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Inngangur Grafikin er a0 likindum si midill myndlistarinnar sem

hefur dtt einna mestum vinsaeldum ad fagna um langa
hrid. Préoun grafiklistarinnar sidustu aldirnar hefur att mikinn patt i ad gera &llum
almenningi mogulegt ad njéta myndlistar sem ad G0rum kosti hefdi einungis verid
adgengileg vildum hépum { pjddfélaginu. Hlutur grafikmyndarinnar hefur ekki sidur
verid mikilvaegur vid ad leggja grunninn ad peirri myndranu framsetningu upplysinga
sem na er talinn sjdlfsagdur pdttur { allri félmidlun.

A pessari &ld hefur grafikin i sifellt auknum mali nytt sér pa miguleika sem
teekniprounin hefur haft fram ad faera. Sidustu dratugina ma segja ad ordid hafi sprenging
d pessum vettvangi med aukinni fullkomnun ljgsmyndatakni og télvuvadingu 4 6llum
svidum.

Fad er anagjulegt fyrir Listasafn Reykjavikur ad geta na bodid til syningar 4 peim
fiblbreyttu kostum sem listamenn hafa fundid i grafiklistinni i samtimanum. Jafnframt
er mikill fengur ad fa hingad til lands nokkra gimsteina Gr hinum émetanlega listraena
arfi grafikurinnar i listasdgunni. Pad er sérstakt glediefni ad geta bodid fram syningu
sem pessa 4 afmalisari islenskra grafiklistamanna, og er pad von min ad syningin geti
ordid til ad hvetja pa til frekari dada i framtidinni, Gllum listunnendum til heilla,

Foreword The graphic arts are possibly the most popular medium
of the visual arts in recent times. The evolution of graphic

arts during the last few centuries has been a decisive force in creating an access for the
common people to art in general, which would otherwise have been the exclusive privi-
lege of the chosen few in society. The role of the graphic image has also been important
in laying the foundations for the visual presentation of information, which is now seen

as an essential part of all news media.

In this century the graphic arts have increasingly made use of the opportunities that
new technologies have offered. During the last few decades there has been an explosion
in this field with the ever improving quality of photographic techniques and the in-
creasing use of computer technologies in all fields.

It is a pleasure for the Reykjavik Art Museum to be able to host an exhibition of the
great variety of opportunities that artists are finding in graphic arts in our times. It is
also a great catch to be able to get on loan to our Museum and exhibit some of the
gemstones of previous times that the graphic arts have given to art history. [l is a spe-
cial joy to be able to offer an exhibition of this quality in a year of celebrations for lce-
landic graphic artists, and it is my hope that this exhibition will become an encourage-
ment for them for future achievements, for the good of all those who love art.

Formadur menningarmdlanefndar Reykjavikur / Chair, Culftural Committee of the City of Reykfavik:



Knut Ormhaug

Si’g“d grafi’k PFad sem vid kéllum einu nafni grafik eda

svartlist mad i stuttu mali skilgreina sem ymsar
tegundir myndprykks i mismiklu upplagi. Hér er semsé um ad raeda ymsa takni vid ad
fjoldaframleida myndir til ad tryggja verulega dreifingu hverrar myndar, Med pessum
haetti geta miklu fleiri en ella notid s6mu myndar. Pad er ad segja: Notid listar.

Grafik er allajafna flokkud i fernt: Hiprykk (trérista, tréstunga, dakrista), flatprykk
(steinprykk), djupprykk (koparstunga, purrnal, @ting, akvatinta) og saldprykk.

Trérista

Saga evropskrar grafikur a reetur ad rekja til midalda, nanar tiltekio til loka 14. aldar.
Elsta adferd grafikurinnar er tréristan. Tréristan er hiprykksadferd par sem skornir eru

burtu peir hlutar af trénu eda prykkplétunni sem ekki eiga ad bera lit a4 afprykkid.

Johan Gutenberg fra Mainz i Pyskalandi er sagdur hafa fundid upp bokarprentid um
1440 en prentmyndin hafdi séd dagsins ljos d0ur. Pad var ein helsta forsenda pessara
byltingarkenndu uppfinninga ad tiltakt veeri efni peirrar ndttiru ad festa vid sig
prentsvertu. Pa kom [ gédar parfir gomul kinversk uppfinning sem barst til Evropu
med Aribum a 12. 6ld og er enn fost { sessi sem helsti efnividur grafiklistamanna -

pappirinn.

A pessari syningu ma sjd ad Albrecht Diirer (1471-1528) nytti sér tréristuna sem listmidil.
Endurreisnarmadurinn Diirer er talinn mest grafiklistamadur samtidar sinnar og 4 sidari
timum hefur honum verid skipad 4 bekk med helstu hofdingjum listasGgunnar, Léttleiki
og glesimennska i linudrattinum einkenna persénulegan stil hans og skapa honum
meistaratign. Hjd Diirer sameinast taer snilld vid handverkid og heaefileikar mikils
listamanns til persénusképunar og listrennar innlifunar.

Dhirer leggur dherslu 4 linuna i verkum sinum. Prykkfletirnir voru vandlega tutskornar
tréplitur en framleidslan i raun og veru einféld afprykk i svart-hvitu. A dndverdri
grafikdld var hinsvegar sjilfsagt ad listamenn skiépudu listmidli sinum nyja
tulkunarméguleika med ¥ymsum tilraunum. Pad var byrjad ad bacta lit vid fabrotna
linudreettina med pvi ad mala ofan i afprykkin pegar pau voru komin tr pryvkki, og ekki
endilega hiéfundurinn sem sd um pad. Takni lit-tréristunnar, par sem notud er ein
tréplata fyrir hvern lit, er nyleg i okkar heimshluta. A 16. 61d var hinsvegar byrjad ad na
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fram ymsum styrkleika sama litar med morgum prykkflotum og heitir su adferd
chiaroscuro-trérista. Pa var haegt ad beita ljosi og skugga i tréristunni i stad einberrar
linuteikningarinnar.

[]apan reis list tréristunnar hvad hast med verkum manna a bord vid Katsushika Hokusai
{1760-1849) og Ando Hiroshige (1797-1858). A syningunni eru tvaer lit-tréristur eftic
hinn sidarnefnda. Verk Hiroshiges eru landslagsverk par sem listamadurinn einbeitir
sér ad personulegri nattdrutialkun og midlar andblae vidfangsefnis sins d ljooranan hitt.

Koparstunga

Koparstungan er naestum jafngdmul tréristunni. Koparstungan er djipprykksadferd par
sem myndin er stungin i mdlminn og prentsvertan leggst ofan i gréfirnar pegar hin er
borin & plétuna. Sidan parf ad hreinsa yfirbordid vandlega ddur en myndin er prykkt 4

pappir.

A 15, 6ld er Martin Schongauer langkunnastur peirra listamanna sem fengust vid
koparstunguna, og skapadi sérstakan skaola i pessari grein. Pad gerdi einnig Diirer sem
i 16. ld vard hin mikla fyrirmynd, enda hentadi koparstungan jafnvel og tréristan
nikvamri linuteikningu hans og skyrri efnisframsetningu.

Frd 16. til 19, aldar var koparstungan pé fyrst og fremst notud til ad framleida eftirmyndir
teikninga og milverka sem pottu eiga erindi til fidldans. Slikar koparstungur voru gerdar
eftir myndum uppbyggilegs efnis eda kristilegs, eftir politiskum drodursmyndum, eftir
fraegum malverkum og myndum af einstokum stodum - og eiga sér ad dferd og innihaldi
helst likindi vid postkort mitimans.

Vid pessa proun var hinu grafiska ferli oft skipt nidur og verkpdttum deilt 4 ymsa
sérfraedinga. Listamadur Gtbjo frummyndina, grafikmeistari grof hana i malm, prentari
prykkti hana 4 pappir og utgefandi sa um ad breyta myndinni i peninga.

William Hogarth (1697-1764) er einn helsti myndlistarmadur Englendinga og pekktur
baedi sem malari og grafiklistamadur. Koparstungunni kynntist hann sem larlingur i
gullsmidi par sem mdlmrista var ein af namsgreinunum, Um 1731 dkvad Hogarth ad
fast vid myndir med sidrenum bodskap sem haefdi samtimanum og liggur eftir hann
fitildi myndrada sem voru filfaldadar sem grafik. Peim var tekid med kostum og kynjum,
svo mjig ad ymsar peirra voru enduritgefnar i leyfisleysi og eiga ensku hifundar-
réttarldgin fra 1735 pangad ad rekja rét sina. Ein hin allra dtbreiddasta var myndridin
um Lif skakjunnar (1731-32). Tvaer peirra mynda eru hér d syningunni.

A seinustu 8ldum hefur koparstungan latid undan siga og grafiklistamenn valid sér
adrar tjaningaradferdir.



fEting

Eting er s djtiipprykksadferd sem raekilegast er kynnt hér a syningunni. Vio pessa taekni
er einnig algengast ad hefjast handa & koparpliétu en sink og adrir malmar hafa lika
verid notadir. Platan er fyrst pakin syruheldum grunni, til deemis vidarkvodu, vaxi eda
asfalti og sidan teiknad i hann med oddhvissu dhaldi sem hreinsar grunninn af peim
hlutum plétunnar sem eiga ad bera lit & pappirinn. Pd er platan ligd i syru sem actir
hana par sem hun kemst ad. /Etingartiminn er einkar mikilvazgur pvi ad med l6ngu
syrubadi verda linurnar sterkar en veikjast eftir pvi sem platan liggur skemur i syrunni
og geta tilbrigdin pannig ordid mymirg. Petta skapar listamanninum verulegt svigram.

