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Abstract 
 
This text was researched and written from the particular perspective of my own 

practice and throughout this process, I have been drawn to specific arguments and 

examples from the work of other artists/writers/? which seem to resonate with the 

thinking and methods behind my own work. I have explored ideas, artworks and 

methods and the purpose of the ‘everyday’ both in terms of the private and the public. 

   The first chapter of ‘everyday’ acts as an introduction to the idea, the conception 

and the reasons for working with the subject, the attraction of the ordinary, the 

unnoticed and overlooked, and how we draw it into view. 

     The chosen medium of lens-based media is introduced in this chapter along with 

the particular aspect of related image making. I talk about how I focus on the small 

details of lived reality, the private and domestic life, concerning myself in different 

ways with the small moments or the small particles that make up daily existence as I 

see it.  

      In the chapter Small Gestures the reader is introduced to how I move around in my 

everyday world and how small but definite actions can make a change in ‘everyday’ 

reality. I reference and go into a research on what small gestures are and how they are 

part of my work as an artist with the support of Mika Hannula’s book The politics of 

small gestures: chances and challenges for contemporary art.  The continuous is 

introduced through a series of images that demonstrate the relation between these 

‘small gestures’ and meanings inherent in them 

I talk about the opportunity that I had to go to Helsinki for 5 months and by so doing 

removing myself of my everyday/ordinary environment into an unfamiliar place that 

required me to rely on intuition as the guiding tool. I supports this experiment further 

by engaging in ‘movement improvisation’ as a working strategy. This way of working 

puts emphasis on a physical awareness of one’s close environment and surrounding 

objects. It sets up a situation in which this intimate space between things can activate 

a certain contact point. 
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“I am a camera with its shutter open, quite passive, recording, not thinking. Recording 

the man shaving at the window opposite and the woman in the kimono washing her 

hair. Some day, all this will have to be developed,  carefully printed, fixed.”1 

 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
1 Christopher Isherwood, The Berlin Stories, 16. print (New York: New Directions Publ, 1963). 
2Stephen Johnstone, ed., The Everyday, Documents of Contemporary Art (London  : Cambridge,   
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The Everyday 
 
Why are we looking at this? This question came to me as I was staring at my own 

artworks in my solo exhibition “Viðbragð / Reaction” in Kubbur, Iceland Academy of 

the Arts exhibition space in October 2015. There I was showing works that I did in a 

residency in Helsinki the same year, a kind of documentation or a reflection of the 

time I spent there, almost half a year away from my wife and kids, only focusing on 

making art with my own normality as a subject/tool.  What happens when you step 

out of the everyday and the daily routine you have normalized? Interestingly enough 

after a few days away from the numbness and security of normality at home, my work 

and ideas started to focus on that same thing, the everyday. 

The everyday is a constant and meaningful presence. It is the fundamental rhythm of 

our lives and yet, within the history of art, it has rarely been the subject of sustained 

examination by artist. Only in the past fifty years or so with the emergence of a strong 

interest in pop culture, found objects, autobiographical narrative and blogs, has the 

consideration of quotidian life become a common subject in art. When art takes up the 

everyday it adapts the role of experience as a medium, revealing the everyday, re-

mediating it, with its own inflection and processes.2 This point is made by Stephen 

Johnstone in his book The Everyday (2008) were he also talks about the poetics of 

noticing the art of the everyday. “Noticing is poetic because it involves selflessly 

attending to the ordinary reality of others, a process that stretches the imagination and 

elicits judgment”.3 

 
The everyday – by its very daily-ness, by its lack of the spectacular, the lack of extra-

ordinariness – is paradoxically harder to see than moments of emergency, than the 

unexpected event. In contemporary art it is usually understood in terms of a desire to 

bring the uneventful and “overlooked aspects of lived experiences into visibility”4, 

drawing on the vast reservoir of normally unnoticed, trivial, passive and boring, and 

repetitive actions which together comprise the common ground of daily life, as well as 

finding stimulation in the realms of the popular and the everyday. 

