundur
Asmundsson

Few think of the Iceland as a cultural
nation, and those that do are usually
ridiculed. Truth be told, for some time
there have been traces of cultural life,
but even the most fervent optimist
knows that Iceland has a long way to
go before it can be considered part of
the civilized world. Seldom, if ever, has
this been as apparent as it is now. Now
when almost everything has collapsed,
one can also see the pillars of our sup-
posed cultural structures crumble. Ice-
landers have for a long time nurtured
the delusion that they are the frontrun-
ners in every endeavor: their men are
strongest, their women the most beau-
tiful; the best education; the best musi-
cians and writers; and they even brew
the best beer. Even our ancestry of rap-
ing and pillaging was celebrated with a
happy wink. Furthermore, during the
economic boom, the media, the politi-
cians and the President of the Republic
perpetuated the delusion that Iceland-
ers were also the best bankers in the
world. The nation was filled with pride
when an ‘Utrdsarvikingur’ — the mod-
ern-day version of a Viking doing busi-
ness abroad — bought a well-established
Danish company and thereby took re-
venge for a centuries-old grudge from
when Iceland was a part of Denmark.
What began as a sweet inferior-
ity complex turned into a delusion of
grandeur. It has barely been a century
since swim bladders and margarine
were presented at exhibitions along
with fine art, and barely 30 years since
Iceland was most like an Eastern bloc

country, with limited rights to travel
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and exchange currency for its citizens
(not to mention the functional fashions
and tasteless cuisine). However, when
Iceland joined the EEC and the banks
were privatized, it started a boom of
economic growth which ended only
recently — and abruptly — as sadly eve-
rybody knows.

When the pillars of society crum-
ble and all is exposed (despite the lies
from a score of salaried people), it is
clear that nothing good came out of
this boom, only trash. Luxurious cars
and a fleet of private jets have been put
on fire sale, while the infrastructure has
been neglected. What was being built
was often nothing more than a flight
of fancy. For example, the University
of Iceland was planning to become
one of the world’s top 100 universi-
ties, supposedly financed by Icelandic
companies, but these plans are never
mentioned in polite company after the
crash. Unfortunately, not only flights
of fancy were being built, but whole
neighborhoods into which nobody is
moving, and skyscrapers whose win-
dows are being shuttered; they will be
empty for years to come. An unfinished
building on Reykjavik Harbor, which
was to become the Icelandic National
Concert & Conference Centre, says
everything about the present state of
culture in Iceland. The building is big-
ger than the opera houses in both Oslo
and Copenhagen and was supposed
to be the pride of the nation, a build-
ing attracting tourists from around
the world. It goes without saying that
the reasons for building such a center

Asmundsson

Asmundur Asmundsson, Grand Dame,
2009, collage.

were not completely sound. Instead of
becoming a European capital, we have
become a snow-bound Dubai. We went
from riches to rags, and coming genera-
tions will have to spend most of their
lives paying for other people’s debt be-
cause of the economic expansion. Now,
whether people toil all day and night to
pay off debts or buy useless goods is of
no real importance. Surely this nation
has proved itself too immature for any-
thing but wage-slavery. In this regard,
nothing has really changed, except that
the stark truth has been revealed.

Some have said that nothing of val-
ue remains in Iceland but the language
and spectacular landscape (something
which foreigners have always known).
The language is of no use to anyone
but the fewer than half a million who
speak it, and it is probably best to ditch
it along with the currency. We might
as well switch to Esperanto and the Ar-
gentinean Peso. The spectacular land-
scape will probably be sacrificed in the
coming years and the natural resources
sold to foreign corporations. And Ice-
landers will probably be content with
this, because they will have something
to do with their time. They will get jobs
in an aluminum smelter, be allowed to
speak Icelandic during coffee-breaks,
and even string together a poem or
two when they are not too drunk or
suicidal.

Even if I refuse to spend precious
column-space speaking of the land-
scape, I can hardly resist the temptation
of mentioning the American artist Roni
Horn and the Danish designer Olafur
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Elfasson and thereby draw attention to
the triumphs of the human spirit and
a spectacular landscape in the same
breath. But resist I will in deference to

my remaining sense of patriotism.

Everyone is a friend
Unfortunately there are few Icelandic
artists willing to give the world what it
wants (4 la Elfasson and Horn). What
Icelandic artists thought they had to
offer the world is what they called the
drive. This drive was mainly some-
thing that took place in bars and the
dark corners of night life, but some
even claim that this drive could result
in immortal works of art. The creative
drive of the Icelandic people was con-
sidered to be top-notch in the world,
and our national power, courage and
spontaneity something unique. The
reason given for this is that Icelanders
are children of nature and not as bur-
dened by the weight of civilization,
unlike other nations. Icelanders are
not as old-fashioned as the rest of the
civilized world and can let go of their
inhibitions whenever it suits them. For-
cign media flocked to the country (and
maybe still do, though newspapers are
having some of the same problems we
are), along with pop stars, movie stars
and international art world luminar-
ies, which drove Icelanders into a party
frenzy, eager to perform as was ex-
pected of this savage nation. When Aki
Kaurismiki, Fransesca von Habsburg
or Kiefer Sutherland showed up at a
local bar, Icelanders would drink the

Icelandic aquavit Brennivin, which no
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Icelander usually drinks (they usually
drink Mojitos) and jump on tables,
like an attention-secking high school
girl. As a reward, the cleverest Iceland-
ers would catch some falling crumbs,
sometimes a free drink, even though
most were content with just taking part
in the fun, and saying something witty
— in flawless English — just for the hon-
or of joining the party. Of course they
nodded and bowed to the bankers, and
the banks seized the opportunity; not
only did they become patrons of the
arts, not only did they support the mu-
seums and the art festivals, but also the
grass roots and the young radicals. The
radical artists, the very ones supposed
to dissent, most fervently took part in
the fun. For example, Landsbanki pro-
vided the artist collective Kling og Bang
with an abandoned factory to be filled
with creative youths in exchange for
mentioning the bank in every promo-
tion of projects taking place in the fac-
tory. The factory was named Klink og
Bank (‘klink’ means change in Icelan-
dic), and the bank got a lot of free space
in the media and some positive press.
Even before the factory was opened
to the public, the board of the bank
started to intervene in the projects.
Bjérgélfur Gudmundsson, head of the
board of Landsbanki, was supposed to
formally inaugurate the building with
a member of the Kling og Bang col-
lective. However, the bank was taken
aback when this member turned out to
be the artist Snorri Asmundsson — who
also was running in the presidential

elections — so the bank threatened to
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throw out all 160 artists if the unpal-
atable Mr. Asmundsson took part in
the inauguration. Of course the mem-
bers of Kling og Bang complied, and
that is how Klink og Bank was born.
For a while Klink og Bank was one of
most popular destinations in Reykja-
vik. The beautiful presidential couple
Olafur Ragnar Grimsson and Dorrit
Moussaief brought their guests there
rather than showing them the Golden
triangle (Gullfoss waterfall, Geysir
and Thingvellir). Great care went into
making sure that everything was sul-
lied in dirt before the noble guests ar-
rived, however before the bankers came
the place was cleaned up in an orderly
fashion. (1) It was heaven on earth: the
lambs lied down with the lions and
everyone scratched each other’s back.
Those who protested reaped nothing
but scorn; all criticism was considered
inappropriate on this island of the

innocents.

The revolution
Fortunately, artists are very adaptable,
and they became the vanguard of the
kitchenware-revolution, banging pots
and pans outside Parliament alongside
the writers and the students. Art, as
such, seems vain in this larger context,
and perhaps it is best for artists to make
some noise, participate in underground
meetings and organize the revolution,
rather than splash paint on a canvas
or photograph their naked friends or
whatever they do nowadays. I was filled
with pride the first days of the revolu-

tion when I observed my fellow artists
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Asmundur Asmundsson, The sweetest moment of the revolution,
2009, collage.

in the fog of war, banging away at their
cooking utensils and throwing eggs at
Parliament.

