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Olafur Eliasson faddist, élst upp og hlaut sina listmenntun i
Danmérku. Hinn alpjodleqi listheimur var fré upphafi
starfsvettvangur hans og par hefur Olafur komid, s&d og sigrad
4 drfaum drum. bad gerdist med svo afgerandi haetti, ad
sérfraedingar um hraeringar | samtimalist telja ad hér sé kominn
ginn athyglisverdasti myndlistarmadur okkar tima.

Olafur er af islensku foreldri og hefur fra unga aldn satt mjGg
til ttingja og vina hér a landi; pad er bvi edlilegt ad alykta ad
landid, nattiran, falkid, vedrid og dbyggdimar hafi att hlut i
proska hans sem persénu og listamanns. [slensk nattira hefur
reynst honum notadrjig uppspretta leida til ad koma syn sinni
4 heiminn & framfzeri i fjslmargum vidfangsefnum. Ymsir
héfundar sem fiallad hafa um verk Olafs segja einhvers konar
norena eda jafnvel islenska vitund smedvitad gegnsyra
myndsyn hans.

Olafur nytir ahrif umhverfisins medal annars til ad skapa nyjar
adsteedur, par sem gesturinn parf ad beita ollum skynfaerum til
ad nema pa heild sem listamadurinn skapar med nyju samspill
liéss, skuaga, dferdar, lita, hita, kulda og lyktar. Kunnugleg
fyrirbaeri nattirunnar enu slitin Ur sinu edlilega samhengi og
faerd | nyja umgjdrd, sem leidir til peirra fislbreyttu tilfinninga
sem verkin vekja med okkur. Pessi undarega bversdgn um
nidurbrot og endurrddun er einn mikilvaegasti lykillinn ad peim
hughrifum, sem skekkja skynjun ahorfandans i névist verka Olafs,

Olafur Elfasson was born, raised and educated in Denmark. The
international art world was his chosen field from the outset, and
that is where he has friumphed in only a few years. This happened
in such a convincing way that experts in the twists and turns of
intemational contemporary art agree that one of the most thought-
praveking artists of our times has been identified,

Dlafur is of lcelandic parentage, and has from an early age kept
active contact with his family and friends in lceland it is therefore
quite matter-of-course to assume that the country, its nature,
peopls, weather and wilderness have effected his development
as a person and an artist. celandic nature has provided him with
rich resotirces for presenting his vision in numerous projects.
Various writers on his works have noted that some kind of Nordic
or gven Icelandic existence seems to subconsciously permeate

the vision af his warks.

Eirikur Thorlaksson, Director
Reykjavik Art Museum

Eirikur Porldksson, Forstodumadur
Listasafns Reykjavikur

Fyrsta einkasyning Olafs Eliassonar 4 Islandi var i Listasafni
Reykjavikur — Kjarvalsstbdum arid 1998. ba syndi hann fidgur
verk sem reyndu 4 6ll skynfeeri gestsins med fjolbreytni sinni.
N, sex arum sidar, synir Olafur aftur i Listasafni Reykjavikur en
ad pessu sinni { fjdrum sélum | Hafnarhusinu. Enn er pad
rikidaemi skynjunarinnar, sem listamadurinn faest vid med verkum
sinum sem um leid gefa nokkra innsyn | paer margbreytilegu
innsetningar sem hann hefur unnid um allan heim & undanfémum
arum. Jafrvel yfirskrift syningarinnar, ., Frost Activity”, byBur
upp a ymsar tilkanir.

Personuleg skopun er adalsmerki allrar shugaverdrar listar,
Ovaent endurskdpun sem og nysképun | umhverfinu er ain
sterkasta |eidin sem listamenn hafa fundid til ad fa okkur til

ad staldra vid, lita upp og vega og meta pa tilveru sem vid
hraerumst I, Pad hefur Olafi Eliassyni tekist med eftirminnilegum
haetti,

Olafur uses the influences of the environment among other things
to create new circumstances, where the guest must use all his
sensas to fathom the whole that the artist creates with a new
interplay of light, shadow, texture, colour, heat, cold and smell
Familiar natural phenomena are taken out of their natural context
and put into new circumstances that in turn lead to the diversity
of feelings, which the works invoke in us. This strange paradox of
breakdown and rearrangement is one of the most important keys
to the influences that disturb the viewer's comprehension when
confronted with the works the artist.

Olafur Eliasson's first private exhibition in lceland was at the
Reykjavik Art Museum, at Kjarvalsstadir in 1998. There he showed
four works, each of which tested the guest's every sense with their
multiple levels of interpretation. Now, six years later, Olafur is
again exhibiting in the Reykjavik Art Museum, this time in four
halls in Hafnarhis. It is still the wealth of the senses that the artist
tacklas in his works, which simultanecusly give insight into the
variety of installations that he has created all over the world in the
past few years, Even the title of the exhibition, *Frost Activity”,
can be interpreted in various ways,

Personal ereativity is the hallmark of all interesting art. An
unexpected re-creation as well as the creation of an original
environment is the strongest method that artists have found to
get us to stop, look up and take measure of our existence. Olafur
Eliasson has managed to do this in a memorable fashion,



Gunnar J. Arnason

Frost Activity



Speglasalir og kviksjar

Eins og nafnid gefur til kynna pa stendur Hafnarhisid nidur vid
gomlu héfnina | Reykjavik, stor, hvit og gré bygaing  fidrum
haedum, sem gegndi 4dur marghattudu hlutverki fyrir starfsemi
vidd hisfnina, en er nina ad mestu notud fyrir skrifstofur, Fra
gatunni sem snyr ad midbaenum er fatt sem gefur til kynna ad
bad hysi listasafn, annad en fleyglaga flétur merktur Listasafni
Reykjavikur, sem virdist eins og hann hafi verid sneiddur dr
veggnum og slatir yfir gangstéttina yfir inngangi med
rennihurdum, Pegar inn er komid blasir vid stor gangur klddur
svortu jami, miklu steerri og haerri undir loft en madur gaeti att
von &, sem gengur pvert | gegnum bygainguna, og vid hinn
endann sést Gt & héfnina | gegnum stéran glugga. A vinstri
héind er afgreidslubord, g pegar gengid er til haegri fram hja
tveimur voldugum sdlum pa er komid ad vegg med tveimur
dyrum | sitt hvorum endanum, sem liggja ad einum og sama
salnum. Inni i salnum blasir vid flisalagt golf, med margbrotnu
munstri sem bylgjast eftir honum endildngum. Storar ferkantadar
salur bera uppi loftid, og begar litid er beint upp ba sést madur
horfa & sjalfan sig & hvolfi standandi & flisalégdu gélfinu. Salurinn
virdist tomur ad 6oru leyti en pvi ad pad er einhver staddur
inni i honum sem hordir 4 sjalfan sig og golfid speglast i loftinu.
Pannig er adkoman ad syningu Olafs Eliassonar og verki hans
Frost Activity.

Hall of Mirrors and Kaleidoscopes

As its name implies, Hafnarhus (harbour house) is located between
the old harbour of Reykjavik and City Centre. It is a large white
and grey building of four floors, which used to house various
‘companies involved with the harbour and export but it is now
maostly an affice building. From the street nearer City Centre, there
is not much to indicate that there is a museum inside, besides a
slice of wall, with the sign ‘Listasafn Reykjavikur', slanting precariously
over the sidewalk above a sliding doors entrance. Inside there is
a spacious hallway with the walls covered in black iran, much wider
and higher than one might have expected, like a hidden world,
cutting straight through the building with a large window at the
atherend with a view of the harbour. On the left there is a reception
desk, and an the right past two large columns of rough concrate,
thera is a wall with two entrances at each end, leading to the same
room. Inside the hall there is a tiled fioor, with a complex pattern
rippling through the entire length of the hall, Inside, large columns
of concrete hold up the ceiling, which reflects the floor. Looking
straight up, people can see themselves upside down on the tiled
floar. This is the approach to Olafur Eliasson’s exhibition and his
‘work 'Frast Activity'. The hall appears to be empty apart from
-guests gazing at the reflection of themselves and the floor in the
mirror on the ceiling.

Marglitad steingdlfid er gert dr islensku griéti, sem er skorid |
flisar og lagt | munstri sem likist studlabergi. Olafur hefur préad
munstrid undanfarin tvd ar | samvinnu vid Einar Porstein
Asgeirsson arkitekt, sem hefur sérhaeft sig | rannscknum og
itfaerslum a floknum gedmetriskum formum. Golfid er lagt
med prenns konar flisum [ figrum mismunandi steintegundum,
sexstrandingi Or ljosu lipariti, ferstrendingi Gr gragryti, og
tveimur jafnstorum ferstrendingum | mismunandi dékku basalti,
Ef munstrid er skodad gaumgaefilega sést hvemnig sjdnhverfingin
i munstrinu breytist aftir bvi hvar stadid er i salnum og i hvada
att er horft, Vid sjgum tréppuganginn | munstrinu pannig ad
dakku og ljosu fletimir virdast ymist vera |&dréttir eda laréttir,
kaszalaga form med fjarvidd sem erfitt er ad henda reidur a.

Studlaberg er ad finna vida a lslandi, en pad er dkvedid
jardfreedilegt fyrirbrigdi sem verdur til begar hrauntjém storknar
og rammal hennar minnkar vid ad kélna, Pa klofnar bergid |
sexhymda studla med sléttum flétum. Petta er dkaflega sldand
nattirufyrirbrigdi ekki sist vegna pess ad pad er svo mikil regla
i pvi, | steerd og rodun studlanna. Studlabergid & sér sterkar
skirskotanir baedi | myndlist og byggingarlist 4 Islandi. Einar
Jénsson, myndhéggvari, gerdi studlabergid ad pjddareinkenni
i hoggmyndum sinum snemma & tuttugustu dld, og hisameistan
rikisins, Gudjon Samuelsson, notadist vid studlabergsstef |
byggingum sinum & fyrri hluta aldarinnar til ad gefa peim
bjodlegt yfirbragd.

The multicolour floor made of lcelandic rock is cut in a pattern
resembling columnar basalt, a distinctive lava rock formation which
is widespread in loeland. Efiasson has been developing the colurmnar
pattern for the last couple of years in cooperation with the lcelandic
architect and designer Einar Thorsteinn Asgeirsson, wha has
specialised in research and development of complex geometric
forms. The floor is covered with three types of tiles, a hexagon in
light valcanic rock, and two types of quadrilaterals, one in grey
stone and another that is repeated twice in darker basalt. A careful
examination of the pattern will reveal how it changes when seen
from the viewer's different angles and positions within the hall
The undulating zigzag of dark and light planes seems either convex
or concave, like a stack of solid forms in an unfathomable
perspective design.