                                                
2Stephen Johnstone, ed., The Everyday, Documents of Contemporary Art (London  : Cambridge,   
Mass: Whitechapel  ; MIT Press, 2008). 
3 Ibid 
4 Ibid 
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     Has the question of ‘Why the everyday?’ something to do with the attraction of the 

ordinary? But if the everyday is the realm of the unnoticed and overlooked, how do 

we draw it into view? I wish to investigate the everyday, simply to try to see what 

remains hidden in my live, to identify what I take for granted, to reveal something that 

is created with a small gesture, a thought that normally I take for granted but observed 

more closely and in an art context brings out something new, something poetic.  

Increasingly, artists are mining the everyday as a strategy to intertwine art and life, 

revealing the everyday by slightly mediating its conditions. This is part of the 

contradictory nature of the everyday in art: that it must be modulated using self-

imposed parameters that make visible the daily experiences that are hidden in their 

expression by routine. Ideally, however, this practice is not meant to make the 

ordinary into the extraordinary, but to encourage viewers to see the connections and 

possibilities that are repeated each day, while also cultivating a different viewing 

experience of the artwork. As Jennifer Dyer writes in reference to Maurice Blanchot’s 

theorization of the everyday in art, “The claim is that this art demands the viewer 

experience its objects in the repetitive, passive, and uneventful terms of the everyday 

without reverting to more familiar viewing practices that tend to set the artwork of 

from the world.”5 

These are appealing propositions, embracing and highlighting everyday creation while 

also fostering a more intimate and direct viewing experience for the audience. Artists 

that are inextricably linked to ideas of the everyday like  Sophie Calle who brings into 

view the hitherto unnoticed creativity that is enacted everyday without 

monumentalizing it. In Calle’s art she uses narratives from her own experiences and 

others to explore the relationship of the individual to the everyday and to others. Like 

in the  work Gotham Handbook (1999) ( Fig. 1) produced in collaboration with the 

American author Paul Auster. He gave instructions to Calle on how to improve life in 

New York city. Auster encouraged Calle to turn her attention to things that were 

neglected, “the small barely noticeable things standing right in front of our eyes”6 

                                                
5 Jennifer Dyer, Review: The Everyday. Invisible Culture, Issue 13, Spring 2009. 
http://www.rochester.edu/in_visible_culture/Issue_13_/reviews/dyer.html 
6 Sophie Calle and Paul Auster, Sophie Calle: Double Game, 1ST edition (London; New York: Violette 
Editions, 2013). p 194 
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Calle’s interpretation of this instruction was to cultivate a spot. Choosing a phone 

booth located at the corner of Greenwich and Harrison streets in New York, she 

decorated it with green paper, pictures, and bouquets of flowers. She stocked it with 

writing pads and pencils, an ashtray, a folding chair and an issue of glamour 

magazine. In this work Calle was adopting a public space for communal use and 

making it personal. In adopting an object of public service that belongs to everyone 

and no-one, Calle was revealing the networks of framing that exist in everyday 

experiences which designate certain spaces for certain tasks and to be used by certain 

people. 

The art of the everyday should encourages viewers to attend to the experiences and 

exhibitions of everydayness, heightening awareness of the shared daily life that is 

lived almost automatically, but rarely noticed. Jennifer Dyer continues, “Noticing is 

poetic because it involves selflessly attending to the ordinary reality of others, a 

process that enlarges vision, stretches the imagination, and elicits judgments.”7 In 

other words, our own vision, our own experience of the everyday — as creators or 

viewers — is expanded by virtue of the confrontation of our reality with someone 

else’s, stretching our imagination but also perhaps our empathy well before we try to 

connect to larger events or histories. 

Yet given how well-trodden this ground is, what can I as a contemporary artist do to 

make viewers notice the world around them, or around me in ways that are relevant 

today? Part of the answer to this is creating an aesthetic experience out of the 

everyday, bringing the poetic to daily life that can be captured through the use of 

images that evoke the prosaic. I focus on the small details of lived reality, the private 

and domestic life, concerning myself in different ways with the small moments or the 

small particles that make up daily existence as I see it. The everyday can be put on 

scene, be posed as an image, but with the same purpose of approximation to reality.  

