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Abstract 

In this thesis I give an account of my artistic practice. I describe and analyze older 

artworks of mine dating back to 2014 ending with an in depth reflection and analysis 

of my latest exhibition Eyelid, exhibited in March 2021. These works I have chosen to 

include I feel embody my methods and approach towards making an art object. I talk 

about how important the ideas of embodiment and embedding became to my whole 

process, how increasingly I came to realize that my personal experience and approach 

based on intuition and narrative are of equal importance to the arguments made from 

others and my surrounding environment. In the same way the object and its 

materiality is as important as its placement in the space it is located in. Embodied 

Critical Thinking, as a description and a method, is always about moving from one 

point of view to another Looking at the process of making these works I have been 

tracing back from traveling the wilderness of the African tundra to being at home 

during pandemic times feeling stuck within the fragile and lucid boundaries of my 

own skin. I see my works as a venue for sorting through my personal narratives and 

experiences, through the senses and via dialogue from others and the surrounding 

environment. It is a space where I can research vulnerability and shame, desire and 

regret, belonging and meaning and so forth. It is a venue where I can keep 

participating in these new ways of creating and understanding.  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Introduction 

The first part of this thesis I have divided into 4 subchapters titled; Tracing memories, 
Sourcing materials, Like the choreography of a seesaw and Narratives in history. In 

these chapters I will write about how I navigate towards making art works. Towards 
an idea, towards materials, towards methods and towards meanings.  

The second part of this thesis I have divided into three subchapters; Dependent, These 

are all added and Pedestals. These are three older art works of mine that I have 
chosen to describe and analyze in detail from the perspectives I put forward in the 
first part of my thesis. From where the ideas initially sprouted, to methods I used to 

form their material qualities and towards their multi layered meanings. 

The third and final part prior to the conclusions I have likewise divided into three 

subchapters named Through the eye, Future object, Reflections. In these I will 
critically reflect on and talk about my latest work Eyelid, that I exhibited in 
Kubburinn in March of  2021. I describe this work in a similar manner I do the older 

works, in regards to where they came from, how they came to be and what they might 
mean or encompass. Reflecting on the 90 minute talk we had in the space with the 
work with an external reviewer, faculty and fellow students. While doing that also 

reflecting on what questions from this past extra ordinary year I might leave with and 
will allow to linger on into my future endeavors.  



    Part one 

Tracing Memories 

I consider myself a sculptor. I tend to leave behind three dimensional objects in space. 

The relationship between objects, space and my reflection on my situation in life, 

defines my work as artworks. My working process is based on analyzing and 

reflecting on my own experiences; to notice what has been appearing in the 

environment I inhabit, whether psychological, physical or virtual; to add and subtract 

those experiences and see what reveals itself or persists out of those contemplations.  

I take clues along the way and figure out a form for the context. That final form, will 

contain my visual diary and be loaded with autobiographical content, detectable but 

not visible. The materials I choose and how I manipulate their qualities reveal this 

embedded narrative. It is a very intuitive process from which I’ve learned to ‘read’ my 

hidden sense or subconscious or from where this origin of intuition comes?  If a 1

thought lingers or persists, I take a look at it and try to build connections and bonds 

from what seems to me to be the scope of the aura surrounding it. For me, meaning 

can be found throughout all of the processes that I choose to highlight. It is an integral 

part of my practice in articulating the artwork with the guiding light coming from my 

personal narrative that centers and circles around these intuitions. When I begin 

physically to engage with substance, roots start to take hold.  

The Oxford Dictionaries' definition of the word sculpture describes it as a an 

abstract or a representative form made through ways of casting, carving or other 

shaping methods. The following words are picked out; sculpt, carve, chisel, model, 

fashion, form, shape, cast, cut and hew. These are described as being similar and 

closely linked to the noun sculpture.  In full agreement with both the definition and 2

affiliations, I braid and shape wire and steel, sew and drape foam, paper and plastic, 

Harper, Douglas, s.v. “Intuition”, Etymonline.com, (accessed October 15, 2020) https://1

www.etymonline.com/word/intuition.

 Oxford Dictionaries, s.v. “Sculpture”, Lexico.com, (accessed October 15, 2020). https://2

www.lexico.com/definition/sculpture.
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carve, chop or hew wood and cast in clay, silicone, plaster and concrete. It is 

traditional sculpting-work mixed with my subtle manipulation of some of the 

material’s qualities. An interference that feels like a natural occurrence, but is at the 

same time noteworthy. Familiar materials that I distort by manipulating their surfaces. 

in order to awaken a tactile sense in the viewer of wanting to touch the objects 

surface, because of its slightly different appearance. For example by chopping wood 

to the point of looking like a rodent has gnawed on it. It looks a little bit like sawdust 

in solid form that has somehow retained its “loose” qualities. Cardboard that has been 

peeled and sanded so that it resembles marble, velvety smooth veiny layers of 

cardboard. 

 While working with material figuring out a way towards a situated sculpture 

in space, my reflections based on my intuitions and feelings find place. Those 

thoughts are embedded, never visible and I never know exactly what the sculptures 

will be or where they will end. A solid conceptual framework is not a part of my 

official process until after I have labored and installed the work. It is a background 

noise that unravels and deepens through the making of the work. When the work has 

been in dialogue with the space it occupies, and I have given myself some time to 

decide what I think is most relevant, a more complete picture reveals itself. While I’m 

making my work I want to leave room for growth or change within the process, to 

allow the initial hint of a narrative to lead me forward in different directions, to see if 

the hint repeats itself, disappears or escalates.  

 This is also the structure of my thesis writing; I start by just giving space to 

thoughts that linger, to things I notice. I trace the meaningful moments they inhabit 

back to myself and then gradually other stories from my memories and/or my 

surroundings will come to light. From there forms take shape and materialize. These 

stories have their connections to the artworks that are all interconnected within 

themselves in multiple ways. I make an effort to unravel these inner references and 

peel off the layers that make up these entanglements, all whilst taking on more and 

more theoretical viewpoints that make the work more meaningful and connected to a 

larger viewpoint than my own. The works become a part of the grand narrative. 
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Sourcing material 

I have a very strong sense for materials. When I see and touch different materials they 

evoke strong feelings. I prefer everyday stuff; packaging paper, plastic bags, wire, 

foam, or classic sculpting materials; plaster, concrete, wood, steel and silicone. On the 

one hand these materials are mostly wrappings or materials used to guard some cargo 

from damage when being packaged and shipped from point A to point B, materials 

that are prone to destruction and most likely discarded after a single use. In my quest 

for these items, I think of myself as being on a scavenger hunt. These materials can be 

found in most recycling bins but choosing them is a very specific process. This 

process is directly connected to my personal relationship with materials/materiality. 