Columnar basalt, called Studlaberg in lcelandic, is a common
geological rock farmation in Iceland. It occurs when a poal of
molten [ava hardens, and as it cools, its volume decreases, causing
the lava to splinter into separate hexagonal columns similar to a
crystal formation. It is quite a distinctive natural phenomenon,
especially because of the surprising reqularity of form, size and
order of the columns, Columnar basalt has strong connotations
in lcelandic art and architecture. The sculptor Einar Jonsson made
columnar basalt a national characteristic in his monumental
sculptures early in the twentieth century, and the Official State
Architect, Gudjdn Samuielsson, used the same theme in his public



Patt salurinn sé i vissum skilningi témur ba gera vidbaetur Olafs
pad ad verkum ad vid forum ésjalfratt ad skoda betur
bygginguna sjdlfa, salinn og viddir hans: munstrad steingélf,
sem minnir a kirkjugolf fyrri alda, speglar i lofti og faein ljs,
steinsteyptar sdlur og medfram veggjum til beggja handa hlerar
sem na fra golfi upp | loft med bungum jamslam og hjérum.
Syningarsalurinn er stadsettur | gamalli vérugeymslu par sem
gert var rad fyrir ad lyftarar og vérubilar gaetu keyrt inn af
gétunni. Petta virdist kannski ekki skipta mali, en begar vio
skodum verk Olafs | sambengi vidd hisid og fortid bess ba kemur
petta allt heim og saman. Golfi og lofti salarins er breytt, ag
all tifinning fyrir ryminu er sett | uppnam med siénblekkingum
i gélfmunstrinu og spegilmyndinni | loftinu. Speglaloftia staekkar
herbergid og gerir um leid dhorfandann ad midju verksins. Vid
verdum vor vid hvemig arkitektarnir hafa sémuleidis gjérbreytt
skynjun okkar & ryminu jafnframt bvi ad halda mérgu éhreyfdu
og hrau eins og stlunum f salnum. Hasid, safnid og verk Olafs
til samans mynda margbrotid mésaik af tilvisunum | sbgu og
menningu, auk pess sem bad leikur sér med skynjun safngesta
a ryminu. Slik namni fyrir umhvedfinu er daemigerd fyrir list
Olafs Eliassonar, hin fangar dhorfandann fra fyrsta andartaki
og gerir hann ad medvitudum hluta verksins og batttakanda i

bvi.

Syning Olafs Eliassonar, Frost Activity (frostvirkni], vekur upp
minningar um fyrstu meirihattar syningu hans a lslandi, 3

buildings in the first half of the century to imbue them with a
national identity.

The tiled pattern, reminiscent of barogue church floors, is mirrored
in the ceiling with a few light fixtures, concrete columns, and along
the walls on each side are large shutters reaching from floor to
ceiling with heavy iron hinges and bolts. Even though the hall is
in asense empty, Eliasson’s additions encourage us to examine
the building, the hall and its dimensions more closely. The exhibition
hall is situated in an old storage depot which was designed so
that fark-lifts and small vans could easily drive in, straight off the
street. This may seem like a minor detail, but when we consider
Eliasson's intervention in the context of the house and its past,
the whale project starts to take on a wider significance. The floor
and ceiling are altered, and our whole sense of the building is
upset with tricks of perspective in the floor pattern and mirror
reflactions. We also bacome more sensitive to how the architects
have completely altered our perception of the building, leaving
parts of it intact and in a raw state, like the columns. The building,
the museurn and Eliassan’s project fuse into a complex mosaic of
historical and cultural references; they too play games with the
viewers' perceptions of space. Such sensitivity toward the
surroundings is characteristic of Eliasson's work, capturing the
viewer from the first moment and making him an involuntary
participant in his art.

Kjarvalsstédum arid 1998. 54 syning heilladi félk 48ur en pad
hafdi fengid radrim til ad atta sig & hvad var 4 seydi. Par syndi
Olafur eina af sinum étrilegu kviksjam, Pin samsetta syn, en
ein slik gegndi einmitt mikilvaegu hlutverki & syningu Olafs 4
Feneyjarbienalnum sumarid 2003, par sem hann var fulltrii
Dana, Kviksjain var meira en mannhaedarha og sex og halfur
metri 4 lengd. Mjorri endinn & trektinni var i augnhad og
shorfandinn gat horft Gt | gegnum hann og 58 hvernig
gangurinn og annad folk sem st68 fyrir framan spegladist i dtal
bratum, eda stadid fyrir framan keiluna og ordid hluti af
brotakenndri spegluninni. Keilan var sexstrend, en nedri hiuti
vidari endans hafdi verid sneyddur burt bannig a8 folk gat
gengid inn i keiluna sem var pa fimmhymd i laginu eins og his
med pakmaeni. Hegt var ad ganga | kringum kviksjana sem
st3 Ut & midju og grannskoda hana, hvernig hin var samsett
og haglega smidud. Syningargestir umgengust verkid eins og
stort leikfang, sem var hvort tveggija i senn heillandi sjonarspil
en baud einnig upp a margslungin heilabrot. Bém og fullordnir
stilltu sér upp inni | kviksjanni og skiptust 4 ad horfa med undrun
i gegnum gaegjugatid og virda fyrir sér margsiungid
spegilmunstrid. | fidlmargum verkum hefur Olafur notfert sér
spegla og margvislegar sjonhverfingar sem hagt er ad framkalla
med peim. Mikilfenglegast beirra er ad sjalfségdu verkid The
Weather Project i Tate Modern safninu i Lundinum, par sem
loft tirbinusalarins er bakid med speglum & sama hatt og gert
er i verkinu i Hafnarhusinu. Pessi leikur med sjdnskynid, dsamt

Frost Activity brings back marnories of Eliasson's first major
exhibition in Iceland, at the Kjarvalsstadir exhibition hall of the
Reykjavik Art Museum, back in 1998, The show took the public by
surprise from the start. On that occasion he exhibited ane of his
amazing kaleidoscopes. One such was the centrepiece of his
exhibition at the Venice Biennale in the summer of 2003, where
he represented Denmark. The kaleidoscope at Kjarvalsstadic was
six and a half meters long and mare than two meters high. The
narrow end of the cone-shaped funnel was at eye level allowing
the viewer to look through at the pecple and the corridor reflectad
in the mirrored walls, or to stand in front of the wider end and
become an unwitting subject of endless reflection of symmetrical
farms. The cone was hexagon-shaped, with the lower end sliced
by the floar so that the profile of the wider end of cone was a
pentagon, suggesting the shape of a house with a slanting roof.
The kaleidoscope was freestanding so one could walk around it
and examine how skilfully it was constructed. The guests
approached the work like a large toy and a fascinating spectacie.
Bath children and adults took turns standing inside the cone and
locking through the peephole at the intricate patterns of reflection.
In many of his works, Eliasson has used mirrars and the different
illusions they can conjure. The most magnificent example is withaut
doubt the The Weather Project at the Tate Modern Museum in
London, where the ceiling of the Turbine Hall was coverad with
mirrors, similarly to Hafnarhus exhibition. Eliasson plays these kinds
of visual tricks, and the public's strong reaction to and participation
in his art is worth considering more closely
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muldi grjétid undir fotunum med tilheyrandi braki. [ hinum
endanum tak vid salur lystur med gulu |jdsi sem takmarkadi
algjéirlega litskyn og gerdi allt litlaust | graténa skala i
sérkennilega guln birtw.

Kviksjana a Kjarvalsstodum 1998 kalladi hann Your Compound
View (bin samsetta syn) og s4 titill gefur f=ri a margskonar
utleggingum. Pad er eftirtektarvert, og nokkud sem sumir sem
fialla um verk Olafs hafa vakid athygli 4, ad i titlum ad mérgum
verkum dvarpar hann ahorfandann beint med annarrar persdnu
fornafni. Pad er ekki visad til , samsettrar synar” | einhverjum
almennum skilningi, heldur tiltekinnar synar hvers og eins

Seeing Yourself Sensing

Vision and perception are fundamental components of the ideas
Elfasson bases his wark on. He does not shy away from complex
philosophical issues in his art work or in prose, as was evident in
his show at the Museum of Madern Art in New York in 2001, At
the time of the exhibition, the mussum was undergoing renovation,
and Eliasson seized the opportunity to reflect on the role of
museums and how they affect our perception. The work, as such,
was simple: the windows were covered in strips of mirror so that
when the viewer looked outside, he simultaneously looked through
and into the mirror; in other words he could both see cutside and
inside at the same time. A short but thoughtful catalogue essay
accompanymng the show, called 'Seeing Yourself Sensing’, gives
a clear idea of how he understands the role of perception.

Elfasson starts the article by describing a situation where he is in
unfamiliar territory out in the countryside, trying to find his way
about, deciding which route he should take, and estimating
distances. The activity of navigating through the landscape affects
and sharpens his sense of the environment, which conditions the
way in which he finds his way about and the kind of mental picture
he constructs of the land. In a comparable way the museum, as a
place for experiencing art, is an environment where one needs to
find one’s way about, and which conditions perception. Even
though the museurn attempts to display works of art in 2 neutral
manner, the museum stage-manages the presentation to influence

dhorfanda & hverjum tima. Med , binni” samsettu syn er pwi
verid ad visa til peirrar athafnar ad sja og hvernig . pd" setur
hana saman.

Petta er ekki dsvipad pvi sem kibistar og fltdristar | upphafi
tuttugustu aldar voru ad leita eftir, samsettri syn gerdri Or &tal
brotum, sem hver og einn radar saman i samfellda heild, bad
ma geta sér bess til ad Olafur sé ad gefa [ skyn ad vid faum
hlutina ekki samsetta og heila fra nattirunnar hendi, heldur
verdum vid ad byggja upp heild og sarmfellu Gr bretunum sem
skila sér | gegnum sjénina. En pessi hugsun 3 sér ekki adeins
hlidsteedu i listasbgunni, hin er ekki sidur skyld visindalegri
hugsun, sem & rastur ad rekja aftur til upplysingaaldar, og er
grundvllur visindalegrar heimssynar samtimans: vi géngum
ekki ad neinu gefnu i nattlrunni, hin leetur okkur ekki | t&
okeypis visbendingar um hvemnig okkur beri ad tilka hana, Pad
eina sem vid geturn reitt okkur a er hrtt skynareiti og allar
hugmyndir okkar eru hadar bvi. Oll skynreynsla er skynreynsla
tiltekins einstaklings og enginn getur verid viss um ad reynsla
hans af heiminum sé eins og annarra, pott hann hafi & hinn
boginn heldur ekki mikla dstzedu til a8 atla ad skynreynsla
annarra sé i veigamiklum atridum frabrugdin sinum.