ZAtingin préadist i kjdlfar koparstungunnar. Fyrstu eetingartilraunirnar eru fra fyrri hluta
16. aldar en pad er fyrst 4 17, 6ld ad menn fara ad sletta sy¥runni svo um munar. Tveir af
helstu grafiklistamonnum 17, aldar eiga verk hér & syningunni: Jaques Callot (1592-
1636) og Rembrandt (1606-69).

Frakkinn Callot er talinn fyrsti meistari etingarinnar. Helstu verk hans bera einkenni
fréttafrasagnar. Hin mikilfenglega dtjan @etinga myndréd hans um eymd og dgaefu
styrjalda, Les grandes Miséres et Malheuwres de la Guerre, fra 1633 er sennilega pad verk
hans sem kunnast er, en iprott Callots er ekki sidur augljos i triarlegum myndum, i
rodunum um commedia dell‘arfe-leikarana og 6llu dapurlegri betlaramyndum hans.

Callot er oft talinn hafa gert atinguna ad sjilfstadri listgrein, og fylgir pa allajafna
sbgunni ad Rembrandt taeki sidan vid arfi hins franska fyrirrennara sins og hatfi
listgreinina til fullkomnunar. Pegar menn standa frammi fyrir grafikverkum Rembrandts
- einsog & pessari syningu — er fatt annad til rdda en lita hiifdi og vidurkenna snilldina.

I borgarasamfélagi barokktimans i Hollandi killudu listsmekkur og mélverkapantanir
fram yfirletisleg portrett, nostursamlegar kyrralifsmyndir med allskyns matvaelum,
biinadi og oft sidraznum bodskap, og landslagsmyndir sem listfraedingurinn Kenneth
Clark kallar , hérumbil-stadfradilegar” (quasi-topographical). Milararnir voru Fflestir
halfatvinnumenn sem sameinudu listskdpunina virdulegu borgaralegu starfi. Adeins
Grfair listamenn hofdu framfeeri sitt eingdngu af myndlist. Einn peirra var Rembrandt.
Peir Frans Hals og Adrian van Ostade nddu einnig ad lifa af listinni, en hvorugur peirra
nadi pokkalegum efnum.

Rembrandt kveentist hinni audugu og virdulegu borgarstjéradottur Saskiu van
Uylenburgh en hlaut sjalfur aldrei vidurkenningu sem jafningi i stétt tengdaforeldranna.
Pad var atilokad ad listamenn nadu svo hitt i pjodfélagsstiganum. Hinsvegar var listin
nytt til ad maera pad samfélag stérborgara sem listamdnnunum sjalfum var neitad ad
tilheyra. I listsképun sinni gat Rembrandt pé barist fyrir vidurkenningu med pvi ad
upphefja listamanninn i stad verkkaupans og ljd hlutverki listamannsins par med
nokkurn virdingarblas. Pessar tilraunir hans komu raunar fyrir ekki.



Fyrstu atingar Rembrandts komu dr prykkpressunni arid 1628. Af peim er strax ljés
innsyn listamannsins i sérstéou listmidilsins og pa méguleika sem hann opnar listrenni
vinnslu. A fjorda tug 17. aldar er nafn Rembrandts ad finna 4 a&tingum sem bera vott
um nikveem grafisk vinnubriigd samfara velheppnadri notkun ljéss og handbragdi hins
afbda malara en eru frjdlsari [ tjdningu og bundnari augnablikinu en milverk hans,
Malverkseinkennin i stingum Rembrandts (sem hann vann oft dfram og lagfasrdi med
purrndl) hifou mikil dhrif & proun grafikurinnar en i raun var hann alltaf trdr
hefdbundinni atingartazkni. Malverksblarinn birtist i notkun hans d ljésum og dikkum
blaebrigdum. | verkum Rembrandts er samleikur 1joss og skugga ekki einungis nyttur
til ad méta vidfangsefnid og beina ad pvi dherslu heldur verdur lysingin honum verkferi
til ad gaeda vidfangsefni sin lifi og innibaldi.

Fjoldi triarlegra vidfangsefna i malverkum Rembrandts — og raunar i éllu malverki 17,
aldarinnar — skyrist medal annars af tilskipun katdlsku kirkjunnar frd 1563 um aukna
dherslu & traarlega frazdslu par sem myndlistin dtti sist ad skerast tr leik. Pessa sér
einnig stad i grafikverkum Rembrandts.

Akvatinta

Um Francisco Goya (1746-1828) er sagt ad hann hafi { senn verid sidasti fulltrii gémlu
svartlistarhefdarinnar og fyrsti fullbrai niatimans § grafik. bvi ma baeta vid ad hann var
fyrsti mikli grafiklistamadurinn sem hagnytti sér adferd akvatintunnar,

Goya fékkst fyrst vid pessa tackni 4 sidasta dratug 18. aldar. [ setingu er pad linan sem
611 dhersla er 16gd 4. Blaebrigdum vid lysingu er hagt ad nd med mispéttum strikum
langs og pvers en linan er eftir sem adur mikilvaegust. Til ad geta unnid i storum Adtum
og finum ljdsblabrigdum leitadi Goya pvi 4 nadir akvatintunnar, sem er afbrigdi af
atingarteekninni. Hann striir smdum vidarkvodukornum jafnt yfir alla malmplétuna.
Sidan hitar hann plétuna pannig ad kvodukornin bradna og festast vid plétuna en milli
kornanna verda eftir drsmdir blettir kvodulausir, Sidan ver Goya pd hluta plétunnar
med syruheldu lakki sem hann vill hafa hvita og setur hana svo [ s¥ru. Syran aetist inn i
madlminn milli kornanna 4 peim hlutum plitunnar sem ekki eru vardir. Med pvi ad lita
plétuna vera mislengi i syrunni var hasgt ad kalla fram margvislega griténa i afprykkinu.
Auk pessa notadi Goya hefdbundna linu-tingu, sem enn er alvanaleg i akvatintugerd.

Einsog margir adrir vann Goya grafik sina i myndridum. A syningunni eru tvé demi
ar rédunum Los Proverbios (Malshaettirnir) og Desastres de la guerra (Ognir stridsins), og
er annad afprykkid ating, en hitt blanda ®tingar og akvatintu. Einsog Hogarth beindi
Goya sjonum sinum ad félagslegu misrétti og mannlegum firdnleik, en 6likt
Englendingnum leggur Goya dherslu d adalatridin og letur nikvaemnina lond og leid.
Einfaldanir hans koma pé ekki nidur a hinni natdralisku framsetningu myndefnisins.
Hin kraftmikla tjdning Goya i ®tingum sinum og akvatintum pykir [ senn syna
afburdahaefni hans vid grafikina og bera vitni um mikilfengleik hans sem listamanns.



Steinprykk

Aridd 1824 vann Goya grafikmyndrad sem sidan hefur verid kollud nautabanamyndirnar
og nytti sér pd tiltiélulega unga grafikadferd, steinprykkid (litgrafiuna) sem Pjodverjinn
Alois Senefelder uppgitvadi fyrir tilviljun drid 1798, Petta er flatprykksadferd. Fyrst er
teiknad med feitri krit 4 kalkstein. Hann er sidan strokinn med syrublindu sem herdir
kritina og festir hana vid steininn. Syran gerir lika pa fleti gliipari sem kritin snertir
ekki pannig ad peir drekka betur i sig vatn. Kalksteinninn er sidan bleyttur med vatni
og prentsvertan volsud 4 prykkflotinn. Hér gildir hid gamla logmal ad vatn og fita
blandast ekki, og par sem prentsvertan er feit festist hiin ekki vid blautu svadin heldur
einungis par sem kritad var a steininn. 5idan er prykkt eftir steininum og eru afprykkin
spegilmyndir af sjalfri teikningunni. Med pessum hatti er hagt ad prykkja mikid upplag
siimu myndar dn pess ad tapa ga&dum og steinprykkstaknin var pvi ekki sist nytt til
fioldaframleidslu myndefnis dn listraens gildis. A syningunni eru hinsvegar verk sem
syna steinprykkid sem listmidil.

Auk Goya voru frumherjar steinprykksins einkum hopur franskra listamanna i fremstu
rid: Eugéne Delacroix, Théodore Géricault og Honoré Daumier. Daumier (1808-79) var
sd peirrra sem tidast hagnvtti sér steinprykkstaeknina og er ef til vill mestur listamadur
steinprykksins fram 4 okkar daga. Hinn hddski spaugari og samfélagsgagnrynandi
skapadi sér fraegd med ramlega fjdgur pusund steinprykkum sem hafa haft mikilvasg
ahrif & proun listmidilsins. Pekktustu steinprykk hans voru unnin eftir péntun fyrir
vikubladid La Caricature & drunum 183045 og fyrir dagbladid Le Charivari 1832-60 og
1863-72. Mérgum peirra var sidar safnad i myndradir eftir pemum.