It is not every day we Icelanders
can witness a revolution, and rarer still
to be able to say that we are part of the
civilized world. Outside Parliament,
I saw a French teacher who has lived
in Iceland for decades and has been
one of us for a long time standing on
Austurvollur Square crying like a baby.
He was not begging for sympathy like
the businessmen and the Central Bank
Governor, his were tears of joy. Many
of his former students cried with him,
and together they formed a choir of
tears, which was silenced only by the
noise of explosions, savage drumbeat-
ing, flashes of fire and the rattle of pans.
‘How exciting it is to be an Icelander
and how apparent it is that the force of
this nation stems not least from a dif-
ference of opinions, the disputes over
which can resemble a force of nature’,
one artist explained in his speech at the
exhibition From Another Shore at the

Scandinavia House in New York. (2)

Savior
By coincidence there was a celebration
in a building next to Parliament at the
height of the kitchenware revolution.
The hostess was none other than Bar-
oness Francesca von Habsburg — Franc-
esca Anne Dolores Freiin Thyssen-
Bornemisza de Készon et Impérfalva
— a dear friend of Iceland, an art col-
lector and a distinguished patron of the
arts. The Who's Who of the art world

and the cultural elite of the nation

were invited. Baroness Francesca von
Habsburg is a stalwart supporter of the
nation and an enthusiastic partygoer as
well. Which might be precisely why the
nation’s artists are so fond of her? Of
course her wealth has something to do
with it as well, and now we are speaking
of true wealth, not mere paper money
or speculative wealth, but old money
that will never perish. She is also plan-
ning to have her collection of art on
permanent display in Iceland. Could
we then blame the artists for deciding
to take a break from the revolution and
celebrate the princess’s birthday? After
all, nature also rests sometimes.

The tabloid press reported a rumor
that David Bowie might come along
with his entourage; not a paid visit as
is the case when showing up in a party
of businessmen, but simply to celebrate
with his favorite princess and her sub-
jects. This turned out to be a lie, which
teaches me not to trust the tabloid press
(and T must say, it’s really heartless of
the press to raise such false hopes for a
desperate nation like ours). Rumor had
it also that Johnny Rotten would come
— or John Lydon as he is now called
after his days of punk rock — which
is why some riffraff came to the party
dressed in strange punk clothes with
protest signs, simply to see their idol.
‘This also turned out to be a lie, and a
fight almost broke out when the disap-
pointed punk rockers were refused en-
try. Would their energy have been bet-
ter used elsewhere? It’s hard to say, even
nonconformists should get to have fun

every once in a while.
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Asmundur Asmundsson, Flames of Doom,
2008, collage.

Of course there was plenty of alco-
hol, and one philosopher mused that it
was as if the guests were to die tomorrow
and that they drank in a fashion referred
to by the Parisian as doomsday drink-
ing. One might be tempted to compare
it to Edgar Allan Poe’s The Masque of
the Red Death, but then again analogies
are cheap. Many of the guests wanted
to learn more about the customs of Ar-
abic nations, since the place had partly
been decorated as a Moroccan parlor.
In the parlor one could see a slide show
from the baroness’s 50th birthday party
in Morocco, celebrated with some ex-
otic Arabs. What memories! And if it
occurred to any of the partygoers that
this year they were the exotic guests in
a future slide show, well, there was no
need to spoil the party by pointing it
out. In the middle of the night a deli-
cious fish soup was served, cooked by
none other than First Lady of Iceland.
One cheered for the revolution and the
arts, but mainly for the baroness. Some
stepped out on the balcony to smoke

cigars and drink champagne while
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watching the police disperse the crowd
with teargas and batons.

The day after, we learned that
the demonstrations had turned more
violent because some riffraff from the
suburbs replaced the artists and started
throwing rocks at the police. Someone
even started a fire outside Parliament.
This riffraff had not been at the semi-
nar on civil disobedience; they were
uneducated people that did not un-
derstand the difference between Marx
and Engels; some had even drunk beer.
The protesters starting the ‘revolution’
did not want to be lumped in with this
group so they dressed up in a uniform.
Many thought that the sweetest mo-
ment of the revolution was when stu-
dents dressed up in an orange uniform
and protected a group of policemen
being assailed by rocks. The ‘revolution
was successful in toppling the Govern-
ment, only to have a new one formed
by some of the people responsible for
the crash. The ‘radicals’ had thwarted
the revolution, but the center of Rey-

kjavik looks as if a real revolution had
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1) If T may digress a licle, Ill mention that
Bjorgélfur Pér Bjérgdlfsson, the son of the bank’s
CEQO, celebrated his 40th birthday in Jamaica, and
the American rapper 50 Cent performed for the
guests, when his record Get rich or die tryin’ was
a bestseller. T'll also mention that when the banks
were privatized, the State forgot to take into ac-
count the banks' spectacular collection of art,
which they then got for free.

2) The aluminum giant Alcoa was the main
sponsor of this general exhibition of contempo-
rary art in Iceland, which opened May the Ist,

taken place. After years of economic
boom, City Center is in ruins and an
unsophisticated visitor might assume
that there had been a recession in Ice-
land for a decade.

The end

Before taking on the colossal challenge
of paying off the nation’s debts, every-
body agrees on one thing, and that is
that the National Concert and Confer-
ence Centre on the waterfront must be
finished. It was to be bigger than the
newly inaugurated opera house in Oslo,
which says everything about Iceland-
ers’ persistence and magnanimity. Of
course there is no money to finish the
building, and the politicians and even
the public have become desperate. And
it is no wonder because the unfinished
Concert and Conference Centre is well
on the way to becoming Iceland’s sad-
dest monument, a memorial of dashed
hopes and thwarted expectations, our
very own Palast der Republik. (3)

Some considerable compromises

have to be made, if the Concert and
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2008. The exhibition was one of a series of events
in the city intended to highlight Iceland’s bid for
a seat in the United Nations Security Council.
What took place was an exciting mix of visual
arts, international politics and Eusiness, where
the participants, joined together, cheered cach
other on, for what purpose is not all too clear or
simple.

3) Everyone that has been to Berlin recognizes the
palace of the republic, a concrete monster, built in
the 60s in East-Berlin. It was recently torn down, a
memorial of the GDR’s regime of terror.

Conference Centre is to be finished.
The building, whose architecture from
the outset was nothing but second-rate
— ‘like a dead whale in an urban area’, to
quote a specialist in architecture — will
likely turn into something even worse:
a monstrosity blocking the people’s
view of the Mt. Esja. A colossal glass
bell by Olafur Eliasson — something
which could at least partially atone for
the building — will probably not be
built. Politicians are eager to finish the
building even without knowing how
to finance it, while the public wants to
scrap it. The most sensible thing to do
would be to let it stand as is, as a memo-
rial of the old regime. Such a memorial
will come in handy when we Icelanders
get lucky again and find offshore oil, or
if salmon prices quadruple. The other
alternative, which might please some,
is to build the center without any com-
promise, i.e., according to the original
plans. After the magnificent building is
finished, violinists will play some pretty
tunes as the flames of doom surround

us. +
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,.Inni i badstofu World Class i Laugarnesi og & Seltjarnarnesi hefur Sigurdur Gudmundsson, i samradi vid arkitekta, komid fyrir skrautmunum med erétiskum undirton, sadfrumum og drykkjarfonti i konuliki sem hdggvinn er i

stein,” skrifar Asmundur Asmundsson.

Stykkin sin

llir hafa gaman af

hoggmyndum og

myndhoggvurum pyk-

ir gjarna gaman ad bia

peer til. Sumir peirra
ganga mjog langt { ad ldta pann
draum sinn reetast ad geta latid
gott af sér leida med meitlana sina
eina ad vopni. bd 4 ég audvitad vid
meitlana { sinum vidasta skilningi,
bvi hvad er framkveemdagledi og
g60ur dsetningur annad en meitill,
jafnvel pétt pensill eda blyantur
sé hid fysiska tol.

Margur listamadurinn hefur 6f-
undast 1t { framkveemdamanninn
dr atvinnulifinu fyrir dugnad hans,
ipréttamanninn fyrir likamsburdi
hans og hetjulund, og barnalakn-
inn 4 spitalanum fyrir dsetning
hans, ekki sidur en 1t i kollega
sinn sem betur er teekjum bdinn
eda er sifellt fullur af andagift.

begar  stérkarlalegra  vinnu-
bragda er krafist af myndhéggvar-
anum sem manneskju er pé sjald-
geeft ad hann skorist undan pvi.
Oft er sagt um myndhoggvara ad
beir hafi stért hjarta en gleymi ad
nyta sér pad til gods, pvi metnad-
urinn sé svo mikill og meitillinn
standi svo heettulega nearri pessu
dularfulla lifferi par sem hid g6da
i manninum 4 heima.