Ekkert er edlilegra en ad rada um skynjanir med tilliti til
persénufornafna, bad sem pu sast begar b leist | kviksjana.
En med lwvi ad tala um pina syn g=tu einhverjir freistast til ad

how the viewer perceives art along certain lines. Eliasson maintains
that contemporary art is aware of how the experience of art is
dependent on context, and it has therefore shifted the emphasis
fromn the waork of art, as the main centre of attention, to spectators
and their possibilities far enjoying meaningful experiences in a
self-conscious and reflective manner,

The article clarifies an impartant aspect of Eliasson’s thought, the
emphasis on the spactator or viewer, and the importance attached
to the act of sense perception as a central concem of his art, not
some particular object, which we can call the work of art. The
exhibition at Hafnarhus bears this out, where the mirror hall frames
the room, and the viewers walks through the hall gazing at
themselves reflected in the mirror above. The attention is tossed
between the stone floor and the mirror ceiling, and the viewer fs
sandwiched between the flaor and its reflection. In same of his
shows Eliasson leads the spectator from one room to the next.
where the sensory effect is dramatic change, as if he ware
experimeanting with the senses and the viewers' responses to
unexpected circumstances. In Eliasson’s show at the Parfs Museum
of Modem Art in 2001, the spectators had to cross a room covered
in volcanic lava rock and fisten to the sound of rock erunching
beneath their feet. At the other end they entered a raom, 'Room
for One Colour’, which was empty but lit with a yellow light which
completely reduced the sense of colour and made evensthing look
colourless or greyish in the curious yellow glow



lata sem skynjunin tilheyr einstaklingnum eins og eign, ad hann
elgi sina eigin skynjun. Um leid og eignarhald er komid i spilid
fylgir ymislegt fleira | eftirdragi, til daemis ad einstaklingnum
sé frjalst ad radstafa sinni skynjun og tilka hana &ins og honum
sjalfum lystir. Er nokkud jafn persénulegt og dadgengilegt eins
o4 skynjun einstaklings? Petta & alveq sérstaklega vid pegar
reett er um skynjun a listaverkum. Pvi er tekid sem sjalfsogoum
hlut ad ahorfandanum sé frjalst ad skynja listaverkid eftir eigin
gedpdtta. Ahorfendur eiga ad hafa sambaerilegt frelsi |
skynjuninni eins og listamadur i skdpun sinni. Petta er likast
vidskiptumn, eftir ad listamadurinn hefur sett verkid & markad,
med pvi ad syna pad | syningarsal, pa er dhorfandanum sem
vidskiptavini frjalst ad radstafa ad eigin vild [ hugarfylgsni sinu
p¥i sem hann skynjar,

En med bvi ad blanda eignarhaldi inn i lysingar okkar & skynjun
erum vid komin Gt 4 varasamar brautir. Pad er ekki haegt ad
tala um ad vid eignumst skynjanir okkar, né heldur ad vid getum
glatad peim til annarra. Fad er rangt ad hlutgera skynjanir 3
bennan hatt, eins og margir samtimaheimspekingar hafa bent
a. Olafur hefur einkum leitad i smidju fyrirbarafraedinga eins
og franska heimspekingsins Maurice Merleau-Ponty.” Skynjun
er dvallt i heiminum, eins og Merleau-Ponty myndi orda pad,
vid lysum ekki heiminum annars vegar og peim hlutum sem
vidh skynjum hins vegar, eins ag um tvenn alik fyrirtbaeri vaer ad
rmda, sem vid getum borid saman. Sikur ruglingur & raetur sinar

The kaleidoscope at Kjarvalsstadir in 1998, called Your Compound
View', invites various interpretations. It is worth noting, something
various commentators have pointed out, that Eliasson addresses
the spectator directly with the personal pronoun 'you'. It does not
refer to some abstract and impersonal concept of ‘compound
wview', but rather to the particular view of each and every spectator
at a given time. So with ‘your' compound view, the title is referring
to the activity of seeing and how ‘you' put it together,

This fs similar to the search by the cubists and futurists in the early
twentieth century for a new order composed of fragments,
integrated into a continuous whole by the viewer himself, We can
conjecture that Eliassan is suggesting that nature does not present
itself to us composed in an arderly whole. The world of continuity
and order is the world of perception and thought, which we have
ta work for by plecing tagether the fragments delivered through
our sensory apparatus

However, this line of thought has parallels in not only art history
but also in empirical thought, which can be traced back ta the
Enlightenment and is the basis of a scientific worldview. From the
point of view of science, we cannot take anything for granted from
nature, which does not give us any free clues as to how we should
interprat her, We can only rely on our raw sensory impressions,
and all our ideas are more or less based on them in ane way or
another. All perception is inevitably perception of a particular
individual, and no ane can categorically state that his own

ad rekja til bess ad vid lesum of mikid Gt or hlutverki persanu-
fornafna i lysingar a skynjun.

| kvikmyndinni Blade Runner kemur vélmenni & rannscknarstofu
verkfradingsins sem hannadi augu hans. A medan vélmennid
handleikur gerviaugu segir hann bessa fleygu setningu: "If only
you could see what I've seen with your eyes”.” En jafvel bott
augnigradslur vaeru magulegar ba er bvi ekki pannig farid |
okkar heimi ad vid getum s&d med augum annarra. Eign a
augum eda skynfaerum felur ekki i sér eign a skynjunum eda
reynslu,

experience of the world is identical to someone else's, although
he may not have any reason to doubt that the experience is in any
significant way completely different from others

There is nothing wrong with describing perceptions in relation to
pronouns, what ‘you' saw when 'you' looked in the kaleidoscope.
However, by using personal pranouns and referring to the
perceptions of a particular person at a specific time, there is a
temptation to speak of them as someone's property, that is, the
person in question owns his perceptions. As soon as the concept
of private property enters the picture, a lot of baggage gets
draggtld alang with it, for instance, the idea that individuals are
free to handle their perceptions and interpret them as they please.
Is there anything as personal and inaccessible as an individual's
perceptions? Art is especially susceptible to this kind of talk. It is
taken for granted that the spectator s free to perceive the work
aof art any which way he pleases. The spectator is entitled to the
same kind of freedom in regard to his perceptions as the artist
with regard to his creative work. It is like business, where the artist
puts his work on the market, by showing it in a public place, and
the viewer as client appropriates the work by perceiving it, and is
tharefore free to do with it as he pleases within the confines of his
own mind.

By involving the notion of property in our description of perception,
we are entering perilous ground. It does not make sense to talk



Hugsanlega er Olafur ad velta fyrir sér einkaeign a skynjunum
i gallerii Tanya Bonakdar | New York and 2000,

Your New is My Surroundings, sem hefur dkvedna samsvarun

I innsetningu

vid speglasalinn i Hafnarhisinu, Par purfti 3horfandinn ad opna
stalhurd sem la inn | herbergi sem var opid upp Or bakinu. |
efri hluta salanins, fyrir ofan augnhaed, voru speglar allan hringinn,
bannig ad bad var eins og dhorfandinn vaeri staddur inni i
nokkurs konar kviksja sem umlukti hann, an pess ad hann saei

sjalfa

n sig speglast. Titillinn segir okkur ad bad sem adrir sja
3 tilteknu augnanluxu tilheyri umhverh ,minu’, med Gdrum
ordum, ad allar skynjanir markist af st6du og hreyfingum pess

sem skynjar @ tilteknum stad og tima. Umhverfi ,mitt” er pad

sem adrir skynja.

Med pvi ad minnka vaegi listhlutarins og auka vaegi skynjunar
dhorfandans er listamadurinn ekki ad gera vidfang skynjana
innhwverfari og dadgengilegri, loka pau inni | hugarfylgsni pess
sem skynjar, pvert @ mati reynir hann ad gera skynjunina
Gthverfan med byl ad setja upp adstaedur bar sem ahorfandanum
er gert mogulegt ad , horfast | augu wid” ymsa pastti | umbverfinu
sem hafa ahrif 4 skynjunaratferlid og hvemig vid purfum sifellt
ad bregdast vid mismunandi dreitum og laera a umhverfid
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Ligs, litraf og vatn

Pegar vid erum buin ad atta okkur 8 bessum veigamikla paetti
i hugsun Olafs pa reynist audveldara ad skilja hin margbreytilegu
birtingarform sem hann kys verkum sinum. Pvi eins og syningin
[ Hafnarhisinu ber med sér ba virdast honum ekki nein takmérk
sett | efni og adferdum og pau gaetu jafnvel virst sundurlaus
og Gsamstaed, En pi fer flami. Sama grunnbema er fylgt i peim
dllum en hvert um sig nalgast pad 4 nyjan hatt med dlikum
ahrifurn.

MBrg af ahrifamestu verkum Olafs nota ljssgjafa & sérlega
magnadan hatt, og notkun hans a ljosi hefur tvimalalaust néd
dkvednum hapunkti med hinu mikilfenglega verki | Tate Modem
safninu, The Weather Project, semn er an efa einhver stérbrotnasta
solarimynd nutimalistar,

Your Activity Horizen (sjdndeildarhringur athafna pinna), sem
hann synir | Hafnarhusinu, er somuleidis afar einfalt en dhrifamikic
wvark. Hringinn | kringum myrkvadan sal er mjd, bein lina greypt
inn | prénga glufu | veggnum | augnhad, sem gefur frd sér ljés
sem skiptir litum. Salurinn er ad &dru leyti tdmur, og ljdsid sem
berst fra skorunni | veggnum er eina lysingin | honum. Linan
svarar til hugmyndarinnar um sjondeildarhring, peirrar imyndudu
linu sem afmarkar svaedi sem vid getum sé4d fra tilteknum
sjonarpunkti, sindeild okkar, Yfirleitt kéllum vid linuna par sem

Light, spectrum and water

Once we have reached an understanding of this fundamental
aspect of Eliasson's thaught, it is easier to understand the many
differant manifestations his works take. As the exhibition in
Hafnarhus exempiifies, there is no boundary to his use of materials
and techniques. and each room might appear detached from the
athers and unrelated. However, this is far from the case; the same
central theme runs through them all, but each takes a different
approach and creates a distinet effect.

Many of Eliasson's most impressive shows use a light source, and
his use of light reached new heights with the magnificent show,
The Weather Project, at the Tate Modern in London, which created
‘one of the most memorable solar icons of modem art,

Your Activity Haorizan at Hafnarhus is likewise a simple but impressive
work. In a darkened room a thin line of light shines through a
narrow gap in the wall at eye level, encircling the room and
constantly changing colours, rotating through the colour spectrum
“gvery few minutes. Otherwise the room s empty, apart from four
columns, and the light is the only source of illumination. The line
represents a horizon, the imaginary line that limits the reach of
the field of vision from a particular vantage point. Usually we call
the line separating earth and sea the horizon, but it is also used
in a more general sense. as can be seen in Eliasson's photographic

himinn og haf mastast sjéndeildarhringinn, en hann hefur
almannari skirskotun, eins og i lidsmyndaseriu Olafs Horizen
Series (sjondeildarhringir), | salnum vid hlidina &, bar sem himinn
miztir landi,

bad er umhugsunarvert, ad | titli verksins er visad til
siondeildarhrings athafna: Ekki er augljdst hvad petta geeti pytt.
Gaeti bad verid endimérk hins framkvamanlega, endimérk
pekkingar? Par sem dhugi Olafs a fyribeerafradi er bekktur ba
er freistandi ad tdlka titilinn | samhengi vid hugmyndir byska
heimspekingsins Edmunds Husserls, helsta hugmyndasmids
stefrunnar. Hann lysir pvi hvemig skynjun & tiltekinni afstodu
hluta feli dvallt i sér vitund um adrar mégulegar skynjanir, en
bessir moguleikar eiga sér takmiark og Husserl notar hér likingu
vid sjondeildarhringinn og talar um ,sjondeildarhring
moguleika®.* Skynjun & tilteknum sal serm madur geeti verid
staddur i, er annars vegar samsett Or pvi sem haegt er ad sja
beint, eins og staerd salarins og lit veggjanna, og pess sem er
utan sjanskynjunar, en sem vid verdum okkur dskynja um, eins
og pad ad salurinn er | hisi § annarr had og leidir ad 58rum
s&lum. Ad pessu leyti er skynjun takmorkud af sjondeildarhring
allra magulegra skynjana sem bundnar eru tilteknum stad og
tima. En ef vid leyfum okkur ad tala um skynjun sem athéfn,
eins ag adur var minnst 4, ba er nafngiftin i tithinum ekki fraleit.
Jafnvel pott veggir salarins takmarki syn okkar, pa eru
magulegum skynjunum engin augljds takmérk sett, svipad pvi

series, Horizon Series, In the adjoining room, where heaven and
earth meet.

