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Hordur Aglstsson (1922—20@5) nalgadist myndlist, hdnnun, rannsdknir
og kennslu af heildreenni hugsun. Hugsun sem var fjarri pvi ad vera
einfold eda linuleg heldur leitadist vid ad ma Gt skil & milli dlikra listgreina
til ad finna sameiginlegan og margslunginn kjarna sjonmenningar.

Ho&rdur prdadi nalgun sina Gt fra innbleestri sem hann sétti Gr um-
hverfi sinu og hugmyndafraedi um edli og mdguleika sjonlista. I allri
sképun sinni leyfdi hann sér ad flaeda a milli Slikra tjaningarleida, baedi
hvad vardar fagurfraedi og listgreinar. [ vidtali segir Hérdur ad hann
hafi sveiflast & milli leitarinnar ad hinu fullkomna formi og lj6draennar
tjaningar: ,,| mér eru baedi arkitekt og [j6dskald og peir eru sifellt ad
rifast.“” Hann sokkti sér i gedmetriska hugsun um 1950 og sétti par
i kenningar endurreisnarmanna um gullinsnid, jafnvaegi og hlutféll.
Hann lagdi p6 ekki strax Gt fra peim hugmyndum ad eigin ségn par
sem lj6draen expressiv myndlist heilladi hann um stund. Arid 1952
hélt hann til Italiu par sem hann endurnyjadi kynnin vid endurreisnina
og ,sannfeerdist endanlega um pad ad gedmetrisku formin, hringurinn,
ferhyrningurinn og prihyrningurinn, méti alla list.“

Syningin H&rdur er yfirlitssyning & peirri hlid sem hann sjalfur hefdi
kallad arkitektinn, sem rannsakadi formfraedi i gegnum eigin listskdpun.
A syningunni eru verk Hardar sem birta ndlgun hans & form- og litafraedi
& arunum 1955—1978. Verkin & syningunni pvera pad sem hefdbundid
veeri flokkad sem myndlist, hénnun og fraedileg greining og tengja saman
fullklarud verk, undirbaningsverk og hugmyndavinnu. A syningunni ma
pannig sja hvernig formhugsun hans teygir sig yfir lika midla, efni og
listgreinar og syna heildreena hugsun hans um kjarna allrar listar.

Hordur var leidandi rédd modernismans i islensku menningarlifi. Hann
vard fljott einn helsti talsmadur ungrar kynslédar listamanna sem i upp-
hafi sjotta aratugarins storkudu vidteknum venjum og gerdu tilraunir
med Shlutbundid myndmal med skirskotunum i alpjodlega framirstefnu.
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Hérdur Aglstsson (1922—20@5) approached
art, design, research and teaching in a holistic
manner. An approach that was far from being
simple or linear but rather entailed a desire to
blur the boundaries between different art forms,
in order to find a common, intricate essence
of visual culture.

Hérdur developed his artistic approach
from inspiration found in his surroundings, and
a conceptual inquiry into the nature and potential
of visual arts. Throughout his practice, he allowed
himself to move fluidly between diverse modes
of expression, both in terms of aesthetics and art
forms. In an interview, H6rdur remarks that he
had alternated between the search for perfect
form and lyrical expression: “Within me are both
an architect and a poet, and they are constantly
in dispute.”” Around 195@, he immersed himself
in geometrical art, grounded in Renaissance
theories of the Golden Section, equilibrium and

proportion. He did not, however, adopt these
ideas immediately, as he was for a time captivated
by lyrical expressionist art. In 1952, he travelled
to Italy, where he re-engaged with the
Renaissance and “became finally convinced that
the geometrical forms — the circle, square and
triangle — shape all art.”

The exhibition H6rdur is a retrospective
of what he himself would have described as
the architect — who explored theory of form
through his own creative practice.” On display
are works by Hérdur which exemplify his
approach to form and colour theory between
1955 and 1978. The works in the exhibition
embrace what would traditionally be classified
as visual art, design, and scholarly analysis,
bringing together completed works, preparatory
studies and conceptual development. Thus the
exhibition shows how his formal thinking
extends across diverse media, materials and
artistic disciplines, and manifests his holistic
conception of the essence of art itself.



Hérdur sagdi p6 sjalfur ad hann veeri ekki strangt til tekid abstraktlista—
madur par sem hann saekti ekki einvérdungu i heim hugmynda og
tilfinninga, an tengsla vid umhverfid. Nalgun hans veeri likari afst6du
lj6dskaldsins par sem tjaningin métast af umhverfi hans og uppruna.
Ho6rdur visar reglulega til pessara tveggja pdla innra med honum,
arkitektsins og lj6dskaldsins, par sem hann lysir arkitektinum sem
rannsakanda og visindamanni og ljédskaldinu sem hinu skapandi og
[jodreena i tjaningu sinni. Ferill Hardar einkennist af pessum andstaedu
en samverkandi pélum par sem hann var mikilvirkur freedimadur & svidi
myndlistar og byggingarlistar annars vegar og hins vegar listamadur
sem vann verk med 6likum stilbrégdum Gt fra hugmyndafraedi, skynjun,
ahrifum og umhverfi. Innan listskdpunar einsetti Hérdur sér ad vinna
ekki Gt fra einni samfelldri tjaningarleid, eins og gedmetriskri abstrakt-
list, heldur leyfdi hann sér ad vera opinn og leitandi listamadur. Hann
skapadi til ad mynda einnig verk i anda lj6draennar abstraksjonar og
figUrativ verk med trdarlegum visunum. Hordur leyfdi listraenni tjaningu
sinni ad sama skapi ad fleeda & milli listgreina par sem ma sja tilraunir
med myndbyggingu, teikningu og liti ferdast & milli pess sem strangt
til tekid veeri skilgreint sem myndlist, grafisk hénnun og kennsluefni.
A syningunni er litid til peirrar formraenu kdnnunar sem Hérdur vann
i gegnum samklipp, teikningar, formstadiur, bokahénnun, auglysinga-
teikningar, prentverk og limbandsverk a riflega tuttugu ara timabili.
[ pessari formraenu kdnnun hans ma finna pad svid par sem arkitektinn
og lj6dskaldid tvinnast hvad mest saman, par sem rannsakandinn og
skaparinn na saman: ,Parna er preett einstigi milli visinda og lista,
l6gmals og frelsis.“

