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A sidastlidnum sratug fekl milverkia
endurngjad vegi i listheiminum. Pessi
nnduﬂnlm.ing‘ milverksins gerdist samtimis
vidla um verldina, en birtist ])6 i hverjum
stad med sinum sérstadu formerkjum, meira
eda minna njérvad i m;.rm:uil-tarhe[& vidkom-
andi pijsalanda.

Nyia malverkid kom ennfremur hingad til
lands og nadi talsverdri Gthreidelu medal
yngri myndlistarmanna, pé svo ad erfitt s¢
ad tala um skvedna stefnu inntakslega eda
formrant. Kristin Gunnlaugsdéttir er einn
af ln'num listaménnum, sem um drabil
hefur stundad myndlistarndm 4 ftaltn og
tileinkad sér hugmyndafradi ngja
mélverksins. [ verkum hennar birtist okkur
nokkud framandi ténn, sem ber med sér
sterkar tilvisanir  bysantiska myndhefa.
Petta eru figiratil malverk, afgerandi i lit og
formranni immuetﬂing‘u. Inr sem listakon-
an kannar virkni malaralistarinnar og vitnar
um sinn eigin veruleika. Pad er okkur sénn
inagja ad f4 tekifer til ad kynna hér &
Kjarvalsstadum verk pessarar ungu listakonu.



Painting gained a new importance on the art
scene in the 1980s and underwent a revival

in many parts of the world, but appeared in

each place with distinctive local characteris-
tics, more or less tied up with the visual art

traditions of the respective country,

The New Painting arrived in Icc]am:l, too,
and became a fairly ml:l.ctpma:l medium
among artists of the younger generation,
ahhuug‘l’l it is difficult to describe it as a spe-
cific movement in terms of form or content.
Kristin Gunnlaugsdéttir, one of these
artists, studied art in Ita]y for many years
and has a:lﬂptec] the if.!mlog'y of the New
Painting. Her works strike a {nir]}r exatic
note in Ieelandic art, with their strong refer-
ences to Byzantine tradition. These are figu-
rative paintings, bold in their colouring and
formal presentation, in which the artist
explores the effects of the art of painting at
the same time as testifying to her private
reality.

It is a genuine delight for us to have this

opportunity to present the works of this
young artist here at Kjarvalsstadir.



Lj6sid ad handan

Um forskilvitlega birtu f verkum Kristinar Gunnlaugsdéttur

Er hegt ad endurvekia gildi gamallar listar i nii-
tfmanum eda erum vid bundin af pvi ad vitna
stidugt i brotakennt yfirhord beirra leifa, sem
listasagan hefur skilid eftic & vigvelli 20. aldar-
innar, 4n samhengis eda heildarsynar?

Myndlist tuttugustu aldarinnar hefur endur-
apnglaﬁ upplausn heildarsynar 4 manninn og
umhverfi hans af dstridufyllei alviru og
alvéruprungnari giska en hegt er ad finna f
88rum greinum visinda og lista, Myndlistarmenn
hafa unnid protlaust ad pvi a8 afhjipa falskt yfir-
hord h.mgumilaim, sii“il)]el:i:ingu o siilfumv
gledi neyslusamfélagsins og pad gangvirki
mnrllaﬁ-sliﬁgm&'nnnn sem & endanum jafnar dt
allan mismun og stadfestir alstadi allra gilda.
Vid pessum adstzdum hefur Kristin
Gunnlaugsdéttir brugdist med évenjulegum
hatti: hin hefur leitad fyrir sér § triarlegr mynd-
list f}'n'i alda a8 gildum sem eiga ractur sinar
timalausri og ﬁhaggnrﬂegri }leimsm}rm:]
fl:ﬁhspehi.nga midalda, lm- sem myndlistin ja[nt
og ordsins list gegndi pvi hlutverki umfram allt
a8 vitna um dhreytanlegan sannleika; ndnar
tiltekid hann leyndardém begar Gsgnilegur Gud
tak 4 sig efnislega mynd 7 likama Krists.