The title gives pause for thought, and mentioning activity in
connection with a horizon may sound like a riddle. What this
signifies is not obvious. Could it be the limit of the achievable or
the limits of knowledge? Keeping in mind Elfassen's interest in
phenomensology, it is tempting to put a phenomenological gloss
on the interpretation of the title. The German philosopher Edmund
Husser! describes how direct sense perception of a particular
aspect of things always invalves an awareness of other possible
parceptions of the same thing, However, there is a imit to these
possibilities, and Husser! uses the metaphor of & “harizon of
possibifities ™ Our perception of a particular room is composed
from what can be seen directly, like the size of the room and colour
of the walls, and that which is beyond the reach of the senses, but
which we may be aware of and might be able 1o sense, like the
adjoining rooms and the fact that the room is on the second floor.
In this respect perception is limited within the horizon of all possible
sense perceptions bound by a particular time and space. But if
we follow Eliasson and regard perception as an activity, as
mentioned before, then the title makes sense. Even though the
walls of the room limit our vision, the possibilities may seem
limitless, just as when we look out to sea, and the horizon appears
to be infinitely far away. Our perceptions are not only affected by
what is directly perceivable, but there are also other aspects of



begar vid horfum til hafs og sjéndeildarhringurinn virdist
dendanlega langt i burtu. Og maguleikamir felast ekki adeins
i peim skynjunum sem vid gerum rad fyrir en blasa ekki vid
augum i sdmu andrd, pad eru lika adrir baettir sem hafa ahrif
& skynjanir okkar, reynslu, skilning og kenndir, pad er ad segja
paettir sem varda vantingar okkar, hugmyndir um listina oq
hlutverk safna, félagslegir baettir og politiskir, sogulegar viddir,
sidferdileg slitamél og triarlegar sannferingar, og svo maetti
afram telja. Allt saman hefur petta ahrif 4 signdeildarhring
athafna okkar, eda bad sem Husserl kalladi sjilfur Lebenswelt.
ada Lifheim.

Sjondeildarhringur athafna binna & sér nokkrar hlidstadur vid
Snnur verk Olafs bar sem hann hefur notad ligsgjafa svo til
eingongu til ad umskapa umhverfid og hafa bein og millilidalaus
ahrif 3 skynfeer dhorfandans. Pad ma t.d. sja skvedinn skyldleika
vid verkid 360° Room for All Colours sem var synt i

aur surroundings influencing our perceptions, experience,
understanding and feelings, aspects conceming our expectations,
ideas about art and the role of museums, social factors, paolitical
and histarical, moral considerations and religious convictions, and
so an. All these aspects shape cur horizon of activity, or what
Husserl himself would probably have called our it

There have been other occasions like Your Activity Horizon where
Eliasson has used light exclusively to transform the surroundings
and have a direct and unmediated effect on the spectator’s senses.
We can see a certain resemblance to' 340° Room for All Colours
that was on display at the Parls Museum of Modern Art in 2002
a specially constructed circular room illuminated with the colour
spectrum. In Room for One Colour, mentioned before, an exhibition
hall that was entirely empty was illuminated by a yellow fight,
making everything inside the hall colourless. Eliassan never uses
paint or other substances to colour things; all his experimants with

Nitimalistasafni Parisarborgar arid 2002, hringlaga herbergi
upplyst med litahring sem umkringdi dhorfandann. [ verkinu
Room for One Colour, sem synt var | listasafninu | Graz |
Austurriki og vidar, var salur upplystur med gulu ljési, sem
gerdi bad ad verkum ad allt vard litlaust inni i salnum, | bessu
sambandj er vert ad benda 4 ad Olafur notar eingéngu
mismunandi bylgjulengdir ljoss til ad framkalla liti, aldrei litarefni
eins og malningu. | gula herberginu er hann einmitt ad strida
gegn liteiginleikum hlutanna med pvi ad nota ljés sem truflar
edlilega skynjun okkar & umhverfinu. Med bvi beinir hann
athyglinni ad bvi sem gerist i sjdnskyninu, hvemig augad nemur
liti, & mun beinskeyttari hatt en pegar litur er gerdur ad fostum
eiginleika hlutanna med notkun tiltekinna litefna.

Med pvi ad gera ljgs ad bungamidju | maorgum verka sinna
endurspeglar Olafur pa miklu pydingu sem ljés hefur |
heimsmynd visindanna og pvi breytta umhverfi sem

colour are based on the different wavelengths of natural or artificial
light sources. In Room for one colour and again in The Weather
Project, he subverts the colour properties of the surroundings by
using a light source that disturbs our normal perception of the
colour properties of things. This facuses attention on what happens
in sensery perception, how the eye registers colour, much more
directly than when colour is made a permanent property of the
object by using pigment or other colouring agents.

By making light a central concern of his work, Eliasson s reflecting
the great significance of light in the modern scientific worldview
and the modern urban environment. The world of the theory of
relativity, and all that as resulted from it, can be traced to attempts
to explain the nature of light. It is woven into a new world piciure
and is one of its deepest enigmas. Light, space and time are an
inseparable trinity. So it should come as no surprise that many
commentalors see a strong reference in Easson's work to the
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natimamadurinn lifir i. Heimsmynd afstaediskenningarinnar og
allt sem af henni leidir ma rekja til tilrauna til ad skyra edli ljoss.
Pad er samaofid nyrri heimsmynd og ein af staerstu radgatum
hennar. Ljés, nim og timi er prenning sem ekki verdur slitin §
sundur: Pad kemur pvi ekki 3 dvart ad morgum hefur fundist
sam verk Olafs skirskoti til edlisfraedi og heimsfraedi samtimans.
Lics er ekki adeins lykilatridi § heimsmynd okkar heldur einnig
idaglequ lifi. Ny ljdstaskni hefur gjérbreytt skynjun & umhverfiny,
ekki sist & nordurslédum par sem dagsbirtu nytur ekki nema
fagina klukkutima & vetuma. Ef vid litum | kringum okkur sjaum
vidl liosgjafa af marbreytilegustu tegund. A venjulegu heimili
ma buast vid ad finna tugi ljosgjafa af ymsum staerdum og
gerdum, mismunandi gul eda bla, heit eda kold, dauf eda skaer

Tvo grunnelement nattirunnar hafa einkennt verk Olafs alveg
fra byrjun, ljos og vatn. Varla verdur hja bvi komist ad minnast
a hvemig vatn hefur komid vid sdgu | verkum hans, sérstaklega

begar haft er i huga ad & fyrri syningum Olafs 3 slandi pa hefur
vatn gegnt stéru hlutverki. A syningu hans & Kjarvalsstédum
1998, sem adur var nefnd, syndi hann tvé onnur verk. lce
Pavilion stod utandyra og var gert Or pakgrind af malmleidslum
sem sprautudu vatni, | kéldu vedrnu myndadi vatnid ishak med
grylukertum, nokkurs konar gardskyli dr vatni. A sému syningu
var hann med innsetningu sem hann kalladi Parallel Gardens
(Samhlida gardar), & l6ngum gangi tyrfdi hann golfid og vid
endann & grasspildunni var brunnur hladinn dr grjéti, ofan i
brunninum var vatnsida sem virtist soga vatnio nidur | kolsvart
tam, en rangsaelis midad vid pad sem venjulega gerist &
nordurhwvell jardar. Slikar vatnsidur eiga sér hlidstaedur | 6drum
verkum Olafs, eins og verkinu Stop now sem synt var | Lofoten
i Noregi par sem haegt var ad virda fyrir sér iduna i gegnum
gegnsajan glersivalning. Seinna sarna ar syndi hann einnig i
galleriinu i8 | Reykjavik, afar sérstakt og eftiminnilegt verk.

Galleriid var klztt svart ad innan, en inn um gluggann matti

world of physics and contemporary cosmolagy

Light is of key significance not only to our scientific warldview but
also in our mundane, everyday life. New light technology has
fransfermed our perception of the environment, not least in the
cold North where there are only a few hours of daylight during
winter. Ifwe look around us, we see elactric light sources of various
kinds; in an ordinary home we will find dozens of electric light
solrces of different sizes and kinds, warm and cold, bluish and
yellowish, bright and dim.

Two fundamental elements of nature have featured prominently
in Eliasson’s work fram the beginning: light and water, Even though
water is not invalved directly in the exhibition at Hafnarhus, we
can hardly avoid mentioning the significance of water in his work,
especially since it appears in a number of Ellasson’s shows in
leeland

At the Kjanvalsstadir show mentioned before, there were two other
works where water played a role. The outdoor work Ice Pavilion
was constructed from a canopy of metal tubing that sprinkled
water, In freezing weather the water froze to form a pavilion of ice,
At the same show Parallel Gardens was an installation made from
a long strip of turf, and at one end there was a well, constructed
fram roughly hewn rock. Inside the wall was a whirlpool, sucking
water down into a black abyss, but flowing counter-clockwise to
the normal direction of whirlpools in the northermn hemisphere
Such whirlpools have appeared in other works by Eliasson, such
as Stop Mow in Lofoten, where the whirlpool could be viewed
through a transparent glass column. Later the same year Eliasson
had a very memorable and striking installation at the i8 gallery in
Reykjavik. The gallery was covered in black sheeting, and in the
centre of the floor there was a water hose that leaked water into
a basin on the floor, where a pump circulated the water. A strobe
light lluminated the water leaking from the hose and had the
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Ligsmyndaverkefnid: Ad safna [slandi
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Olafur velur sér tiltekid vidfangsefni, t.d. skridjokla eda vita, og
tekur réd mynda af slikum fyricbeerum um allt land, oftast naer
milli 20 og 40 myndir fyrir hverja myndrad. Pegar allar
myndradirnar verda saman komnar fa munu fpeer til samans
mynda nokkurs konar safn af Islandi.

A syningunni | Hafnarhisinu getur ad lita tvaer myndradir sem
en hengdar upp andspeenis hvor annarri, annars vegar Reykjavik,
ligsrmyndir af hisum | Reykjavik, og hins vegar Sjdndeildarhringir,
r6d mynda af sjondeildarhring sem teknar eru & flatlendi vida
um land. | Sjéndeildarhringjum eru 40 myndir sem er radad
upp i fimm délka og tta radir. Hver mynd er i s8mu staerd, og
sjondeildarhringurinn i peim Sllum sker myndfltinn | somu
hlutfalium, pannig ad linan serm myndar sjéndeildarhringinn
liggur | gegnum allar myndimar | sému réd. Upprédunin myndar
dvaent heildarahrif af rondéttum bordum, med ljésum efri parti
og dokkum nedri parti,

Reykjavikur myndrédin er med 72 myndum, i niu dalkum ag
atta rédum, Hun er frabrugdin Sjdndeildarhringjum ekki adeins
i myndefni heldur einnig ad bvi leyti ad myndimar eru ekki allar
[ samu staerdarhlutfcllum. Hlutfall myndanna fylgja hlutféllum
milli haadar og breiddar hisanna, Myndunum er radad upp |
nokkurs konar hnitakerfi par sem breidustu myndinar eru lengst
fil vinstri og mijdustu myndimar lengst til haegri. Haestu myndimar
eru | efstu réd en laegstu myndirnar § peirri nedstu. Minnsta

separate serfes, each with its own subject matter, usually from
20 up to 40 pictures in each series. Most of them are based on
leelandic nature, but there are also pictures of buildings and
people. Taken together, all of the series will comprise Eliasson's
private collection of lcelandic nature.