When it comes to paper I prefer it to be matte, thick, recycled, pre-used, brown, paper 

that is often used for packaging. The plastic I like is thick, slightly ripped, worn and 

used. They share this material quality of velvet or suede, and the holes in the plastic 

are similar to ones that you might find in a pantyhose. It is super hard not to just touch 

them, to stretch them and make them bigger.  

 Ever since I was a child I have had this need to touch things that looked like 

they would feel strange. When you are a child, it is acceptable to do this but when you 

still have the impulse as an adult it can become pathological. This again connects to 

another childhood tendency to rip apart, accidentally going overboard and destroying 

things, only to then try to mend the situation by piecing these things back together, 

ending up with a totally new object, with a whole new meaning attached to it.  

 Words and texts play an instrumental part in my process as well. When I am in 

the period of making artworks there is a certain dialogue that happens between me 

and the materials, the desired outcome or the object’s materialistic qualities. It might 

be a sentence or a certain word from a song that keeps repeating in my head, 

something that sticks outs and strikes me as pressing and important which then leads 

to a rabbit hole of research around what I think is relevant and insightful. 
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Like the choregography of a seesaw 

I think my practice mostly takes on one or two of the following forms, depending on 

what the work I am making calls for. Some works cry for a practice that is purely 

based on figuring out a way to craft or shape an object that seems convincing and 

stands as such, others need a more subtle approach, something that mends or meshes 

different materials together in a natural and organic way. I either wait for an 

environmental impact on my psyche and merge that imprint on the material and/or I 

look for a material that has been impacted by the environment in a way that it speaks 

to me. In regards to found materials, I like to just discover them as they are. I do not 

want to rip them or crumple them up. They have to have a natural feeling of having 

had a life and having just ended up the way they are. Even after I sew into materials 

with metallic thread making them into sculptures, I want them to look natural. Despite 

being obviously draped, placed, manipulated and even glittery, they should feel 

effortless. Like beautiful trash that has been weathered, beaten and eaten, meshed 

with something else and formed into something new.   3

 The delicacy of my impact depends on the material. Working with wood for 

example is a very forceful and physical practice for me. I chop into the woods surface 

relentlessly with a chisel, making it look like someone has tried very hard to eat it. I 

seek to reveal its vulnerability.  

Knowledge must be burned, hammered, and beaten like pure gold. Then one can wear 
it as an ornament. So when you receive spiritual instruction from the hands of 
another, you do not take it uncritically, but you burn it, you hammer it, you beat it, 
until the bright, dignified colour of gold appears. Then you craft it into an ornament, 
whatever design you like, and you put it on.  4

The Tibetan Buddhist master Chögyam Trungpa describes in the quote above the 

process of a very dedicated way of participating in meaning-making. I don’t want to 

just respond passively to something the world has handed me or to something I picked 

 See appendix, images 1-2.3

 Trungpa, Chögyam, John Baker and Marvin Casper. 1987. Cutting through Spiritual 4

Materialism. (Boston: Shambhala Publications, 1987), p. 19.
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out from the world as/or when I saw it.  I want my response to be based on both utter 5

openness and accuracy. In another work, namely Crazy Wisdom, Trungpa describes it 

as:  

That sense of openness that happens when we are just about to experience something 
is a kind of sense of emptiness. It is a sense of fertile emptiness, pregnant 
emptiness ... .That kind of pregnant embryonic, fertile ground that happens in our 
state of mind constantly is also unconditioned (i.e. as well as pregnant with 
something). …  6

This openness is not the same as a tabula rasa. The notion of tabula rasa really 

scares me, literally and metaphorically. This openness is never empty, it is rather an 

attitude towards something that already has its own history and you need to respect 

and receive. My sewing into paper or plastic that has been discarded, for example, 

becomes controlled by how it has been crumpled or ripped while protecting other 

cargo from damage. To find beauty in the imprint a move like that leaves behind and 

try and draw it out.  

We also need to relate to the sparkiness, the energy, the flashes and aliveness that take 
place within that openness. That energy, which includes aggression, passion, 
ignorance, pride, jealousy, and so forth, also has to be acknowledged. Anything that 
goes on in the realm of the mind can be accepted as the glittering light that shines 
through the massiveness of the spiritual path. It shines constantly, surprises us 
constantly.  7

Narratives in history 

My texts will always be driven by my own personal narratives. They feel like a way 

to inject myself into the collective. This is my natural way, and the reason I’ve chosen 

to be an artist and not a theoretician. But I’ve understood that this way of participating 

 Lepecki, André. “Zones of Resonance: Mutual Formation in Dance and the Visual Arts 5

Since the 1960s.” In Move Choreographing You: Art and Dance since the 1960s, edit. 
Stephanie Rosenthal. (Southbank Centre, London: Hayward Publishing), p.157.

 Trungpa, Chögyam. and Chödzin, S., 2010. Crazy wisdom. (Boston: Shambhala 6

Publications, 2010), p. 96-97.

 Chögyam Trungpa, p. 18-19.7
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in the making of history has something to do with micro-history, with the conviction 

that our history, our times, are made up of the sum of all the small stories and with the 

conviction that the individual makes a difference, or can make a difference.   8

This has been an important trend in history writing theories for the last twenty years 

and the lived experience has become an ever bigger part of philosophical theories. 


Each and every person has out of their situatedness (experience, condition, etc.) a 
distinctive perspective on the world and can potentially make a unique contribution 
with their thought. As personally involved in thought, the experiential and affective 
basis of thought necessarily comes into play. Moments that have been experienced as 
shameful are at once difficult to access and it takes courage. These are aspects that 
make us feel uncomfortable and ashamed because they give a glimpse into some 
frailty of a person’s existence. This can be a rich source of knowledge about some 
aspect of the human condition, and processing these emotions requires self-
compassion and gentleness, a non-violent space and reflective care.9

My way of tracing my personal history is through the materials I choose. I usually 

don’t write specifically about the materials I use in my work. I want the meaning to be 

inherent. I choose these materials with care and work their surfaces and qualities in a 

way for it to be easily felt and understood. Their meaning does not belong to me. It is 

a part of all of us, a part of the collective unconscious, referring to the fertile concept 

by psychoanalyst Carl Gustav Jung. According to Jung, the collective unconscious is 

made up of a collection of knowledge and imagery that every person is born with and 

is shared by all human beings due to ancestral experience.  The meaning of wood, 10

and how it for example reveals our history in its rings and it's traumas in it’s wounds 

hasn’t been something I have chosen to highlight when writing or talking about my 

work. But it has relevance, it is why I choose them and why I work the wood in the 

way that I do, or any other material for that matter. It is indicative of me wanting the 

unconscious collective environmental stories to be felt, if you wanted, but not forced. 