Bysonsk ikénasgning i H.lugrimiliirlziu
Sifastlidinn vetur hélt Kristin syningu {
Hallgrimskirkju & bisonskum tkénum sem hiin
vann sambvaemt strongustu reglum hef8arinnar
eins og hin hafdi numid beer § nunnuklavstri
Rémaborg. Tekni og efnistsk tkonanna hafa
sidan motad fridlsa” m}rmiulu'ipun hennar =
meir, pannig ad vart verdur um hana fallad 4n

bess a8 horft sé til tkénanna fyrst.
Hinn bfsanski tkén eda helgimynd & pad sam-

merkt med annarri myndlist, a3 byggja & sam-
ramingu forms og innihalds og beinni tilvisun i
nfjan veruleika, sem ekki verdur skynjadur og
reyndur med 88rum hetti en § gegnum listaverkid.
Detta 4 vid um alla myndlist, lika bé sem visar
fyret og fremst til sjalfrar sin, eins og svo nlgengt
er um myndlist 20. aldarinnar. Gildi verksins og
shrifaméttur eru bé f6lgin 1 peirri innlifun og pvi
andriki sem listamanninum tekst a8 leggja § verkid.

Sérstada hinnar bysonsku hefdar i gerd helgi-
mynda felst hins vegar { pvi a8 vidfangsefni hen-
nar er i raun alltaf pad sama: opinberun Guds
efninu. Eins og Gud birtist § fullkomnum likama
Krists & hann a3 GpinLeraat shorfandanum { &sjénu
ikonans. Kristur er bannig badi fyrirm;rn:i og
frummynd allra Lﬁuns]am ]lelgim}rm'a. f fram-
gelningu I'wigimymln.rinnnr byggir hin I‘I:.'I':imulza
hefd & fastmétudum og njgilc]um requm ]:ar sem
all einstaklingsbundin afstadishyggia er dtilokud
og frelsi” listamannsins takmarkad vid triarlega
innlifun er helgast af bvi markmidi listarinnar ad
upin':e:a guﬁd&minn fyrir shorfanda mync!ar—
innar. H-flnnslzir tkénar hafa Ia!.'i ekki gengid §
gegnum neinar Sformbyltingar” i aldanna ris,
heldur eru samu myndirnar méladar upp aftur og
aftur med smavagilegum blabrigum eftir kunn-
dttu og ekki sist triarlegu innsei listamannsins.
Persénulegur frumleiki er hugtak sem idkendur
bessarar listar lita sig ekki varda, og timaleysi

n1yndanna er algert bvi baer eiga ad ﬂpin!:lntn
algild og eilif sannindi.

Dar sem ikoninn & fyrst og fremst ad tjs sannleika
trdarinnar er pad ekki vidfangselni hans a8 syna
triverduga m}rnd al ytra atliti hlutanna eda



Koristin Gunnlaugsdatti

rymisins. floninn synir til demis ekki m}rn& af
ligsinu med tilteknum Ijéiginfn og n]mggailuiﬁuu.
heldur & tkoninn lii];ur ad vera lgsandi og liss
hans 4 ad vera liking beirrar guddémlegu birtu
sem er handan hins synilega efnisveruleika. [ stad
bess a8 mila lissid er oftast notast vid hlaggull. i
stad bess a8 horfa inn { ffmi myndarinnar, eins
og vid gerum pegar notast er vid hefdbundna
midjufjarvidd endurreisnarlistarinnar, koma fyrir-
beerin Gt & méti okkur 4 myndfletinum i nénast
afugri fjarvidd. Sjilf mrnc":}rggingin ]:yggir i
ikvednum, gedmntri'uhun hlutfsllum sem rekja
mé aftur til heilagra talna ogd hlutfalla tn|naspe|:i

Pgbagérasar.