At the show in Hafnarhus, there are two series hung on opposite
walls of the same room, the Horizon Series, with pictures taken in
the highlands, and the Reykjavik serfes with pictures of houses in
Reykjavik. The Horizon Series consists of 40 photographs installed
in & grid of five columns and eight rows. Each picture is the same
ifi size and scale, and the horizon in each of them cuts across the
picture plane in the same proportion; so that the line of the honizon
runs through all the pictures in the same row. The unexpected
overall effect is of a requliar horizontal pattern of alternating light
and dark ribbons.

The Reykjavik series has 72 photographs in nine columns and eight
rows. It is different from the Horizon series not only in subject
miatter but also with regard to the propertion in the pictures, which
follows the proportionality of the buildings' height and breadth.
The pictures are set in a grid on the wall, with the broadest pictures
ar the left and the narrowest on the right. The tallest pictures are
at the top and the lowest pictures on the bottomn row. This means
that the smallest picture is on the bottom row to the right, while
the largest picture i on the top row to the left. However the largest

myndin eru pvi nedst til haegri | hnitakerfinu og si staersta |
efstu rod lengst til vinstri, Stasrsta myndin er po ekki af steersta
hisinu, pvi staerdin & myndunum endurspeglar ekki raunverulega
staerd husanna, adeins innri hlutfall milli haedar og breiddar.
Pegar hnitakerfid er skodad | heild sinni pa er ljost ad fylat
hefur verid fyriframgefinni reglu vid upprédun a myndum af
hisunum, pvi munurinn milli dalka og rada hvad vardar breidd
og had er greinilega mjog reglulegur.

Paim sem pekkja bakgrunn Olafs =tti ekki ad koma & dvart ad
hann velji sér [sland sem vidfangsefni. Olafur er heimsborgari,
alinn upp og menntadur | Danmarku og hefur blid | Berlin
sidan 1993, en hann er af islenskum toreldum kominn, heimsaekic
landid & hverju dr og notar taekifaend begar hann er hér a ferd
til ad baeta vidd ljosmyndasafnid sitt. Olafur hefur haldid gddu
sambandi vid listalifid | landinu med syningum allt fra arinu
1998, Samband hans vid [sland er pwvi ndid, en ad sama skapi
nytur hann pess ad geta virt fyrir sér land og pjod ur flarlegd
og med gléggu auga gestsins.

Ad vardveita reynslu sina med kerfisbundnum haetti med adstod
ligsmyndavélarinnar er oskop hversdagslegt vidfangsefni
natimafolks, eins og flestir kannast vid af eigin raun. Eigum vid
ad lita & ljésmyndimar sem heimildir um reynslu Olafs af landinu,
eda dminningu um pau dhrif sem ljosmyndataekni hefur haft 3
skynjun nitimamanna a nattdrunni, nina pegar hver einasti

building is not in the largest photograph, and the size of the
buildings is in no relation to the size of the pictures, anly the
proportional relation between height and breadth. When the grid
is viewed in its entirety it is clear that the photographs of the
buildings have been subsumed under a rule, because the difference
between the columns and rows as regards helght and breadth is
obviously very even,

For those who know Eliasson's background, it should come as no
surprise that the photographs are based on lceland, Ellasson is
cosmapolitan. His parents are lcelandic, but he is raised and
educated in Denmark and has lived in Berlin since 1993, He
nevertheless regularly visits lceland to add te his collection of
photographs and has exhibited on a number of occasions since
1998, His relation to lceland is therefore close, while, at the same
time, he can cbserve both the country and its people with the
keen eye of an outsider.

To presarve experiences in a reqular fashion with the assistance
of the camera is an everyday activity of medern people, as most
of us know. Should we view these photographs as testimony of
Eliaszon's experiance of lceland, or are they perhaps a comment
on the influence that photography has had on modem perception
of nature, at a time when every nook and cranny of the world has
been thoroughly photographed? To answer this question we need
to put the photographic series in context with Eliasson's ideas
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fiokinni rafeindatackni af sérfraedingum. Mér synist ad pad megi
skipta peim taskjum sem koma fyrir | list hans [ prennt. | fyrsta
lagi ma nefna taeki sem hann smidar til ad hafa bein ahrif 4 og
gera tilraunir med sjénskynid. Daemi um betta er Room for One
Colour par sem hann notar ljos & prongu tidniswidi til ad breyta
litaskyni dhorfandans. Pad ma lika lita a Sjondeildarhring athafna
binna sem verk af bessu tagi. | 68ru lagi pa hefur hann Gtbaid
tazki til ad fanga tiltekin fyrirbaer, annad hvort til ad einangra
bau eda jafrvel snia peim & haus. Daemi um petta er brunnurinn
med vatnsidunni | Samsida gardar, eda verkid | i8 fra 1998 par
sem vatnsbuna var fryst i tima med blikkljosi. Og i bridja lagi
eru svo taeki sem ma lita & sem myndlikingar fyrir fyrirbaeri sem
ekki er hagt ad syna med venjulegum haetti. Skemmtilegt
daemi er onnur innsetning i i8 arid 2000, bar sem Olafur setti
upp Camera Obscura inni | galleriinu sem varpadi mynd af
g&tunni fyrir utan. Slik Camera Obscura taeki hafa oft verid
notud sem myndlikingar fyrir sjénina, pott pau hafi fallid | dnad
sem slikar | ssinni tid. Kviksjamar og ljosverkid Sjdndeildarhringur
athafna binna maetti sdmuleidis lita & sem myndlikingar fyrir
sjonskynid.

Look into the Box! sam synt var | Nitimalistasafni Parisarborgar
and 2002 er langsamlega margbrotnasta vélin sem hefur verid
smidud fyrir syningu Olafs. Vid smidi hennar naut hann adstodar
Luc Steels, sérfraedings | gervigreindarfraedum sern starfar fyrir
Sony vid préun vélmenna. Litlum kassa var stillt upp i sal, og

this category, like Room for One Calour, where a single filtered
light source upsets narmal colour perception. Your Activity Horizan
can also be seen as a device of this kind. S5econd, there are devices
made to capture ar imitate a specific phenomenon, either to
isolate or even to transform it into something else. Examples are
the counter-clockwise whirloool of Parallel Gardens or the water
fountain transfixed by a strobe light at I8 gallery in 1998. And third,
there are devices that are metaphors for phenomena that cannat
be shown directly in any ordinary way. A nice example would be
an installation at i8 in 2000, where Ellasson set up in the gallery a
camera obscura reflecting the street outside. Camera Obscura
has often been considered as a metaphor far wision, although the
analogy has fallen into disrepute in recent times. The kaleidoscopes
could alsa be seen as metaphors for vision, as mentioned earlier
in this essay,

Look into the box! at the Paris exhibition of 2002 is probably by
far the most complicated machine constructed for Eliasson. |ts
construction was directed by Luc Steels, an axpert in artificial
intelligence at the Sony laboratory for robotics. If the spectator
heeded the title of the piece and looked inside a small box located
in the exhibition hall, a photographic device took a digital image
of the iris of the eye and projected the image onto a wall. The
pattern of the eye was then analysed in a computer by a complex
algerithm to construct a series of sounds, an artificial language,
based on images of eyes accumulated during the show. The ‘aye-

ef kikt var inn [ gat & kassanum pa var Utbdnadur sem smellti
mynd af lithimnu augans og varpadi myndinni upp a vegg.
Sidan tdk fiskinn hugbdnadur vid og greindi munstur augans
og myndadi ur bvi einféld hljodatkveedi eda ,ord" og flutti
hljodverk sem vélin samdi um augad, Eftir bvi sem & syninguna
leid & urdu hljédin margbrotnari par sem vélin reyndi ad skapa
tungumal hljéda dr munstri augna.

Ol slik taski hafa ahrif & skynjun okkar & einn eda annan méta.
En pad er lika hagt ad hafa ahrif & skynjun okkar & hlutunum
med likdnum. A syningunni | Hafnarhisinu eru tveir salic par
sem & petta reynir, annars vegar salur sem hefur ad geyma safn
af Ikénum sem Olafur hefur smidad i ndinni samvinnu vid Einar
borstein Asgeirsson arkitekt, hins vegar er salur sem er nokkurs
konar leikherbergi bar sem er ad finna leikfong, sem sérstaklega
eru @tlud til ad setja saman likén.

A [slandi er Einar Porsteinn einkum bekktur fyrir ad hafa innleitt
og Utfaert kiluhds (geodesic domes), sem byggd eru & hénnun
bandariska uppfinningamannsins og hugmyndasmidsins
Buckminster Fullers, En Einar hefur einnig stundad rannséknir
og sett fram hugmyndir um vistraena byggingarlist,
hvalibygaingar og léttbyggingar, brivida flatarmalsfraedi og
kristalla. Einar stundadi nam i arkitektir | Hannowver & sjounda
dratugnum og vann sidan a Atelier Warmbronn, vinnustofu hins
framsyna byska arkitekts Frei Otto i Stuttgart 8 arunum 1969-

language' was played as an accompaniment to the projected eye
fmage.

All these devices influence our perceptions in one way or anather.
But there is anather way of shaping perceptions, and that is through
models. At Hafnarhus there are two rooms with models. One room
has a collection of models by Ellasson and his collaboratar, Einar
Thorstainn Asgeirssan, architect and designer. The other is a
model construction room, with toys that are especially designed
for modelling. Einar Thorsteinn is best known in lceland for having
introduced and built geodesic domes, which are based on the
design of the well-known inventor and visionary Buckminster Fuller,
Einar Thorsteinn has always been invalved in research alongside
his architectural practice and has published studies on ecological
building, geodesic domes and other light structures, geometry
and erystals. He studied in Hanover in the sixties and later at the
Atelier Warmbronn near Stuttgart, where he worked in the studio
of the German architect Frei Otto from 1959 to 1971, During that
time Otta was working on the roof structure for the Olympic
stadium in Munich.