Oft er ég minntur 4 petta edli
myndhéggvarans begar ég kem
inn 4 listaséfn og virdi fyrir mér
héggmyndir af bestu gerd. Og ny-
lega var ég minntur 4 petta edli
begar ég hugdist pjénusta likama
minn i World Class i Laugarnes-
inu, en fékk i stadinn andans f63-
ur i formi héggmyndar sem stend-
ur tiguleg fyrir utan petta musteri

Asmundur

.pad er ekki andleg
bré og samkennd
sem er yrkisefni
Sigurdar heldur

eru likamarnir
formlausir og skyni
skroppnir eins og
ginur i bddarglugga,
andlausar klessur
sem vekja

hja gloggum
listunnendum
innilokunarkennd
0g vidbj6d. Satt

ad segja minnir
stykkid undirritadan
a risavaxinn
mannaskit."
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kroppsins ,.eins og gridarstér béll-
ur®, svo vitnad sé i djarfan listunn-
anda af kyni kvenna sem virtist
vera { g6dum tengslum vid likama
sinn. Héfundur verksins er Sig-
urdur Gudmundsson og eru flest-
ir sammaédla um ad parna sé 4 ferd-
inni hans allra besta verk i langan
tima. Sumir ganga meira ad segja
svo langt ad segja ad petta stykki sé
hans opus magnum. Margir héldu
a0 hann veeri fyrir [6ngu biinn ad
syngja sitt sidasta sem listamadur
en med pessu verki sannar hann,
svo ekki verdur um villst, ad hann
er einn okkar fremsti listamad-
ur, og bad pott hann sé kominn 4
eftirlaunaaldur. Med 6drum ord-
um: Madurinn hefur engu gleymt.
Verkid er steindrangur sem 1 hafa
verid hoggnir fagurskapadir kven-
mannslikamar { belg og bidu en
ofarlega 4 midjum dranganum er
karlmanns-torso { einhvers konar
hasati, ef svo ma ad ordi komast.
A einum stad ma sja hendi sem
virdist vera 4 kafi i sképum eda
endaparmi kvenmannsbelgs, en
ad 60ru leyti er likémunum fléttad
saman 4 smekklegan hatt.

Stykkid minnir éneitanlega
4 verkid Monolith eftir norska
myndhoggvarann Gustav Adolf
Vigeland sem allir Osléarfarar
bekkja. Pad er hrein unun ad fara
i Vigeland Park sem tileinkadur er
gleesilegum hoggmyndum meist-
arans, ekki sist til ad skoda Mono-
lith sem er { gardinum midjum.
Verk Sigurdar Gudmundssonar
er einhvers konar plastitgéfa af
Monolith Vigelands og virdist til-
einkad likamsdyrkun og nautna-
syki 4 medan stykkid hans Vige-

lands fjallar um ,prd mannsins
eftir andlegu lifi og hinu guddém-
lega. Hugsanlega md skilja pad sem
upprisu mannsins; f6lkid virdist
sogast { attina ad himninum, ekki
eingdngu 1 sorg sinni og orveent-
ingu, heldur einnig i gledi, von og
samkennd, likamarnir halda pétt-
ingsfast en p6 varfeernislega hver {
annan { pessu undarlega bjargraedi
sem virdist eiga sér stad i steinin-
um,” svo vitnad sé { vefsidu Vigel-
and Park.

bad er ekki andleg prd og sam-
kennd sem er yrkisefni Sigurdar
heldur eru likamarnir formlausir
og skyni skroppnir eins og ginur
i buidarglugga, andlausar klessur
sem vekja hja gloggum listunnend-
um innilokunarkennd og vidbjéa.
Satt ad segja minnir stykkid und-
irritadan 4 risavaxinn mannaskit.
Engu er likara en ad heljarinnar
trollskessa hafi gert stykkin sin {
Laugarnesinu, eda listamadurinn
sjalfur, og pad dn pess ad eigendur
World Class taekju eftir pvi. Stykk-
i0 stendur upp 4 endann, minn-
isvardi um saurugt hvatalif mann-
eskjunnar.

{ békinni Syndirnar sjo eftir
Jaakko Heinimaki i pydingu Ao-
alsteins Davidssonar, sem kom
ut hja Bjarti fyrir nokkrum drum,
er fjallad um daudasyndirnar sjo:
hroka, dgirnd, 6fund, heift, mun-
40, nautnasyki og andlega leti.
Bokin er fyrir 16ngu ordin lykilrit
fyrir b sem vilja lata gott af sér
leida og lysir afst60u og hvotum ad
baki verkum okkar: ,Nautnasykin,
sem stendur 4 listanum um dauda-
syndir, er brenglud afstada til eig-
in likama og parfa hans. Sidapost-

ular, sem steyptir eru { sama mét,
hafa yfirleitt tengt pennan 16st ein-
ungis vid 6hoflega hneigd fyrir mat
og drykk en nautnasykin er svolit-
id meira en ofét og ofdrykkja. Hin
er salardstand med ofurdherslu 4
munad { mat, ttlit, likamshreysti
og heilsu. Hin er ndskyld munid
og lausleeti; eftirséknin eftir lik-
amlegum pérfum og pagindum
er hofd sem gud; par sinnir mad-
urinn einungis sinum ytri manni
bar sem endanlegur dvinningur
verdur tilgangsleysid pakkad inn 1
lofttemdar umbudir.”

Inni i badstofu World Class {
Laugarnesi og 4 Seltjarnarnesi
hefur Sigurdur Gudmundsson, i
samradi vid arkitekta, komid fyr-
ir skrautmunum med erétiskum
undirtén, sadfrumum og drykkjar-
fonti { konuliki sem héggvinn er {
stein. Olikt steindranganum vekja
skrautmunirnir engin hughrif hjd
undirritudum, en pad getur verid
vegna pess ad hann er ekki i négu
g60um tengslum vid likama sinn,
enda madur andans. En midaldra
kona dr Laugarnesinu sagdist fa
fioring 1 klofid pegar hiin badadi
sig innan um s&dfrumur og likams-
parta. Og tréllkarl 4 pritugsaldri af
Seltjarnarnesi sagdi ad karlhorm-
6nin spyttust 1t { bl6drdsina pegar
hann drykki vatn dr kvenmanns-
klofi og gerdi pad honum kleift ad
lyfta pyngri 160um en ella. ,betta
er eins og ad f4 sterasprautu 1 rass-
inn,“ sagdi hann og hlé en beetti
vid ad hann veri 16ngu hettur ad
nota stera; parf pess ekki, sagdi
hann og hnykladi védvana.

Hofundur er myndlistarmadur.
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Gefa pessu stykki sens?

essa dagana er pungt

hlj68 {1 moénnum.
Fullordnir karlmenn
skammast sin ekki

fyrir ad koma fram
i fj6lmidlum halfgratandi og
munum vid liklega sjd meira af
sliku { ndnustu framtid. Margir
eru komnir med dhyggjuhrukk-
ur eda ordnir grdheerdir fyrir
aldur fram og sjdlfsagt eiga ein-
hverjir eftir ad ganga i sjéinn
likt og 1 kreppunni miklu 1929.
Sumir héldu ad peir yrdu ekki
eldri pegar fréttist af ,stersta
bankardni  Islandsségunnar®
svo vitnad sé { eina veeluskj6o-
una, medan adrir vissu ad pad
veeri bara timaspursmal hve-
ner David Oddsson nadi fram
hefndum. Pbeir sem eiga ekki
neitt hafa gaman af ad fylgjast
med herlegheitunum likt og
hverju 60ru skemmtiefni og
margir eru alveg til i ad borda
velling, sldtur og annan édyran
mat yfir skemmtiefninu.

Baratta g60ds og ills er pad sem
flestir vilja, samanber vinseld-
ir Batman — The Dark Night. Pad
hefur og alltaf verid vinselt ad
gledjast yfir 6f6rum annarra og
a0 sjd uppahalds peningakall-
ana okkar kengbogna er audvit-
a0 o6borganlegt. Og begar ball-
inu loksins lykur er aldrei ad
vita nema gildismat pjédarinn-
ar breytist til hins betra. Marg-
ir eru visir med ad draga fram
Bibliuna 1t dr békahillunum
og adrir visir med ad vera kurt-
eisir eda lata gott af sér leida 4
annan hatt, dn pess ad fd greitt
fyrir pad.

Yoko Ono kemur eins og koll-
ud inn { petta taugaveiklada
samfélag og er sannkalladur
gledigjafi kreppunnar. Yoko Ono
munar ekkert um ad 6ska eftir
fridi mannkyninu til handa, én
bess ad styggja nokkurn mann,
og er eins og hver 6nnur feg-
urdardrottning ad pvi leyti. Og
b6 ad Yoko sé komin af léttasta
skeidi var hun brddhugguleg 4
sinum tima. Pegar hin og John
Lennon elskudust i beinni fyr-
ir fridi var hin til deemis al-
veg frabaer. Prétt fyrir ad hin
sé farin ad lata 4 sja gledjumst
vid bitlafélk, p.e. vid sem erum
hrifnari af ténlist Bitlanna en
gauraganginum { Rolling Stones,
yfir komu hennar.