This feeling for the importance of having a solid material is a very powerful one. And 

 Sigurður Gylfi Magnússon, Sjálfssögur: Minni, Minningar og Saga. (Reykjavík: Univeristy 8

of Iceland Press, 2005), p.302.

 Sigríður Þorgeirsdottir, “Shame, Vulnerability and Philosophical Thinking”. Sophia, 59 9

(2020): 5–17, https://doi.org/10.1007/s11841-020-00773-w.

 Fritscher, Lisa., 2021. “How the Collective Unconscious Is Tied to Dreams, Beliefs, and 10

Phobias”. Verywell Mind, https://www.verywellmind.com/what-is-the-collective-
unconscious-2671571#:~:text=The%20collective%20unconscious%20is%20a,not%20shaped
%20by%20personal%20experience, 2021. Accessed 20. April 2021.
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this constant peeling or picking their surface layer off, is an attempt at revealing more 

of their essence.  Timothy Morton says in his essay on materiality that “to be a thing 11

is to have features” and that “matter is devoid of flavor until we do something to it”.  12

While I attend to or work the materialistic qualities of my sculptures, the work starts 

to take on meaning that is tangible. I want there to be a space for the viewer to be able 

to just stay in sensory mode and allow these collective concepts to lie beneath and 

reveal themselves over time. A moment that allows for vulnerability and 

receptiveness. Most of all I want them to want to touch the work. To physically 

imagine feeling of their textures against their own skin. 

    Part two 

Dependent (2014) 

In 2014 I made a site specific sculptural installation at the local petting zoo in 

Reykjavík titled Dependent.  It came about after I had been traveling in Morocco. 13

Far up in the Atlas Mountains, I saw what I thought was a beautiful flag. It reminded 

me of the traditional craftwork I had seen for sale in the markets in Marrakesh but it 

also reminded me of all the beautiful sunburnt windswept plastic trash that was all 

around Morocco. It may very well have been. I was however completely fascinated 

with the idea of putting a flag down somewhere, in the middle of nowhere  and what 14

that act entailed. While also being very influenced by the fabrication and the meshing 

together of different materials and elements that made this look like a flag. It seemed 

 Morton, Timothy, Materiality, trans. Oddný Eir Ævarsdóttir. Ritið, (issue 1, 20th year, 11

2020): 197-202.

 Timothy Morton, p. 198-199.12

 See appendix, image 3.13

 See appendix, image 4.14
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both accidental and primitive. I made a flag that was located in the area dedicated to 

the foxes in the petting zoo. I had just been in Hornstrandir for a few days hiking, 

where there are wild arctic foxes, the only area in Iceland where foxes are protected 

by law and have the rights to a life. Their natural surroundings looked nothing like the 

fox surroundings in this cage at the zoo. Those are manmade to fulfill the suspected 

moral needs of their human audience.  This all influenced me in choosing to work 15

with the fox area in the petting zoo.  

 A big part of our identity is encompassed in the symbolism of a flag. It is 

loaded with information on borders, origin, native tongue and history. The arctic fox 

is the only native mammal to Iceland. They came here at the end of the last ice age, 

walking across the frozen sea. They have their own language and their own territory 

of land called dens. The males fight each other for territory, a territory that is usually 

shared with a human. Perceived ownership of this land depends on which species you 

are. For the pole I got a freshly chopped pine tree from the forest association. I peeled 

the bark and cut the branches off it. The flag itself was made from linen, horsehair, 

and I used metallic thread to embroider pompoms in all colors. I put the pole in a hole 

in the ground and hung the flag similarly to the one I had seen in Morocco. It blended 

really well with the surroundings, even though it was a white flag on blonde wooden 

pole with blonde horsehair, resembling a foxes tail and glitter embroidery throughout. 

I wanted to reflect on the foxes’ freedom of existence in a respectful manner. A 

contemplation on whether it would be perceivable to force or foster a culture on 

someone.   16

 I embroidered and decorated it because I felt that craft was an important 

component in creating a culture, it starts with something primitive. It seemed like an 

obvious statement but it wasn’t. The zoo authorities didn’t feel threatened by it, like 

they did by some of the other works that touched on this subject. The positive 

symbolism associated with a flag broke down subtly, and the realization of its other 

Isaac Bashevis Singer, Singer: Collected Stories, Gimpel the Fool to The Letter Writer, edit. 15

Ilan Stavans, (New York: Library of America, 2004), p. 39.

 See appendix, images 5-6.16
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meanings came to light.  A white flag half-staff, erect inside a cage revealed the 17

cruelness of such an absurd demand placed on the foxes in exchange for freedom to 

life on their own terms.  18

 While making and installing the work reflecting from a feminist perspective 

towards an approach, towards an agenda concerning the rights of any individual, 

human or animal from exploitation or systematic injustice. Arguments for animal 

rights typically measure these non-humans against human metrics of ethical worth, 

such as their capacity to emote, suffer, reason or exhibit some other trait typically 

defined as human. This sameness logic has been deemed as problematic for the 

differences it suppresses for disadvantaged groups operating within their own 

exclusionary premises. This advocacy for equality has adverse effects on those that 

have been “othered”. Vulnerability discourse, which focuses on the dependence that 

embodiment engenders, avoids this sameness logic along with other problematic 

anthropocentric premises and has a much better chance at respecting and celebrating 

these differences.   19

 The idea of the man against the animal and against the woman, as well as the 

idea of the artist against it’s viewer and against his subject matter, being the otherness 

or something else, is in the process of radically changing. I feel that it is important for 

me as an artist to be aware of this process and take part in it. It’s like a generational 

task of my times to return the shame, as stated so often during the vogue of #Metoo. 

And I guess it’s not only about returning the shame towards somebody else, stepping 

into victimhood, but at the same time to uncover your own shame or the shame that 

lies in the deep underwaters of your profession.  

 By uncovering shame as an underlying affect in philosophical sexism, the 

vulnerability behind it becomes apparent. It is precisely this vulnerability that the 

philosophers felt ashamed about and hid under the mask of the invulnerable and 

strong subject of Western philosophy that has determined the philosophical idea of 

 Edit. John C. Welchman, Isabelle Gnaw and Anthony Vidler, Mike Kelley. (London: 17

Phaidon Press Limited, 1999).