Einar Thorsteinn and Olafur Eliasson crossed paths first in 1993
and then again three years later by coincidence, when Eliasson
was working on a project, By means of a sudden intuitive realization,
for the Manifests sculpture show in Rotterdam in 1994, Eliasson
wanted to use a light dome structure to cover a small fountain,




71. A peim drum var Otto ad vinna ad hinni vidkunnu
pakhvelfingu fyrir Olympiuleikvanginn § Munchen,

Laidir beirra Einars bPorsteins og Olafs [agu fyrst saman arid
1993 begar Olafur leitadi eftir adstod arkitekts vid verkefni sem
hann vann ad. Premur arum =idar vann Olafur ad Gtilistaverki,
By means of a sudden intuitive realization, fyrir Manifesta
itilistasyninguna | Rotterdam arid 1996, Til verksins vildi Olafur
fa byggingu svipada beirri sem hann hafdi 58 notada til ad
skyla borholum vid Mesjavallavirkjun. Hann komst sidar ad pvi,
sér til nokkurrar undrunar, ad sa sem hafdi hannad pessi lettu

einingahis var enginn annar en sa saml Einar Porsteinn og

similar to what he had seen used to cover hot water walls at the
MNesjavellir geothermal power station in [celand. He later discovered
that the very same Einar Thorsteinn he had worked with three
years earlier had designed the domes. This was the start of

collaborstion between the two that grew in the followi

aspacially after Einar Thorsteinn settled in Berlin. Eliasso
since used _ﬂEDd95|c domeas in same of his works . Tar instance in
The Crop Factory at the St. Louis Art Museurn in 2000, where he
used a dome made of mirrors to wrap a baroque fountain in the
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Their collaboration is clearest in the modal room, which can be

hann hafdi unnid med bremur arum adur. Upp fra bvi hefur
samvinna peirra vaxid jafnt og pétt, sérstaklega eftir ad Einar
porsteinn flutti til Berlinar. Olafur hefur notad hvelfingar i
nokkrum verkum, t.d. gerdi hann hvelfingu Ur spegilgler i
demigerdum Fuller stil fyrir The Drop Factory, [ 5t. Louis Art
Museum arid 2000, sem umlukti barokk gosbrunn sem stdd |

safninu.

Samvinnan er pé greinilegust | madealherberginu, sameiginlegri

fu beirra sem hefur verid ad métast 8 undanfémum

arurn. Umgjordin utan um madelin, hillukerfid sem notad er til
ad syna modelin, er sjalf eins og start model, Inni | kerfinu ma

g8en as a common axpenmental '.-'.-l"\ll'r.-ﬂ-'.-l'_l. and nas Deen

developing steadily in recent years rr'l-_"_r have .':lc'-‘:'gl'!r“.'.!' a system

k.

of three kinds, those that are based on the gecme

as mock-ups for vanous large-scale projects. The models are mainly

- i

principles

of the geadesic dome, kaleidoscopes and other mirmor works, and
-t #

j

the latest addition are the models made of an intricate lattice o

wire mesh or bands. Looking a bit like basket weaving, the models

are in the shape of SOFLs OF SO, Curvad, three-dimensional

forms, But there is nothing caswal about these lattices, Many of

themn follow exact mathematical principles, so-called Ammann



sja badi likén af byggingum, einnig likén sem hafa verid smidud
vidh undlirblning starri verkefna Olafs, Likdnin er einkum prenns
konar, likdn sem eru byggd a reglunum um hvolpok, likan af
kviksjam og odrum speglaverkum, og svo nyjustu likonin gerd
ur viravirki eda béndum og likjast einna helst vefnadi |
tagakorfum. En bad er ekkert léttvaegt vid gerd peirra
sidastnefndu bvi sumar beirra fylgja nakvamum
sterdfradilegum reglum, byggdum & svikalludum Ammann
linum, nefndum eftir Robert Ammann sem uppgdtvadi paar,
og sem mikid hafa verid rannsakadar medal sterdfraedinga a
undanférmum arum.’

Likéin ernu nokkurs konar huglagt hjslpartzeki sem gera okkur
audveldara med ad skynja flokin fyrirbaer, Arkitektar bia til
likin il ad sja betur hvemig dbyggt his kemur til med ad |ita
ut. Efnafraedingar gera likén af efnasambondum og
steerdfradingar teikna likén af fldknum rimfrazdilegum formum.
Reyndar hafa likon jafnvel leitt 1l uppgotvana, vegna pess ad
bau gera okkur audveldara ad sja hvernig hlutir eru uppbyggdir
og tengjast innbyrdis. Pad ma kannski segja ad likanasmidi sé
a grau svaedi milli leiks, listraennar skopunar og visindalegra
rannsokna. Bandariski heimspekingurinn Nelson Goodman
hefur bent & ad pad sé enginn edlismunur & pvi hvemig
visindamenn og listamenn geri sér myndir af heiminum,
Spurningin er miklu frermur hvada hlutverki myndunum er a2tlad
ad gegna. Goodman nefnir fimm meginadferdir sem einna

lines. Named after their inventor Robert Ammann, they have been
attracting growing attention in mathematical circles.®

Maodels can be seen as a sort of mental device, helping us simplify
complicated structures. Architects build moadels to help them
perceive how an unbuilt house will look. Chemists make models
of material compounds, and mathematicians draw models of
complex geometrical forms, In fact, models have even led to new
discoveries, because of their ability to make it easier to perceive
how things are built and relate ro each other. Model construction
involving connecting elements and trying out new combinations
has a playful element. We might even say that madelling occupies
a grey area between scientific investigation, artistic creation, and
games. The American philosopher Nelson Goodman has pointed
out that there is na fundamental difference between the way in
which a scientist and an artist construct a picture of the world. The
question is rather what purpose those pictures play. Goodman
mentions five main methods shared by artists and scientists:
compasition and decomposition, weighting, ordering, deletion
and supplementation, and finally deformation.® If we view mode!
construction in the context of Eliasson's art, we can see that it is
yet anather varation on the theme of perception and construction,
an extension of the activity of perception in material form, where
things are made manually not mentally.

After the model room it is entirely fitting to offer a room where
the spectators can themselves exercise their own imagination,

helst eru notadar: samsetningu og sundurgreiningu, dherslu,
skipan, eydingu og vidbeetur, og afbékun eda ummyndun.® Ef
modelsmidin er sett | samhengi vid list Olafs ba ma lita a hana
sem enn eina Utfarsluna & skynjun sem skdpun, framlengingu
4 atferli skynjunar i efnislegu formi, bar sem hlutir eru smidadir
i hendunum en ekki huganum.

| rékréttu framhaldi af médelherberginu er bodid upp 4 herbergi
bar sem ahorfendur sjalfir geta raynt a eigid imyndunarafl. Eftir
ad ahorfandinn hefur skadad hinn upplysta sjondeildarhring
athafna, gengid padan inn i naesta sal til ad virda fyrir sér
ligsmyndaseriumar, og dfram yfir | madelherbergid, ba er hann
leiddur inn i leikfangaherbergi fyllt med leikféngum. Par fa
syningargestir ad spreyta sig sjalfir | médelsmidi. A spegilbordum
liggja sérhaefd leikfong, Zome Tools, sem hafa m.a. venid notud
til kennslu i flatarmalsfraedi og nattdruvisindum, gerd dr prikum
og samskeytum sem hagt er ad setja saman til ad skapa
margvisleg gedmetrisk farm. Pegar Olafur gefur i skyn ad
skynjun feli i sér framleidslu og skopun pa meinar hann pad
békstaflega, hvort sem augu eda handur eiga i hlut. Hann er
bvi ekki adeins ad hvetja okkur til ad framleida okkar eigin
mynd af heiminum i huganum, med leikherberginu er hann
beinlinis ad bjoda okkur upp & ad smida med héndunum,
sjalfum okkur til gledi og anagju.

Once the guests have taken in the illuminated harizon of activities
and proceeded to the next room to look at the photographic
series, which leads further into the model room, they are thereafter
lad into a room full of toys. There they can try their own hand at
constructing models with specially manufactured toys called Zome
Toaols, which have been used for teaching geometry and the natural
sciences, Thay are made of simple sticks and joints that can be
conveniently combined to form gecmetric shapes of all kinds.
When Eliasson is suggesting that perception involves canstruction
and creativity, he means it literally, whether we do it with our hands
orin our minds. He is not just encouraging us to reconstruct our
own mental picture of the world. The modsl construction reom is
offering us the cpportunity to practice our skills for our own
amusement.

Mediation and the radical museum

Recently Ellasson’s art has developed towards meore direct
invalvement with the architectural setting of his works. For the
catalogue of the The Weather Project show at the Tate Modem
in London, he wrote an essay, 'Museums are radical'.” There he
describes his ideas about mediation and how the art museum
itself mediates. This idea should not be too difficult to fathom,
primanly because anything can be seen to mediate in some way:
a mountain can be seen to mediate the divine; man can mediate
power, But what does the museum mediate? This guestion has
been debated for a long time, and artists of the modern era have




Midlun og hid rottaeka safnhis

bad ma merkja dkvedna proun | list Olafs | pa att ad fast med
beinum hatti vid arkitektir sem umgjérd listraennar upplifunar.
| pessu sambandi ritadi hann afar athyglisverda hugleidingu |
grein fyrir syninguna i Tate Modem ni 8 dogunum, 56fn eru
réttaek. Par byrjar hann & ad lysa hugmyndum sinum um midlun
og hvemig listasafn getur sjalft gegnt pvi hlutverki ad midla.
Passi hugmynd eetti ekki ad vera svo erfid ad medtaka, pvi
hvada hlutur sem er getur midlad med einhverju mati, fjall
getur gegnt bvi hlutverki ad midla guddominum, madur getur
gegnt pvi hiutverki ad midla valdi. Hverju midlar safnhis? Petta
hefur i raun lengi verid bitbein og nitimalistin hefur verid
brigud af peirri hugmynd ad safnid sem stofnun midli ségunni,
hefdinni og menningararfinum, pad er ad segja &llu sem tilheyrr
fortidinni, & bann hatt ad bad heftir framsakna og skapandi
hugsun, sem tilheyrir framtidinni.

Midlunarhlutverk safna er Olafi greinilega mjog hugleikid eins
og kemur skyrt fram i Tate verkefninu, Weather Project. Eitt
meginmarkmid verkefnisins var ad skoda sérstaklega hlutverk
safnsins | midlun listar og hvada ahrif pad hafdi a samskipti vid
safngesti. Olafur stofnadi til samraedna vid starfsmenn safnsins
og arkitektana sem honnudu safnid, um hvernig safnid raekti
hlutverk sitt. Ad nota listrant verkefni til ad skoda hvernig
kerfid virkar er kannski ekki nylunda innan listarinnar, en Olafur

been burdened by the notion that the museum, as an instifution,
mediates history, tradition and heritage, that is, everything that
represents the past, in a way resisting prograssive and creative
thought, which belongs to the future.