Um midjan sj6tta aratug sidustu aldar urdu pattaskil i islenskri myndlist
bar sem listamenn séttu & dnnur mid en gedmetriska abstraktlist og &
sama tima gerjadist margt i lifi Hardar. Hann st6d a timamd&tum i list-
sképun sinni par sem hann taldi sig purfa ad akveda hvort hann eetladi

saekja & ny mid. Hann dvaldi i Paris 1955—1956 par sem hann kynnti
sér auglysingagerd og framsetningu leturs og héf ad vinna ad grafiskri
hénnun 1 kjdlfar ndAmsdvalarinnar. | Paris heimsétti hann myndlistar-
manninn Victor Vasarely, sem var pa ad vinna optiska myndlist. Hérdur
hafdi verid ad vinna ad formraenni kdnnun i um tvd ar og fann vid kynni
sin af optiskri myndlist f Paris ad sG tjaning vaeri rétt leid fyrir sig.’ Atti
hann eftir ad prda formrannsdknir sinar i gegnum listskpun sem og
grafiska hdnnun samhlida 6drum stérfum, sem leiddi til notkunar hans
a limbandi 7 stad oliulita i malverkum sinum sautjan arum sidar. Samhlida
pessari préun i myndlist Hardar hof hann ad kenna form- og litafraedi
vid Myndlista- og handidaskélann.

A pessu sama timabili héf Hordur ad gefa Gt menningartimarit sem
atti eftir ad méta menningarumfijéllun og préun mdderniskrar hugsunar
hérlendis. Birtingur hof géngu sina 1955 og stédu rithéfundarnir Einar
Bragi, J6n Oskar og Thor Vilhjaimsson ad Gtgafunni d&samt Herdi. Tima-
ritid gegndi lykilhlutverki 1 innleidingu médernismans i menningarlif hér-
lendis, par 8 medal sem burdaras fyrir alpjodlegar stefnur og strauma.
Likt og bréstur Helgason greinir i bok sinni Opna svaedid var mbdern—
isminn andsvar vi® menningarlegri ihaldsstefnu 1 sjalfsteedisbarattunni,
par sem leitast var vid ad skilgreina kjarna islenskrar menningar med pvi
ad einangra hana fra alpjoédlegum straumum.’® Markmid Birtingsmanna
var ad efla islenska menningu med pvi ad fella nidur pa veggi sem h&fdu
verid reistir kringum hana 1 sjalfstaedisbarattunni.”” Timaritid var einnig
vettvangur fyrir tilraunamennsku i sjbnraenni framsetningu par sem skilin
milli myndlistar og grafiskrar hénnunar urdu ljés. Birtingur var pannig
vettvangur Hardar til ad prda grafiska hdnnun sina, og fyrir Dieter Roth,
sem pa var nyfluttur til landsins, til ad égra vidteknum venjum 1 grafiskri
uppsetningu. Timaritid var pannig ekki adeins burdaras fyrir framar-
stefnulega hugsun heldur métandi afl i nyju menningarlandslagi.

Léngunina til ad fella nidur veggi ma sja sem kjarna i allri hugsun
Hardar. Hann éaleit ad myndlist skyldi ekki vera adskilin daglegu lifi heldur
pyrfti allt umhverfi okkar ad vera ,talandi vitni listraennar hugsunar*.

afram ad kanna grunneiningar myndlistar i form- og litafreedi eda
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H&rdur was a leading voice within modernism in
Icelandic cultural life. He rapidly became one of
the principal advocates of a younger generation
of artists who, in the early 1950s, disrupted the
status quo and experimented with abstract
imagery, evoking the international avant-garde.
Hérdur himself, however, maintained that he was
not strictly speaking an abstract artist, as he did
not seek inspiration only in the world of ideas
and emotions, detached from his surroundings.
His approach, he argued, was closer to that of
a poet, whose expression is shaped by their
environment and origins.

H&rdur regularly refers to these two
elements within him — the architect and the

poet, describing the architect as a researcher and
scientist, while the poet represents the creative
and lyrical dimension of his expression. His
career was marked by these opposing, yet
interlaced, elements: on the one hand, he was

a prolific scholar of visual art and architecture,
and on the other an artist who made works in
diverse styles grounded in conceptual inquiry,
perception, influence and environment. In his
artistic practice, Hérdur made a deliberate choice
not to adhere to one consistent means of
expression — such as geometric abstraction

— but rather allow himself to be an open and
exploratory artist, producing works ranging

from lyrical abstraction to figurative works with
religious references. By the same token, he
permitted his artistic expression to flow between
art forms, as evidenced by his experiments in
composition, drawing and colour which move
between what would strictly be defined as
either visual art, graphic design or pedagogical
materials. The exhibition highlights the

Kjarni alls vaeri heildraen listreen tilvera. A sama hatt aleit Hordur ad
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exploration of form undertaken by Hérdur
through collages, drawing, form studies, book
design, commercial art, printmaking and tape
works over more than two decades. In his form
studies, we find the field where the architect and
the poet are most closely intertwined, where the
researcher and the creator come together: “Here
one treads a narrow path between science and
art, law and freedom.”