 See appendix, image 7.18

 Deckha,Maneesha. “Vulnerability, Equality, and Animals”. Canadian Journal of Women 19

and the Law (2015), 27(1): 47, doi: 10.3138/cjwl.27.1.47.
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‘man’ until our times. I can identify with Icelandic philosopher Sigríður Þorgeirsdóttir 

when she defines the task of contemporary philosophy. I feel a parallel need for 

redefining the task of us artists:  

I want to introduce how philosophy, when being conscious of its shame and blame 
structure, can find a richer ground for a dialogue, a ground in the dialogue of 
vulnerable subjects. Vulnerability does not indicate exposing one’s weaknesses or 
embarrassing oneself. Vulnerability is in this context a condition in which a structure 
of aggression and defense is overcome through a connection that establishes openness 
and makes one bracket one’s prejudices about the other.  20

These are all added (2015) 

There was always this one window decoration in the apartment complex next to 

school that caught my eye when I was on my way home. It was so symmetrical, it had 

a heavenly composition, and a stained glass angel hanging in the center.  I looked at 21

it for months before I decided to knock on the door, to see if that act would take my 

concept any further. The lady who lived there had passed away just two days ago but 

her grandchildren were there. I asked to take some photographs and they said she 

would have liked the gesture. I had already made the works for my upcoming 

exhibition. It was due to open in a few days. My sculptures had been inspired by this 

window, and how carefully everything was placed. They drew on my love for 

balconies, and my lack of understanding of glass houses in Iceland, that are referred 

to as sun-rooms.  

 A sun-room is also sometimes referred to as a Florida room. I have strong 

familial roots and a real fondness for all things Florida. I did not know this and if I 

had I probably would have liked the idea of a Florida room even more. This is a room 

that permits abundant daylight and views, while providing shelter from adverse 

weather. In my experience they are simply way too cold and far too bright.  

 Sigriður Þorgeirsdottir, “Shame, Vulnerability and Philosophical Thinking”. Sophia, 59 20

(2020): 5–17, https://doi.org/10.1007/s11841-020-00773-w.

 See appendix, images 9-10.21
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 At this time, I missed my old apartment which was perfect in every way. It did 

not have a sun room, but it had perfect south-facing balconies that shielded from wind 

in every direction. I never truly understood how rare the quality of a perfect apartment 

actually is. I guess I hadn’t fathomed worse. I had only imagined better. My old 

apartment was in a beautiful historical house. This house had burned down just prior 

to me buying an apartment there and everything was freshly renovated. It was hard for 

me to appreciate it because of its lack of visually evident historical value but also 

because of my lack of history as an adult with real world experience. It had a large 

bathtub and a shower. A toilet that was stuck to the wall and not bolted to the floor. 

How much of a difference such a seemingly pointless move makes. Floor space. 

Cleaning the bathroom goes from a tedious hour long process, where you cut yourself 

and bleed trying to navigate the screws and blindly trying to reach the narrow space in 

the back, to an easy 5 minutes. Tall ceilings and built in lighting, with dimmers 

everywhere. Obsessing over this ingratitude towards my beloved old apartment and 

wanting to make amends for my laziness in home decorating. For twelve years I never 

so much as brought home a plant. I wanted to make karmic amends to the universal 

powers in control of homes and home décor. To acknowledge the importance of 

caring for and inserting oneself wholly into an environment that one dwells in. 

 These are all added was a sculptural installation exhibited at Kubburinn in 

2016.  It was a physical manifestation of my thoughts at the time and every object in 22

it was an abstraction of these designed and decorative things I thought we were 

adding to our houses. There is a sun-room, made from thin pine wood sticks, that I 

had manipulated to make look like they had been nibbled on by a rodent. There are 

sculptures hanging simultaneously on both the inside and outside of the structure, that 

you can walk in and out of. There were balconies, made from styrofoam, covered with 

cotton bandages and placed on the wall 4 meters up. Next to the balconies I inserted 

into the wall a small scale sculpture made from gold painted leftover styrofoam bits 

dipped in sugar hanging on copper wires, referencing wind chimes. You cannot enter 

the balconies. They are outside structures, stuck to a wall inside a room, inside a 

building. They are the bones of their future or former selves. Either ruins or the 

 See appendix, images 11-15.22
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insides of what an actual balcony, sunroom or a decorative object might look like 

before or after something. On another wall I hung some photographs from my visit to 

the old lady’s apartment. In deciding to do that I experimented with adding an 

unexpected death narrative into my method of not disclosing too much practical 

information about the development of my work. This wasn't really my story, mine was 

the one about missing my old apartment with the lovely balconies. If I were to redo 

the exhibition I would skip the photographs that hung on the wall. At least do them 

differently, since I think their format clashed with the concept of outside on the inside. 

They didn’t function as an abstraction of things added either. Perhaps they acted as a 

visual aid in a similar way to the exhibition text. When I entered the old lady’s 

apartment our worlds collided, creating this sort of in-between space. It became 

visually very heavenly and there was a religious aspect to it that I still to this day can’t 

really explain, except in this supernatural way of her just having passed away.  

 “Some things are up there, some things are down here and some things are in 

the middle”. This is an excerpt from the text that I wrote and was on the handout for 

the exhibition. I had just been thinking about the placement of objects. How I would 

place my objects in the exhibition space and how objects appeared placed from the 

confined framework of the perspective the window revealed from the outside. These 

sentences that seemed so literal to me when I wrote them explored a much grander 

narrative when everything came together in the space. It was a very intuitive and 

formalist work in the making. I had added the balconies last minute because I felt 

something was missing and that I needed to distribute weight in the room. That’s 

when the heavenly aspect really came through. There was something about going so 

high up, that brought religion into the conversation. Perhaps it also just looked like 

those old fragile balconies that are often inside churches that somehow seem 

inaccessible to living creatures. In the previously mentioned book Cutting through 

spiritual materialism The Tibetan Buddhist Chögyam Trungpa writes about how the 

ego constantly attempts to acquire and apply the teachings of spirituality for its own 

benefit. 

We searched the world over for beautiful objects ... But when we brought the object 
home and put it in there, it became just another addition to our junky collection. The 
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beauty of the object did not radiate out anymore, because it was surrounded by so 
many other beautiful things. It did not mean anything anymore. ... If you really 
appreciate an object of beauty, then you completely identify with it and forget 
yourself.  23

In the same way materials and objects are important to me, texts play an important 

role into figuring out the dimensions of where my heart is at. I find that while working 

in direct contact with materials and/or objects. They speak back and tell me something 

about themselves, words or sentences that will linger, stay, repeat, which then propels 

me towards researching and identifying another window or a gate that opens up to 

somewhere else. This particular part of a rap song called Dreams by Lil Wayne 

reflected my views and temperament towards the idea of this ideal shelter. How 

fragile we all are facing forces of nature and man made economic systems that are 

defined by liminality.  

 I had a dream I was broke 
 No diamonds and no gold 
 Most saddest story ever told, oh  
 And I had a dream, I was a fool  
 No mansion or no pool 
 I woke up and I screamed  
 Thank God it was just a dream  
 Huh, huh, yeah, ooh  24

 

 Lil Wayne is a rapper from New Orleans. He and his family were hit hard by 

hurricane Katrina in 2008, a devastating event that left generational trauma behind. 