 

 

 

                                                
7 Jennifer Dyer, Review: The Everyday. Invisible Culture, Issue 13, Spring 2009. 
http://www.rochester.edu/in_visible_culture/Issue_13_/reviews/dyer.html 
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I create acts through the use or construction of images. The word image has a variety 

of meanings, several of them tied to optics, others to representation, and some to 

broader notion of an idea or impression.8 An image may well be a picture or a visual 

representation (video), but in my inventory, an image can also be a mood, a sound, a 

texture, a sensory experience (the smell of rot from dead fish and stinky socks), a 

duration (waiting for a stranger to pass by to early in the morning on a small side 

street) like i did in my work Waiting for a stranger (Fig. 2 ) were I was like the title 

says, just waiting for a stranger to pass by, just to see what will happen or not happen 

at all, creating an image that we encounter every day, a place , a moment before we 

meet or pass by  a stranger on the street. Images offer potential moments of mediation, 

they remind us and affect us and can provide a ground for  sensations and the 

formation of new meanings. I am suggesting that images can operate in a way similar 

to metaphor, making links between experience and meaning that can be recognized or 

understood by both our senses and our intellect. 

 

The justification of the everyday aesthetics is that it seems natural and closer to what 

the beholder does daily. He is probably an amateur photographer, he cooks, he cleans, 

he sleeps, and he looks at others. At last, he finds in art something familiar, he relates 

with what he sees and maybe he finds value in the prosaic 

  

SMALL GESTURES 

Small gestures are a common thread in my works. There is something about small 

gestures that I find interesting and challenging. Mika Hannula talks about gestures in 

his book The politics of small gestures: chances and challenges for contemporary art. 

Hannula talks about the pleasure in a small gesture and how something that is in itself 

so little and so meaningless can turn out to be or can become so interesting and 

perhaps intelligent. A small gesture, for example, is a way to change and alter or shift 

                                                
8 Collins English Dictionary – Complete and Unabridged. E.g. "image, a representation or likeness of a 
person or thing, an optically formed reproduction of an object, a mental representation or picture, 
(psychology) the mental experience of something that is not immediately present to the senses, often 
involving memory" Retrieved December 4 2015 from http://www.thefreedictionary.com/image 
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slightly an existing reality. It means visually changing the taken-for-granted 

parameters of a site just a little bit.9   

 

What kind of a gesture is a small gesture? And why would that be such an important, 

significant notion in my recent body of work? The definition of a small gesture is not 

comprehensible without its counterpart, which is that of a big gesture. The 

comparison is about the quality of the gestures and what these acts are aimed at, 

whether they appear to be big or small in size. The difference here depends on what 

kind of effect is wished for. On this task, big versus small, Mika Hannula said that: 

 
…the basic structural difference is that characteristically a big gesture wants to have a superb, 

everlasting, universal effect. It strives to make a difference on a fundamental scale. At the point 

of comparison, this is exactly what a small gesture does not seek to do. Instead, a small gesture 

comes out of a worldview according to which there are no meaningful, clear-cut answers or 

fundamental decisions. It is all about the process of striving towards a certain goal. A goal that 

we will never fully achieve, but a goal that we want to move towards in small, significant steps.10 

 

With a big gesture it tends and wants to be seen, felt and heard by everyone. It goes 

for the maximum effect with a concentrated, orchestrated act aimed for essential 

change. The small gesture is sometimes able to make a smallish dent in our ways of 

comprehending and perceiving ourselves in our surroundings; who we are, where we 

are, with whom we are and what kind of relationships we have with our surroundings 

and also with ourselves.11   

  

This can be seen in the works of Jeff Wall, who is known for his photographic work. 

Central to Jeff Wall’s work is the representation of human subjects in a variety of 

everyday actions and situations with a focus on small gestures and mundane activities. 

The small gestures can be seen in many of his works, showing his interest in what is 

collectively taken for granted, the construction of expressive gestures are the anchor 

of his photographic work  like in Mimic (1982) (Fig.3) were we see a mundane 

moment attesting to a crisis. It features a couple, a man and a woman, They walk 

                                                
9 Mika Hannula, The Politics of Small Gestures  : Chances and Challenges for Contemporary Art / 
Mika Hannula (Istanbul: Art-ist, 2006) p 6 
10 Ibid.p 14 
11 Ibid.p 14 
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towards us, hand in hand, on the right side of the photograph, but the man paternally 

drags the woman who lags behind him. The woman’s reserved gaze is turned 

sideways, perhaps to spare herself the sight of her partner imitating the Asian man to 

his right. The bearded man makes a slighting gesture at him, imitating slanted eyes. 