Ad Daumier gengnum hafa ymsir listamenn baid til afbragdsverk med hjilp
steinprykksins. Fulltridi peirra 4 syningunni er Henri Toulouse-Lautrec (1864—1901).
Audpekkjanlegur stillinn virdist henta steinprykkinu fullkomlega. Med dvantum
skynhrifum sinum og dreynslulausum glaesileik marka hin sérstadu grafikverk hans
heilu timaskeidi sess { vitund okkar. 54 sem skodar prykk eftir Toulouse-Lautrec veit
samstundis ad pad er hann sem er héfundurinn og ad myndefnid er Parisarborg 4 lokatug,
sidustu aldar,

A hinni nyju &ld - sem nii er senn gengin um gard - hefur sigild svartlist litid undan
siga fyrir natimalegri grafiktjaningu. Hiin hefur hinsvegar sifellt verid fyrir hendi. Verkin
hafa stadid dhugaménnum til boda & uppbodum og i sérverslunum. Figaet frumprykk
hinna fremstu listamanna hafa selst hdu verdi og pvi verid einkamil farra ttvalda en
slik verk eru einnig adgengileg 6llum a opinberum stfnum. Hingad til hafa listunnendur
sem ekki eru i hopi sterkefnadra po att pess kost ad eignast sigilda grafik fyrir tiltélulega
vidradanlegt verd. Peir sem pekkja markadinn vita ad nu er sa timi 60um & enda. Sifellt
fleiri syna sigildri grafik dhuga. Par med eykst eftirspurnin — og pa hakkar verdid.

En eftir sem ddur er 6keypis ad njota gédrar sigildrar listar.



Eirikur Porlaksson

Hug|eiaing Vid heyrum ordid grafik — og i hugum okkar

flestra koma upp minningar um fjdlbreyttar
myndir sem bera med sér ad hafa verid prykktar 4 pappir, einu sinni eda i mérgum
umferdum. Fyrir augum okkar birtist fjélbreytt linuspil og litaval sem koma saman i
einu myndverki — og vid gerum okkur einnig grein fyrir peirri stadreynd ad verkid
getur verid til § fjdlda eintaka sem hvert fyrir sig er sjdlfstatt listaverk. [ hugum annarra
kunna ad koma upp imyndir af dtikum dbdadarfullra listamanna vid punga steina, grofar
trépldtur eda fazgdan malm, sem sidan er teiknad 4, hoggvid r, rist { eda skrapad. [ allri
bessari skipun er efnafraedin & naesta leiti, par sem hattulegum eiturefnum, bleki og
litarefnum aegir saman { ferli sem stefnir allt ad einu marki: Ad skapa listaverk sem i
eftir ad standast timans tinn.

Timans ténn? Eru pad ekki fornaldarleg vinnubrégd sem hér er verid ad lysa? Hvers
vegna i dsképunum er nokkur madur ni & timum ad leggja 4 sig pad erfidi sem fylgir
pessum listmidli pegar einfaldari, hreinlegri og pagilegri adferdir eru til - og liggja
raunar vid fingurgéma okkar i alls kyns tilvum og myndavélum? Er pessi sédalega
vinna ekki drelt fyrirbaeri, demi um fortidarhyggju og par med einangrun vidkomandi
listamanna fra peim nyja og hipréada takniheimi sem peytist dfram allt { kringum
okkur?

Pad veeri audvelt ad dlykta svo — ef ekki veeri fyrir pd stadreynd ad listraent gildi hefur
aldrei i sdgunni byggst 4 taeeknilegu edli peirra listaverka sem athyglin beinist ad.

Pad eru hughrifin sem mestu skipta.

Pau rdadast af personulegum og érazdum pattum, par sem grafiklistin, gbmul og ny, 4
vissulega sinn stad i hjarta flestra listunnenda, og mun eiga um dkomna tid,

[ samtimanum hafa grafiklistamenn hér 4 landi sem annars stadar tekist 6hraeddir 4 vio
fornar vinnuadferdir, blandad peim saman vid pa fidlskridugu méguleika sem sibreytileg
teeknin bydur upp 4, og pannig stédugt haldid afram ad skapa nyja og évaenta list.
Listsképun byggir 4 pvi sem barist innra med listamanninum, og val hans i taekni -
ekki sist grafikteekni — byggist fyrst og fremst 4 pvi hvada adferd hann telur henta best
til ad koma myndsyn sinni a framfeeri.

A medan grafiklistamenn halda dfram ad vinna af peim listraena metnadi sem peir hafa
synt til pessa — og pad gera peir svo sannarlega i peim verkum sem peir syna list-
unnendum ni — er ekki dstaxda til ad drvaenta,



Adalheidur Valgeirsdottir

Tilvera

Hugmyndir koma ur ymsum attum — litir, aferd, efni, sandur, agnir, frumur,
foss, nattdran, velur, vedur, sky, form, vasi, skolir. Hver eru mérk forms
og flatar? Hvenaar tekur einn fidtur vid al 6drum? AllL rdmast 1 lilverunni.
&llu blandad saman. Hvitur pappir, litur prykkiur &, annar litur og enn
annar, fleiri litir, annar pappir, margar myndir i takinu | einu. Fyrsta mynd-
in tekin fram, en — allt skafid burl, 8nnur stefna tekin. Hugmyndin®? Myndin
lifnar & pappimum, tekur vold, vinnugledi, dtok, efasemdir, Nidurstada,
Gltkoma. Rad sjallsteedra mynda sem saman mynda eina heild, Nokkur
brot dr tilverunni. Ef til vill er einhverjum spumingum svarad, pd enn fleiri
asvarad. Fleid spurningar vakna og fleiri hugmyndir kvikna,

Existence

Irleas are received from different directions - colours, texture, material,
sand, particles, cells, waterfall, natur e, web, weather, cloud, form, vase,
lichens. Where is the line between form and surface? When does one sur -
face become another? Everything has its place within our existence. Eve-
rything blends together, White paper, colour printed on top, another col-
our and another, more colours, another piece of paper, working on many
pictures at the same time, The first picture reviewed, but — everything
whiped away and a new direction is taken. The idea? The image on the
paper comes to life, takes over, work fulfillment, conflict, doubt. Conclu-
sion, outcome. A series of works that create a whole. A few pieces out of
our existence. Perhaps a few questions have been answered, but there
are still more without any answers. More questions will arise and new
ideas will be born,
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Tilvera/Existence, 1999
ainprykk & pappir/monotype on paper, 112 x 76 cm
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Anna Lindal

Fyrir mér er myndlist eins og stakkunargler. Med hjdlp pess geri ég
myndir sem audvelda mér ad skoda peer fiimargu athafnir og sidi sem
fylgla pvi ad taka patt | vestreenu samfélagi. | myndrédinni Heimsokn®
beinist steekkunarglerid a8 landamasrum pess nattirulega og menningar-
lega. Med pvi ad stilla saman augnablikum par sem madurinn er 4 ein-
hvern hatt gestkomandi i sinu heimalandi koma i ljos ymsar myndir sem
andurspegla veruleika okkar. Petta er eilil glima vid ad myn dgera ymsa
huglaega peetti tiverunnar og finna fyrir ba videigandi sjdnraent tjaningar-
form.

To me art is like a magnifying glass. With its help | make pictures that
help me examine the numer ous conducts and traditions that are involved
in being part of western civilization. In the series "A Visit” the magnify-
ing glass is directed towards the borderline between the natural and the
civilized, By juxtaposing moments where the individual, in some sense,
is a visitor in his own country, many things come to light that reflect
upon our existence, This is a continuous struggle between finding a form
for the spiritual side to our existence and the corr ect way to present it.
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Heimsdékn/A Visit, 1999
blondud t@kni/mixed media, 37 x 309 cm
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Benedikt G. Kristhérsson

Vid getum skipt .grafiklistaménnum® i pria hépa: P& sem ladast ad
handverkinu, hef8inni, atékunum vid steininn eda koparpldtuna, lyktinni
af svertunni, terpentinunni eda pykkt og dferd pappirsins.

Svo eru peir sem heillast af taskninni, hvernig flatbytningurinn vinnur
med linunni | koparatingunni eda grofieiki steinsins kemur skemmitilega
fram [ lokaprykki steinprykksins.

Og loks pridji hopurinn, peir sem kjdsa ad vinna i hinum dliku grafisku
midlum vegna pess ad peir henta vidfangsefni peirra i .myndranni skdpun®.
Par sem vidfangsefnid skiptir adalmali en handverkid og taknin eru
aukaatridi.

Eg hef kosid ad vinna med ljésmyndavélina, Wlvuna og bleksprautu-
prentarann pvi pau taeki henta vidfangsefni minu — nina. Pad er skrdning
a islenskum veruleika.

We can divide graphic artists into thr ee groups: Those who find the craft
itself appealing - the tradition or the interaction with the stone, copper -
plate, the smell of the ink, terpentine or the weight or textur e of the pa-
per.

The second group is impressed by the technique, how the plane sur-
face interacts with the line in the copperprint or how the textur e of the
rough stone appears in the final print.

The last group consists of those who choose to work with various
graphic techniques because they are right for their subject of “artistic
creation”. Where the artist’s subject is the main issue, and the craft or
technique is of secondary importance.