Wayne is a rich and successful musician spanning over two decades. He owns a lot of 

diamonds and gold and has a mansion with a pool. This nightmare scenario of his as 

portrayed in the song can obviously be traced back to Katrina and the effect the 

hurricane had on the psyche of those communities affected.  When reading these 25

lyrics it is quite easy to interpret and trace their lyrical content to the lingering trauma 

and the psychological impact that these events have had on his present day fears and 

 Trungpa, Chögyam, John Baker and Marvin Casper. 1987. Cutting through Spiritual 23

Materialism. (Boston: Shambhala Publications, 1987), p. 16.

 2020. “Dreams” Track 5 on Funeral. Republic Records and Young Money, song. Lil Wayne. 24

Ramsey, David. “I will forever remain faithful”. Oxford American (Issue 62, fall 2008), 25

https://www.oxfordamerican.org/magazine/item/171-i-will-forever-remain-faithful, 2014. 
Accessed 20.oct 2020. 
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phobias. Now to each their own diamonds, gold, mansion or a pool, but we all need 

shelter from storms. 

 I had just lost my apartment and I didn’t foresee a near future where I could 

have a place to call a permanent home, let alone a perfect place like the one I had just 

lost. This way of viewing the outside world and connecting it back to my internal 

world belongs to this inside/outside translation of the work as well. They are the 

spiritual bones and ruins, the middle part of the beginning and ending of my journey 

through housing limbo. Somehow I also felt like this failure of being an appreciative 

capitalist. Being a bad homeowner and house-decorator was also my personal failure 

in being a woman, without ever having pressured myself or strived towards that role.  

I found my reflection mirrored in this verse by Lil Wayne because even though our 

struggles were rooted in real pain, they were also kind of bratty.  

 It is quite unimaginable to talk about this particular work without mentioning 

Hreinn Friðfinnsson’s house projects. I made my sun-room without having knowledge 

of his houses. It wasn’t until 2017 that he did a new version of it in Iceland and I 

became aware of these works. There are four House Projects given numbers in the 26

order they were made, First House and Third House he considers not to be public 

artworks. They are or were (First House built in 1974 was at some point demolished) 

both located in the Icelandic wilderness. No one really knows or knew their locations, 

they were more thought of as a lovely surprise for passersby. The thought of them 

being these hidden surprises was based on the idea that first sparked the House 

Projects; a tale told by writer Þórbergur Þórðarson about an impoverished Icelandic 

gentleman called Sólon Guðmundsson, a playful man that enjoyed many visitors. He 

allegedly decided to build a second house based on hospitality alone. He thought to 

put wallpaper on the outside to gladden they eyes off his guests wether they were 

preparing for entering his strange world or just passing by on other errands.   The 27

others Second House and Fourth House are commissioned public artworks. 

Witnessing the opening of the Second House of Hreinn in France, Oddný Eir 

 See appendix, images 16-20.26

 Oddný Eir Ævarsdóttir. “Að taka á móti loftsteini - um Hrein Friðfinnsson.” Sjónauki,  2 27

(2007): p. 18-21.
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describes a confusion: “I can well imagine that the work in the garden, entitled 

Second House, was the cause of some trouble for the cultural authorities. Not just 

because it is both a house and a work of art, but also because it is so wrapped up in 

other works, tangled up in its own creation, in the pieces of history and facts 

concerning poverty-laden everyday life, like a tightly wound ball in the stomach of a 

sheep that has accidentally eaten its own wool.”   28

 Hreinn refers to the houses as inside out houses. The first one he made had the 

inside wallpaper on the outside, and the outside material corrugated iron on the inside. 

The work referenced the decorating of houses and who they were thought to be for. 

So secluded in the world, and not meant for living in. But also noting that having the 

outside on the inside suddenly makes the thought of having the whole world inside 

your house real and in being inside of it then excludes you from being in the world.  

 My world collided with the old lady's who had just died. Just from her making 

her beautiful symmetrical window display that caught my eye she opened up this 

gateway and along with it an invitation that let us into her world and fostered these 

completely new connections, those that never existed but seem so integrated with my 

story at this point. These house projects have multilayered meanings and hop from 

one medium to the other, from one time to another. Tracing its trail is hard, it is almost 

impossible. That is what makes it exciting and beautiful. From a folk tale, to a 

fraction of a text from a book, to a sculpture, to a photograph. From referencing 

decorations and who they were for to the theory of their outside/inside situatedness in 

the world. I feel a relation with my work when I attempt to trace its trail in a similar 

way; through texts, stories and objects. Multi layered inside/outside narratives 

suddenly concerning something so grand like the whole earth and death. After 

listening to him talk about this particular work I got a strong impression for these 

grand narratives accidentally involving themselves in the work through intuition and 

coincidence on Hreinn's end was something I strongly identified with from my own 

experience with making These are all added.  

 Oddný Eir Ævarsdóttir. “Að taka á móti loftsteini - um Hrein Friðfinnsson.” Sjónauki,  2 28

(2007): p. 18-21.
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Pedestals (2016) 

The installation Pedestals was exhibited in Hafnarhúsið in 2016.  I had wanted to 29

make pedestals for some time, because I wasn't always a fan of the traditional ones. 

Sometimes there is a place for those, but surely some objects call for their own special 

kind of place in this world. I had been wanting for a while to make a pedestal and an 

artwork to go with it, or on top of it, something intrinsic to each other. This idea had 

always been a little bit inspired by one of my favorite artworks, What a table! by 

Magnús Pálsson.  This sculptural work consisted of a table that he brought to its 30

limits of conceptual abstraction while still maintaining its status as a table. Mixed 

materials hanging in disarray from under the tabletop. Legs made from iron and 

wood, the tabletop in what seems like a white mdf sheet. The top has something 

resembling a small mountain on top of it but underneath a whole bunch of plastic cut 

into strips and rubbish looking materials heavily hung, clustered together in an 

abstract mess. At the time of making my Pedestals I had only seen What a table! 

once. I didn't remember its exact name and the materiality of it was only ever just a 

vague memory. Memories that changed and merged with new ones over the course of 

time. The material composition of this sculpture influenced me heavily, both in reality 

and from these fabricated memories. The thought of creating a table that kind of came 

ready with the decorative elements set in place also intrigued me. It seemed like a 

nice simplification. A life hack for someone like me that needed help decorating as I 

had abruptly become aware of in my previous exhibition These are all added (2016). 

My first visualization in creating these pedestals was to make an artwork specifically 

for each pedestal. Gradually the process evolved along with what was consuming my 

existence at the time. Graduation was one and being eight months pregnant was 

another. At this point in time I was constantly contemplating the beginning, middle 

and ending of all things. For this exhibition the idea of an artwork on top of a pedestal 

became solely about the pedestals. The work refers to the simple fact of reaching 

certain societal or personal goals. Putting these kind of achievements on pedestals. 