Moreover, he uses his middle finger, a gesture which contains to  racist chauvinism 

and sexist defiance. The construction of these small expressive gestures in Mimic can 

create a strong effect and trigger a sense for an image, like I suggested earlier, making 

links between experience and meaning. 

 

In relation to Jeff Wall, I tend to create a single small gesture for the photograph, not 

so much expressive but try to do an act or a movement that can create a meaning, an 

image for the viewer to step into and create his own gestures. When I am improvising 

in a performance for a video I do small acts or gestures that I later combine into a 

single work of art that can stand on its own to create a meaning, but I also agree with 

Hannula’s notion that these small gestures (acts) that I do in my work can only 

survive along with series of other small gestures that happen or are created around the 

same time, and will materialize in the future. I realized this when setting up my 

Exhibition Viðbragð/Reaction, in it I saw my video works side by side (Fig. 4) I saw 

the connections between these acts and how they are a process, characteristically that 

gains its momentum through description of a current situation, a development. “A 

meaningful small gesture presupposes a network of small gestures. It is a network, but 

of a kind in which the connections are not constantly active, but nevertheless available 

and accessible within a common, shared horizon”.12  Seeing my work side by side or 

in a series, gives me and perhaps the viewer a glimpse into an ongoing development 

of a current situation that is nothing more and nothing less than that, the never ending 

character of the search and research. 

 

 

 

 
                                                
12 Mika Hannula, The Politics of Small Gestures  : Chances and Challenges for Contemporary Art / 
Mika Hannula (Istanbul: Art-ist, 2006), 15 
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Improvisation 
 
In my previous work I used to dive into research for each project and storyboard, 

script, plan and plan again my actions, for the creation of one work of art. I frequently 

sought out discussions in connection with my on-going projects both within the art 

community as well as within other disciplines that benefited my work. In a way a 

good method of working but at my residency in Helsinki Finland 2015, in my new 

normality, I just wanted to portray what I was feeling or thinking at the time more 

spontaneously and just let go. Simply let the feeling or the thought at each moment 

control the event, the action and not worry about the final outcome, just confront the 

uncertainty. For me each performance that I did was like a scene in a play, reactions 

to my feelings and thoughts that created movement and actions that I carried with me 

from one frame to the other, and one scene to the next one. This series of works 

becoming a visual poetry of small gestures and feelings.  

In my search for research methods and ideas that could deepen and push further my 

art practice I came across Contact Improvisation, a dance technique in which points of 

physical contact provide a starting point for exploration through movement 

improvisation. The American choreographer Steve Paxton initiated it in 197213. It is 

built on a spontaneous physical dialogue that ranges from stillness to highly energetic 

exchanges. The word improvisation is often used to describe works that are performed 

without reliance on a text or a rehearsal process. The focus tends to be either on 

working within a predetermined set of rules, or on the performer’s command or 

virtuosity of his or her technique. 

 

 I am developing alertness in order to work in an energetic state of physical 

disorientation, trusting my instincts and bringing forth a physical/emotional truth 

about a shared moment of movement with objects and spaces. I see the use of Contact 

Improvisation in the context of my performances as adding a layer of physical 

awareness, furthering the explorations I started in Helsinki and giving me the tools to 

push the practice further. The aim being, to create spontaneous movements, 

                                                
13 Cynthia Jean Novack, "Sharing the Dance: Contact Improvisation and American Culture", New 
Directions in Anthropological Writing, (Madison, Wis: University of Wisconsin Press, 1990). 
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exchanges and images from short to medium length sequence of actions, with 

variations, and carried out in response to a (un)clearly defined stimulus that I capture 

on video and in a photograph. Working from instinct and the imagined instead of over 

thinking and staging. I am using Contact Improvisation as a tool for a research into 

my everyday activities and in my exploration of small gestures.  I also see in it the 

possibility to approach my art making from a new perspective. 