I have chosen to work with the camera, the computer and the ink jet
printer because this equipment is right for my subject - now . It is a docu-
mentation of lcelandic reality.
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islenskur veruleiki/lcelandic reality, 1999
stafraant prykk/digital print



Karen Dugas

Twiedli

| kvikmyndalikingu fangins tima leitast ég vid ad afhjupa fleira en titlamir
gefa til kynna. [ fyrstu neegir rikuleikinn sem kemur fram [ taskni verkanna
og pau dramatisku Aok sem eiga sér stad | prongu myndryminu til ad
vekja ahuga dhorfandans 4 nakveemr skodun, Dypt verkanna gerir pau
hvikul og hvetur sidan il nanar athugunar, Verkin eru engu ad sidur
sundurlaus: peim ar skeytt saman; form og hlutir {2 & sig nyja Aferd med
nyrri teekni. Form verda skuggar, nakvaem smaatridi verda ad loftkennd-
um vafaatridum. Pessar dramatisku smamyndir timans, ar ségu einhvers,
afhjupa vidfangseini sem er | senn vidkvamt og kyrrstall, innilokad |
paim tima,

Drualities

In cinematic magquettes of captur ed time, 1 try to reveal more to the viewer
than the titles imply. Initially the richness imbued by the technical ex-
pertise and the drama that unfolds in these intimate spaces, is enough
for casual moments of intense reflection. The richness of these works
makes them volatile, inciting deeper investigation: The body of work is
disjointed: images are spliced; forms and objects introduce new textures
through shifts in media. Solids become shadows, photographic detail dis-
solve into airy ambiguity. Irritation and conflict occur throughout the
space, intensified by dramatic lighting. These dramatic vignettes of time,
of someone’s story, reveal a subject that is vulnerable and static, locked
in to that time.
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Bod/An offering, 1998
mting og steinprykk/etching and lithograph, 77 x 120 em
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Christoph Gerling

Eg hef tréristuhausana mina | héndunum, skil pa gegnum hendurnar. Eg
saga pa (r hardvidi og hegg ba ur med exi. Sidan prykkl ég med bleksvoru,
nastum alltaf 4n millitona, Engan haus er heegt ad rekja beint til akvedins
médals, hver haus proast upp Gt Or 88rum, Enginn er fyrifram akvedinn,
sérhver verdur ad pvi sem hann vill verda. A8 sidustu glatast formid.
Hausardd hefur ordid til. Hausarnir stara fram fyrir sig, horfa & mig, lita til
vinstri eda hagri, snia sér. Peir lita naastum Ot fyrir ad vera slasadir eda
hraaddir, reldir efa lelmnir, en off einnig naesta dreymnir. Pair aru grannir,
peir aru feitir. Eg pekki pa ekki, ég hef aldrei séd pa adur.

| have the woodeut heads in my hands, understand them thr ough my
hands. 1 saw them out of hardwood and cut them out with an ax. Then |
print with pure black, almost never with any middle tones. No head can
be traced back to one model, each head evolves from the one before it.
N head is predesigned, each turns out as it wanis to be. In the end the
form is lost. A row of heads has emerged. The heads arc staring, looking
at me, look left or right, turn around. They almost look injured or scared,
angry or shy, but often also almost serene. They are thin, they are round.
I do not know them, 1 have never seen them befor e.
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Héfud/Heads, 1997-1999
Irérista, seting og steinprykk/woodcut, etching and lithograph, 60 x 47 cm

19



Gudmundur Armann Sigurjénsson

Nearvera hausising

| pessari myndr8d er vidlangsefnid nattiran og nasrvera mannanna sem
setur spor sin | umhverfid, til géds eda ills, med einum eda ddrum heatti,
Umbreylir, umturnar og rotar. Hvar sem farid er ma sjd nalegd okkar
mannanna. Hvar sem vid 1drum ma sja ndleegd landsins | okkur. Ad rista
i tréplatu er eins og ad takast & vid jardveginn, marka spor i ylirbordid,
pleegia og rydja. Pegar ndg hefur verid pleagt er litur borinn & og prykkt,
pii uppskerd drangur vinnunnar. Arangur er ekki endilega ny lond, heldur
velrarvegir, sma bugbur & alfara |eid.

The presence of Fall

In this group of works the theme is nature and the presence of man, who
sets his mark on the environment, for the better or for the worse, one
way or another. Changes, overturns and agitates. Wherever we go, the
presence of man is visible. Wherever we go, nature is there within us. To
make a woodcut is like ploughing the earth, to make a mark on the sur -
face, plough and clear. When there has been enough ploughing, colour is
added and a print is made - one harvests the resualts of one's work. Re-
sults are not necessarily discovering new lands, but winter r oads, small
curves on a common trail.
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Meervera haustsins/The presence of Fall, 1999
trérista/woodeut, BO x 90 cm
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Gudny Bjork Gudjonsdottir

Sex prep fra hvitu yfir i svan

Eqg het stundum velt pvi fyrir mér hversu god ég barf ad vera lil pess ad
komast til himna. Hvar liggja mérkin? Parf ég ad vera god allan timann,
eda ar kannski ndg ad vera oftar betri en verri? Hversu vond parl ég ad
vera il pess ad komast Grugglega ekki? Ef pasr gédu fara til himna og
peer slemu til haljar, hva8 verdur b4 um hinar sem vega sall pama &
milli?

Pad er slamt ad vera vond kona, jafnvel verra en ad vera vondur
madur, en &n vondrar konu er ekki til géd kona, pvi hvad @ttum vid ad
nota sem vidmidun? Vid purfum andstedur pvi 4n hvils og svarts vaeri
ekki il gratt. Eitt er vist ad vid heillumst af pvi bjarta, fagra og gdda, en er
ekki silthvad dendanlega spennandi vid hid myrka og hastlulega?
Andstadur aru einfaldiega spennandi.

Six steps from white to black

I have sometimes wondered how good | have to be to get 1o Heaven.
Where is the dividing line? Do 1 need to be good all the time or is it
perhaps enough to be good more often than bad? How bad must | be not
to get there at all? If the good ones go to Heaven and the bad ones to
Hell, what becomes of the ones who are somewhere in between?

It is bad to be a bad woman, even worse then being a bad man,
but without a bad woman there would be no good woman because there
would be nothing for comparison. We need opposites, because without
black and white there is no gray. We admire the bright and beautiful, but
isn’t there something deeply exiting about the dark and danger ous? Op-
posites are simply exiting,
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Sex prep fra hvitu yfir i svart/Six steps from white to black, 1999
stafrant prykktar ljosmyndir a handgerdan pappir/
digitally printed pholographs on handmade paper, 42 % 74 cm
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Dieter Roth

Y¥iir heidina

liBur leigubill

pad ar vor

og neestum sumar

en lidinn likami pinn og sal
e langu horfin

i svanasong vatna
snjoskalla gréts

o sdknudar

fil einskis skal fata
vonlausa braut

ekkert bjartsynishjal
dugar lengur fyrir svelninn
ekkert, nai ekkert

skal gefa fyrir séing

svana a vatni

né gral snjoskaflanna?

ég minnist pin og heldarinnar

gegnum rudu leigubils
fyllist trega um stund
a fard

A Bskrandi fard

Halldér Asgeirsson

Dieter Roth

Across the heath

A taxi glides

It is spring

Almost summer

But your bygone body and soul
Are long lost

In the swansong of lakes

The snowdrifts of tears

And regret

Treading in vain

A futile track

Mo optimistic chat

Is enough before bedtime
Mothing, no nothing

Shall be given for the swan’s
Song on a lake

Mor for the tears of the snowdrifts?

Remembering you and the heath
Through the taxi’s window pane
Filled with sadness for a while
Traveling

At a screaming speed.
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Hraun, logsudutaeki og pappir/Lava, welding equipment and paper
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Ingibjérg Johannsdottir

Flaug

| verkinu ,FLAUG® stydst &g vid myndir ir barmabékunum ,Disa ljosdttur®
aitir G.T. Rotman og ,Tinni = | myrkum Manafjdilum® eftir Hergé. Ymsar
myndir og stemmningar sem madur upplilir i easku eru dhrifarikar og sterkar
og mata pvi — dsamt svo mérgu &8ru — hugmyndir um 1ifid og tiveruna,
Pessar myndir Gr bokunum eru veigamikill hiuti verksins. Hér lit ég til baka
og skoda myndbrot sem hafa fylgt mér frd barnasku, myndir sem fjalla
um I&ngunina til ad fara — ad kanna nyja heima.