 See appendix, images 21-22.29

 See appendix, image 23.30
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The end result, which is by default the beginning of something else, as well as 

everything else that falls elsewhere on the spectrum. In my experience reaching a goal 

of some kind usually feels intensely inquisitive but empty at the same time. Even if I 

am very happy with what I have done or finished. It has this immediate request of me 

answering to both the moment and to what follows it. The work was made from 

materials that I’m traditionally drawn to; cardboard, wood, steel, silicone, plaster, 

foam and cement. The black steel was polished so it looked like super shiny stainless 

steel, the outermost layer of the wood chopped into as to reveal the wood inside. The 

cardboard had a plastic film over it, that I had ripped off and sanded so it had a matte, 

suede and marbled effect. I worked their surfaces to subtly change their superficial 

qualities, peeling off one layer of skin. Aesthetically and conceptually the materials 

and objects underline structural values within our society. Pedestals, both 

symbolically and physically, are able to hold more than their weight in substance 

matter or theoretical matter. My pedestals however cannot, they are either acting as 

pedestals, or they are the skeletons or insides structures of future pedestals. To 

construct a proper pedestal from the material state I showed them in would be 

possible. However they are in a useless state of their intended object-hood. These 

pedestals share qualities with a prop, but are still far too well made and too solid to be 

a fake representation, they are an authentic one in that sense.  

 At the time of making Pedestals I was being met with endless deadlines which 

had to do with such intensely personal and important parts of my life: Moving from 

my apartment and not knowing where I would live next; Finishing school without 

knowing what would follow; Having my baby boy and being afraid of not being able 

take care of him, providing him with these basic needs for shelter and survival. Only 

endings and beginnings at the same time, there was nothing in the middle. It was way 

too much and far too little. Entering this all-encompassing realm of liminality where I 

needed immediate response and definitive action towards my personal situation. 

While being still very much faced with a highly critical attitude towards these  
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standards and how very easily a person can fall through these societal cracks. This 

state of being forcefully brings forth creativity.  31

 The pedestals as autonomous art objects reflect on the the values and role art 

has in the world we live in. How important and fragile the creative process is. It is 

important because it manages to maintain certain values that are otherwise constantly 

being trampled by the fast paced capitalist society we live in.  They also reveal how 32

fragile they themselves really are as art. How easily art can become a prop in the 

capitalist system, a cultural critique that 19th century philosopher Theodor Adorno is 

mainly responsible for shaping. He thought that the avant-garde and modernism were 

the only viable response towards the fast growing brutalism that advanced capitalism 

brought on. His analysis on the subject of art were based on the notion that only an 

authentic work of art could overcome these stultifying societal and cultural 

conditions.  33

    Part Three 

Through an eyelid 

Introversion and isolation have been the most prominent features of life this past year. 

While I have been writing about my work and how impact from the environment 

would eventually cause me to react to what it brings me, thinking about the inside of 

the outside and if there is only me. Only me in my body and circling around in my 

skin and my thoughts. Then my heart has been the most prominent symbol for my 

insides.  

 Bigger, Stephen Victor Turner: Liminality and Cultural Performance, (Tandofline, 2009). 31

https://doi.org/10.1080/13617670903175238: 209-212.

 Zuidervaart, Lambert, "Theodor W. Adorno", The Stanford Encyclopedia of 32

Philosophy (Winter 2015 Edition), Edward N. Zalta ed. Accessed April 23, 2021. https://
plato.stanford.edu/archives/win2015/entries/adorno/.

 Hohendahl, Peter Uwe. "Autonomy of Art: Looking Back at Adorno's Ästhetische Theorie." 33

The German Quarterly 54, no. 2 (1981): 133-48. Accessed April 26, 2021. doi:
10.2307/405347.
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 On the outside I have this single tattoo of a rose, similar to the sculptures I 

decided to make. In always assuming my body ends with my skin while moving 

through space shielding it from the world, somehow so easily able to penetrate it. Just 

by simply seeing the symbol of a heart or a rose on the Internet a subconscious effort 

starts to mobilize towards a collective moment of beauty and love.  

 I started with gluing small blocks of wood together to form a much bigger 

block, roughly the size of a car-tire. I then sawed it into the shape of a heart. In these 

early stages I had been thinking a lot about these magical but mundane romantic 

gestures that make the everyday shine brighter. The symbol of a heart wasn’t an 

obvious choice until I saw a photo on Instagram of this beautiful opalescent blue 

crystal heart tied on a leather string around someone’s neck. I knew it was as simple 

as that. I wanted it for myself and figured I would just supersize this desire. It 

reminded me of two necklaces from my youth. The first one I bought myself as a 

young teenager and had recently found a permanent home around my neck. Then 

there was the necklace from the movie Titanic, named The Heart of the Ocean  that 34

relentlessly involved itself into this thought process without much obvious reason 

except in relation to the time they first entered my conscious reality.  

Shortly after I had started the more detailed sculpting work on this heart the 

first wave of the current global pandemic hit. While constantly dealing with these 

extreme polar opposites inherent within the overwhelming beauty and absolute 

absurdity of working towards completing an art object at this point in time. There was 

also a huge shift in my internal and external everyday existence. I felt overcome with 

anxiety for the health of those around me and an intense feeling of being oppressed. 

The heart became anchored by a chain. The chain made from braided wire with a 

delicate paper-mache overlay.  I was never sure whether or not to make an actual 35

necklace or a freestanding symbol. But when thinking about it in relation to its size 

and the subsequent likeness to an anchor I thought that a necklace would be perfect 

and simply honor my initial hints that were found in those artifacts.  

 See appendix, image 24.34

 See appendix, image 25.35
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I had this prototype of a pair of roses  that I bought at a thrift store a few 36

years back, for which I had had some long standing plans to realize and size up. They 

had traveled with me everywhere for 3 years, waiting for the moment to become 

human in scale. Their delicate handmade qualities were slowly decaying from all this 

moving, I really just needed to make copies of them, to know that I could would make 

me stop worrying about their condition so much. I twisted and welded thick steel 

wires together and molded them in the shape of two long rose stems. I covered the 

stems in thin, light toned, slightly grey paper. The leaves and rosebuds I made from 

patchwork linen overlay, bound together and stiffened with glue. 

I mostly thought of Louise Bourgois for her use of material and unconscious 

subconscious approach towards art making and meaning making through her personal 

narratives.  Namely her spiders, their wonky but sturdy legs made from steel, twisted 37

and welded together to form organic looking shapes, just like my rose stems.  The 38

decision to leave the materials bare came from viewing her works and being confident 

in the power that can convey, be it wood, steel, paper or cloth.  