Flestir hafa fyrirgefid henni
fyrir ad sundra Bitlunum, enda
voru slagararnir sem John Len-
non gerdi i kjolfarid ekki sidri
en peir sem hann gerdi i sam-
vinnu vid Sir Paul og hina Bitl-
ana. Lag Johns, Imagine vard
einmitt kveikjan ad verkinu
Imagine Peace Tower sem bidur
spennt (ef vid gefum okkur pad
ad listaverk geti bedid spennt)
eftir 9. oktéber enda er verkid
hélf aumkunarvert pegar slokkt
er 4 pvi.

{ upphafi atti verkid ad vera
sula ur féstu efni fyllt med frio-
ar6skum félks en eftir ad Orku-
veita Reykjavikur komst { mal-
id var hugmyndinni breytt og
ljésasilan reist. brétt fyrir pad
lita mo6rg okkar 4 Imagine Peace
Tower sem sidasta verk Johns
Lennon, allavega i bessum
heimi. Yoko Ono sagdi eftir ad
verkid var vigt fyrir dri ad Frid-

Asmundur
Asmundsson

.Pad ma kannski
segja ad Yoko Ono
hafi klarad paod
sem nasistarnir
byrjudu a."

arstlan vaeri pad besta sem hin
og John Lennon heféu nokkurn
timann gert saman.

Teeknilega séd er pad mogu-
legt en b6 6liklegt ad John Len-
non hafi hannad verkid dsamt
nasistaarkitektinum Albert
Speer og Orkuveita Reykjavikur
hafi pa ekkert med lokautfaerslu
verksins ad gera. Verkid minn-
ir 6neitanlega 4 Cathedral of
Light sem Albert Speer hannadi
fyrir Niirnberg-fj6ldafundinn
1937 bétt bad sé amatlegt 1 sam-
anburdi. Engu er likara en ad

.f‘ a?({‘i'
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Fridarsila Yoko Ono minnir 6neitanlega & Cathedral of Light sem Albert Speer hannadi fyrir Nurnberg fjéldafundinn 1937.

einu af lj6sunum hundrad prja-
tiu og fjérum hafi verid bjarg-
ad frd glétun og flutt til Vid-
eyjar. bad geeti verid tilviljun
en ndkvaemlega tveimur drum
eftir fjoldafundinn i Niirnberg
10. september (einum degi fyrir
11. september) feeddist Cynthia
Powell Lennon, fyrri eiginkona
Johns Lennon. Cynthia og Yoko
hatast enn pann dag i dag og
segir Cynthia ad Yoko sé ill-
gjorn kona og gradug. Cynthia
er nu gift svértum manni.

Nokkrum dégum fyrir
feedingu hennar st6d til ad
halda ellefta fjoldafundinn
i Niirnberg sem 4&tti ad heita
Reichsparteitag des Friedens
eda Fjoldafundur fridarins, en
ekkert vard dr honum pvi Pj6d-
verjar dkvddu ad rddast inn {
Pélland i stadinn og héfu par
med seinni heimsstyrjéldina.
bad mé kannski segja ad Yoko
Ono hafi kldrad pad sem nasist-
arnir byrjudu 4.

Undirst6dur verksins hafa
einnig yfir sér nasiskan ble en
6nefndum listamanni og tisku-
hoénnudi af yngri kynsléd potti
flisalagdar undirst6durnar
minna 4 klésett og klifradi upp
4 beer til ad gera stykki sin. A Fa-
cebook hefur verid stofnadur fé-
lagsskapur f kringum uppateeki
listamannsins og getur hver
sem er skrdd sig, eina skilyrdid
er ad gera stykkin sin 4 Imagine
Peace Tower ad minnsta kosti

H-

einu sinni. Félagsskapurinn
heitir ,,Give this Piece a Chance*
eda ,,Gefum pessu stykki séns*.

Pad mé audvitad deila um
bad hvort verkid verdi betra
ef landsmenn fara ad nota pad
sem klésett en allir hljéta ad
vera sammadla um ad pad slai ad-
eins 4 pessa undarlegu bléndu
fasisma og svokalladrar hippa-
vemni.

Pad md sja fyrir sér ad ef
négu margir gera stykkin sin 4
sama tima, birtist skuggamynd
»stykkjanna“ 4 himninum likt og
Batman-merkid i samnefndum
teiknimyndablédum og kvik-
myndum. Vid pad myndi tdkn-
madl verksins breytast téluvert,
tengingar vi0 nasismann og
hippismann myndu alveg hverfa
og eins konar kika-Batman
kemi { stadinn. Batman telst
vera einn af g6du gejunum og
svifst hann einskis til ad koma 4
I6gum og reglu { Gotham City, er
meira ad segja til i ad brjéta log
og mannréttindi til pess.

Vinstrisinnar sdu nyjustu
Batman-myndina einmitt sem
dr6dursmynd, réttleetingu 4 ad-
ferdum sem beitt er { stridinu
gegn hrydjuverkum. En flest
okkar vita ad stundum parf
ad beita 6llum bréogdum til ad
koma 4 fridi.

Kannski 4 Fridarsilan bara
ekki séns i pessum heimi og best
a0 fordast smekklaust myndmal
hennar med pvi ad lita eins og
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hin sé ekki til. bPad getur pé
verid erfitt pvi engir geta horft
it um eldhisgluggann sinn én
bess ad sjd hana, nema audvit-
a0 vid sem erum svo heppin
a0 bua i nidurgréfnum kjoll-
urum (reyndar i Laugarnesinu).
Einhverjir kjésa sjalfsagt ad
sjéd stiluna sem dminningu um
ad nasistar komust til valda 4
krepptimum og ad vid bium 4
vidsjdrverdum timum, og peir
um bad.

Sama dag og kveikt verdur 4
stlunni verdur gefid ut fallegt
120 kréna frimerki med mynd
af Fridarsilunni sem verd-
ur prentud med fosfér (glow-
in-the-dark). Sama dag verda
einnig fridarverdlaunin Len-
non Ono Grant for Peace veitt
i Hoféa, i annad sinn. Morg
okkar bida med 6ndina i héls-
inum eftir ad sja hver verdur
fyrir valinu. Flest okkar vona
ad forsetahjénin fallegu, Olafur
Ragnar Grimsson og Dorrit Mo-
ussaieff f4i verdlaunin enda fair
lagt barattunni fyrir fridi 4 jord
meira 1id en einmitt pau.

Ekki er videigandi ad enda
bessa grein én bess ad segja frd
pbviad rafmagnid i Fridarsuluna
er framleitt dr jardhita og kem-
ur frd jardvarmavirkjun Orku-
veitu Reykjavikur 4 Hellisheidi.
Niirnberg rafmagnid var aftur 4
méti framleitt med kolum.

Hofundur er myndlistarmadur.
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a0 skemmtilegasta vid

myndlistina er ad hin

ratar alltaf til sinna; ad

bvi leyti er hun ekki

svo 6lik 1j6dinu. Marg-
ir spyrja hver tilgangurinn sé med
myndlist og vid pvi er bara eitt
svar: Hver er eiginlega tilgangur-
inn med lj6dum? Og svo eru 1j6d-
skdldin fengin til ad svara pvi
hver tilgangurinn sé med lj6dum.
beirri spurningu svara beir ad
heatti fyrrverandi Moggaritstjéra
sem svarar ad heetti skdlds honum
fremri: Hver er eiginlega tilgang-
urinn med kaffilykt. Svona visa
listamennirnir hver { annan og fa
ldnad eitthvad gott frd einhverjum
g6dum.