 

In Helsinki I developed a work ethic or process in which I reacted on impulse to the 

feelings and thoughts I had at the time. On that impulse I started improvising, using 

objects and surroundings at hand to create my work. Improvisation for me is a process 

of devising a solution to an idea or a feeling, using myself as a resource to produce a 

solution. I do spontaneous performance (act) without specific preparation, often 

adapting a device for some use other than that which it was designed for. Like with 

the use of a plastic bag. In I miss sex (2015) (Fig.5) I pushed a green plastic bag with 

my nose, naked, listening to myself, and to my surroundings, balancing at the edge of 

the unknown trying to find a new image to move into. In the end of that performance 

(act) I started a new act, making small gestures with the bag for a video. I worked on 

one visual frame (image) until I felt that for the narration to continue I had to go 

outside and let the bag and my feelings continue to push the work into new directions. 

To find what lies at the edge, behind my thinking, me seeing, improvisation can create 

a place which more directions are possible than anywhere else. Like the dancer and 

founding participant in contact improvisation Nancy Stark Smith (1952) said in her 

article Taking No For An Answer (1987) “Where you are when you don’t know where 

you are is one of the most precious spots offered by improvisation.”  As a strategy for 

discovering and developing images improvisation can both demand and create a 

whole range of skills. The most important skill that I have created for myself and one 

I use as a starting point in nearly all of my performances is the ability to be still and 

open my attention to the present moment. From this moment I develop images or 

frames in my mind but it may involve cycling many times through processes of 

opening up and paring down material, at each stage deciding what major or minor 

change will move the work on. 
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Narrative Space 

In his book Questions of cinema (1982) Stephen Heath writes that the space peculiar 

to film/cinema is produced through framing and re-framing, through the accumulation 

and cross-referencing of viewpoints. The viewer adopts, moves between these 

viewpoints and by inference, moves within the space of the film, which may also be 

the space of the plot, that is, the space of the narrative. It is the film in terms of its 

sequence that regulates this movement. This last point is made by Stephen Heath in 

his essay on the structuring of what he calls ‘narrative space’ in film and its 

manipulation of the viewer’s subjectivity, of his or her role as participant in the 

process of constructing meaning14. To explore further the possibilities of developing a 

relationship with the audience through the nuances of the everyday, it’s narrative and 

even the camera, my co-actor in all this. I also see in this the possibility of developing 

a sense of coherence between incoherent elements. Through the framing and 

positioning of the works within the gallery space I can further explore the traditional 

structure of narrative within theatre (scenes that lead on from one another) and 

convert the viewers expectations and meaning making at the point of its creation. 

 

In my photographs and videos I have been influenced by many artist including 

Sigurður Guðmundsson, Elina Brotherus, Nigel Rolfe (Fig.6), Annika von Hauswolf, 

Jeff Wall and Teresa Hubbard & Alexander Birchler, just to name a few. I can see 

some influences and similarities from all of these artists in my photographs, like in the 

photographs of Hubbard and Birchler Holes (1997) (Fig. 7), as in Falling Down 

(1996) (Fig. 8) were they “wanted to show that even from just a few elements or from 

an extremely fragmented mode of seeing it is possible, due to the imaginative input on 

the part of the viewer, for a narrative dimension to emerge”15. The viewer’s gaze is 

directed towards the individual narrative moments, separated from each other, with 

the result that the narration falls apart into distinct sections. At the same time , as in  

Falling Down it offers the viewer a plausible story, as long as the viewer sets the ball 

rolling “The power of suggestion of the very selectivity of these images thus 
                                                
14 Stephen Heath, "Narrative Space", Questions of Cinema, (Bloomington: Indiana University Press, 
1982). P 19-75. 
15 Philipp Kaiser, “Selectivity and Power of Suggestion”, At the Limits of Photography: Cinematic 
Elements in the work of Teresa Hubbard/Alexander Birchler, trans. Fiona Ellliot, First published in: 
Exhibition Catalogue Wild Walls, (Kerber Verlag, Bielefeld, 2001), Accessed November 3, 2015. 
http://www.hubbardbirchler.net/publications/essays/kaiser_limits_e.pdf 
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demonstrating a quality that is intrinsic to photography (and to every camera), that is 

to say the capacity to create meaning and to conjure up things absent and invisible 

from sparsest of narrative elements”16. Without concerning themselves with whether 

the photograph is lying or not I am using this potential as Hubbard and Birchler do in 

my own work were I document my own performances (acts) and everyday small 

gestures.   