 The strongest and most aggressive thoughts I have had over this past year 

while making these sculptures and writing this thesis come from being thrust into all 

of these different online spaces. Thoughts that revolve around the future of the object 

or the future object. If I were to identify such a thing as a future object, an object like 

money would possibly serve as a good analogy; money, credit/debit cards/phones/

watches etc., perhaps ending with cryptocurrency, completely taking over. This shift 

from one object to the next, took place quickly and could happen in a lot of other 

areas of our lives. To an extent that could be as farfetched as the uploading of our 

souls and consciousness with a real possibility that some of us that are alive today 

might never really die. As someone who is heavily influenced by the spaces I inhabit. 

Inhabiting more and more of the online realm feels overwhelming. How can objects 

like the ones I make exist in an online environment? I possess a genuine desire to 

 See appendix, image 26.36

 Selvin, Claire, 2020. Louise Bourgeois’s Spiders: A Guide to Their History and Meaning – 37

ARTnews.com. [online] Artnews.com. https://www.artnews.com/art-news/artists/louise-
bourgeois-spider-sculptures-history-1202687603/. Accessed 20 April 2021.

 See appendix, image 27.38
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ground myself and figure out a way to dwell in and navigate these virtual spaces in a 

way that feels natural and engaging. In a way that is not showcasing or chasing but 

participating. I don't really believe in a choice between the physical and virtual world 

anymore.  

 Even though these are the questions that have been circling around in my mind 

for most of last year and I genuinely feel a need to interrogate them further and it 

remains a huge field of interest. I still feel very strongly that a physical three 

dimensional object cannot be represented virtually and two dimensionally unless you 

are willing to engage the idea of possibly of killing it. Vice versa would go for 

transforming a virtual object into a physical one. They demand such different things 

from our senses. We demand different things as well depending on which place we are 

located in.   

Future object  

This work that I decided on making has been in my system for more than a year, and 

it has tried to take on many forms. I really struggled with thinking of ways to make 

this artwork interesting for a virtual space, we were all there for so long. Imagining 

how roses would smell if we had forgotten their scent, and everything that gets lost in 

translation. Joining viewers from around the world in a live stream of dystopian video 

work Dream Journal by Jon Rafman.  Seeing how it felt to engage in such an 39

experience. It was lovely and moved me deeply, so multilayered that it would be 

incomprehensible to describe in a short text. But it does engage heavily in this 

narrative around future.  I saw it at the Venice Biennale too where it was all 40

encompassing in the space. Both experiences were flawless but still vastly different. 

While trying to understand the different demands of the viewer or the environment of 

 Rafman, Jon., 2016. Dream Journal 2016-219. [single channel hd, color, stereo sound].39

 Schneider, Brett. 2020. Notes on Dream Journal — Caesura. [online] Caesura. Accessed  40

25 April 2020: https://caesuramag.org/posts/notes-on-jon-rafman-dream-journal.
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a physical artwork versus a virtual artwork and what qualifications or alterations an 

art object needs to be able to function in both realms.  

 Researching the concepts around the future of objects and future objects lead 

me into Timothy Morton’s analysis of a new reality and the ideas he put forward on 

Hyperobjects in his book The ecological thought published in 2012, where he asks 

questions on what our future spaces could look like and be, and calls for a reality that 

reconsiders our generally accepted ideas of time and space. At this time he had been 

active towards radically reconsidering how we define the spaces we inhabit, ideas put 

forth in his writings on Object Oriented Ontology.  

 It has been such a demanding and critical process for me wondering about the 

possibilities of art and its idiosyncrasies within this new space of future where the 

possibility of art objects forfeiting their physicality and becoming strictly virtual is 

absolutely foreseeable. What would happen to participation, that weird private dance 

and confrontational dialogue that happens between human and object. It seems that 

almost everything asks us to watch and almost nothing asks us to be with. I think I 

would choose being with over anything.  

Reflections  

The exhibition was located in Kubburinn,  an exhibition space on the second floor 41

where the Fine Art Department of The Iceland University of Arts is located. The space 

is a fairly traditional white cube with concrete floors and windows on one wall with 

panoramic views overlooking the city to the west and the seascape to north. I decided 

very early on in the process, long before making these objects, that I wanted my 

practice to move towards and mainly consist of objects that would be able to exist and 

retain their meaning in different surroundings. I really wanted the objects to just 

stand, lie or hang there simply representing themselves whilst welcoming with open 

arms the viewers’ preconceived ideas. Composing the space was just simply about 

 See appendix, images 28-29.41
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poetry, about making these three sculptural objects triangulate in a way that allowed 

each of them to shine equally and in harmony with each other and the space.  

 The Eyelid that hung on the wall acted as an invitation to an open ended 

understanding of the underlying personal narrative relating to how this particular 

exhibition came to be, made from discarded plastic, embroidered at one end with 

holographic, metallic thread. In between its front and back, and on top of the 

embroidery, lie scented pastel colored face powder pearls.  A picture of this 42

abstracted eyelid and a description of how I made the sculptures were available in the 

form of a handout. The photograph of the eyelid on the handout and the actual 

sculpture itself in the space reveal a dream/nightmare and static state from where I 

was working. The description in the handout quite literally revealed how I came to 

realize the work. In hindsight I would have offered better insight. I just really need a 

moment before I can be in a useful writing space towards my work. 

 There was nothing that surprised me at first, except maybe just the idea of 

thinking that the exhibition worked. I don’t feel like there was anything missing. 

Which perhaps was something that I contemplated until the very end, to add one big 

structure that was more abstract than symbolic in its ideas and form. Something that 

would have confused my idea of wanting the audience to reflect on the objects on 

their own terms. It really was a bold move to have them there quite bare, those three 

together, the two human sized roses and the giant heart necklace. Their materials raw 

and the color, or lack there of, striking. The thought of it scared me a little. There 

were tiny things, the way in which I hung the eyelid, the triangles I used underneath 

the heart necklace to give it a hovering effect. In a perfect world I would tweak these 

a little bit. The two wooden triangles wedged under the heart I would replace with one 

smaller triangle made from steel profiles. Despite having given it space and thought I 

still have not figured out a better way for the eyelid to hang in that space. Though, one 

day I think I will see a way somewhere and think back to this work. So minuscule is 

this need to go back in time that it barely exists and there is absolutely no stigma or 

shame attached to these contemplations. 

 See appendix, image 30-31.42
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 Even though the three main sculptural objects all represent love and romance 

quite universally, the minimal information given in the text allowed people to freely 

make their own assumptions and dwell in their own narrative and own associations 

with their connections to what these symbols represent to them. During the 90 minute 

critical review, lead by external reviewer Mark Wilson, a lot of interesting questions 

were brought up while we reflected on the different individual perspectives and 

interpretations, and all of them were true to me as well. They came from my dreams 

and subsequent nightmares. From memories and to light behind my static eyelid. 