Fatt gledur listamann meira en
begar myndlistin ratar til f6lksins,
nema kannski pegar hin bjénar
einhverjum tilgangi. Pad er hress-
andi ad sjd saudsvartan almug-
ann visa { erlenda listamenn eins
og ekkert sé sjdlfsagdara, og pad {
g6dum tilgangi. Peir voru snjallir
bessir sem héfu 4 veraldarvefnum
undirskrifaséfnunina “Islending-
ar eru ekki hrydjuverkamenn”. A
vefsidunni mé finna fjoldann allan
af ljosmyndum af venjulegum [s-
lendingum haldandi 4 handskrif-
udum skiltum sem 4 stendur: “Iam
not a terrorist” { ymsum utgafum.
Gloggir listunnendur sjd strax ad
barna er verid ad visa { verkid “I'm
desperate” eftir ensku listakonuna
og Islandsvininn Gillian Wearing
frd arinu 1992. Listakonan fékk
aftur hugmyndina frd freegri ljés-
mynd af Bob Dylan, eda var pad
myndband? Stundum vill pad ger-
ast ad pvi oftar sem hugmyndirnar
eru koépieradar, pvi pynnri verda
beer, geta jafnvel ordid pinlegar.
Pad sem er pinlegast vid nyjustu
utgdfuna af hugmynd Bobs er ad
4 milli linanna eru skilabod sem
héfundarnir gera sér annadhvort
ekki grein fyrir eda hugsanlega
sampykkja og eru i 6gedfelldari
kantinum. Myndunum er atlad
ad vekja hjd félki samid og sjalf-
sagt tekst pad. Ef {slendingunum
4 myndunum veeri skipt ut fyrir
buarkukleeddar konur og fulskeggj-
ada karla med turban, veri ekki
haegt ad buast vid mikilli samud,
allavega ekki frd Islendingum.
Er petta ekki einmitt bdningur
hrydjuverkamanna? myndi félk
spyrja.

Kannski er undirritadur bara
leidinlegur, og alltof flj6tfeer, fell-
andi harda déma yfir g60u og vel-
viljudu félki. bvi mégulega stefnir
IN-DEFENCE ekki 4 ad lata hér vid
sitja { bardttu sinni fyrir sannleik-
anum heldur mun naesta verkefni
beirra verda ad stofna & frlandi,
Englandi og 4 meginlandi Nordur-
Evrépu minjaséfn og freedasetur til
ad minna populinn 4 innrdsir, rdn,
limlestingar og naudganir Vikinga
4 drum 4dur, likt og fslendingum
er mikid 1 mun ad byggja i Vest-
mannaeyjum til minningar um
Tyrkjardnid. En kannski ekki.

A vefsidunni segir: ,Hjalp-
i okkur ad stédva misbeitingu

e
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Mynd: Asmundur Asmundsson og Glafur Olafsson.

hrydjuverkalaga.“ Par segir ekki
ad hrydjuverkalégin séu misbeit-
ing 4 valdi, sem pau audvitad eru
og hafa alltaf verid. Liklega er pad
skodun meirihluta Islendinga ad
16gin séu mjog g60 en pau eiga bara
ekki vid 1 pessu tilviki. A vefsid-
unni segir: ,,Gordon Brown beitti
hrydjuverkavarnarlsgum gegn fs-
lendingum 4 6réttmeetan hatt til
ad pjona pélitiskum skammtima-
hagsmunum sinum.“ Samkveemt
pbessu er hagt ad beita hrydju-
verkalégunum 4 réttmetan hétt
og beim venjulega ekki beitt vegna
politiskra hagsmuna. Heldur fé6lk
virkilega ennpd ad stridid gegn
hrydjuverkum sé had til ad vernda
lydredid eda bjarga mannslifum?
Stridid gegn hrydjuverkum er hdd
til ad vernda hagsmuni (okkar).
Englendingar (og reyndar Islend-
ingar lika, hugsanlega { sinu nor-
reena sakleysi) eru meira ad segja
til i ad rusta heilu 16ndin i pess-
ari hagsmunagaeslu. bad etti ekki
ad koma 4 6vart ad Englendingar
séu til { ad rusta fjarhag eins litils
lands i sama tilgangi. bad sem er
kannski 6venjulegt er ad landid er
vestraent og begnar pess hvitir, en {
hattudstandi ma komast upp med
ymislegt. Vefsidan hofdar einmitt
til fordéma félks gagnvart ar6bum.
A vefsidunni segir: ,,Brown hefdi
aldrei brugdist vid hruni banka
hja sterri og voldugri pj6d med
pvi ad brennimerkja pegna hennar
sem hrydjuverkamenn og glepa-
menn.”

Heilu pjédirnar i Austurlénd-
um hafa verid brennimerktar sem
hrydjuverkamenn medal annars
af [slendingum. Og heil trdar-

Asmundur
Asmundsson

David Oddsson

er pekktur fyrir
lj6daskrif og hvers
kyns garunga- og
grallaraskap —
snjall penni. Halldér
Asgrimsson er Iika
mjog frumlequr
0g skemmtilequr
og fann til deemis
upp & nyyrdinu
“fridarstrio”.

brogd hafa verid brennimerkt sem
hrydjuverkatriarbrégd. Fjolmidlar
hafa tekid fullan patt i bessu,
stundum 4 ofsafenginn hatt; t.d.
Egill okkar Helgason, eins og adda-
endur Silfurs Egils pekkja. Og peir
sem hafa métmelt hatrinu hafa
verid brennimerktir sem naivistar.
Fyrir ekki svo 16ngu var gerd skod-
anakénnun { Fréttabladinu um
hvort leyfa @tti byggingu mosku i
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Reykjavik, og var yfirgnafandi meiri-
hluti patttakenda alfarid 4 méti pvi
eins og vid var ad buast af skrilnum,
en spurningin ber lika merki fyrir-
litningar. Islendingar voru hins veg-
ar alveg til { ad sampykkja med pogn-
inni stridid gegn hrydjuverkum og ad
vera 4 lista hinna viljugu pjéda. bvi
vid erum ekki bj6d sem gengur 4 bak
orda sinna, eins og David Oddsson
og Halldér Asgrimsson ordudu bad &
svo hnyttinn hatt 4 sinum tima. Dav-
id er pekktur fyrir lj6daskrif og hvers
kyns gdrunga- og grallaraskap — snjall
penni. Halldér er lika mjog frumleg-
ur og skemmtilegur og fann til deemis
upp 4 nyyrdinu ,fridarstrid”.

Vid rédumst ekki inn i Afganistan
af pvi ad talibanar voru svo vondir vid
konurnar sinar og bénnudu krokkum
a0 hlusta 4 ténlist, heldur af pvi ad 4
einhvern hétt 6gnudu peir Vesturlond-
um. Liklega med pvi ad banna 6pium-
raekt sem edlilega hafdi sleem dhrif 4
heréinmarkadi i Evrépu og Bandarikj-
unum. Pad er lika gott ad hafa i huga
ad baedi talibanar og Saddam Hussein
eru gamlir bandamenn ,,okkar” — eda
®tti ég ad segja vinir.

bad er ekki nema skiljanlegt ad pj60
sem fyrir fieinum vikum ték vid frid-
arverdlaunum udr hendi Yoko Ono,
mesta og 6tulasta fridarsinna samtim-
ans, botni ekki i d4sokunum dagsins
i dag, utan dr heimi nota bene, pess
eOlis ad pessi sama pj6d sé hrydju-
verkamenn! bad parf ekki mikla snill-
inga til ad sjd ad petta gengur hrein-
lega ekki upp. Pad er ekki heegt ad
vera hvort tveggja i senn. Eda hvad?
Dr. Jekyll var lika herra Hyde og oft er
ulfur { saudargeeru.

Hofundur er myndlistamadur
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Hola

v 4
tilefni pess ad dkved-
i0 hefur verid ad halda
dfram framkveemd-
um vid ténlistarhisid
i stad pess ad rifa pad
nidur eins og moérgum okk-
ar hefdi pétt eskilegra (svo
bad skyggi ekki 4 Esjuna),
birtist hér reda sem undir-
ritadur hélt vid opnun eigin
syningar i Listasafni Reykja-
vikur, Hafnarhdisi, 22. jandar
2009. Sumum lesendum geeti
fundist reedan vera ordin tr-
elt og 60rum geeti fundist pad
6smekklegt af undirritudum
a0 nota pennan vettvang
(Vidskiptabladid) til kynn-
ingar 4 eigin verki, og bad ma
til sanns vegar fera. Verkid
samanstendur af myndbandi
af bornum tr Hlidaskéla ad
moka holu 4 Klambratini og
afsteypu af holunni sem gerd
er ur steinsteypu og vegur
dtta tonn. Undirritadur setlar
hinsvegar ekki ad mela med
syningunni sem stendur til
dttunda mars, pvi pad veeri
6sidlegt, en hér er reedan:

Kearu vinir, bérn og for-
rddamenn,

bad er yndislegt ad vera
hérna med ykkur i kvéld pratt
fyrir ad parna fyrir utan sé
byltingin hafin eda kannski
einmitt pess vegna, b.e.a.s.
fyrir ykkur sem réttak erud.
Réttaekni hefur einmitt alltaf
verid fylgifiskur listanna og
margir af helstu listamo6nn-
um pjédarinnar eru anndlad-
ir fyrir rétteekni og kalla ekki
allt 5mmu sina i peim efnum.
bad er ekki 4 hverjum degi
sem vid [slendingar faum ad
upplifa byltingardstand og
enn sjaldnar sem vid getum
kallad okkur sidada bj6d. {
fyrradag pegar herlegheit-
in héfust sd ég midevrépsk-
an kennara sem btiid hefur
4 Islandi 1 dratugi og er fyr-
ir l6ngu ordinn einn af ,,okk-
ur“, Hann st60 4 Austurvelli
og grét eins og barn, ekki til
ad stjérna eins og blessadir
hryggleysingjarnir, heldur
stafadi gratur hans af gledi.
Eg hélt ég yrdi ekki eldri
begar ég sd pad. Og marg-
ir af fyrrverandi nemendum
hans téku pétt i grdatinum
med honum svo dr vard helj-
arinnar grédtkér, sem reynd-
ar drukknadi { hédvada frd
sprengingum og frumstedum
trumbusletti,  eldglering-
um og pottaglamri. Jd pad er
spennandi ad vera {slending-
ur { dag og pad hefur synt sig
sidustu daga ad kraftur pess-
arar pjédar liggur ekki sist i
oflugum skodanadgreiningi
sem pegar best leetur jafnast
4 vid 6beislud nattiruoflin.
En ég er ekki hér til ad reeda
deilur og deegurpras og til-
finningasipu sudur & Aust-

0g ég legg til ad hin verdi sett & stopul par sem ténlistarhsid atti ad risa.

Asmundur
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.Hann stdo a
Austurvelli og
grét eins og barn,
ekki til ad stjorna
eins og blessaadir
hryggleysingjarnir,
heldur stafadi
gratur hans af
gleai. "

urvelli, en audvitad hefdi
verid faranlegt ad hunsa pad
alveg, eins og dstandio er, p6
bad hafi ekki mikid med pd
skemmtilegu list sem vid etl-
um ad bj6da ykkur uppa hér i
kvold ad gera. Vid erum hér

saman komin til fagna verki
sem bidur pess ad bid berjid
bad augum, og ég bid ykkur
i Guds benum ad gera pad
med gagnrynum hug! Deir
sem eru listaségulega penkj-
andi geta talad um J6hann
Eyfells og jafnvel gert litid ur
minu verki, en vid pé segi ég
einfaldlega: Pad er hrein og
klar tilviljun ad ég og J6hann
séum faeddir 4 sama landi.
Verkid heitir Hola en gaeti
allt eins heitid Tappi eins
og Eyjélfur sem er krafta-
verkamadur 1 flutningum
4 pungum hlutum, studla-
bergi og pesshattar, ordadi
pbad. Tappi pjédarsalarinnar
sagdi hann og pa held ég ad
hann hafi ekki verid ad hugsa
um kampavinstappa heldur
badkarstappa sem kippt hef-
ur verid uppur svelg. Pvi mé
budast vid ad ,,gamla“ {sland
sogist ofan i holuna sem &
Klambratini er (ha ha). En
dn grins, ég fullyrdi ad hér
er enginn svartigaldur eda
seeringar 4 ferdinni. b6 var
bad goldrum likast ad heyra
bérnin tjanta um leid og pau
mokudu holuna: Grafa nidur!
Synda nidur!

Sjaldan hef ég 4 efi minni
sé0 gengid til vinnu af meiri
kraftiogjakveednieinsogpeg-
ar pessi hola var grafin. Og
ef pessi born eru gédir full-
triar sinnar kynslédar ba er
framtidin bjort. Pad eru ekki
morg r 1 pad ad pessir yndis-
legukrakkarfaridvinnumark-
adinn og geta ba tekid patt 1

ad byggja upp nytt [sland. Eg
treysti engum betur en pess-
um krokkum til ad vinna {
bénkum, orkuverum eda hvad
bad er sem pau viljaleggja fyr-
ir sig. Pad er allavega mjog
mikilveegt ad pau leri pad ad
landflétti er heigulshéttur og
bad dugar ekkert ad leggjast {
sut og sorg p6 ad 4 moéti bla-
si, heldur bretta upp ermar-
nar, standa sina pligt. Eg lit 4
pbad sem eitt af minum hlut-
verkum ad taka pétt { métun
bessara barna og ég held ad
pid (benda 6gnandi) eettud ad
gera pad lika. Pad mé nefni-
lega ekki gleyma blessudum
bérnunum { 6llu havarfinu
(brosa hjartnamt).

Pad er otrileg orka sem i
barninu byr (upprifinn), og
pbad var ekki sist med pessa
vannyttu orkulind { huga sem
ég dkvad ad f4 blessud bornin
i petta metnadarfulla verk-
efni. Ekkert er jafn hollt fyrir
mannfélk og ég tala nu ekki
um smafélk, eins og likamleg
erfidisvinna af og til, pvi lik-
aminn sjélfur er ju stérkost-
legasta orkuverio.

Pad sem gerir gott listaverk
gotter ekki teeknileg kunnétta
og fallegt handverk eitt og sér,
heldur séd eiginleiki ad geta
bldsid andanum { efnid, svo
vitnad sé 1 einn helsta mynd-
ryni pjédarinnar. Pess vegna
er holan uppi 4 Klambratini
ekki tém, heldur einmitt
full af anda. Anda jakveedni
og sakleysis og Gud m4d vita
hverju. Og i afsteypunni hér

fyrir innan hefur andi verid
hnepptur i einskonar klump.

Eg lit 4 betta stykki sem
moéniment um pd spennandi
tima i s6gu lands og pj6dar
sem vio lifum. Og p6tt pad sé
ad umfangi eins og (fyrirgef-
i0 mér ordbragdid) kikur vid
hlidina 4 Ténlistarhisinu
og turninum i Borgartini,
svo deemi séu tekin af 60rum
moégnudum minnisvérdum
sem dreift hefur verid um
borgina, pa held ég ad mér
hafi tekist ad bldsa andanum
i efnid med hjdlp barnanna.

bad er gaman ad segja fra
bvi ad ég gerdi tilraun til ad
gefa Reykjavikurborg sam-
beerilegt verk fyrir nokkrum
drum, en 4 peim tima potti
pbad 1ti hott og ég held ad
bad hafi verid litid 4 pad sem
grin. bad er ekki minna erfitt
ad gledja f6lk med gdrunga-
grini i dag en bad var Dd.
Enginn veit hvad er fyndid
og hvad er ekki fyndid. Pad
sem var frabert fyrir premur
ménudum er sorglegt i dag og
ofugt.

En hvad sem pvi lidur pa
@tla ég ad gera adra tilraun
til ad gefa Reykjavikurborg
stykkid, ni eda [slenska rik-
inu! Og ég legg til ad bad verdi
sett d stopul par sem ténlist-
arhuisid 4tti ad risa, eda lista-
héskélinn. Eins ma audvitad
setja pad aftur i holuna &
Klambratini. Fara med bad
heim (hond vid hjarta).

Hofundur er myndlistarmadur.
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6tt Reykjavik sé &
margan hétt spenn-
andi borg er mik-
ilvegt og gaman
ad bregda sér ut &
land og kynnast nyjum sidum
og menningu af og til. Undir-
ritadur er svo heppinn ad bua
midsveedis og feer pvi menn-
inguna beint { &0 inn um morg-
unverdargluggann. bvi fylgja
ad sjalfsogdu einnig dkost-
ir pvi drykkjuleti i fyllibytt-
um og gauragangur { bilum og
60rum okutaekjum, svo ekki sé
minnst 4 flugvélahlj6d i midri
borg, eiga bad til ad halda fyr-
ir honum véku. [ ofandlag
hafa svokalladir bilatoffarar
tekid upp 4 pvi ad gludda um
Byko-planid i Orfirisey. Vid
sem setjum menningu og list-
ir 1 fyrsta seeti gledjumst yfir
bessum jadarkiltir sem vex
og dafnar fyrir utan gluggana
okkar, prétt fyrir hdvadameng-
unina sem af honum hlyst, pvi
bad er yndislegt ad sja anga af
einhverskonar menningu pétt
hin sé innflutt frd henni Am-
eriku, hugsanlega tr mynd-
inni égleymanlegu, The Fast
and the Furious, sem Sigurjén
Sighvatsson framleiddi og ein-
hverjir afturhaldsseggir myndu
kalla 6menningu. Nylega lagdi
undirritadur land undir f6t og
fér austur 4 Hérad og Firdi til
a0 kynna sér pad helsta sem er {
gangi { menningarlifinu par.