Flew

In the work "FLEW" | make use of images fr om the children’s books “Disa
the Fairy” by G.T. Rotman and "Tintin = In the Dark Mountains of the
Moon" by Hergé. Some images and situations which one experiences in
childhood are very effective and powerful and - among other things -
shape ones ideas on life. Those images from the books are an important
part of the work. Here | look back at pictures which have been a part of
me since childhood, images which deal with the desir e to leave - to ex-
plore new worlds.
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Flaug (detail)/Flew (detail), 1999
eeting og steinprykk/etching and lithograph, 120 x 120 cm
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Kristinn E. Hrafnsson

Pessar grafikmyndir eru eins og dnnur prykk sem ég hef gert, eftirmyndir
skilptira sem audvelt hefur verid ad yfirfaera & tvivitt form. Hugmyndin ad
bessu verki var eiginlega grafik [ sjalfu sér, enda komin beint af prenttieti
nokkurra ljédabéka, Eg var ad hanna vatnsnidurféll 4 nyi torg og par sem
vatn er Irekar [[68rant efni [ sjdlfu sér dkvad ég ad pannig yrdu nidurldlin
|lka ad vera. Pau eru Otfsersia & nokkrum ljadum par sem vatn fellur nidur
um fratekin ordin. Petta kalladi ég svo Brottfall ordanna™ og valdi nattir-
lega frekar formidgur en um leid lek 1j6d, po svo pau haldi ad Gilu 68ru
leyti frd skdldanna hendi. Grafikprykkin eru pvi skuggahlid pessara
nidurfalla, par sem birtan er | frateknum ordunum, en myrkrid par fyrir
utan. Til a8 undirstrika enn frekar pessa hugsun fra ordum til hiuta og
aftur til orda, pa kys ég ad skalptdramir fari sjalfir | syningarskrana,

These graphic works are like other prints that | have made, reproduc-
tions of sculptures that have been easy to transform into two-dimensional
forms. The idea behind this work was essentially graphic, originating
from the printed surface of a few books of poetry. | was designing water-
drains for a new public square and because water is a rather poetic mat-
ter | decided that this should also be the case with the water -drains, They
are executed in the spirit of a few poems wher e water flows through se-
lected words. This [ titled “The Emission of Words” and picked poems
aesthetic in form and yel dripping, but still sound poetry. The graphic
prints are the flip-side to those water-drains, where the light is to be found
in the reserved words, but darkness around them., To emphasize this
thought even further, from words to objects and again to words, | have
chosen that the photo of the drains be in this catalogue.
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Brottfall ordannal/The elision of Words, 1999
jarnnidurfall & Kringlutargi i Reykjavik/
casliron waterdrain, Kringla Square, Reykjavik, 50 x 50 cm
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Kristjan Steingrimur Jonsson

Varkin eru byggd & dgnum Or malverkum islenskra meistara & svidi
landslagsmalunar. Agnirnar eru steekkadar | visja, ljasmyndadar og
l&lvuprentadar a pappir | upplagl.

The works are based on particles from paintings by lcelandic landscape
masters. The particles are enlarged through a microscope, a photo is taken
and printed by computer on paper in a pr e-determined number.
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Pingvellir/ Thingvellir, 1999
télvuprent & pappirfcomputerprint on paper, 110 x 100 cm
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Magdalena M. Kjartansdéttir

Dultdar Disa

Eg het alltal Iitid svo 4 ad prenttakni sé millilidalaus tigningarmati 4 sama
hatt og &nnur listtorm og ein leid fyrir skapandi Gtras listamanns, Vid
vinnslu verkanna nyti ég, skaparinn sem &llu reed, adallega dik- og
tréristutaekni til ad tilka astand eda lilfinningar pess sem kviknar & papp-
imum. | pessum verkum held ég mig vid manneskjuna og meina sitthvad
med hverri persdnu, medvitud um ad gildi peirra svipar til gédra sogu-
manna sem n& athygli dhorfenda med frasdgnum sinum. Eg hef sérstak-
lega i huga ad skilgreina ferlid sem fylgir pvi ad vaxa dr grasi sem kven-
vera og lit & sjalfa mig sem sbgumann. Verkin hér fialla um einst=fa
modur mina med sitt breida bak.

Mysterious Disa

I have always considered the graphic process a direct way towards ex-
pression, just like any other artform, one particular way of cr eative ex-
pression for an artist. While working, I, the cr eator in total control, mainly
use the linoleum and woodcut techniques, to interpr et the state or the
emotions which are brought to life on the paper, In these works 1 stick to
the human being and give a meaning to each figur e, being aware that
their value is similar to that of a good storyteller, who catches the atten-
tion of the audience. I particulary like to define the pr ocess of growing
up as a female and consider myself as a storyteller . These works are
about my single mother, with her broad shoulders.
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Dulddar Disa/Mysterious Disa, 1999
dukristaslinoleum cut, 187 x 75 em
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Geert Opsomer

Ef pu helur einhverjar hugmyndir um sdlgreiningarkenningar Freuds, um
draumaradningar og um skjaldarmerkjafraedi, pa verdur fardin | gegnum
taknreenan heim verka minna audveldari, | grafikverkunum tekst ég & vid
samband karls og konu, valdahlutidll, frelsi og hoft, badi i hversdags-
lifinu og | vidara samhenagi. Egnota tungumal taknfrazdinnar til ad tja mig.
S0 stadreynd ad alla mannkynssdguna hafa takn tekid a sig ymsar myndir
hefur lengl heillad mig; ég ylifaeri stundum mina personulegu merkingu
ylir & tdkn, og medhondia pau a lelkreenan, stundum ostyrildtan hatt. Hin
endanlega talkun fer audvitad eftir heimi og reynsiu ahorfandans. En pad
er alltal heegt ad njota pessara verka hott merkingin sé tviraed.

If you are to some degree familiar with the psychoanalysis of Freud, with
dream analysis and with heraldry, you will possibly find it easier to en-
ter my world of symbols. My graphic works deal with the man-woman
relationship, power relations, freedom and restriction, both in the small
circle of everyday life as on a more universal level. I try to express my-
self in a symbolic language. | am also fascinated by the fact that in the
course of history symbols have gotten dif ferent meanings. 1 sometimes
give a totally personal meaning to a symbol. The symbols ar e handled
playfully, sometimes naughtily. The final interpretation depends on the
personal world of experience of the viewer. One can enjoy these works
even if the meaning is not always unambiguous.
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Huglagir rammar/Cadres Intimes, 1998
aating og biondud taknifetching and mixed media, 10 x 10 x 3 em
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Sigrid Valtingojer

Sem hluti af hinu stéra mannlega samfélagi hel ég malid til tjaskipta, il ad
tia mig. En tengs! min vid mennina komast 4 annad stig i gegnum myndir
minar. Med peim na& ég ekki adeins til vina minna heldur lika til manna |
drum léndum, med dnnur lungumdl — og ég nem skilabod fra peim.
Vinna min er stGdugt ferdi — allt er breytingum undirorpid (alit fiytur), en
sifelll vakna upp nyjar spurningar og pad verdur ad finna ny svbr vid
peim. Petta er heill @vintyr, pvi ad ag veit ekki hvert bad ber mig.

As a member of the larger human society, 1 have a verbal language to
communicate, o express myself, But my communication with people is
transformed through my art works. Through them 1 do not only reach
my friends, but also people in ather countries, speaking dif ferent lan-
guages — and 1 gather messages from them. My work is a continuous
process - everything is subject to change, bul new questions arise and
new answers must be found. This is an adventur e, because [ do not know
where it will be taking me,
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Bergmal/Echo, 1999
einprykk/monotype, 54 x 75 cm

ar



Valgerdur Hauksdottir

Gegnsagi

Titill verksins er .Gegnsaei® og er teeknllega & mbrkum skdlptir-, hijéa-,
pappirs- og grafikverks. Eg byggl myndverkid & samspili renninga ur
punnum japanpappir sem hanga fra lofti og mynda rymi sem leyfa dlika
nalgun ahorfandans par sem engin framhlid eda bakhlid er & verkinu.
Handgerdur pappirinn og prykktar einingar gefa kost 4 gegnsesi og skapa
ahril ljoss og skugga sem |atid er endurspeglast | dljdst skilgreindu hijoal
sem kemur ad hiuta til innan fra verkinu en endurkastar um leid um-
hvarfishljédum stadarins til Ahorfandans. Tilgangurinn er ad skapa vidd
milli migmunandi raunveruleika gegnseeis og stodugleika. HIjo8id er ad
hluta unnid i samvinnu vid Porstein Hauksson tdnskald.

Transparency

The title of this work is "Transparency™ and technically it is a borderline
piece between a sculpture, sound, paper and graphic work. The work is
mace up with an interplay between strips of thin Japan paper which hang

from the ceiling and create space which makes it possible for the viewer

to approach the work from many directions because there is no front or
back side. The hand made paper and printed units cr vate a transparency
and an effect of light and shadow, which is reflected in an unclear sound
which comes from within the work but at the same time echoes the sound

from the surroundings back to the viewer. The goal is to create a dimen-
sion between different realities of transparency and substance. The sound
is in part created in collaboration with the composer Porsteinn Hauksson.
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Gegnsai/Transparency, 1999
hiuti at inngetningu, bléndud teekni/part of installation, mixed media
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Annu Vertanen

Smam saman lzr ég silell meira um heillandi edi grafikurinnar.
Tilgangurinn er ad uppaditva [ gegnum eigin verk eitihvad sem ég vissi
ekki ad vaari til, auk pess sem ég kynnist sjalfi mér betur. Myndirnar eru
samruni peirra hiuta sem hreyfa vid mér, en astaedur fyrir skbpun peirra
koma Ur minu eigin lifi. Eg vil ad myndimar visi alll | senn til stadar og
stundar, hins dljdsa, hins reikula. Auk litarins er timinn mikilvaegur pattur
[ myndunum. Eg vil ad dhorfandinn staldri vid og hugleidi timann &
tviviBum fleti; myndin verdur skyrarl og betur skilgreind, en ath&ninni
olokid.