The mid-195@s saw a watershed in Icelandic
art, as artists moved away from the geometric
abstract; and at the same time significant
changes were unfolding in H6rdur’s own life.
He found himself at a turning-point in his
creative practice, feeling that he must decide
whether to continue to explore the fundamental
units of art in theories of form and colour, or
turn his attention elsewhere. In 1955—56, he
lived in Paris where he studied typography and

commercial art and began to work in graphic
design after his studies. In Paris, he visited the
artist Victor Vasarely, who was creating optical
art. Hordur had been creating works that were
form studies for two years at the time and
realised through his encounter with optical art
that this mode of expression was the right path
for him.” He would go on to pursue his form
studies both through his artistic practice and
graphic design along other professional
commitments — an evolution that ultimately
led him to create paintings with adhesive tape
in place of oil paint seventeen years later. At
the same time as H&rdur’s art was undergoing
this transformation, he started to teach form
and colour theory at the Icelandic College

of Arts and Crafts (precursor of the Iceland
University of the Arts).

During this period, H6rdur launched a
cultural journal which would have seminal
influence on cultural discourse and the develop-
ment of modernist thinking in Iceland. Birtingur



islensk listasaga veeri mun vidfedmari og lengri en alla jafna var alitid.

[ stad pess ad &lita upphaf hennar um 1900 pegar Islendingar séttu
listnam til Danmerkur i fyrsta sinn, taldi hann ad myndlistin eetti sér
jafnlanga s6gu og buseta a landinu: ,,Elstu fréttir af islenskri myndlist eru
komnar Ur kumlum®."* Hérdur leit pannig til handverks og listidnar sem
hluta myndlistar og taldi ad su tilhneiging til ad greina a milli peirra veeri
ekki adeins 6porf, par sem ekki veeri um tvo dskylda hluti ad raeda,
heldur hugmyndaflokkun sem veeri hreinlega haettuleg: ,,Hinar svo-
nefndu fégru listir eru einungis sem bladkréna a peim meidi sem listin er
oll, preedd inn 1 starfsgreinar pjédfélagsins og pa kéllud listidja. Klipptar
fra deyja paer eins og hver énnur stofublom.“’* H6rdur nalgadist sina
eigin listskdpun Gt fré pessari heildstaedu hugsun, par sem hann vann ad
kdnnun a samspili forma og lita i verkum sem attu sér dlikan farveg; verk
sem kunnu ad enda sem skissa, kennslugagn, klippimynd, veggspjald,
malverk eda Gtgéafa. Hann einangradi heldur ekki pa hlid sem sneri

ad rannsdknum og kennslu fra listreenu starfi sinu heldur vann ad pvi ad
kanna grunneiningar myndlistar 1 skrifum sinum, kennslu og listsképun.

Hordur héf formrannséknir sinar med pad ad marki ad ,komast ad
kjarna sjonheimsins, ad éreindum hans, likt og visindamennirnir h6fou
gert med hlutveruleikann.“’® Hann einsetti sér ad kanna grunneiningar
myndlistar og hversu langt hann geeti gengid i einféldun 8 myndmali en
skapa p6 heildsteed verk: ,[ stuttu mali: hvad komst madur af med [itid
af mynd?“

[ upphafi attunda aratugarins hafdi Hérdur att vidamikinn feril ad
baki vid myndlistarstérf og haldid fjélda syninga. Hann hafdi ekki sidur

unnid stérvirki 4 svidi rannsdékna a byggingarsdgu Islands, unnid ad
greinaskrifum og Gtgéafu Birtings og sinnt kennslu og skdlastjérn vid
Myndlista- og handi®askélann. Arid 1972 hélt hann syningu undir
yfirskriftinni ,Ur formsmidju“ i Galleri SUM en sj6 ar voru pa lidin fra
sidustu syningu hans. Hafdi hann pa nokkru fyrr hafist handa vid ad
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was first published in 1955 in collaboration with
writers Einar Bragi, Jon Oskar and Thor
Vilhjalmsson. The publication played a key role in
the advent of modernism in Icelandic culture,
inter alia as a conduit for international trends and
movements. As bréstur Helgason explains in his
book Opna svaedid, modernism was a response
to the cultural conservatism which had prevailed
during Iceland’s gradual progression towards
independence after centuries of Danish rule,
culminating in the foundation of the modern
Republic of Iceland in 1944. Efforts had been
made to define the essence of Icelandic culture
by isolating it from international trends.'® For the
group behind Birtingur, the objective was to
stimulate Icelandic culture by breaking down the
barriers that had been erected around it during
the campaign for independence.’’ The journal
was also a forum for experimentation in visual
presentation, blurring the boundaries between
art and graphic design. Birtingur was thus a place
for H6rdur to develop his graphic design, and for