 

 Performance for the camera 

 
Why performance? To put it simply, performance art is identified as a recurring 

phenomenon in visual art movements beginning with the Futurists. “ Performance 

became accepted as a medium of artistic expression in its own right in the 

1970s”17. Traditionally, performance art is interdisciplinary, employing some 

other kind of visual art, video, sound or objects to enhance the work. Although 

performance art takes the form of live action, it has reached a large public 

audience through documentation of the performance. My approach to 

understanding performance art has relied less on tracing its progress in Western art 

history than on exploring the basic elements of all performance practices – time, 

space, the performer’s body, and the relationship between audience and performer.  

 
Viewing a performance through a camera is viewing an unfolding visual, kind of an 

aural and sensory reality actualized through the field of a lens. Through the frame, a 

performance assumes a further layer of meaning and aesthetic value. 

In nearly all of my work I tend to operate the camera myself and not let it limit or 

influence my actions or investigations. When I improvise and do gestures in front of 

the camera or for the camera, I am always aware of it and it’s position and somehow I 

visualize my actions like I am looking through the lens of the camera myself. I could 

say that the camera is my co-actor in these works as I am at the same time the material 

and the observer (operator). The camera is positioned as a tool of dialouge with  me as 

a performer. As such, the camera has been situated less as an observer recording 

performance, and more as a co-performer interacting with and shaping performance as 

                                                
16 Ibid. 
17 RoseLee Goldberg, Performance Art: From Futurism to the Present, Rev. & expanded ed, World of 
Art (New York: Thames & Hudson, 2001). 
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a whole. My position being that at the same time I am the object of observation and 

the observing subject.   

The problem is recognizing and mapping the transformations that have occurred. 

From my point of view there are mainly two indicators of transformation: my own 

experience and feedback from viewers. In a way performing for a camera means using 

technology to create objects or situations out of experiences, documenting 

performances for the production of artworks or “souvenirs” of small gestures that take 

place in a place, combining technology (the camera) and experience (of the place, the 

act) in order to produce artworks that remain – memorabilia of sorts. For me as an 

artist the act of returning again and again in front of the camera is a kind of meditive 

practice, extending the encounter with normality and turning my attention to the 

reproduction of everyday life. 

 

Photographs of performances allow the viewer to engage with the artist in a visual 

sense. Encountering the shared ontology of the subject (the body) makes the viewer 

mindful of his or her own physical presence as witness to the pictured event. 

Sometimes the viewer gets into the image and forgets about his/her own presence, in 

that way the viewer takes part in the performance space of the photograph as much as 

the artist, bringing her/his own weight of expectations to these ambiguous scenes. 

 

My processes ranges from the more reflective mode of recording performances as 

actions that have past, to performances made for the camera. In most of my works I 

am the sole witness to the singular live event of the performance and in most cases I 

show just the image trace of the event to the viewers. The documentation of the lone 

action opens up a discursive space, separated from the original act, perhaps by a 

temporal rupture. My camera transposes the action from its private dimension to the 

public domain in which, the viewer of the final work can hopefully, participate in a 

mediated apprehension of the lost act. The work is to engage the other in affective 

relays of response with the image and, in turn, with the lost event. 

 

In an interview taken by the artist Hulda Stefánsdóttir, she asked me how I identified 

the connection between my two sets of work, the video works and the photographs: 
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There are two ways that play together. One is were I am in front of the camera in a particular frame 
that I have set up and reacting to situations in my surroundings. The other one is when I am behind 
the camera and framing situations and often just photographing the scene were the performance 
took place. In the photographs I try to create a fixed frame for the viewer to step into. In both the 
videos and the photographs I try to emphasize that the viewer creates his own narrative of what I 
am showing18. 