Step by step, | learn more about the fascinating nature of printmaking.
My aim is to discover through my work something that | didn't know
existed, as well as learn to know myself. My images ar e syntheses of the
things that move me; but the reasons for creating them come from my
own life. 1 want my images to show simultaneousness and vagueness,
indecision. Besides colour, time is an important element in my images. |
would like the viewer to stop and observe time in a two-dimensional
image; the image becomes sharper and better defined, the event is unfin-
Ished.
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Hisid mitt (Von)/My House (Hoping), 1998
trérisia med alpynnuw/ woodeul on aluminum plate, 160 x 180 cm
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Knut Ormhaug

Classical graphi(; arts The definition of graphic arts could be given
in a few words as different forms of prints in

various editions. It consists of a variety of techniques for mass production of images
that ensure a considerable distribution of that image, so that more people can enjoy it.
That is to say: Enjoy art.

Traditionally the graphic arts are divided into four groups: High print (woodcut,
sylograph, linocut), plain print (lithograph), deep print {copperprint, dry point, etch-
ing, aquatint), and stencil prints (seriograph or silk screen).

Woodcut

The European history of graphic arts goes back to the Middle Ages, or to the end of the
14th century. The oldest graphic technigque is the woodcut. The woodcut is a high print
medium; those parts are removed from the wood or the wood plate, that are not in-
tended to transfer colour to the printed surface.

Johan Gutenberg, from Mainz in Germany, is said to have discovered the bookprint
around 1440, which was considerably later than the graphic printing process. An im-
portant basis for both of these revolutionary discoveries was the existence of the correct
material for the absorption of ink. Here an old Chinese invention which had been brought
to Europe with the Arabs in the beginning of the 12th century came to good use and has
ever since kept its position as the base for the work of graphic artists — the paper.

In this show we can see that Albert Diirer (1471-1528) used the woodcut as a medium of
expression. The Renaissance artist Diirer was the leading graphic artist of his time and
is today considered to be one of the most important artists of all times. His personal
style is reflected in the lightness and elegance of the line, which created his mastery.
Diirer’s superiour craftsmanship was combined with a talent to create with great artis-

tic character and inspiration.

Diirer emphasized the line in his works. The base for his prints are well prepared wooden
plates, but most of the works were simple prints in black and white. Soon people were
motivated, however, to experiment with new possibilities within the medium. At first
colour was only applied to the simple contours of the prints. This was done by hand
and could be executed by others than the printer. The technique of the colour woodcut,
when a new plate is needed for each colour, is relatively new for our part of the world.
The use of many plates to print different hues and values of the same colour was intro-

42



duced in the 16th century and was referred to as the chiaroscuro-woodcut. Then prints
became infiltered with painterly effects of light and shadow, and were not only limited
to simple line-drawings.

In Japan the woodcut reached its heights with the artists Katsushika Hokusai (1760~
1849) and Ando Hiroshige (1797-1858). In this exhibiton there are two woodcut prints
by Hiroshige. His prints are landscapes in which the artist strives for a personal inter-
pretation of nature and expresses poetic vision of his subject.

Copperprint

The copperprint technique is almost as old as the woodcut technique. The copperprint
is a deep print method, in which one engraves the image into the metal and then when
the ink is applied to the plate, it will sit in the grooves. The plate is then cleaned before
the engraved image is printed onto paper.

In the 15th century Martin Schongauer was the best known artist who used the
copperprint technique and created a special school in the field. So did Diirer in the 16th
century as he became the great master and the image maker, as the copperprint, like the
woodcut, was well suited for his precise use of line and clear forms.

However, from the 16th to the 19th century the copperprint was mostly used for the
reproduction of drawings and paintings that were considered to be of interest to the
public. Such copperprints were images with pedagogic or religious themes, images with
a political message, reproductions of famous paintings and pictures of well known places
—something comparable to the glossy reproduction of postcards in our times.

As part of this development the graphic process was often divided between different
specialists. An artist created the prototype, a graphic specialist engraved the image onto
the copperplate, a printer printed the image on paper and a salesman was in charge of
turning the prints into money.

William Hogarth (1697-1764) is one of the best known artists in English history, both as
a painter and a graphic artist. He became familiar with the copperprint technique through
his apprenticeship with a silversmith, because engraving was part of the techniques he
had to master. Around 1731 Hogarth decided to create images on “contemporary moral
issues”. He painted many series of works which were then reproduced as graphic im-
ages and became extremely popular, so much so that a number of them were repro-
duced without authorization, and in 1735 this brought about the first law on copy-rights
in England. One of the most popular series from this period was A Harlot's Progress
(1731-32). Two works from this series are in this exhibition.

In the last two centuries the copperprint technique has given way as graphic artists
have chosen other techniques to work with.
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Etching

Etching is the deep print technique that is best represented in this exhibition. When
using this technique a copperplate is most often the base, but zink and other metals can
also be used. The procedure is to cover the plate with an acid-repellent base, e.g. harpix,
wax or asphalt, and then a sharp tool is used to draw on the plate, which removes the
acid-repellent base from those areas where colour will later be applied to be pressed on
the paper. Now the plate is put in an acid bath, where the acid etches away at those
parts of the metal that are exposed. The etching time is very important for the final
results, as time variations in the acid bath create weaker or stronger lines. This gives the
artists more flexibilty and increases the aesthetical choices.

The etching technique developed after the copperprint. The first etching prints are from
the first half of the 16th century but it was not until the following century that the acid
technique became generally used. Two of the best graphic masters from the 17th cen-
tury are represented in this show: Jaques Callot (1592-1636) and Rembrandt (1606-69).

The Frenchman Callot is considered to be the first master of the etching technique. His
best known works have the character of a reportage. The 18 print series on the misfor-
tunes and miseries of war, Les grandes Miséres ef Malheures de la Guerre, from 1633 is
perhaps his best known work but his mastery is also obvious in his religious images
and series on the comedia dell “arte actors and his much sadder images of beggars.

It has been stated that Callot made etchings into an independent art form, and that
Rembrandt then inherited the skills of his French predecessor and brought the tech-
nique to perfection. When one is confronted with Rembrandt's prints — as in this exhibi-
tion — one can only bow and acknowledge the genius.

In the bourgeois society of the Netherlands in the baroque era art often took on the
form of self-complacent portraits, detailed still-lifes with all kinds of food, objects and
often a moral message, and landscapes which the art historian Kenneth Clark has de-
scribed as "quasi-topographical’. The painters were for the most part semi-profession-
als, making a living by persuing a respectable profession and painting on the side. Only
a few made a living from art making. Rembrandt was one of these. Frans Hals og Adrian
van Ostade also managed to live off their art, but neither became well-to-do.

Rembrandt married into a wealthy and respectable family through the burgmeister’s
daughter Saskia van Uylenburgh, but was never socially accepted by the circles of his
in-laws. It was inconceivable that artists would rise that high in society. However, art
could be used to glorify the privileged society, which the artists themselves were de-
nied entry into. But in his art Rembrandt could fight for an acknowledgement for the
artist instead of his subject and thereby give him an air of dignity. In reality, however,
these attempts were to little avail.

Rembrandt's first etchings came off the press in 1628, These already give insight into
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Rembrandt's special feeling for the medium and all the possibilities it opens for artistic
expression. In the fourth decade of the 17th century Rembrandt’s signature is found on
etchings that combine excellent craftsmanship and a powerful use of light, a painter’s
attitude on the one hand and a fast and more spontaneous expression on the other. The
painterly character that appeared in his etchings (which he often worked more and
changed with a drypoint) made a permanent impact in the development of graphic
arts, but Rembrandt was still essentially faithful to the classical techniques of etching.
The painterly effect was created with the use of light and dark hues. For Rembrandt the
light did not only have the role of modelling and creating an emphasis, but became a
tool of an expressive creation of character and substance in the subject matter.

The great number of religious motifs in Rembrandt’s paintings — and in 17th century
painting in general — is due to a mandate issued by the Catholic Church in 1563 about
the need for religious education for the masses, where art should be an important player.
This is also reflected in Rembrandt’s graphic prints.

Aquatint

The denotation “the last old and the first modern graphic artist” is often used about
Francisco Goya (1746-1828). He also became the first great artist to use the aquatint
technique.

Goya used this technique for the first time in the last decade of the 18th century. In
etchings the line is of the greatest impaortance; tone variations could be created by tight
and parallel scraping, but the line was still the most important element in the tech-
nique. To be able to create larger areas and finer tones Goya came to the aquatint method,
which is a variation of the etching technique. He spread fine harpiscorns over the metal
plate until it was totally covered. The plate was then heated until the harpiscorns melted
and became fixed onto the plate, but between the covered areas there are tiny spaces on
the metal plate that are free of this cover. The parts which Goya wanted to remain white
on the final print were then covered with acid-repellent varnish. The plate was then put
into an acid bath, in which the acid etched into the uncovered parts of the plate be-
tween the layers of harpiscorn. Time variations in the acid bath created different gray
tones on the printed paper. Goya also used the ordinary line-etching technigque, which
is still quite common in making aquatints.