Eliasson is clearly preoccupied with the mediating role of museumns
in the The Weather Project. One of the main aims of the project
was specifically to examine the role of the museum in mediating
art and how this shaged its relation to the public. Eliasson entsred
into a dialog with the museum's staff, architect and others invalved
in running the museum, discussing haw the museurn fulfilled its
role. Examining the inner warkings of system within the context
of an art project is not an unprecedented approach in itself, but
Eliasson put forward quite a radical idea, especially when read in
the context of critical discourse about museums and their role in
saciety, namaly, that museums themselves can be radical. Usually
it is taken for granted that museums are inherently conservative
establishments. Scores of artists have taken it to be their mission
to work against the establishment, find ways to confront the
miseum, underming the museum s authority, refuse to work within
the museum's confines, take art out of the museum and into the
streets, and so on. It is typical of Ellasson, to see possibilities where
others see none, to try and reconstruct the accepted picture of
things, by choosing to work with the museum, His idea is basically
that the museum can be a place where the artist and the public
can find an opportunity to reconsider social and cultural



setur fram bysna nystarlega hugmynd, sérstaklega med tilliti
til rédandi umraedu um s8fn og hlutverk beirra | samfélaginu,
en hiin er st ad s6fn geta verd rottak. Venjulega er pvi tekid
sem sjalfségdum hiut ad sofn hljoti ad vera | edli sinu thaldssdm
fyrirbaeri. Listamenn sem lita 4 sjalfa sig sem bodbera rottekra
hugmynda hafa litid 4 pad sem kéllun sina ad reyna ad vinna
gegn sbfnum, finna leidir til 28 afhjipa blekkingar, grafa undan
innraetingu safna, neita ad vinna innan peirra, fara med listina
it Gr safninu, og par fram eftir gétunum. Olafur, aftur 8 mati,
kiys ad vinna med safninu. Hugsun hans er | stuttu mali s ad
safnid geti verid vettvangur sem gefur listamanninum og
safngestinum taekifaeri til ad takast 4 vid félagslegar og
menningarlegar adstadur sinar, upplysa bau skilyrdi sem méta
skynjun, hugsun og atferli.

Med syningu sinni i Hafnarhisinu er Olafur Eliasson ekki adeins
ad vekja dhorfandann til athafna og gera hann medvitadan um
bau &liku &fl, hvort sem pau eru lifedlisfraedileg, menningarleg
eda félagsleg, sem mdta hvernig hann faest vid umhverfi sitt.
Hann skarar beinlinis 4 shorfandann ad taka til hendinni vid ad
endurskapa ba mynd sem hann gerir sér af heiminum. Listin er
hwati til slikrar endurskopunar. Olafur gerir safnhisid ekki adeins
ad vettvangi fyrir list sina, heldur vekur bad upp og virkjar sem
lifandi patttakanda i sjalfsryni ahorfandans.

1. CHadur Ellsason: Seemy Yournel Sensing, Projects T3, The Mussum of Modeen Ar
Mew York, 12:09.2000-21,06.2002
2 Maurscn Marisau: Panty, The Phy logy af Perceptian, 1962 London
3 Blade Rumner, cirector Sidley Scoct, 1962
4 [Cavicd Bell, Musserl, 1990, Londien, p. 150
5 Rossnberg, Angeds, Olatur Elasson. Bayond Noedc Romanticem, Flash Ar, My lune 2000
op. TH1EY
&, B,
7 B Thorstminn and Clafir Ellassnn, To tha inhabl of space in g | and ¥ the spatial
inhabitants in particular, Bawag Fourdanon, Vienna, 2003
B Melpon Geadman, Ways of Waorldmaking, 1978
¥ Ciladr EXsson, Witeurrs srw raciesl, The Waather Project. Tase Pusiiishing 2003
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Pl Yook, 12,09 2000-21.05.2002

2 Maurice Merinau-Porty, of Percsption, 1962, London
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conditioning, examine the forces that affect parception; thought
and action.

Olafur Eliassan’s exhibition at Hafnarhus not only urges the
spectator to react and become self-conscious of the different
forces, whether physiological, cultural or social, shaping how he
deals with his surroundings, but it also challenges the spectator
to reconstruct his picture of the world. Art can motivate such
reconstruction, Eliasson makes the museum building not only a
place for his art, but he also awakens and mobilizes it to become
an integral part of the spectator’s self-scrutiny,

Translation by Gunnar J. Arnasan
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Paul Virilio, 1. oktdber 2003

Olafur Eliasson

List utan sporbauga
Sigurdur Palsson byddi

In so much as the physical presence of the work is now less
significant than the images bouncing off it here and there, what,
today, is the ART OF PLACE? Since the appearance of Land Art,
this gquestion has dogged art lovers and art critics alike. But there
is actually & more radical question: DOES ART TAKE PLACE?
Outside of architecture and stage design, this question also has
a bearing on urbanization and urban development, and, in a more
general way, on the geopolitics of nations, Wheance the enigma
surrounding what, for want of a better word, people call the
installation--that of a community, living or otherwise, of a population
of objects, animate or inanimate. 5o what is the state of play, now,
with the LINK OF PLACE? With what places the work, be it pictorial,
sculptural, architectural, or societal.., Lastly, the word “space” and,
even more so, the nebulous term "environment” have halped to
shroud being here (here or there), that representation-less presence
which borders less on “exhibition” than "appearance . Where the
erstwhile (static) aesthetics of appearance still left @ mark, an
imprint, the aesthetics of (cinematic) disappearance have ruined
one thing after another, bath the classical imprint, and the over-
precisely theatrical notion of REPRESENTATION.

The enduring mistake of pictorial abstraction has been to cling to
"disfiguration *, and even, at a later date, to the more ambitious
notion of "deconstruction *- with the philosophical issue shifting
fram “being”, in the HIC ET NUNC, to “being here”, here and
now, place, the site of appearance and disappearance alike, taking
precedence over "being per 5",

Hvad skyldi eiginlega STADARLIST vera, begar ni er svo komid
ad efnisleg tilvist listaverks skiptir minna mali en (imyndirnar
sem endurkastast af verkinu hér og hvar? Fra pvi ad svonefnd
land-list kom fram, hefur pessi spuming leitad & listunnendur
jafnt sem gagnrynendur. Samt bidur enn rottaskari spurning
svars: A LISTIN SER STAD? Fyrir utan bygaingarlist og
leikmyndagerd snertir pessi spurning proun borgarskipulags
og almennt &8 samband landafraedi og stjdmmala, gedpdlitik
bidédanna. Padan er @ttud radgatan sem ekki hefur fundist neitt
betra ord yfir en innsetning — ymist lifandi samfélags eda
sambylis lifandi og daudra hluta. Og i framhaldi af pessu, hvad
med STADSETNINGL STABARINS? bad ad setja verkid a sinn
stad, myndverk, skilptir, byggingarlist, samfélagsverk... Ad
endingu hefur notkun ordsins ,rymi” eda dljésa hugtakid
Jumhverfi* ardid til bess ad hylja hérveruna — hér eda bar -
bessa nazrveru an sérstakrar svidssetningar sem er skyldan
Jbirtingu” en syningu”. Par sem fyrri tima fagurfredi birtingar
[kyrrstzedrar) skildi eftir sig sper eda ummerki, par hefur
fagurfraedi brotthvarfs (hreyfanlegs) eytt klassiskum ummerkjum
og hugmyndinni um SVIBSSETNINGU sem er raunar of
leikhistengd.

Mistok abstrakt myndlistarmanna voru bau ad einblina a
andstodu vid |, figlrasjén og sidar a ,afbyggingu® sem reyndar
er metnadarfyllri hugmynd, Heimspekilega spurningin faerdist
fra ,verunni® yfir i HIC ET NUNC,  hérveruna” (I'étre 13), hér
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og nud, stadinn, svaedi birtingar jafnt sem brotthvarfs og vard
pannig mikilvaegari verunni I sjalfri sér” [ 'étre en soi).

ba fer madur ad skiljia betur ad i samtimanum riki SKJARINN
yhir RITMALINU, ramminin® yfir midlun myndar 3 studningsflit
sem hverfur med kvikmyndinni og rauntima rafraennar
myndmidlunar. Pannig hefur siaukinn hradi sjénarhornaskipta
valdia rattaskri breytingu & v hvemig vid skynjum CONTINUUM
rymis og tima bar sem hisagerdarlistin er ekki lengur folgin |
byggingarfradilegri motun akvedins svaedis heldur er hin &
leid inn | upprunalegt rymi sitt: gagnynid rymi (for-rimfraedilegt)
sem tuttugustu dldinni tokst ad innleida med &llum sinum
barbarisma sem kenndur er vid byltingar og frelsun,

Um pessar mundir, | upphafi nyrrar pdsaldar, er ljgshrédun 3
dllum skynsvidum, allt frd hnattraznu samspill stjermmala og
landafraedi til hisagerdarlistar og svonefndrar ,samtima®-listar
sem er | raun timalaus; bad maetti kannski kalla petta
SAMTIMALALSA list.

Rymi. Timi. Efni par sem fer fram optisk hrédun & rafraenum
myndum. Pad er ekki bara TEMPO almennrar skynjunar sem
breytist heldur lika hid skynjada rymi, jafnt & yfirbordi og &
dyptina. | stadinn fyrir gedmetriskt ramtak er komin oljas

So we gain a better understanding of the contemporary sway held
by the SCREEN over the WRITTEN WORD. Of the “framed shot
over the incorporation of the image on a surface or medium - a
surface or medium that would in turn disappear with film and the
electronic optics of the real time of the instant transmission of
what is seen. The progressive speeding-up of the viewpaint has
thus radically altered our perception of this CONTINUUM of space
and time where architecture is no longer as much in the
architectonics of a territory as in the return into the space of its
origins; the (pre-geometric) critical space which the 20th century
tragically managed to reintroduce, with its so-called revolutionary
and emancipating barbarism,

Right now, at the dawn of this new millennium, the extreme
speeding-up of light is affecting the entire field of perception,
fram global geopalitics, to architecture, and this so-called
“contemporary ", but in reality timeless, intemporal art. Or, better
still: lat us make a brave new coinage; INTEMPORARY art.

-

Space, Time. Matter, with the “electro-optical* speeding-up of
electromagnetic waves, if the TEMPO of ordinary perception has
changed, this is also the case with the expanse and depth of
perceptible space. The geometric volume has been replaced by
a vague depth of field plus a sudden depth of time, of that time

mynddypt og skyndilega hefur baest vid hana timadypt - tima
niveru og alnandar sem leysir upp fyrri tima viddir, bar med
talda klassiska fjarvidd, pessa vidd raunverulegs rymis” eins
og hun var hugsud & endurreisnartimanum & [taliu en peer
hugmyndir héfdu meginahrif 4 allar greinar myndlistar og |
vidara samhengi a samspil stjdrnmala og landafraedi, gedpdiitik.

Pannig kom ad endalokum fagurfrazdilegrar jafnt sem palitiskrar
SVIBSSETNINGAR og fram kom hrein og klar FRAMSETNING
i rauntima bar sem ny flarvidd gerir hvers kyns flarl=gd ad
engu, eydir ollum raunverulegum fridi vl hann hiytur avallt ad
bygajast a .fjarlegingu”, med édrum ordum vali & sjonarhorni
med fiarviddarsyn 4 framtid heimsins. Sannleikurinn er 53 ad
ni & dogum er ekki lengur haegt ad skilja hugtdkin rpmi, rimtak,
yfirbord, an bess ad taka hrada og hrédunarmark med i
reikninginn. Hins vegar er 4 sama tima ekki haagt ad skilja
hugtakid lidshradi dn pess ad taka rymid med | reikninginn,
timinn einn naegir ekki. En fyrst hradinn er ekki fyrirbaeri heldur
tengsl fyrirbaera, ba er aukning og minnkun a hrada alls ekki
spurning um tima og timamaelingu eingongu heldur rymi-tima
og bar med afsta=di — og pad sama gildir um hugttk sem koma
badi inn & jardedlisfraadi og rimir=di og tengjast NALEGE.