It is important for me to work with this idea of the blank screen, for the viewer to be 

able to imagine his/her own narratives in relations to my work. I think working on the 

everyday, with improvisation and with the spontaneous will allow for imaginative 

spaces within the work for the viewer to explore. I also want to explore how the 

artwork can affect the position of the viewer in relation to itself and in turn affect their 

perception of its narrative dimensions? 

 

I find in the early works of Elina Brotherus elements that I can relate to in my work, 

mainly self-portraiture and the investigation of emotional life. Rooted in the 

documentary tradition, these photographs capture actual events and happenings in 

Brotherus’s life as they occurred. She made Wedding Portraits (1997) when she 

married, Divorce Portrait (1998) when she divorced, and I Hate Sex (1998) (Fig.9)  In 

my photographs and also in Brotherus’s early works we try to provide viewers with a 

blank screen, a surface on which to project their own feelings and desires. As I tried to 

do in my work I miss sex (2015) (Fig.5), were I was dealing with different emotions 

and its side effects, reflecting stages in my life, creating an image that is personal, yet 

deliberately open for the observer’s projections. Being at the same time both the 

model and the artist, we are exploring the relationship between object and subject and 

us and our co – actor/performer, the camera. 

I will continue to watch myself with the help of my co – performer, but not only that, 

because that would be simply boring narcissism. I will through my improvisations, 

performances and through the camera eye, shape and make, even if only momentary, 

space and time for myself. My plan is to put my focus on the individual experience, 

myself as a performer, an object, the photograph, the video and the viewer. An 

experience that takes place right here, right now. For my final project I will try to 

document and improvise a non-everyday-life, challenge my everydayness, brake up 

                                                
18 Hulda Stefánsdóttir (Artist / MA programme Director at LHI) in discussion with the author, October 
2015. 
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the control and balance that we so often aim at. As before I will start from stillness 

and see were it leads me, building and burning bridges along the way. 

 

Reflection on Final works 

For the final project I started to document my life as it was at the time, making small 

performances in front of a videocamera, collecting memories and emotions. I wanted 

to explore some of the themes in my thesis, in a practical sense to better understand 

my art process but my everyday had  changed dramatically few months prior to to the 

opening of the Final Exhibition. I went through a divorce and that of course effected 

my view of the world, my suroundings and the life I had,but I still wanted to try to 

stay focused on the everyday. I ended up with a large collection of videos, small acts 

and gestures made for the camera. The effect on the work from the divorce isn’t 

present , but every moment and every frame that i was working with had  a lot of 

story, pain and grief for me. I was bringing the everyday on a stage, some quite 

theatrical and some showing detailed moments we don’t pay attetion to normally, the 

poetry of everyday life (Fig. 10-13). 

 

The work in the MA graduation exhibition was called Choreographing Stillness and 

was installed at Gerðasafn Art Museum. The work was installed in one of the corner 

and consisted of a free standing wall-sculpture 400cm x 110cm  and 3 projectors (Fig. 

14 - 15),  The installation of the work was troublesome to say least. In the begining I 

intended to have the wall-sculpture 750 cm x 150cm but when I tried the projectors on 

the wall the image was lost, the size of the wall sculpture was to large and the daylight 

was too strong. I had to reduce the image and the wall-sculpture and apply a light 

sensitive paint to enhance the image up. It was interesting for me to work with the 

daylight situation and just allow the work be. I didn’t want to create a special dark 

screening room for the work, as I wanted to extend the parameters of the work 

through the everyday suroundings that the space I had been given provided.  

 

In continuation of my previous methods of art making I started in stillness and then 

moved myself into the frame that I was working on at the time and did a small gesture 

or  a performance. I allowed my intuition to take over, working with the found object 

or place that was there alrealdy - in each specific frame. The everyday becomes 

somehow clearer when you have focuse and determination. I wasn't experimenting 
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like I intended to do and as I wrote about earlier in the thesis, at this point I just 

wanted to produce something, get through the pain and difficulties that I was having 

and move on, to make art and not a school project for an exhibition. 