Like so many others Goya produced prints in series. In the exhibition there are two
examples from the series Los Proverbios and Desastres de la Guerra, the first work being
an etching and the second a mix of etching and aquatint. Like Hogarth Goya took on
social problems and human miseries in his work, but unlike the Englishman he empha-
sized the importance of the general outlines instead of focusing on precision and de-
tails. Still his simplifications do not weaken his naturalistic presentation in any way.
The expressive power in Goya’s work demonstrates his unequalled talent in the me-
dium as well as his artistic power.
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Lithography

In 1824 Goya made the bullfighter series using a relatively new technique, the litho-
graph, which the German Alois Senefelder had discovered by chance in 1798, This flat-
based technique is based on a drawing method using an oily stick onto a limestone. The
stone is then treated with an acid mixture which hardens the drawing and fixes it to the
stone. The acid also affects the stone around the oil, makes it more porous and suscep-
tible to water. After covering the stone with water the ink is rolled onto the stone. The
old principle - that water and oil do not mix - comes into play, the drawing absorbing
the ink but the wetted stone repelling it. The stone is placed in a press and and the
printing process takes place with a mirror image of the drawing appearing on the print.
The drawing can be printed in a large edition without the quality of the print diminish-
ing, which led to this method being used for mass production of a lot of trivial art work.
In this exhibition, however, lithography is presented as an art form.

Besides Goya it was a number of highly regarded French artists who began using the
lithograph technique: Eugéne Delacroix, Théodore Gericault and Honoré Daumier.
Daumier (1808-79) used this technique the most, and looking back he is probably the
greatest master of the lithograph. This humorist, satirist, character-illustrator and so-
cial commentator made his name through more than 4000 lithographs and had great
influence on the develoment of the medium. His best known lithographs were made to
order for the weekly La Caricature in 1830-35 and the newspaper Le Charivari in 1832-60
and 1863-72. Many of these were later collected into series according to their themes.

After Daumier many artists have created excellent lithographic works. In this exhibi-
tion Henri Toulouse-Lautrec (1864-1901) is representative of these. His easily recogniz-
able style seems to have adjusted perfectly to the lithograph technique. The effortless
elegance in his surprising and special prints created a unique style for a whole period.
Anyone who looks at a print by Toulouse-Lautrec knows instantly that it is his work
and that the subject is Paris at the end of the 19th century.

In the new century — which will soon be behind us - the classical graphic arts have
somewhat given way to more modern expressions. Yet they have always been around.
Classical graphic prints have been available through auctions and in special stores. Rare
first editions by famous artists have become very expensive and thus the domain of the
privileged, but are also available in public collections. All the way up to the present
time classical graphic prints have been available to art lovers for a manageable price.
Those who follow the market know that this time is quickly disappearing. More and
more people have become interested in classical graphic prints, and therefor the de-
mand increases — and the prices go up.

Enjoying good classical art will, however, continue to be free for all.
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Eirikur Thorlaksson

An Afterthought We hear the words graphic art — and most of

us start drawing upon memories of various
images, that have obviously been pressed onto paper through one or more impressions.
In front of our eyes a tangled play of lines and colours appear, that come together in one
image — and we also realize that this work can exist in a large number of separate prints,
each an independent work of art. Others may see images of the struggles of dour artists
with heavy stones, rough wooden plates or polished metal, that is then drawn upon,
chisled, etched or scraped. In all of this creative activity chemistry is close at hand,
where dangerous substances, ink and colours, come together in a process that is lead-
ing it all to one goal: To create a work of art, that will stand the test of time.

The test of time? Is this not a description of antiquated working methods? Why on earth
is anyone in this day and age ready to take on the toils of this medium when simpler,
cleaner and more convenient methods are available — are in fact at our fingertips in all
kinds of computers and cameras? Is this grimy work not an out-dated phenomenon, an
example of a strange reverence for the past, and thus the isolation of the artists in ques-
tion from the new and highly evolved world of technology that is charging ahead all
around us?

It would be easy to reach such a conclusion — if not for the fact that throughout history
artistic merit has never depended upon the technical nature of the artworks that have
been under consideration.

It is the emotional and intellectual effect that is fundamental.

This effect is based on personal and indefinable qualities, where the graphic arts, old
and new, certainly have their place in the hearts of most art connoisseurs, and will
continue to do so for a long time to come,

In our times graphic artists in Iceland as well as elsewhere have not hesitated to take on
old techniques, using these in conjunction with the indeterminable possibilities that the
ever changing technology can offer, and have thus continued to create new and aston-
ishing art. Artistic creation is based on what goes on inside the artist, and his selection
of techniques — especially graphic techniques — first and foremost reflects what method
he or she feels is best suited to convey a particular artistic vision.

As long as graphic artists continue to work with the creative ambition that they have in

the past — which they are certainly doing in the works exhibited here - there is no
reason to dispair.
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Patttakendur/Participants

AdalheidurValgeirsdottir

./b. 1959

Adalheidur hefur unnid ad myndlist & gigin vinnustofu fra Pyl hin Giskrifadist fra
grafikdaild Myndlista- og handidaskdla Isiands arid 1982, Hun hefur tekid patt i
fjélda samsyninga basdi hérlendis og erlendis og haldid fimm einkasyningar |
Reykjavik.

After finishing her education from the lcelandic College of Arts and Crafts in
1982, Adalheidur has been working from her own studio in Revkjavik. She has
participated in many group shows in lceland and abroad and has had five pri-
vate exhibitions in [celand.

Anna Lindal
1./b. 1957

land.

Benedikt G. Kristpérsson

f.fb. 1953

Banedikt hefur lokid framhaldsnami fré Slade-listahaskdlan um | London, en lagdi
ginnig stund & nam | listasdgu og forvorsiu sem hann lauk med meistarapréfi
arid 1993 frda Camberwell-listaskdlanum | sdmu borg. Benedikl helur haldid
einkasyningar i Laxemblrg og Reykjavik og tekid patt | mérgum erlendum
samsyningum. Benedikt kennir vid Listahaskdla Islands .

Benedikt finished his graduate work from the Slade Academy of Art in Lon-
don. Besides Graphic Art he studied Art History and Conservation and fin-
ished his M.A, in 1993 from the Camberwell Art Academy in London. Benedikt
has had private exhibitions in Reykjavik and Luxembour g and has participated
in many international Graphic Art shows. He is a teacher at the Ieeland Acad-
emy of the Arts.

Karen Dugas
f./b. 1957

collections and museums around the world
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A medan Anna stundadi nam vidh Myndiista- og handifaskdla Islands far hin
sem skiptinemi til Hollands og Pyskalands. Eftir ad hin lauk framhaldsndmi
vid Slade-listahaskdlann i London hefur hin haldid einkasyningar hér lendis
g a4 Nordurldndum og takid patt i fjdida samsyninga vida | Evrdpu. Verk eftir
Onnu eru | eigu opinberra safna & Islandi og | Svipjoa.

During her art studies in lceland, Anna had the opportunity to participate in
exchange programs (o Holland and Germany. After finishing her graduate
studies at the Slade Academy of Art in London, Anna has participated in nu-
merpus group shows in Europe and she held private exhibitions in Iceland
and in Scandinavia, Her works are in public collections in Sweden and lce-

Karen Dugas er lsedd og uppalin | Kanada. Hon lauk meistaraprofi | myndlist
fra héskalanum | Alberla arid 1982, Sidan helur hin synt | Kanada, |
Bandarikjunum og i Evrépuldndum og einnig [ Japan, Kdreu og Talvan. Dugas
hefur sinnt stjdrnunar- g kennslustdrfum, fengid fidlda styrkja og vidurkenninga
og verk eltir hana ma finna | eigu fjd/da safna og stofnana vida um heim.

Karen Dugas is born and raised in Canada. She graduated with a Masters De-
gree in Art in 1982 from the University of Alberta. Since her graduation she
has exhibited widely in Europe and in the US.A., Japan, Korea and Taiwan as
well as in Canada. Dugas has worked in administration and teaching, and has
received numerous stipends and awards. She has numerous works in public



Christoph Gerling

{1837

Christoph Gerling laardi vid listakademiuna | Minchen og hefur Ira 1974 v erid
désent vid akademiuna | Mirnberg. Gerling hefur haldid einkasyningar allt fra
drinu 1962, og hefur ekki adeins synt g ralik heldur einnig baskur, stuttmyndir og
heimildarmyndir, oft { samvinnu vid adra.

Christoph Gerling studied at the Academy of Art in Munich, Germany, and
from 1974 he has been an Associate Professor at the Academy in Nuremberg.
Gerling has held numerous sole exhibitions since 1962, but he has not only
exhibited his graphic art work, but also books, short fAlms and documentaries,
often in collaboration with others

Gudmundur Armann Sigurjénsson

f./b. 1944

Eftir ad hafa loki® nami vid Myndlista- og handifaskdla [slands hélt Gudm undur
il Gautaborgar og lardi vid Valand-listahdskolann sex ar, Gudmundur hafur haldid
einkasyningar 4 Islandi, | Svipjéd og Danmdr ku og tekid batt | samsyningum |
adrum landum Evropu, Arid 1994 var Gudmundur basjarlistamadur Akureyrar,

After finishing his studies at the leelandic School of Arts and Crafts, Gudmundur
went to Gothenburg in Sweden and continued his education at the Valand Art
Academy for & years. Gudmundur has had private exhibitions in Iceland, Swe-
den and Denmark and participated in group shows in other European coun-
tries. In 1994 Gudmundur was nominated as the City Artist of Akureyri in north-

ern leeland.