Ollum }lesmm reg]um var r}r]gt i i:m-im ikonum
sem Kristin syndi { Hallgrimskickju. Par var einnig
fylgt aldagsmlum adferdum vid efnismedhindlun,
baedi hvad vardar undirbiningsvinnu vid grunn
myndarinnar, sem er mélud & tré, svo og lita-
blandun, bar sem litarduftid er blandad egdja-
raudu, vatni og fleiri aukacfnum i dkvednum
hlutfsllum. ]a{mrzl panllami: skulu vera med
vdldu mardarhéri og dnnur verkfari ]:l}rggiu
somuleidis & gamalli hefs. Sidast en ekki sist 4
listamadurinn helst a8 fasta og dstunda hugleidsh
ddur en hann gengur til verksins. [konar Kristinar
eru l:-annig unnir § fullkomnu samrami vid
}lf'lﬂ-nllﬂ- mii'h]da]nf&, en um leid [:ul]giln:]ir sem
slikir 1 okkar tima, }J\r{ hlutverk I|;|-1:i1'rat og tilgmgur
er f}rm{ of fremst traarlegur og utan tannlegra.
eda stadbundinna vidmidana samkvaemt skil-

greiningunni.

Stadleysa og timaleysi

i myn&]ial:ariﬁlzun Kristinar hefur thon-
agerdin verid eins konar hlidarhégrein samhlida
..Friidsrl' linta]:ﬂpun, en dhefl tkonanna hafa hins

vedar ordid & meira sherandi 1 list hennar.
Kristin er ni farin a8 méla & tré, einnig t Jfrjalsri”
myndlist, hiin notast ni ordid meira vid eggtem-
pera liti en oliu og bladgull verdur @ meira
dberandi 1 verkum hennar. Jafnframt hefur mynd-
mélid einfaldast og vidfangsefnis endurspeglar
giarnan nostalgiska leit a8 birtu sem er med ein-
hverjum hetti y-EiruLi]vit'eg.

Hvert er pd erindi hinnar bisénsku heffar inn
fridlsa” og um leids 611iﬂn-mm.ilnga Hmaleg‘a ela
sogulega myndskspun Kristinar? Hvernig hirtist
hiin f vidfangsefni og efnistokum og hver eru hin
uﬂguIrQ'u skilabod hennar?

Pad er strax sliandi begar vid skodum ba
syningu, sem hér er sind, ad verkin virdast med
einhverjum hetti timalaus. Pau eiga sér ekki
augliéw,: retur i samtimanum og gatu Hiﬁl:l; i
litid hafa verid unnin & ninast hvada tima sem er.
Myndirnar eru lika stadlausar f tvennum skilningi:
ber gsa tit6pisku dstandi og rfmi peirra er
loftkennt eins og stadleysan. Ekki nég med pad:
mannverurnar sem vid sjfum { pessum myndum
virdast kynlausar eins og englar par sem par svifa
um { eins konar témarimi, Og sidast en ekki sist
er Lhﬁguﬂiﬂ aberandi og notad sem lissgjali i
bysonskum skilningi eda sem tikn yfirskilvit-
]egrur birtu. [ smaerri verkunum, sem unnin eru &
tré, er'lu.t Kristin ltka oft upp hefdbundia mynd-
form: hin gerir ltum:]m}rm:lir med gylltri, got-
neskri umgjord par sem malad er 4 badar hlidar
samkviemt gamalli kirkjulegri hefd, han gerir
samlokur & hjsrum, hringlaga myndir og
spordskjulaga og sidast en ekki sist gerir han
malada tréhnetti eda kalur, bar sem hinn
hefdbundni mynﬂ:ﬂﬂrhu hefur veri8 brotinn upp i
bri'\ri'tl [01111, gem felur § sér tﬂmm}rn& fullkomn-



unar og einingar. [ &llum }mﬁum verkum Iigg«ur
mikil nosturvinna l:ul.r sem unnid er med eggtem-
pera litum og Lh&gu“:. i wmﬂegu undirhinum
myndgrunni samkvemt hinni bgsonsku hefs.
Auk l:enura. smarri verka sjfum vid 4 l:venuri
sjmingu priti stér oliumilverk, sem mélud eru &
léreft, en bessar myndir eru einnig timalausar
helgimyndir sem sfna okkur Mariu Gudsmédur,
Jestibarnid og englana. Einnig { bessum myndum
er studst vid sidgotneska ela hysanska hefs og
bladgullid notad sem lissgjafi.

