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RURI

Everywhere in works by Icelandic visual artist Ruri a unique beauty
and balance is present; they are clarified.

The works may be ephemeral—as temporary and fleeting of character
as a rainbow, they may consist of a process (which is always
documented), or they may be of a permanent character,
objects; but they may also develop stage by stage, place by
place, for years to reach a wholeness. Then it is the states
along the way which reveals and the continuity of the process
which strikes us.

The work all deal with time and the efforts of the human being to
structure, order and comprehend the conditions in which it is placed.
The human being sorts, measures, systematize. It also builds up
physical structures and strives to maintain them. Once the strength
and will no longer exist they perish, little by little. It is not time
which destroys them, but the process undergone by unsustained
objects in the course of time, through which nature is enabled to
re-acquire them, wrench them back. For a while they are the vis-
ible signs of the passing of time.

It is in the field of order, of process, of the discernible passage of
time, of the permanence of the forces of nature, that Rari works.
Through the course of the years she has focused on and worked in
a wide variety of the areas of this field, using various means
and materials.

To my mind, one of the very central works of Ruri’s production,
and which [ have only seen in photo documentation, is Rainbow I,
1983, a sculpture, of hand-painted fabric and bamboo, 17 metres
high—and film. Rari erected a rainbow in the Icelandic landscape
near the sea, slender with cloth colored in rainbow colors. She then
set fire to it at the bottom and it rapidly disappeared in the flare of
the flames.

No matter how elementary—at times almost prosaic—are the
materials Ruri chooses for her creating, they are always endowed
with a lyrical dimension. Even the heavy concrete ruin she placed
on the square Kultorvet in Copenhagen in 1984 was, despite its
authentic reference to actual concrete ruins, more poem than
heavyweight narrative. Times intersect in lyricism.

Her works are conceptual in the sense that they are linked to precise
ideas and based on theory or a perception, but they all have a
tangible and sensual aspect, both in the choice of materials as in
presentation. By such means they acquire an immediacy and
relevance. By such means does she draw us further into the works.

Such is the case with “The metre works” form 1992, where
we encounter the flat surfaces of lead, with its tactile attraction
and “warmth” in confrontation with the tool, the carpenter’s
rule, which we are used to grasping and manipulating—to
measure, to bring order. Within each of these works the operation
involves only one measure, a specific number of metres in length,

but depending upon the manipulation of the tool it observer,
unaltered. Here the human being is present with its manifold
possibilities and differences, at the same time its limitations.

“The metre works” 1995-1996, which are now own on exhibition
at Galerie Bossky, are of a character different from that of the
earlier works, as they are based on simple geometric forms and
concepts. Here the carpenter’s rule preserves its object character
to a greater extent, as it relates directly to floor and wall. It is the
only material in the work.

Each work is comprised of a specific number of metres—or the
combined length of a number of carpenter’s rules—each at the
same time suggesting a discernible number of square or cubic
maters. The works demonstrate the connection between the
idea and the human’s concrete handling of it. Throughout Ruri
works there is a balance between idea and material, both
aspects are equally perceptible and joined together in an obvious
manner—even mirror each other.

Grethe Grathwol
1997







Born in 1951in Reykjavik.Lives in Reykjvik. Studied in Iceland and the Netherlands.
Has lived and worked in the Netherlands, Demark, Finland and Sweden.

1977 Solstice, Flatey, Brei 8 afiri 8, Iceland

1978 De Appel, Amsterdam The Netherlands.

1979 Gallerie Loa, Amsterdam

1982 The Living Art Museum - Nylistasafni 8, Reykjavik

1983 Earthpoem I Korpulfsstagir, Reykjavik

1989 Fragments of Time, Konstakademien, Stockholm, Sweden

1992 Relativity, The ReykjavikMunicipal Art Museum - Kjarvalssta 8 ir

1994 Values, Kuvataideakatemian Galleria, Helsinki, Finland

1998 PARADISE? - When? The Reykjavik Municipal Art Museum - Kjarvassta o ir
1999 Passing of Time, Ketilshusi , Akureyri, Iceland

1974 Reykjvik Sculptors, the Reykjavik Arts Festival, Iceland

1978 Studio Levi, Madrid, Spain

1979 Gallerie Zona, Florence, Italy

1980 Bregfirgingabuo, The Reykjavik Arts Festival.

1980 Experimental Environment II, Korpulfssta 8 ir

1981 Performance, the Henie-Onstad Art Center, Hévikodden, Norway

1982 Biennale de Paris, Beaubourg, Paris

1983  Across the Meridian, Museum Fodor - Stedlijk Museum, Amsterdam

1983 Biennale de Pontevedra, Pontevedra, Spain

1986 Concrete, Helsinki Art Festival, Finland

1986  Sculptures for Airport, Kjarvalsstagir, The Reykjavik Municipal Art Museum
1988 1*.International Mail - Art Exhibition , Pontevedra, Spain

1989 Traffic, Stokkholms Stadsmuseum, Stockholm

1990 Art/Nature, Genoa, Italy

1995 The Living Art Museum 17 years, the Living Art Museum, Reykjavik

1996 Altitudes, Artemisia Gallery, USA

1997 The Living Art Museum, from Collection, Reykjavik

1998 Chicago Art Fair, Chicago, USA

1999  Stockholms Art Fair 1999, Speiial exhibition, Vidoe Projections, Stockholm, Sweden
2000 Dialogues with the Collection, The Living Art Museum, Reykjavik

The Reykjavik Municipal Art Museum - Kjavalssta 8 ir, Iceland
The Henie - Onstad Art Center, H & vikodden, Norway
Nylistasafni © the Living Art Museum, Iceland

The Museum of Modern Art, New York

The National Gallery of Art, Iceland

International Mail Art Archive, Pisa, Italy

The Kuopio Art Museum, Kuopio, Finland
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Pradise?-when?

1998.

More than exhibition, this a unified work of art, an
environment in which numerous and diverse materials
and techniques are put to use. The exhibition is held at
the same time as we mark the 50th anniversary of the
signing of the UN Declaration of human Rights, and
should be regarded as a contribution by an international
artist of high repute to the worldwide peace debate.
Artists, who perhaps through their seismographic capability
of perceiving can read and understand the signs of the times
more clearly and more consciously, have always taken up
the cause of peace and freedom. They have supported
Amnesty International, stood up for the maintenance of
human rights through visual means. And demanded the
preservation of human dignity with regard to the victims
of violence and destruction. One could mention, for
example, the worldwide project Artist Against Torture as
well as innumerable efforts on the part of individual artists.

Fears of destruction are the central focus here, especially

the threat posed to man by humanity.