Gudny Bjork Gudjonsdottir

{./b. 1863

Gudny lauk nami fra Myndlista- og handifaskéla Islands ar id 1997, en haustid
1996 var hin skiptinemi vid listahaskdlann | Helsinki, Fra pvl hin Gtskrifadist
hefur Gudny tekid batt | mGrgum samsyningum & islandi, en einnig alpjofleg ri
samsyningu | O8insvéum | Danmdr ku.

Gudny finished her degree from the Graphic Art Department of the Ieelandic
College of Arts and Crafts in 1997, In the fall of 1996 she studied at the Art
Academy in Helsinki, Finland. Since her graduation Gudny has participated in
many group exhibitions in lceland and one in Odense in Denmark.

Halldér Asgeirsson

/b, 1956

Hallddr var tvisvar vid nam vid Parisarhdskaéla, 1977-80 og 1983-86. Hann
héll fyrstu einkasyningu sina 1981 og hefur sidan haldid & pridja tug syninga
bedi hérlendis og erlendis og lekid patt | fidlda samsyninga & Islandi og |
Evrdpuléndum. Hallddr hetur ainnig synt gjér ninga reglulega allt fra arinu 1978,
Halidér 4 verk i listas6fnum a Islandi, i Nutimalistasafninu | Helsinkl og i
Nutimalistasafninu | New York auk Guggenheim-safnsins | sému borg.

Halldér studied art at the University in Paris 1977-80 and 1983-86. He has
held up to 30 private exhibitions since 1981 and partcipated in numer ous group
shows in lceland and Europe. Hallddr has also showed performances onar egu-
lar basis since 1978, Works by Hallddér are in public institutions and museums
in leeland and at the Contemporary Art Museum in Helsinki, Finland and in
MOMA, New York. as well as in the Guggeinheim Museum in New York.
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Ingibjorg Johannsdottir

f./b. 1966

Eftir a8 hafa lokid myndiistarnami & Islandi fér Ingibjdrg til Mew York og lauk
melstaragradu fra Pratt-stofnuninni drid 1994. | tvigang helfur hin Tarid | sérstakt
nam | myndskraytingu til New York og Salzburgar | Austurriki. Ingibjtrg hafur
synt baedi hérlendis og erlendis.

Alter completing her art studies in Ieeland, Ingibjiir g studied at the Pratt Insti-
tute in New York and graduated with an M.F.A. in 1994, She has twice attended
special programs in illustration in New York and in Salzbourg, Austria. Ingibjisrg
has shown her work nationally as well as internationally since 1991.

Kristinn E. Hrafnsson
I./b. 1960

Kristinn laeri myndlist & Akurayri, | Reykjavik og | Minchen til drsins 1990
Kristinn hlaut Menningarverdlaun DV fyrir myndlist arid 1991 og hafur unnid
samkeppnir um dtilistaverk sem hafa verid sett upp | Reykjavik og vidar & landinu.
Kristinn hefur haldid einkasyningar hér heima og | Finnlandi og tekid batt | fidlda
samsyninga innanlands sem utan. Samhlida listskopun hefur Kristinn kennt og
haldid fyrirlestra & Islandi og i Finnlandi.

Kristinn studied art in Akureyri, Reykjavik and Munich, Germany, until 1990.
He received the DY Cultural Prize for Art in 1991 and has won competitions
for public art works which have been put up in Revkjavik and thr oughout lee-
land. Kristinn has had private exhibitions in Iceland and Finland and partici-
pated in many international group shows. In addition to his art work Kristinn

has taught and lectured in leeland and in Finland.

Kristjan Steingrimur Jénsson

Ifb, 1957

Kristjan Steingrimur hdf myndlistarnam | faedingarbas sinum, Akureyri, og ellir
nam vid Myndiista- og handiBaskdla [slands hélt hann til Hamborgar og lendi
bar til 1887, Kristjian hefur synt & {slandi og tekid patt | samsyningum hér lendis
og erlendis. Kristjan hefur sinnt kennslu og stjornunarstérium vid MHI og er
nyradinn deildarstiori vid Listahaskdla Islands

Kristjan Steingrimur began his artl studies in his home town of Akureyri and
after finishing his degree from the leelandic College of Arts and Crafts he stud-
ied in Hamburg, Germany, until 1987, Kristjan Steingrimur has exhibited na-
tionally as well as internationally. He has been on the faculty of the Icelandic
College of Arts and Crafts and has recently been appointed Dean of the Dept.
of Visual Arts at the leeland Academy of the Aris,

Magdalena M. Kjartansdottir

f.fb. 1844

Magdalena lauk arid 1984 nami ir gratikdeild Myndlista- og handidaskéla Islands .
Fra peim tima hetur hin synt um allan heim. m.a. | Austurrikl, Bandarikjunum,
Brasiliu, Japan og Kina. Magdalena hetur fengid ymsar vidurkenningar og styrki
og 4 verk | opinbarri eigu sem og | séfnum & Islandi, | Svipjod og i Noregi.

Magdalena finished her degree from the Graphic Art Department of the leelan-
dic Callege of Arts and Crafts in 1984, Since then she has held private exhibi-
tions and participated in numerous group shows internationally, for example
in Austria, the U.S,, Brazil, Japan and China. Magdalena has r eceived various
grants and her works are in public collections and museums in leeland, Swe-
den and Norway,
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Geert Opsomer

f./b. 1858

Geerl Opsomer er belgiskur listamadur og kennarl, og lauk melstaraprofi |
gralik 4rid 1996. Hann hefur verid &tull vid syningarhald sidastiiflinn aratug a
heimavelli, en einnig | Sudur-Afriku, & Spéni, | Japan og & ftaliu.

Geert Opsomer is a Belgian artist and teacher, who graduated with a masters
degree in Graphic Art in 1996, He has been exhibiting extensively during the
last decade in Belgium, and also in South Africa, in Spain, Japan and in [taly.

Sigrid Valtingojer

f.fb. 1935

Sigrid er faedd og uppalin | Tékkosiovakiu en hefur baid a Island: sidan 1961, Hin
lsardl | Pyskalandi en fauk nami vid grafikdeild Myndiista- og handifaskdlans.
Sigrid hefur haldid margar einkasyningar og tekid patt | tal samsyningum vida
um haim, m.a. & ltaliy, | Japan, Russlandi, Kina, Bandarikjunum og vidar. Sigrid
hefur ennfremur fengid vidurkenningar fré Japan, ltaliu og Bandarikjunum. Veerk
eftir Sigrid eru | eigu fjélda safna og stofnana, beedi islenskra og erlendra.

Sigrid Valtingojer was born and raised in the Crechoslovakia, but has lived in
leeland since 1961, She began her studies in Germany but finished her degree
in Graphic Art from the Icelandic College of Arts and Crafts. She has held many
private exhibitons and partcipated in numerous group shows around the world,
e.g. in Italy, Japan, Russia, China and the .5, Sigrid has received awards from
lapan, Italy and the U.S.; her works are in many museums and public institu-
tions in Iceland and abroad.

Valgerdur Hauksdattir

b, 1955

Valger8ur lauk kennaraprofi | piandlelk adur en hin hélt til Bandarikjanna |
myndlistarnam, Hun lauk meistaraprofi 1983 og arid eftir hot hin kennslu vid
Myndiista- og handidaskéla islands. Arid 1994 vard han deildarstjéri vid sama
skola og tok patt | ad koma & 161 grafiknami til meistarastigs. Valgerdur hetur
fengid ymsar vidurkenningar og styrki hérlendis og erlendis og verid dtul vid
syningarhald Gti um allan heim. Hin & verk | eigu opinberra safna a Islandi og
arlendis,

Valgerdur finished a degree in piano teaching before she went to the US. to
study art. In 1983 she finished her Master of Fine Arts degree and in 1984 be-
came a faculty member at the Ieelandic College of Arts and Crafts. In 1994 she
became the coordinator for the European Master of Arts programme in
printmaking, Valgerdur has received many grants and awards and has works
in public collections in Ieeland and abr oad.

Annu Vertanen
{.fb. 1960

Annu Vertanen ar finnsk grafiklistakona sem hefur synt | Tékklandi. Eistlandi,
Danmérky, Bandarikjunum, Kanada, & Nordurléndum og vidar. Hin & verk |
mérgum séinum og opinberum stofnunum, m.a. | KIASMA, Alvar Altg-safninu og
Mitimalistasafninu { Finplandi, en einnig | Bandarikjunum og Kanada.

Annu Vertanen is a Finnish graphic artist who has exhibited her work e.g. in
the Czech Hupuhhc, Estonia, Denmark, the United States, Canada and Scandi-
navia. Her work is in many museums and public collections such as KIASMA,
the Alvar Alto Museum and The Contemporary Art Museum in Finland, and in
collections in the U.S.A, and Canada.
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