Handverkshefdin og gullgerdarlistin

S dhersla sem Kristin ]eggur i hid
hefdbundna handverk gengur pvert 4 pad sem
algengt er ad 54 i myndlist samtimans. Hiin gengur
lika Iwert i l:ni tashu.i.mﬁgujai]m sem samtiminn
byur upp 4 1 alli framsetningu og midlun mynd-
efnis. Fyrir Kristinu er sialft handverkis 1 ru}rml-
listinni eins konar helgiathafn, og l:mﬁ verdur
émeitanlega freistandi ad leita hlidstadu 1§ gull-
gerdarlist midalda pegar litid er & alla pa
efnafradi og allt pad handverksritial sem hin
lnggur f efnislega gerd m}rnctw:r]za sinna,
Alkemian efa gullgerdarlistin er s& galdur sem
felst i pvi a8 umbreyta efninu og gofga pad, breyta
blginu  gull § yfirferdri merkingu. Blyid, eda hid
funnhuu. nudlﬂ.uu og ufw‘irha n[-ni, er i ]:ouu ti]-
felli ekki hara efnafradilegt fyrirbari, heldur
miklu frekar itl:i.uga.m.ﬁ] og geti lunnig einnig
stadid f}-:ir efnislikama mannsins, sem leitar

andlegrar fullkomnunar (gullsins) 1 bvi riki
andans, sem er handan efnisveruleikans.

Gullgerdarlistin 4 sér a8 minnsta kosti tvo
]:ﬁuum] dra hefs sem rebja mé allt austur til
Kina. Hin var dstundud 1 Egypi:ahu&i,
Alexandriu og Grikklandi til forna og barst

badan til Arabalanda & [yrei hluta midalda.
Gullgerarlistin barst svo til Mid-Evrépu 4 13.
ald og var mikid stundud par allt fram 4 18. 5ld,
oft misjﬁ[num og Slikum tilgangi. Par sem hin
alkemiska hefd stydst fyrst og fremst vid
Il'jringami] of dulmalslykla hefur merlzing hennar
og tilgangur verid tilkud med ymsum haetti
ségunnar ris. En l}r]rilul;riﬁi fl:-asuu !fﬂin.gamﬂl er
gerd Viskusteinsins, Pietra filosofale, sem gera &
umbreytingu elnisins mﬁgulegu, Viskusteinninn
er unninn dr frumefninu” sambkvemt ritdali par
sem gaeta [:a.rf umhmfing‘a.r amllngra. og wrungrn
batta. Rittal betta var gjarnan kallad ,Hinn
Mikli Verknadur” eda ,Hinn Mikli Opus”.
LGullid”, sem var dvoxtur ,Hins Mikla
Verknadar”, var talid gofugra og ®dra ollu 86ru
gulli. Alkemistarnir tradu pvi ad gjarnan a8
jordin veeri ein lifandi skepna og bad veri nattira
hennar ad breytast fri hinu éadra til hins @dra
eilifri hringris uhﬂlprunnr og hnignunar. Pannig
veri padl edli blysins og annarra milma, sem vaxa
{ idrum jardar, ad umbreytast hagt og sigandi 1
gull, Hlutverk alkemistans var afl né valdi 4 pessu
skopunarferli og hrada pvi & sinn hatt.
Efnafraedileg pekking dugdi ekki ein til a3 s3last
betta vald, hin am:l]ega ﬂmgun of umi._irl:-ﬁu.ingur
skipti ekki minna mali og sé skilningur a8 Hinn
Mikli Verknadur vari i raun kosmiskur galdur er
taeki til hofudskepnanna fijdgurra, jardar, vatns,
lofts og elds, Hinn sanni alkemisti likir eftir heir-
ri skhpmu:l gem var { Erdaga bmr heimurinn var
skapadur.