 

I wasn´t sure and I am not stil sure if the work was open to interpretation, or if it just 

jumped out and declared “THIS is what i’m all about”. that said  when thinking back 

it would have been interesting if  there would have been more information about each 

frame and/or scene. Personally there are deep layers of history related to my life and 

marrige in every single frame that I constructed. The process was highly personal, the 

viewer was not meant to be aware of this but perhaps the work would have been 

understood differently  if the personal information had been made available. Still I 

think that the way it was exhibited allows the viewer  to find his/her own story in the 

work and come to his/her own conclusion.   

 

What fascinated me in the work are significant gestures and choices that are 

embedded in the work, that make it what it is, make it tick, and turn it into something 

special. The kind of  work that I tried to make for the final exhibiton was intended to 

be accessible because the intention was not to refer to itself, to art history or art 

theory, but to our everyday experience. But when looking back on this project I can 

see that my knowledge and the art and artists that have influenced me are visible in 

the work (Fig. 16-17).  

 

For me performance art is a research into the conditions of existence, a research that 

must be conducted with and through our bodies, and that produces 

meaning/knowledge by exploring at the edge of known (everyday) limits. Through the 

video, the viewer is presented with  scenes that play with a teasingly impossible 

closeness, a relationship to a performance that can never be more than an imagined 

encounter. There, as in  many of my erlier work’s, the videos potential for 

documentation is played with as being not simply ‘a window’, but a site of fantasy 

that requires the viewer’s complicity in believing and constructing the scene being 

viewed, apart from any notion of factual completeness. Like Lea Vergine talks about 

in her book The Body as Language . “One’s own life, the proofs of one’s own 

existence, and the entire sphere of everything “private” are used as repertory material. 

Anything and everything can be pressed into service: any action from any moment of 
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any day”19  Our bodies are the reflections of our lives: sitting, walking, standing, we 

absorb the impact of each day. 

 

I will continue to investigate the everyday in my art and as an part of my art process i 

will be receptive to the immediate moment and in tuning in to my own sensations, 

feelings, dreams. Then begins my own narrative of discovery that differs from the 

received narratives of our culture. 

 I will develop a dialogue between wildness and order – between setting the mind lose 

and measuring objectively for my future work.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 
                                                
19 Lea Vergine, ed., "The Body as Language. Body Art and Like Stories", Body Art 
and Performance: The Body as Language (Milan: Skira Editore, 2000). 
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Visual Appendix 

 
 
 

 
Fig.1) Sophie Calle and Paul Auster, Gotham Handbook, Photograph, 1999 
 
 

 
Fig.2) Þröstur Valgarðsson, Waiting for a stranger, Photograph, 60x90 cm, 2015 
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Fig.3) Jeff Wall, Mimic, colour transparency, 198x226 cm, 1982 
 
 

 
Fig.4) Viðbragð / Reaction, installation view, digital photograph, 2015 
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Fig.5) Þröstur Valgarðsson, I miss sex, Photographs, 30x70 cm, 2015 
 

 
Fig.6) Nigel Rolfe, Standing, Morgeland performance Festival, Schaan, 
Liechtenstein, 2011  
 

 
Fig.7) Teresa Hubbard / Alexander Birchler, Holes, C-Print Photographs,  
121x150, 1997 
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Fig.8) Teresa Hubbard / Alexander Birchler, Falling Down, C-Print Photographs, 
80x120, 1996 
 
 

 
(Fig.9) Elina Brotherus, I hate sex, Photograph, 80x110 cm, edition 5, 1998 
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(Fig.10) Þröstur Valgarðsson, Choreographing Stillness,  video still image , 2016 
 

 
(Fig.11) Þröstur Valgarðsson, Choreographing Stillness,  video still image , 2016 
 



 

 30 

 
(Fig.12) Þröstur Valgarðsson, Choreographing Stillness,  video still image , 2016 
 
 
 

 
(Fig.13) Þröstur Valgarðsson, Choreographing Stillness,  video still image , 2016 
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(Fig.14) Instalation view, Gerðasafn  , 2016 
 

 
(Fig.15) Instalation view, Gerðasafn  , 2016 
 

 
(Fig.16) Þröstur Valgarðsson, Choreographing Stillness,  video still image , 2016 
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(Fig.17) Sigurður Guðmundsson, Untitled Seascape,  video still image , 2012 
 

 