{ Slaturhisinu 4 Egilsstod-
um hangir uppi syningin Te-
stosterone. A syningunni syna
nokkur alvérukarlmenni ljés-
myndir og hoggmyndir. Pétt
karlmennskan svifi yfir votn-
um bledlings sem fylgir syn-
ingunni, sem og nafni syning-
arinnar, eru verkin sjdlf af allt
60rum toga. Listamennirnir
nalgast 6hikad sinar kvenlegu
hlidar og duttlunga og fa ttras
fyrir hvort tveggja 1 listskopun
sinni, og m4 meira ad segja sja
hémé-erétiskar stemmur fang-
adar med ljésopi myndavéla
og adrar dularfullar kennd-
ir tdlgadar { tré. Syningin er
skemmtileg afpvi ad hin er svo
dhugaverd.

Af 6llum peim menningar-
vidburdum sem undirritadur sa
4 ferd sinni var einn sem vakti
sérstaka athygli — sem veeri ekki
i frasogur feerandi nema af pvi
ad atburdurinn 4tti sér stad arid
2004! Pad var syningin Fantasy
Island sem Skdgreekt rikisins &
Hallormsstad og Gunnarsstofn-
un 4 Skriduklaustri stédu fyr-
ir. Syningarstjéri var Hannes
Larusson og gott ef Sigurjon
Sighvatsson lagdi ekki hond
4 plég med einhverjum heetti.
Syningin var i Hallormsstad-
arskégi en einnig var eitt verk 4
Eidum (Eida fékk einmitt fyrr-
nefndur Sigurjén Sighvatsson
— og Sigurdur Gisli Pdlmason
— 4 einbylishisaverdi 4 sinum
tima med bpvi skilyrdi ad peir

== Thera Is this ons place in lceland whars:
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.Listamennirnir
nalgast 6hikad sinar
kvenlegu hlidar og
duttlunga...”

breyttu pessum gamla heima-
vistarskéla i menningarsetur.
Litid hefur gerst i peim mal-
um og peer raddir verda sifellt
héverari ad kaupsamningnum
verdi rift enda hefur ekki stadid
steinn yfir steini 4 Eidum sio-
an tvimenningarnir téku vid
hisinu). Ndlegt Eidum er verk
eftir bandarisku listamennina
Paul McCarthy og Jason Rhoa-
des, risavaxid mddel af Macy’s-
verslun, sem virdist hafa verid
yfirgefin. Pad t6k dalitinn tima
ad finna verslunina pvi eng-
in skilti visa veginn, og hugs-
anlega er hiin uppistandandi 1
6pokk listamannanna. Reynd-
ar er annar beirra latinn og
bvi erfitt ad imynda sér ad eitt-
hvad sé { 6pokk hans, en pad

er ni 6nnur saga. En adkom-
an var ekki af verri endanum;
engu likara en ad listunnand-
inn veri lentur 4 Apapldnet-
unni eda { einhverri annarri
frabeerri framtidarmynd. Verk-
i0 er farid ad lata 4 sja og pad er
til skammar ad svona gott verk
sé 14tid grotna nidur ... og pé.
Hugsanlega er verkid fullkomid
eins og pad er. bad er allavega
gaman ad fara aftur til 4rsins
2004, begar allt 16k  lyndi, og
sjd hrollvekjandi framtidarsyn
listamannanna sem nud hef-
ur rest, eda er { pann mund
ad reetast. Manni verdur hugs-
ad til tému byggingavéruversl-
unarinnar Bauhaus, rétt fyrir
utan Reykjavik, og allra peirra
fjslmérgu verslunarhisa sem
hafa verid yfirgefin eda verda
yfirgefin 4 naestu manudum.
Pad er alltaf yndislegt ad
koma i listamannaparadisina
Seydisfjord og heilsa upp 4 koll-
ega sina og adra listunnendur.
Eg hafdi reyndar lofad sjdlfum
mér pvi ad koma ekki nélaegt
banum 1 4r, sérstaklega ekki {
kringum  unglingalistah4tid-
ina Lunga, vegna pess ad i fyrra
var ég med gjorningandmskeid,
dsamt Snorra Asmundssyni,
sem heppnadist afspyrnuvel
en b6 var okkur ekki bodid ad
kenna aftur 1 4r. Liklega vegna
bess ad einhver danskur tisku-
gosi pykist eetla ad kenna born-
unum allt um gj6érningalist,
sem veri eins og ad lata borgar-
listamann Reykjavikur kenna
héggmyndalist. Audvitad er
bad eins konar héggmyndalist

ad rada ginum 1 budarglugga og
kleeda paer { smekklega kjdla,
en ég tel ad snidugra veeri ad
f4 Tedda i djobbid. Og audvit-
ad getur tiskugosinn danski
14tid krakkana sprikla eitthvad
og veifa litudum dulum { takt
vid skemmtilega ténlist med
bundid fyrir augun og kalla
bad gjorningaflipp — sama er
mér. Allavega dkvad ég ad lita
ekki petta tiskuglens spilla fyr-
ir mér sumarfriinu og lét til
leidast og gluddadi ofan af Hér-
adi til Seydisfjardar. P4 er ekki
ur vegi ad skella sér i Skaftfell
og skoda pd myndlist sem par
er til synis sem stundum hef-
ur verid i heimsklassa. Sum-
arsyning Skaftfells heitir Stad-
ir og er eftir Kristjdn Steingrim.
1 bledli sem fylgir syningunni
segir: ,Verkin fjalla med einum
eda 60rum hetti um stadi, par
sem jardvegur er notadur til ad
skapa vangaveltur um fjar- og
neerveru dhorfandans.“ Parna
er greinilega 4 ferdinni svo-
kollud hugmyndalist eda Con-
ceptual Art. Pad vekur athygli
ad Kristjan Steingrimur hefur
bréast fra pessu hardlinukons-
epti, sem hann er svo fragur
fyrir, og blandar pvi saman vid
expressjénisma namsdranna.
Listamadurinn hefur tekid leir
og einhverja drullu og klint
4 veggi gallerisins svo minn-
ir helst & crime scene tr ein-
hverri hryllingsmyndinni eftir
Sjonna (Sigurj6n Sighvatsson).
Drullumallsslettur vr Central
Park 4 hvitmdlada veggi list-
hissins virkudu eins og glad-
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legt kjaftshogg 4 listunnand-
ann, svo dhugaverdar voru paer
og réttakar.

Og talandi um réttekni; um
kvoldid  skellti undirritadur
sér 4 arlegu pungarokkshatidin
Eistnaflug i Neskaupstad. Ha-
tidin er svar pungarokkarans
vid popphétidinni Neistaflugi
sem einnig er haldin arlega i
sama baz. A Eistnaflugi koma
saman hordustu pungarokksé-
hugamenn landsins og adda-
endur beirra. Helsta nimer
hétidarinnar i 4r var sanska
hljémsveitin Valhalla Rising.
Parna gat ad lita sidhaerd ung-
menni sem ekki voru eingéngu
saman komin til ad rokka og
réla, djamma og djisa, heldur
ekki sidur til ad syna sig og sjd
adra og bera saman bakur og
rokreda um nyjustu strauma
i prusurokki og bérujérni. bad
var dhugavert en délitid 6gn-
vekjandiad fylgjast med pessum
rétlausu og vigalegu ungmenn-
um ur oruggri fjarlegd. bvi kom
sér vel ad vera 4 traustum bil og
kraftmiklum, og purfti undir-
ritadur hélfpartinn ad gefa {
botn pegar skuggalegur ndungi
med sitt skegg reyndi ad pvinga
hann til ad skutla sér yfir { hinn
enda beejarins eftir landabrisa.
S4 skeggjadi lysti yfir vanpékn-
un sinni vegna 6lidlegheita
undirritads med bpvi ad skilja
eftir sig stéra slummu 4 bil-
hiddinu og bd var kominn timi
til ad keyra aftur upp 4 Hérad og
fara 4 rintinn par.

Héfundur er myndlistarmadur.