Swiss—German artist Dieter Roth, newly-arrived
in Iceland, to challenge convention in his graphic
presentation. The journal was therefore not only
a conduit for avant-garde thinking, but also a
formative element in the new cultural landscape.
The desire to break down walls is at the
heart of H6rdur’s conceptual framework. He
maintained that visual arts should not be
separated from everyday life; that our entire
environment should be “an eloquent witness
to artistic thinking.”'? The heart of everything
was a holistic artistic existence. In the same way,
Hordur was of the view that Icelandic art history
was far longer and more extensive than was
generally assumed. Rather than placing its
beginning around 190d, when Icelandic artists
first travelled to Denmark for formal training,
H&érdur believed Icelandic art history was as old
as the country itself: “The oldest reports of
Icelandic art come from barrows [pre-Christian
graves].”"? H6rdur saw crafts as an integral part
of art. He felt that the tendency to distinguish

Ur formsmidju  Form Studies, 1962
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between the two was not only unnecessary — as
they were not two unrelated phenomena — but
in fact ideological discrimination, which was
perilous: “The so-called fine arts are simply like
the crown of a great tree that comprises all art,

where it is then called applied art. If they are cut
off they wither, like flowers in a vase.”'* Hordur
approached his own art on the basis of this
holistic way of thinking, undertaking an

as teaching materials, collages, paintings, or
publications. Nor did he separate the researcher
and pedagogue within himself from his artistic
practice, but worked on exploring the funda-
mental elements of art in his writing, teaching
and art.

H8rdur began his research on form with the
objective of “reaching the very core of the visual
world, its microscopic particles, just as scientists
had done with physical reality.”’® He set out to
explore the fundamental units of art and how far
he could simplify his imagery, while still creating
a complete work: “In brief: how little was
enough to make a picture?”

By the early 1970@s, H6rdur had had an
extensive career in fine art and held numerous
exhibitions; he had also achieved great things in
research on Icelandic architectural history, had
published Birtingur and written articles for it,
taught at the College of Arts and Crafts, and
served as principal of the college. In 1972, he
held an exhibition, Ur formsmidju (Form Studies)
at Gallery SUM; seven years after his last
exhibition. Some years before that he had begun
to re-engage and rework elements from his
formal studies from the 195@s. In the works



An titils  Untitled, ca. 1957

vinna upp & nytt Gr formkdnnun sinni fra sjétta dratugnum. [ verkum
syningarinnar braut hann frumformin til mergjar og reyndi 8 méguleika
Olikrar myndbyggingar, par sem hann einskordadi sig vid grunnform
og svarthvitan litaskala. Syningin var til marks um paer rannséknir og
greiningu & grunneiningum myndlistar sem hann hafdi unnid ad um
arabil og var ad eigin ségn tilraun til ad feta sig milli visinda og lista.*®
Pad er pd lysandi fyrir tilhneigingu hans til ad einskorda sig ekki vid
eina fagurfreedi, midil eda efni, ad samtimis hélt hann adra syningu

a ,ljédraenum stemningum, minningum um landslag*.

Ari® 1976 hélt Hrdur syninguna ,,Ur lit- og formsmidju 1953—
1976 a Kjarvalsstddum. Syndi hann par 57 malverk sem hann hafdi
unnid & undanférnum fjérum arum, par sem hann notadi nystarlegan
efnivid, bokbandslimband. Samhlida limbandsverkunum syndi H6rdur
verkaradir sem voru meginpaettir formrannsékna hans og viss undanfari
bessarar tilraunakenndu nalgunar: Samklippur fra 1955, foté—grafik fra
1962 og tussteikningar fra 1953—1962.7° Syninguna sa Hordur sem
beint framhald af syningunni i SUM, en na hafdi liturinn baest vid sem
rannsdknarefni. Med pvi ad nota litimband urdu verkin ad kénnun
edli, ahrifum og samspili lita. bar Iét hann medal annars reyna & hvernig
breidd litaflatar hefur ahrif & skynjun okkar a litatbnum og hvernig sam-

liggjandi litir orka hver & annan.

Tuttugu og fjérum arum adur hafdi Hérdur skrifad greinina ,Um malara-
list“, par sem hann fjallar um edli malverksins og sjénlista. | greininni
segir Hordur ad eitt sérkenni nGtimaskadlans i myndlist, sem sé 6likt eldri
listhreyfingum, séu ,tilraunir hans ad hlusta & tilveruna med augunum®.
Hordur raedir eiginleika malverksins sem list sjénarinnar, par sem hin

sé kjarni upplifunar & myndlist og i raun allrar veru okkar: ,,Sjénskynjunin
virdist eins konar skilveggur eda lina sem dregin er milli innra lifs og

ytri veruleika.”

[ limbandsverkum sinum steig H&rdur markvert skref i kdnnun
& ahrifum litatbna og samspili litaflata & skynjun mannsaugans. Hann
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shown in the exhibition, he stripped down the
primary forms and tested the potential of
different compositions, restricting himself to
basic geometric units and a black and white
colour scale. The exhibition was indicative of the
research and analysis he had been working on
for years and was, in is own words, an experiment
in navigating the narrow path between science
and art."® It reflects his tendency to avoid
confining himself to one form of aesthetics, one
medium or material, that at that same time he
held another exhibition of “lyrical impressions,
memories of landscape.”