From a morbid space where objects don’t exist anymore as they are dead or skeletons 

of their former selves. They came from my deep love for materials and surfaces where 

wood and paper speak their own language loudly and last but not least from the music 

genre of trap (emotional rap) where the language of greeting cards prevails in its 

poetic sincerity while still maintaining integrity and coolness. It really did seem to me 

they were embedded and embodied in my experience and that should be the base of 

the discussion, the critical ground. The challenge is to be able to situate the work into 

space so that somebody else, that may or may not share my experience, can feel the 

force of the embedding and the embodiment so that he or she starts tracing his or her 

own story, parallel or not. An installation that is based so strongly upon a young 

woman’s desire and even revealing her inner structure of shame (how girlish is to 

want a heart and a rose?) is obviously an ambitious project but also very vulnerable. 

How can this personal feeling be interesting for somebody else? Acknowledging this 

vulnerability has been empowering for me as an artist, as well as the experience of 

discussing the work in a critical way, opening it up for numerous questions. It made 

me think about Sigríður Þorgeirsdóttir’s writings on a new critical discourse that is 

based upon awareness of vulnerability. She refers to feminist pioneer Donna Haraway 

saying that we are “situated knowers”. “We could thus say that our knowledge, our 

thoughts, our emotions, are deeply embedded and also embodied. Embodied Critical 

Thinking researches how the embodied and entangled being-in-the-world is the 

ground from where we think critically. ECT researchers explore (interact with) an 

embodied space of meaning, in which the fresh precision of experiential processes is 

as important and relevant for the philosophical discourse as arguments are.” 
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 Tracing the way of my work Eyelid, I realize how important it is for me and 

for the work to base the discussion of it’s meaning both upon my very personal 

experience and arguments from others. It’s not something secondary but inherent in 

the work itself. Looking back upon the process of my work, I’ve been tracing it’s way 

from online browsing through intensely working on the wood and paper as material, 

through the phase of working on meeting point of material and memories, working on 

situating objects into a space open to reflection towards the moment of discussion and 

reflection after the opening. While tracing the way of the work of art I discovered 

even a new dimension of the embedding and embodiment. I feel it’s not only a fact 

about the work process, but also about it’s meaning in space. Embodied Critical 

Thinking, as a description and a method, is always about moving from one point of 

view to another, I understand that the question about the future object and the future 

space of the art is not about it being online or not, but about it’s possibility to be 

layered, or traceable through different events. An opening, as well as a moment of 

critical discussion within the installation space, are as important parts of my work as 

my strong feeling of youth desires for a heart-shaped object.    

Conclusion 

In this thesis I have been tracing the way of my works dating back to 2014. Realizing 

along the way how important a factor it is to have a discussion of the artworks 

meanings based on arguments from others alongside my very personal experiences. 

Meshing these different perspectives together is of equal importance and inherent in 

the work itself. While looking back at all of the processes towards these artworks. 

Tracing my way from the African tundra to Hornstrandir to sitting at home browsing 

the internet far too much during a global pandemic. Going through phases of intense 

physical work with materials while staying open to the intuitions and hints this 

meeting point brings me, to working on situating objects in space in a way that feels 

open to reflection towards a meaningful discussion. While tracing the way of the 

works of art I have discovered how important embedding and embodiment is to my 
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whole process, I feel it’s not only a fact about my work process, but also about what 

the works meaning in space encompasses. How Embodied Critical Thinking is always 

about moving from one point of view to another and about the ability to be layered, to 

be traceable through these different events, materials and perspectives. I see my works 

as a venue for sorting through my personal narratives and experiences, through the 

senses and via dialogue. A dialogue from within and with input from others and the 

surrounding environment. It is a space where I can research vulnerability and shame, 

desire and regret, belonging and meaning and so forth. A venue where I can keep 

participating in these new ways of creating and understanding.  
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	 Image 1


	 Sculpture. Leftover foamscraps, metallic thread. (2019). Harbinger. Helen Svava. 




	       Image 2


 	       Sculpture. Discarded packaging paper, metallic thread, black steel rod. (2019).  
        Harbinger. Helen Svava  




	 Image 3


 	 Dependent. Blond wood pole, linen, horsehair, metallic thread, palliettes, horsehair,  
 (2014). The local petting zoo. Helen Svava. 	 




	   Image 4


   Photograph I took of the “flag" in the Atlas Mountain in Morocco.(2014). 



	 	        Images 5-6.


	 	         Dependent (2014).




	 Image 7.


	 Dependent (2014).




Image 8 

Photograph of me and a fox both roaming free on his territory in Hornstrandir (2013). 



Image 9-10 

These are all added. Perspective of the heavenly window from the outside. (2015). Helen Svava. 

These are all added Perspective of the heavenly window from the inside. (2015). Helen Svava 



     Images 11-12 

      These are all added. Pine wood sticks, foam, mesh, metal thread, linen, styrofoam, sugar, gold      
 paint, copper wire, (2015). Kubburinn. Helen Svava. 
 



        Image 13 

 These are all added (2015). 



Images 14-15 

            
                   These are all added (2015). 



Images 16-20 

Hreinn Friðfinnsson. House Project, First House. Mixed media. Unknown site, Iceland.1974. 

Hreinn Friðfinnsson. House Project, Second House. Mixed media. Park of Domaine de Kerguehennec- 
Centre d'Art Contemporain. 2008. 



Hreinn Friðfinnsson. House Project, Second House. Mixed media. Park of Domaine de Kerguehennec- 
Centre d'Art Contemporain. 2008. 

Hreinn Friðfinnsson. House Project, Third House. Stainless steel. Unknown site, Iceland. 2011. 



Hreinn Friðfinnsson. House Project, Fourth House. Stainless steel. Temporary installation at Clearing 
in Sternbuschpark. Münster 2017. 



         Images 21-22 

 Pedestals. Cardboard, plaster, concrete, silicone, wire, wood, foam, black steel,    
 (2016)Listasafn Reykjavíkur. Helen Svava. 

 Pedestals. An inspirational poster made in photoshop. 



  Image 23 

  Magnús Pálsson. Wthat a table! (1962). Mixed Media. The National Gallery of Iceland.  



Images 24-25 

A still from the movie Titanic showing the necklace named The heart of the ocean. 

Eyelid. Wood, wire, paper. (2021). Kubburinn. Helen Svava 



  Image 26 

 My thrifted roses 



                       Image 27 

                       Eyelid. Steel, linen, wire, paper glue. (2021). Kubburinn. Helen Svava 



Image 28-29 

Eyelid. Wood, wire, paper, steel, linen, glue, plastic, face powder, metal thread. (2021). Kubburinn. 
Helen Svava 



Images 30-31 

Eyelid (2021). 
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