28| vidhorf

Vioskiptabladio
FIMMTUDAGUR 7. JANUAR 2010

Bjartsynisverdlaun Rio Tinto

G er gaman, syngj-

um saman, gaman er

i dag. Pad er videig-

andi og frumlegt 4

timamétum ad hefja
grein 4 gladveeru nétunum pétt
dramétin sjalf hafi ekkert ver-
0 spes, 4rid 2009 i heild hrein
hérmung og tlit fyrir ad 2010
verdi enn verra. Undirritadur
hefdi viljad ad pessi grein fjalladi
um Bjartsynisverdlaun Rio Tinto
sem Olafur Ragnar Grimsson
@tlar ad afhenda um pad leyti
sem betta er skrifad en af aug-
lj6sum dsteedum nast pad ekki.
Pad ma med lagni grafa upp ym-
islegt sem vert er ad minnast med
gledi 1 hjarta og tralla med pad
inn { daginn. bad veeri hins veg-
ar Gvideigandi ad eyda pessum
déalksentimetrum 1 pvilikt enda
tilgangur peirra ad hrista upp
i dhugaménnum um vidskipti
med hvers kyns gdrungagrini
®ttudu ur myrkustu afkimum
menningarinnar, skiimaskot-
unum par sem mélverk eru mél-
ud, rottuholum par sem kvadi
verda til, skuggalegum ibidum
par sem setid er & mjikum pud-
um og talad um trotskiisma og
daéisma. Lesendum er og bent &
ad of mikil gladveerd getur bara
endad 4 einn veg (samanber laug-
ardags- og sunnudagsmorgnar i
midbs Reykjavikur, verslunar-
mannahelgi i Herjélfsdal, éra-
mét hér og hvar o.s.fr.).

Audvitad geti undirritadur
6grad lesendum bladsins med
hjartnzmum og jafnvel lj6draen-
um sogum ur hversdeginum,
dregid litla swta kisu 1t 4 dans-
golfid, hvitvodung upp tr voggu
sinni og ég veit ekki hvad og hvad
fram { svidslj6sid. Ad sumu leyti
veri pad eins og ad setja djarf-
ar og sidlausar kldimmyndir inn
4 Facebook-siduna, p.e. férdn-
legt og tilgangslaust. Pad er samt
gaman ad segja frd pvi ad tept
ar er 1idid frd pvi ad hressum
krokkum tékst ad standa upp af
mjikum padum til pess ad bola
Sjélfstedisflokknum frd véldum
eftir 4ralanga setu med gassa-
gangi bisahaldanna. Rikisstjérn
Sjalfstaedisflokks og Samfylking-
ar sem var ekki bara vanhef,
eins og hressu krakkarnir hrép-
udu svo pent, heldur gjorsamlega
6hef. Hin hrokkladist grenjandi
og krabbameinssjik frd véldum
med skottid 4 milli lappanna.
Morgum finnst pad sjalfsagt kvik-
indislegt, og eiginlega barnalegt,
ad vera ad rifja petta upp nina
begar allir eru nybtinir ad horfa
4 skaupid, lesa upprifjanir fjol-
midlanna, annéla dagbladanna
og bad allt saman, en pad er mik-
ilveegt ad nidurleegingu valdhafa
sé haldid til haga eda minning-
unni haldid 4 lofti, p6 ekki veri
nema til ad gefa félki falska von
um ad breytingar séu mogulegar
og jafnvel ad pad hafi eitthvad
med peer ad gera. Eftir 4 eru allir
hins vegar medvitadir um ad hin
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.Paod er samt gaman
ad segja fra pvi

ad teept ar er ligio
frd pvi ad hressum
krokkum tokst

ad standa upp af
mjakum pGdum

til pess ad bola
Sjalfstaedisflokknum
fra voldum eftir
aralanga setu

med gassagangi
busahaldanna.”

svokallada busdhaldabylting var
bara grin og glens en sist 6merki-
legri fyrir pad. Pad var svo gam-
an! Basdhaldabyltingin er frekar
efni i heimspekilegar vangavelt-
ur um fyrirbeerid ,,collective joy“
en sogulegar vangaveltur um

Asmundsson

byltingar 4 146i og legi. Ekki hef-
ur fundist videigandi pyding &
,,collective joy“ dn pess ad gripa
til ordaforda ur svartbék komm-
tinismans og pad myndi afvega-
leida umraeduna. Petta hefur
meira med salarfreedi en sésial-
isma ad gera, Freud og balingu
frekar en Marx og skipulagda
hrydjuverkastarfsemi.

Pad kom undirritudum & évart
{ upprifjunum 1ti um borg og by
sem hann fylgdist med ur fjarska
ad til eru peir karakterar (og pd er
ég ekki ad tala um anndlada lida
eins og Hannes Hélmstein Giss-
urarson og hvad hann nud heitir
aftur 16gfraedingsgerpid, heldur
krakka eins og mig og big, keeri
vidskiptafreedingur) sem lita 4
busahaldastompid sem gréft of-
beldi! Pad kom { ljés ad i hugum
bessara adila er stompid svartur
blettur 4 sogu annars frébarrar
bjédar og svodusér skuggalega
nélaegt hjartar6tum hennar. Pad
er og dberandi hjd pessu sama
lidi ad pad heldur ad métmeelin
hafi verid paulskipulégd, jafnvel
af gamalreyndum kommunist-
um (Svabbi, Einsi, Ommi, Ommi
og Ossi voru néfn sem ég heyrdi)
i peim tilgangi ad koma niver-
andi rikisstjorn ad. Pessi s6gu-
skodun kemur skemmtilega &
6vart pvi ég hélt ad allir vissu ad
stompid hefdi verid sjélfsprottid
og bad eina skynsamlega { st6d-
unni. Sjélfur var ég reyndar allt-
af ad vona ad métmelin gengju

toluvert lengra; feeru af ,.collec-
tive joy“-stiginu og yfir 4 ,,collec-
tive fury“-stigid. Pad var nefni-
lega fyrst og fremst gladveerd
sem einkenndi stemninguna;
reidin var meira eins og krydd
ad gamni og pad sama ma segja
um piparidann. Helst hefdi ég
viljad sjid Alpingishisid brenna
en pegar appelsinuguli liturinn
lagdist eins og slepjuleg hippa-
mara yfir métmeelin fér mig sjélf-
an ad gruna ad herlegheitin vaeru
breelskipulégd fré grunni og pa
af Indefence, Magga Scheving,
Fjolni Porgeirs eda einhverjum
alika. Pratt fyrir vonbrigdi okk-
ar byltingarsinna voru petta eins
konar soguleg tidindi. Svolitid
vemin en soguleg samt.

Pad vakti kdtinu hja undirrit-
udum ad sji ad nylega tilnefndi
énefnt dagblad logregluna sem
hetju 4rsins 2009 fyrir frammi-
st6du hennar pessa hressu daga
i jandar. Pad er talad um ,@0ru-
leysi 4 Ogurstund®, ,hofstillta
framgongu‘“og fleira 1 helgislepju-
stil. Einnig segir i greininni:
,Logreglumenn 4 vettvangi slos-
udust vid storf sin. Pad segir sina
s6gu um stillingu peirra ad mét-
melendur slosudust ekki.“ Peir
sem fylgdust med logreglunni
sprauta kryddi { augu krakka
ad tilefnislausu og lemja gaml-
ingja til 6béta gapa hins vegar {
forundran yfir svona lesningu;
brosa p6 gédlatlega i kampinn {
tilefni hétidanna. Pad er eins og

dagbladid hafi ekki sent ttsend-
ara sina (bladasndpa) 4 stadinn
heldur fengid allar upplysingar
hja 16greglunni sjélfri (eins og
hefur reyndar lengi tidkast). Log-
regluembeettid hefur sjalft ver-
id duglegt vid ad gera mikid ur
bessum meidslum sinna manna
en margir hafa bent 4 ad pad sé
mj6g mikill aumingjaskapur ad
kveinka sér yfir smdskeinum
og { hesta mdta ékarlmannlegt.
betta segir kannski sina sogu
um pad hvad logreglan var ord-
in fordekrud i g6deerinu. Undir-
ritadur pekkir fyrrverandi hjalp-
arsveitarmann sem hefur ordid
fyrir miklum skakkaféllum og
moérgum  &follum 1 1ifi sinu.
Aldrei kvartar hann pétt hann
hafi beedi misst Gtlim og nelt
sér 1 drykkjusyki vid skyldustorf
i kringum dramét. Hann er ein-
mitt liklegri til ad hreykja sér af
bvi en b6 innan héfsemismarka.
bad er gaman ad segja frd pvi, og
ég vona ad lesendur fyrirgefi mér
gortid, ad undirritadur er med
varanlegan, likamlegan skada
eftir leeti busdhaldabyltingarinn-
ar, neeldi sér { svokalladan Tini-
tuss. Ef menn eru ekki tilbinir
ad férna sér 1 pagu lands og bj6d-
ar, og helst 4n pess ad monta sig,
eiga peir bara ad skipta um starf.
Annad er aumingjaskapur. Eg
pori ad hengja mig upp 4 ad log-
reglan fai bjartsynisverdlaun Rio
Tinto { 4r.

Hofundur er myndlistarmadur.