In 1976, H6rdur held the exhibition Ur
lit- og formsmidju 1953—1976 (From the Colour
and Form Studies 1953—1976) at Kjarvalsstadir
— Reykjavik Art Museum. He exhibited 57 works
he had made during the previous four years using
innovative material: bookbinding tape. Alongside
these tape works, he displayed series of works
which constituted key components of his earlier
research on form and were in a sense forerunners

of this experimental approach: collages from
1955, photo—graphics from 1962 and felt-tip
drawings from 1953—62.° The artist saw this
exhibition as a direct continuation of his show
at SUM in 1972, with the addition of colour as
a research subject. With the use of coloured
tape, the works became an exploration of the
nature, impact and interplay of colours. He tested,
for instance, how the breadth of colour planes
influences how we perceive colour tones, and
how adjacent colours interact.

Twenty-four years earlier, Hordur had written
an essay Um malaralist (On Painting), in which
he addressed the nature of the painting and
visual arts. In the essay, H6rdur states that one
of the features of the modern school of art,
which differs from older art movements, is “its
efforts to listen to existence with one’s eyes.”
H3rdur discusses the qualities of the painting



sa ad med pvi ad nota hreina litatdna limbanda frekar en ad blanda
oliuliti &8 myndfletinum skapadist ahugaverd gagnvirkni & milli verks og
ahorfanda: ,,litirnir blandast & sjonhimnunni en ekki a fletinum og miklu
hreinni verkan kemur Gt Gr malverkinu“.”” SG verkan er ekki adeins
vitsmunalegs edlis, par sem ahorfandinn stigur 1 fotspor rannsakandans
sem greinir. Pvi samhli®da og vegna rannséknar hans & edli og mégu-

leikum litarins nadi H6rdur ad skapa verk sem hofda til annarrar vitundar.

Hordur skapar i verkunum titrandi samspil lita og sjénertingu, sem er
gert til ad na fram 6dru marki: ,,ad gefa myndunum andlegt inntak“.
Verk Hardar valda ahrifum sem eru hreint fagurfraedileg. bau fa okkur
til ad undrast og hrifast af peim seidi sem byr i einfaldleikanum og

harnakvaemri samstillingu.

ba er okkur ekkert ad vanbinadi ad meeta listaverkunum og kanna

bad sem 1 peim byr:
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as the art of vision, claiming that sight is the
essence of our artistic experience, and in fact
of our entire being: “Visual perception appears
to be some kind of partition wall or line, drawn
between internal and external reality.”

In his tape works, Hrdur took a decisive
step in exploring the interplay between colour
planes and their impact on visual perception. He
observed that by using tapes in pure colour tones,
instead of mixing oil pigments on the canvas, a
compelling dynamic arose between the work and
the viewer: “the colours mix on the retina, and not
on the plane itself, and a far purer effect emerges
from the painting.”?® That impact is not only
intellectual in nature, in which the viewer steps
into the role of the analyst. Alongside — and
indeed because of — his research on the nature
and potential of colour, Hérdur succeeded in
creating works which appeal to other forms of
consciousness. In his works, the artist generates
a vibrant interplay between colours and visual
stimuli, which serve to attain another objective:

“to imbue the images with spiritual meaning.”
The impact of Hérdur’s works is fundamentally
aesthetic. They evoke wonder and fascination
through the enchantment that resides in simplicity
and in precise calibration.

So now, nothing prevents us from
engaging fully with what the artworks entail:

Antitils Untitled, ca. 1975
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An titils  Untitled, ca. 1975
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White Space
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Hordur Agistsson (1922—2@@5) atti afkastamikinn feril 4 svidi grafiskrar
hénnunar og er dheett ad telja hann a8 medal helstu brautrydjanda nyrra
hugmynda i grafiskri hénnun 4 Islandi. Hann lagdi samhlida pvi mikil-
veegan grunn ad skrasetningu & ségu grafiskrar hdnnunar hérlendis.
A arunum 1955—1956 sétti Hordur ndmskeid i Paris par sem hann leerdi
auglysingateiknun og framsetningu leturs. Ad pvi loknu ték hann ad sér
fjdlda verkefna sem i dag veeru kdllud grafisk hénnun. b6 ad hann hafi
snid sér ad rannsdknum & islenskum byggingararfi undir midjan sjéunda
aratuginn sagdi hann aldrei skilid vid hdnnun bdka og eigin syningarskraa.

A sj6tta dratugnum var méderniskra ahrifa i myndlist og grafiskri
hénnun farid ad geeta svo eftir vaeri tekid. Sjalfstaett Iif flatarins vard
leidarljbés margra sem adhylltust mdderniska myndlist og hugmynda-
freedi strangflatarlistannar.” Sému ahrifa geetti i grafiskri hénnun. Faginu
var zetlad ad maeta kréfum ndtimans um heilsteypt yfirbragd, skyrleika
og videigandi framsetningu. Algengt var ad listafolk seei sér farborda
med hénnunarverkefnum samhlida eigin listsképun. Formfreedin ein-
kenndist af visindalegri nakvaeemni og hverskyns skraut var 14tid 16nd
og leid. Ohlutbundin form og ahrif gedmetriu Gr myndlist maettu pannig
nyjum vidmidum i framsetningu leturs undir ahrifum konkretljédlistar
og hugmyndafreaedi méderniskrar hénnunar. SG hugmyndafraedi hafdi
gridarleg ahrif & préun grafiskrar hdnnunar og varanleg ahrif a yfirbragd
hennar & alpjédavisu.’ Framan af voru mérk myndlistar og grafiskrar
hénnunar mjég 6ljos og til ad eiga til hnifs og skeidar toku listamenn
ad sér fjdlbreytt verkefni sem i dag myndu falla undir starfsvid grafiskra
hénnuda. A Islandi voru listamenn gjarnan fengnir til ad hanna békar—
kapur og p6 ad marga peirra hafi skort sérpekkingu a svidi auglysinga-
teikningar eda honnunar métadi pekking peirra & formfraedi og mynd-
byggingu grafiska hénnun & Islandi med afgerandi heetti.