Hid nalazga og hid fjarlazga hafa pannig gjérbreyst sidan
frelsunarhradinn® kom til ségunnar, hradi
raunveruleikabylgjanna sem flytja okkur atburdi dagsins |

of immediacy and ubiquity which, with the old dimensions, does
away with any kind of classical perspective — that “real time
perspective” of the Quattrocento which influenced not only how
the visual arts were viewed, but, in an even more general way, the
geopaolitics of nations.

Whence the end of REPRESENTATION, aesthetic and paolitical
alike, and the emergence of a pure and simple PRESENTATION
in real time, where the new perspective suddenly does away with
all distarice and thus all real peace, since this latter can only be an
“effect of distance * — atherwise put, the adoption of a perspactival
viewpoint on the future of the world. Today, it is actually no longer
possible to understand nations of space, valume and surface,
without the notions of speed and extreme speeding-up. Likewise
and conversely, it is not possible to grasp the notion of the speed
of light, without the notion of space, and not just time. Since speed
is not a phenomenon but the relation between phenomena, the
composition of acceleration and deceleration speeds is in no way
a question of time, or exclusive temporality, but of space-time,
and thus of relativity - and the same applies to the at once
geophysical and geometric notions of PROXIMITY:

The near and the far have thus undergone sea changes since the
acquisition of the “speed of liberation ®, that of those waves of
reality which new convey our tepicality — political, economic,
artistic... Whence the recent reversal of the albeit fundamental



stiommalum, efnahagsmalum, listum... Hugtokin inni i og utan
vid eru vissulega grundvallarhugtdk en samt hafa pau nylega
sniist vid, ordid hefur vidsniningur & innri og ytri, ltrasti
bylgjuhradi hefur bannig breyst | umhverfi (miliew), nokkurs
konar TERRA INCOGNITA sem parf ad kanna, par sem hid
HNATTRANA er allt sem er innan | endanlegum heimi -
(himintunglinu jérdinni) - og pad sem er fyrir utan pessa
jardedlisfraedilegu heild er hid STABBUNDMA, sem haegt er
ad stadsetja hér eda par, allt sem er IN SITU.

En petta eru engar jardhrazringar heldur faguriraedilegar
hraeringar par sem hid stadbundna hefur leitad Lt og hid
hnattrazna inn & vid og ég held ad pessar hraringar geti skyrt
Ut pverstaedur veraldar sem er ordin samtima endalokum sinum,
bad er ad segja ,hnattvaedinguna®. Adur fyrr var adalhlutverk
mynda yfirleitt ad vera nokkurs konar maslikvardi fyrir glundroda
hins synilega en nu & diégum tekur hin hradskreida rafrazna
mynd patt | ad rugla hvers kyns skynjun og vinnur par med ad
glétun peirrar heimssynar sem var eitt adalmarkmid
fiarviddariraedinga CQuattrocento, fimmtandu aldarinnar it6lsku.

Med pessum harkalega sjénrazna arekstri, pessum flarviddarega
umferdarhnut, breytist sjon okkar Or hlutlagri syn yfir i
addrattarsyn par sem flarlagum myndrémmum lystur stddugt

notions of inside and outside, interior and extenor. So the extreme
spead of waves has become a medium, a kind of TERRA
INCOGNITA to be discoverad, where the GLOBAL is the interior
of a finite world — the world of planet earth--and the LOCAL is the
exterior of this gecphysical globality, in other words of everything
that can be precisely located here and there, of everything that
is IN SITLL.

I think that this na longer telluric, but aesthetic upheaval of an
exteriorized localness and an interiorized globalness explains the
set of paradoxes of a world that is now contemporary with its end,
i.e. globalization, If the essential role of the image used to be to
lend measure to the chaos of the visible, today, the speeded-up
audiovisual image is actually part of the disorientation of all
perception, and thus of the loss of that vision of the warld which
was the very aim of the invention of the Quattrocento perspectivists.

With this "cancertina-ing °, this “telescoping® accident of
perspectival crculation, our visfon is no longer so much objective
as "tele-objective®, because distant planes are forever being
crushed on the close-to planes of the perceptible. In this sense,
the work of Olafur Eliasson reveals less in terms of the absent
termparality of what is still traditionally called "conternparary art”
than it does in terms of the eccentric spatiality of his new “medium®

saman vid naertaeka sjonskynjun. Med petta i huga ma segja
ad frumlegt héfundarverk Olafs Eliassonar leidi frekar § jés
tvistrada rymisskynjun hins nyja ,umhverfis” sem skapast med
hnattvaedingunni heldur en skortinn & timaskynjun | pvi sem
enn er talad um sem ,samtimalist”. Pad eru sjonarhornin |
verkum Olafs Eliassonar sem eru furdulega filbreytileg frekar
an ad fidlbreytnin liggi [ margs konar greinum myndlistar -
innsetningu, skdlptir, adgerdum... Hann stadsetur verk sin i
innsta hring, nanar tiltekid inni & svidi  hrédunar umhverfis”
sem hefur tekid vid af mynd-tima. Tvistrad midflatta-umhverfi
sem hefur algjorlega umtumnad venjulegri skynjun okkar a
raunveruleikanum en fyrir nokkrum drum reyndi ég ad bua til
yfir petta hugtakid DROMOSPHERE.

I raun vinnur Olafur Eliasson med évissuna um VIDDIRMAR,
med &drum ordum petta CONTINUUM sem stendur ekki i
neinu synilegu (i ordsins fyllstu merkingu) sambandi vid
gedmetriskar rymisviddir svidsetningarformanna; bessa
Jrumtaks”, pessara ,yfirborda”, pessara ,lina” sem hafa métad
syn okkar allt fra dogum itélsku Endurreisnarinnar.

A vissan hatt er petta skyndilega myndrof miklu rottaskara en
til daemis barokklistin, sa mikdi jardskjélfti listraenna bintingarforma
sem skok Evropu fré og med sautjandu old med pvi ad losa
sig undan byggingarreglum klassiska timans, einni & fatur
annarri. Nylega stadum vid skyndilega furdu lostin frammi fyrir

which underpins planetary globalization. Through the amazing
diversity of position and not simply of genre - installation, sculpture.
intervention...—, Eliasson shifts his works into the very last circle,
or. more accurately, into the sphere of this “speed medium® which
is now superseding the time-image. It is an eccentric medium f
aver there was, which has completely changed our ordinary
perception of the real, for which | have already proposed the term
DROMOSPHERE',

Eliasson actually plays on the uncertainty principle of DIMENSIONS,
in other words of that CONTINUUNM which na langer has anything
to do (and this is as good a place as any to make the point] with
the specifically geometric dimensions of the space of forms of
representation; of those “volumes®, “strfaces” and “lines” which
have made up our vision, ever since the ltalian Renajssance.

In & way, this sudden iconic break goes way beyond the break
made by Barague art, that earthquake of artistic figures which
shook Eurape fram the 17th century on, shaking off the rules of
compaosition of the classical age one by cne, Just recently we have
been dumbfoundedly witnessing a suddenly spacequake (2], since
the spectacular ambiguity is no longer so much that of some
“theatre ", of a stage upon which the play of beliefs is enacted,
but that of appearance, of all the appearances of concrete reality
which thus lose their DE VISU credibility, one by one. Because
compaosition of "dimension® and compaosition of “speed” are



nokkurs kanar rymisskjalfta® pvi nd er margraedni sjonarspilsins

ekki qarr'.l:'.;-r-lnii-!:__j vith einhvers konar leikhis” eda leiksvid par

sem leikin er kémedia alls kyns atrinadar, heldur er hin all
tengd birtingu, éllum birtingarformum hins apreifanlega
raunveruleika sem glata pannig hvert 4 fastur 6dru tniverdugletka
sinum DE VISU. Myndbygging ,viddar” og myndbygging
Jhrata” renna nuordid saman [ eitt og pa hverfur gegnsas
fiarviddarinnar en i stadinn kemur vafasom GEGNSAISBIRTING
(trans-apparence) sem truflar baedi pad sem er synilegt og
jafnframt allt mynd- og hljodmidlad.

Abstraksjon eda figlrasion... bessi tvé hugtdk missa par med
tilverugrundvall sinn pvi nu er pad kjami hvers kyns
SVIBSSETNINGAR sem leysist upp, missir kraft sinn og
FRAMSETNINGIN ein reedur rikjum, oft tengd hérmungum par
sem raunveruleikabylgjiur mynd- og hljédmidlunar metta vitund
okkar med pad ad yfirystu markmidi ad stadla bratt algjorlega
skynjun hvers og eins og odlast pannig med odrum oroum
heimssyn sem er optiskt rétt. | pessu samhengi sitjum vid

mattvana og fylgjumst med Stimabarm upplausn hinnar

"r-:"-e.a-|||=_-r;;u sambudar forms" og ,innihalds” asamt
STADSETNINGLU STABDARINS og jafnframt anda hans, genius
loci. | bessu algjtira dgegnsai koma verk Olafs Eliassonar fram,

handan vi®d land-listina, og bau virdast reyna ad radast inn |
=} ¥

t [J}-v_k:n hins synilega, pess sem 'E.‘::"r\ll'ir vera. A einstakan

mata fara 2S5 VETK ‘.I|'\n.|'I|JI.E||"II.r timans inn rymi f11':r'rll'_‘“-h'!|:ll'|"\-rl-£|!'.

henceforth one, perspectival transparency Is disappearing to th

dubious advantage of that TRAMS-APPEARAMCE which disturbs

not only the set of the visible, but the

&

Abstraction or figuration these hwo [erms are now lasin

their raison d'étre, since it is now the actual substance of all
REPRESENTATION that is losing its relevance, to the exclu
of a usually catastrophic PRESENTATION, w

Ce saturale our

waves of reality of the audiovisual audier

consciousness with the declared aim of ane day culminating in :

W

standardization of perception

— athery UL, i an opl ¥

yre powerlassly

dfeion of the wo

In this context, we

i coexistence

witnessing the premature end of the old pe:

between “style® and “content®, where the LINK OF PLACE

gradually becomes blurred with its spirit, its genius loci, In this

ir E

text of maximum opagueness, O an's work looms

i, ke an aftempl (O

beyond Land ak into the optical depth

of appearances. Lastly, it offers a good example of the accident

of time in the space of the visual arts, in the age of this sudden

*tele-presence " which is ours today; his works quietly resnfroduce

which affects all

us to the enigma of appearance anner af

probability

1. "L'inertie polaire®, Christian Bou

2is, Paris, 1990

urgois, Paris, 1984

2. "L'espace critigue ", Christian Bo

& bessum situstu timum pegar vid baum skyndilega vid
LSjonvarps-alnand” pa koma verk Olafs Eliassonar okkur
havadalaust aftur i kynni vid radgatu pess ad eitthvad birtist,
radgatu birtingarinnar, sem er skilyrdi pess ad eitthvad sé
triverdugt

1. L'inertie polaire. Utg.: Christian Bourgais, Paris, 1990

2. L'espace critique. Utg.; Christian Bourgois, Paris, 1984
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