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ekt eins og hun er
skrifud inn 1 sogu list-
arinnar er jaman
fagurfradilegu sam-
hengi og oftar en ek ki notud til
adleggiadherslu a formren
hlutfoll. Nekt er ad einhverju
levt athjapun 4 manneskjunni.
b.e. ad manneskja an kleda birt-
istokkur eins og hin er sem
hefur vissulega fegurdargildi.

A laugardaginn var opnud
svning d liosmyvndum eftir sud-
urafriska listamanninn Garv
Schneider 1 Hamarhusinu -
Listasarni RevKkjavikur. Svningin
ber viirheitid Nekt oo sam-
anstendur af 30 mvndum i raun-
staerd sem hver og ein svnir
manneskiju an kleda i, frosinni”
stellingu., starandi at 1 rvmid.

Nektin sem birtist i verkum
Schneiders opinberar formrana
arbdkun a mannslikama fremur
en manneskiuna eins og hun er,
en Schneider notar teknisem
bvagist 4 ad afmarka likams-
hluta en fanga likamann i einni

samfelldri mvndatdku sem getur
tekid alltad fidrar klukkustundir

English translation below.

nscm

[ framkvamd. Adferdineri
sjalfu sér einfold. Manneskjan
ligour nakin a svortu kledi og
fvrir ofan hana er myvndaveélin
kvrrsett med opid liosopid.
Schneider Isir med vasaljési a
Olika hluta af likamanum og
pegar mvndiner svo framkollud
er likaminn heill a mvndinni en
formin komin ar samhengi. Ut-
limir eru rangir, hudlitur éedli-
legur og sérkenni vkt pannig ad
dsvnd manneskjunnar verdur
arotesk.

Eg lego hér dherslu a hugtakid
Saroteska™ en pvi hefur verid
gefinn furdu litill caumur i fag-
urfradilegrigreiningu midad vid
mikilvaegi pessi listum. Franski
rithdfundurinn Victor Hugo 4
sennilega heidurinn af ad gefa
hugtakinu merkingu i samrami
vid skilning okkar a 6drum hug-
tOkum ragurfredinnar. En i
fregrigrein fraarinu 1827
(tveimur arum adur en hann gar
ut Hringjarann fra Notre Dame)
tefldi Hugo grétesku gegn fegurd
o egifegurd. Hugo sagdi gro-
tesku verasambland ar hrvllingi,
don og komik og aminntiad ekki
veriollu i skopunarverkinu getl-
ad ad poknast fegurdarskvni
mannsins og ad liotleikinn vaeri i
sambud med fegurdinni rétt eins
oz skugginn er { sambud med
licsinu. [ raun gaf Hugo grétesku
vaEgl innan fagurfraedi par sem

Ein af ljosmyndum Schneiders.

fegurd er ad finnaividurkenndu
hlutfallslegu eda formraenu jafn-
vaeoi, egifegurd er | formlevsi
eda takmarkalevsi en groteskan
er pad sem er I stodugum atok-
umvid formraena takmorkun og
vidurkennd hlutfoll

bad eru akkurat pessi somu
atok 1 ligemyvndum Schneiders
sem hrista upp i manni. ber
leida manninnd svid skvnjunar
sem vid pekkjum t.d. ar mal-
verkum Francis Bacons og 1
sumum kvikmvndum Davids
Lvnch, par semarbokunin beinir
okkur iatt ad regurdargildinu
rétt eins og skugginn sem bendir
okkur aljésid.

Jon B.K. Ransu



The Shadow that Points to the Light

Art:
Gary Schneider
Morgunbladid, 23 May 2010

The Reykjavik Art Museum - Hafnarhus

Nudity, as inscribed in the history of art, is always in an aesthetic context and more often than not used to accent
formal proportions. To some extent nudity is an unveiling of the person. A person without clothes appears to us as

he or she is, and that certainly has aesthetic value.

Last Saturday, Reykjavik Art Museum opened an exhibition of photographs by South African artist Gary
Schneider. Entitled Nudes, the show comprises thirty life-sized images, each showing a person without clothes, in a

“frozen” position, staring out into the gallery space.

The nudity presented in Schneider’s work reveals a formal distortion of the human body rather than the person
as he or she is, for Schneider uses a technique based on demarcating parts of the body while capturing the whole in
a single continuous exposure that can take up to four hours to complete. The method is simple in and of itself. The
person lies naked on a black cloth, below a stationary camera with an open aperture. Schneider shines a flashlight
on the various parts of the body. Later, when the picture is developed, the body in the picture is complete, but its
forms have slipped out of context. The limbs are incorrect, the skin tone unnatural, features are exaggerated: the

person’s aspect becomes grotesque.

My emphasis here is on ‘the grotesque’, a concept that has received remarkably little notice in aesthetic analysis,
given its importance to the arts. French author Victor Hugo probably deserves the laurels for giving the concept a
meaning compatible with our understanding of other aesthetic concepts. In his famous essay of 1827, two years

before publishing the Hunchback of Notre Dame, Hugo pitted the grotesque against the beautiful and the sublime.



Hugo called the grotesque a blend of horror, threat, and comedy and noted that not everything in creation was
intended to appeal to mankind’s sense of beauty; ugliness dwelt with beauty just as shadows dwelt with light.
Indeed, Hugo gave aesthetic weight to the grotesque: if beauty lies in an accepted proportional or formal balance,
and sublimity in formlessness or limitlessness, the grotesque is that which is in continual conflict with formal limits

and accepted proportions.

This conflict is precisely what is unsettling to the viewer about Schneider’s photographs. They lead us into a
realm of perception that we recognize from, for example, the paintings of Francis Bacon or certain films by David

Lynch, in which distortion directs us toward aesthetic value, just as the shadow points us toward the light.

Jon B. K. Ransu