Haérdur Agistsson tilheyrdi pessum hépi en i verkum hans
kvedur vid nyjan tén, eftirlikingu pess raunverulega og hlutbundna er
hafnad, horfid er fra bokstaflegri frasdgn og myndfléturinn geeddur
sjalfsteedu lifi.
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Hordur Agistsson (1922—20@5) had a produc- for purpose. Artists commonly supported
tive career in graphic design and was one of the themselves through graphic design work along-

principal trailblazers of new ideas in graphic side their own artistic practice. Theory of form
design in Iceland. He also made an important was characterised by scientific precision, and
contribution to recording the local history of ornament of any kind was rejected. Abstract
graphic design.' In 1955—586, he attended forms and the influence of geometric art thus
courses in Paris where he studied commercial encountered new standards in typography,
art and typography, after which he undertook under the influence of concrete poetry and the
many projects which would today be classified ideology of modernist design. That ideology
as graphic design. In the mid-1968s, he turned had great impact on the development of
his focus to research Iceland’s architectural graphic design, and a permanent effect on
heritage, but he continued to design books and its appearance internationally.® Initially the
his own exhibition catalogues. boundary between fine art and graphic design
In the 1950s, modernist influences were was unclear, and artists undertook, in order to
beginning to have a noticeable impact in visual supplement their incomes, a range of projects
art and graphic design. The autonomy of the which would today be carried out by graphic

plane became the guiding principle of many
who practised modernist art and the ideology
of the geometric abstract.? The same influences
were at work in graphic design. The profession
was required to meet the needs of modern
times for consistent character, clarity and fitness

designers. Artists were often commissioned

to design book covers; and while many of them
lacked specialist knowledge of commercial art
or graphic design, their knowledge of form

and composition had a crucial influence upon
graphic design in Iceland.



Hordur hafdi & namsarum sinum i Kaupmannahdfn (1945—1946)
kynnst hugmyndum Bauhaus-skdlans og nefnir sérstaklega ad Kennslu-
freedileg skissubdk (Paedagogisches Skizzenbuch, 1925) Pauls Klee hafi
hrei®rad um sig i undirmedvitundinni.® | békinni fjallar Klee 8 mynd-
reenan hatt um hreyfiafl punktsins sem gerir pad ad verkum ad linan
verdur virk og frjals og leidir horfandann afram likt og i génguferd.
Kynni Hardar af heilagri hlutfallafraedi og pydingu grunnforma og
staerda hofust snemma a fimmta aratugnum og voru alla tid leidandi
stef i pekkingarleit hans sem teygdi sig pvert a faggreinar og listform.

Fyrst eftir ad Hordur sneri heim ad loknu nami i Paris arid 1956 sat
hann ad mestu einn ad hinni mddernisku nalgun i grafiskri hdnnun. par
hafdi hann sbtt sér vidbdtarpekkingu i leturfraedi og auglysingagerd, og
ef marka ma eefingar sem eftir hann liggja fra timanum i Frakklandi var
helsta aherslan 16gd a taeknileg vinnubrégd fremur en hugmyndafraedi.
Adferdafreedina notar hann sidar i framsetningu eigin hugmynda. Sjalfur
taladi hann um ad hafa verid éhreeddur vid ad seekja sér pa vidbotar-
bekkingu sem hann parfnadist ,Eg bara gerdi pad sem mér fannst ég
aetti ad gera.”

PARFUM DE

CHARDIN

Leturaefingar fra ndamsarunum
iParis 1955—1956

Lettering exercises from student
years in Paris 1955—1956
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H&rdur Aglstsson was one such artist, Initially after his return from Paris, in 1956,
however he takes a different direction in his he was largely alone in his modernist approach
work. There, you see a more abstract approach to graphic design. In France, he had sought
where the figurative and literal interpretations further knowledge of typography and commer-
are dismissed. The image surface takes on cial art; judging by the projects from his time
a life of its own. in Paris the emphasis was more on technical

During his student years in Copenhagen methods than on concept. He went on to apply
(1945—46), H6rdur had become acquainted this methodology in presenting his own ideas;
with the ideas of the German Bauhaus he said that he had been unafraid to acquire the
school. He mentions especially that Paul Klee's additional knowledge he required: “l just did
Pedagogical Sketchbook (Paedagogisches what | felt | should do.”
Skizzenbuch, 1925) had nestled itself in his In book titles and advertising headlines,
subconscious mind.” In the book, Klee addresses H&rdur generally uses sans-serif fonts and
in visual form the dynamism of the point, which capital letters. There are few variations in font
means that the line becomes dynamic and free, size, and hierarchy is defined more by white
and leads the observer onwards, as on a walk. space and planes of colour. Use of colour
Hordur’s exploration of sacred geometry and is mainly based upon pure tones, preferably
the significance of fundamental forms and unmixed, in keeping with the principles of
dimensions took hold in the early 1940s, and the new typography, whereby anything that
these were to remain a leitmotiv in his quest for might be deemed ornamental or superfluous in
knowledge, which extended across boundaries advertising and print design was systematically

between disciplines and art forms. eliminated. In H&rdur’s style, typography often

[ titlum bokarkapa, og fyrirségnum auglysinga, notast Hérdur oftast
vid steinskriftarletur og hastafi, letursteerdir eru faar, og stigveldi frekar
skilgreind med andrymi og litaflétum. Litanotkun byggir ad mestu &
hreinum litum, helst 6bldndudum, T aett vid hugmyndafraedi nyju typd-
grafiunnar. Samkvaemt henni var allt sem flokkast gat sem skraut eda
dparfi i hdnnun upplysinga og prentefnis kerfisbundid purrkad Gt. |
nalgun Hardar gegnir letur gjarnan hlutverki myndlysingar eda kemur
i stad hennar og midlar ekki sidur hughrifum eda jafnvel hugsjénum en
upplysingum. T auglysingum hans fyrir Loftleidir fra arinu 1962 fleeda
textalinur um og Yfir flétinn, Gt fyrir spassiur auglysingarinnar og
myndgera hugmyndir um hreyfingu og ferdalég landa & milli.

Hordur leyfdi sér ad efast um steerdfraedilega réttsyni og métadi
myndflétinn Gt fra skynbragdi augnanna, tilfinningu og innsaei. Hann
leit svo & ad gildi grafiskrar hdnnunar feelist i pvi ,ad koma rétt snidnum
og fagurlega smidudum sjonreenum bodtaknum milli manna.“” pad fer
ekki & milli mala & bokarkapum og 1 auglysingum par sem kjarni mynd-
listarinnar birtist T grafiskum verkum svo vart mé a milli sja hvort um
grunnmynd ibldar, listaverk eda umbrotstilldgur sé ad reeda.

Arid 1952 stofnadi hann asamt féldgum sinum menningartimaritid
VAKI og var einn af ritstjorum pess. Tvd t6lubléd komu Gt, annad arid
1952 og hitt arid 1953, Hordur sa sjalfur um hénnun og umbrot bladsins.
Hann var akafur talsmadur virkrar menningarumraedu og stofnadi
timaritid Birting arid 1955 asamt skaldunum og rithéfundunum Einari
Braga, Joni Oskari og Thor Vilhjaimssyni. Birtingur gegndi lykilhlutverki
i innflutningi moédernisma i islenskum békmenntum og myndlist 4 sjétta
og sjéunda aratugnum og stofnendurnir voru talsmenn pess ad égra

hefdbundnum adferdum.

Arid 1957 flutti svissnesk—pyski listamadurinn Dieter Roth til
landsins og pad er ekki dliklegt ad koma hans hafi veitt Herdi hvatningu
til pess ad ganga enn lengra i hlutstaedri framsetningu 7 auglysingum
og bdékarhénnun. Vid kynni Hardar & verkum Dieter vard honum fljott
ljost ad par veeri listamadur & ferd sem bar med sér nyjustu hugmyndir
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functions as illustration, or takes its place,
conveying impressions or even ideals, no less
than direct information. In his advertisements for
Loftleidir, Icelandic airlines, in 1962, lines of text
flow over the space, beyond the margins of the
advertisement, giving visual form to ideas of
movement and international travel.

Hordur was critical of mathematical
orthodoxy, forming the picture surface on the
basis of visual perception, instinct and insight.
To him the value of graphic design lay in
“conveying well — and beautifully — made visual
signifiers from one person to another.”” This
principle is evident in book jackets and adver—
tisements in which the essence of visual art is
manifested in graphic works where the differ-
ence between a plan of an apartment, a work
of art, or a proposal for a layout is hard to
distinguish.

In 1952, H6rdur, together with his col-
laborators, founded a cultural journal, VAKI,
and was one of its editors. Two issues were

published, in 1952 and 1953, design and layout
by Hérdur himself. He was a keen advocate
of active debate on the arts, and in 1955 he
founded the journal Birtingur in collaboration
with writers Einar Bragi, J6n Oskar, and Thor
Vilhjalmsson. Birtingur played a key role in the
introduction of modernism in Icelandic literature
and visual art in the 1950s and 6@s; its founders
were spokesmen for challenging the status quo.
In 1957, Swiss—-German artist Dieter Roth
made his home in Iceland, and it is not unlikely
that his arrival encouraged Hérdur to go yet
farther in objective presentation in advertising
and book design. When Roth visited Hérdur and
showed him his work, Hérdur immediately saw
that he was bringing cutting—edge ideas in
graphic design and art to Iceland. Roth had
attended courses in typography in Switzerland,
and worked in graphic design in both Switzerland
and Denmark. He initially had difficulty finding
work in Iceland and was refused membership of
the Icelandic Graphic Design Association, but
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i grafiskri hdnnun og myndlist. Dieter hafdi pa sétt namskeid i leturfraedi
i Sviss og unnid vid grafiska hénnun baedi i Sviss og Danmérku. Hordur
skaut vissu skjolshusi yfir Dieter, sem fékk fa verkefni og var neitad um
inngdngu i Félag islenskra teiknara.? Hann fél honum ymis verkefni, par
a medal hannadi Dieter 1.—2. hefti Birtings arid 1957, en Hordur hafdi
sjalfur séd um Gtlit fyrri télublada og tdk sidan aftur vid keflinu T naestu
t6lublddum. Greina ma aukna areedni | verkum Hardar i kjélfar kynna
peirra Dieters, formin verda meira afgerandi og fl&turinn enn virkari.

Grunnformin sjast endurtekid 1 sinni hreinustu mynd 1 bland vid
bekkt stef Gr heimi auglysinga og prentgripa pess tima. Notkun Hardar
a ljosmyndum & bdkarkapum er eftirtektarverd en auk pess ad ykja
kontrast myndanna, herda pzer, eins og adferdin kallast, eru myndirnar
prentadar pannig ad grunnlitur flatarins ljeer peim lit. Hordur sa oft ekki
eingéngu um hénnun békarkapa heldur einnig um heildaratlit peirra og
umbrot. ba stadsetur hann myndir gjarnan med éhefdbundum heetti
med pad fyrir sjobnum ad virkja andrymi flatarins. Pessi notkun hertra
ljosmynda, dsamt grunnformum a bord vid punkta, prihyrninga og
ferninga, einkenna héfundarverk Hardar.

A Tslandi péttu verk Hardar Aglstssonar nystarleg og jafnvel
framandi. Sameiginleg leidarstef ma sja i grafiskri hdnnun Hardar og
myndlist hans, en hann var éhraeddur vid ad nota leit sina ad formum
og pekkingu i mismunandi framsetningu. Oft er erfitt ad greina hvort
kom & undan, og hvar gerjunin a sér stad vegna pess ad hann leyfdi
hugmyndum sinum ad malla 7 6likum midlum i dagddan tima par til peer
voru tilbanar til syningar sem fullklarud listaverk. bd er erfitt ad segja
til um hvort Hérdur hafi litid & verkin sem fullklarud, eda sem vérdu
i aframhaldandi pekkingarleit hans.
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Hoérdur lent him a helping hand.? He commis-
sioned Roth for various projects, including
the design of issue 1.—2. of Birtingurin 1957.
H8rdur himself had designed previous issues
and resumed this task after Roth’s involvement.
Hérdur’s work displays increased boldness
following his acquaintance with Dieter Roth: the
forms become more concrete and compositions
more dynamic.

The basic forms are repeatedly seen
in their purest form, combined with familiar

themes from advertising and printing of the time.

H&rdur’s use of photographs on book covers is
worthy of notice: in addition to increasing the
contrast, images are printed so that they take
on colour from the base colour of the surface.
As well as designing book covers Hordur also
often designed their overall appearance and
did the layout. In layout he often places images
in unconventional ways, with the objective of
creating a more dynamic composition. This
use of high—contrast photographs, along with

primary forms such as points, triangles and
squares, is characteristic of H6rdur’s oeuvre.

In Iceland, H&rdur Aglstsson’s works
were regarded as innovative, even outlandish.
A recurring theme is evident in Hérdur’s graphic
design and his art: he did not shrink from
applying his quest for forms and knowledge to
different types of presentation. It is often hard
to determine which came first, and where the
ferment took place, as he often allowed his ideas
to “simmer” for some time in various different
media, before they were ready for presentation
in a completed work of art — and indeed it is
difficult to say whether the artist himself saw
them as complete, or as stages in his ongoing
quest for knowledge.



Myndlysing fyrir lllustration for
Stafréf ténfreedinnar, 1962

H&rdur Aglstsson (1922—20@5) var
fjdlhaefur myndlistarmadur, freedimadur
og hdnnudur sem hafdi vidteek ahrif &
islenska sjobnmenningu. Hann faeddist

i Reykjavik og nam baedi verkfraedi

og myndlist, byggingarlistarségu og
auglysingateiknun, hér 4 landi,  Kaup-
mannahofn, London og Paris. Auk

pess s6tti hann einkatima hja ymsum
listam&nnum & bord vid Finn Jonsson,
Gunnlaug Scheving og Marcel Gromaire.

Um midjan feril sneri hann sér i
auknum meeli ad freedistdrfum og var
brautrydjandi i rannsdknum & islenskri
byggingarlist.

H&rdur var jafnframt ahrifamikill
kennari, fyrst vid Myndlistaskdlann i
Reykjavik og sidar vid Myndlista- og
handidaskdlann, par sem hann var
skolastjéri um arabil (1968—1975) og
métadi umbreytingar i ndmi og kennslu.

H&rdur hlaut Islensku békmennta-
verdlaunin tvisvar (1991 og 1999) og var
seemdur heidursdoktorsnafnbét fra
Haskéla [slands og riddarakrossi hinnar
islensku falkaordu &rid 2001.

Anrif Hardar, sem stundum hefur
verid kalladur hinn islenski endurreisnar-
madur, 8 myndlist, freedistérf og
menningarumraedu eru dumdeilanleg
og endurspeglast i verkum, ritum og
nemendum hans.

Hordur Aglstsson (1922—2005) was

a remarkably multifaceted artist, scholar,
and designer who left a lasting mark

on Icelandic visual culture. Born in
Reykjavik, he studied engineering, fine
art, architectural history, and commercial
artin Iceland, Copenhagen, London,

and Paris. He also took private lessons
with artists such as Finnur Jonsson,
Gunnlaugur Scheving, and Marcel
Gromaire.

As his career progressed, H5rdur
increasingly devoted himself to research
and became a pioneer in the study of
Icelandic architectural heritage.

Alongside his artistic and scholarly
work, Hérdur was an influential educator,
teaching first at the Reykjavik School
of Visual Arts and later at The Icelandic
College of Arts and Crafts, where he
served as principal from 1968 to 1975.

He received the Icelandic Literary
Prize twice (in 1991 and 1999) and
received an honorary doctorate from
the University of Iceland and the
Knight'’s Cross of the Order of the Falcon
in 2001. Often described as an Icelandic
Renaissance man, H6rdur’s impact
lives on through his works, writings,
and students.

Hérdur
04.02.—03.05.2026
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