Tafla Trismegistosar
Kunnasti alkemisti allra tima var godsagna-

persénan Hermes Trismegistos, en honum er
eignadur elsti gullgerdartextinn, sem bekktur er:
Tabule Smagardina. Texti bessi er talinn vera fri
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disgum Krists, en hann er til { mérgum dtgéfum
og var gjaman letradur & veggi eda toflur © vinnu-
stofum gullgerdarmanna. Til frédleiks skal hér
hirt lausleg hyding 4 Toflu Trismegistosar:

Pad or satt og falelaust, traust og sérlega einkegt.

Pad sam er | upphadum er cing og pal sem er § digipinu
og pab sem or  djiipinu er sins og pad sem er |
upphadum til pess at gera &l kraftaverk wins hhatar.

Bur sem allic hlutic eiga uppruna sinn § hugleidels eins
hlutar, hannig eiga allir hlutir wppruna sinn 7 bessum eina
hlut furi tilverknad vins staks verknadar.

Puof er fadirinn Silin og madinn Tunghd,

Vindurinn bar pad 1 keid hennar, Jordina 7 brisst hennar.
Hiin er fadir alla verka sem vekja ddsemd i veroldinmi.
Vald hannar er fullbomis.

Ef henni verdur varpad #il Jardarinnar mun hin skilia
hafudskepmu Jardarinnar frd Eldinum og pad sem er gofgad
frd pet sem er hrdtt.

Med mikilli visku og leikni mun pad stiga upp frd Jordu til
Himins.

Aftur sngr pad til Jardarinnar og og sameinar { sér orku
gifgadna og dgdfaadra hluta.

Pannig munt pii dlast dird hins geishind; [ises alheimsins
o jq-:f i munu allir .rjluggar ﬂjj.:.

Betta er hin trausti styrkur allrar orku, poi hann
ufirstigur alla fingerda hluti ag gegnumsirir allt fast ofni.
Pannig var heimurinn shapadur.

Pannig munu menn handsama dgrdina, med pessum
hetti.

Vegna pessa er &g kalladur Hermes Trismegistus, poi &
by yfie prem hlitim alhaimseiskunnar.

A¥ 20 maliu ar ﬁaﬂ sem mér bar ad segia um

Selarverknalinn fullsagt..”

Helgimyndin, ténlistin og Hinn Mikli Opus

Hvernig tengjast gullgerdarlistin og hin
bfsanska hefd § gerd holgimynda? | badum tilfellum
er stefnt ad umbreytingu efnisins. Oll st mikla
Lnnﬂwrhu]:e[ﬁ, Bem ln.r]!}ulnt midalda byggir & &
ad einhverjum hluta retur sinar § hinni alkemisku
hefd er litur 4 umbreytingu efnisins sem and-
legan ekki sidur en efnislegan galdur. His hrda og
dgﬂfgaﬂl frumefni er eins of mannssilin sem
barf a8 umbreytast til a8 sdlast hlutdeild ¢
alheimsandanum eda Gudi. Andinn er his edlis-
lega dstand silarinnar & sama hatt og gullid er
hid edlislaga dstand blgsins. Umbreytingin
verdur til fyrir eins konar kraftaverk.

[ hinni Lfsﬁnalzu hc]gim}rnd & umbreyting
elnisins sér einnig stad { yfirferdn merkingu. Ef
myndin er rétt unnin sambvemt hefdinni of af
triiarlegum innblastri eda innsai & Verknadurinn
(Hinn Mikli Opus) ad endurtaka i ylirfwrdri
mynd pad sem gerdist pegar Gud tsk 4 sig
efnislega mynd 1 likama Krists. Helgimyndin 4 a8
veita dhorfandanum hlutdeild  guddémnum i
gegnum efnid med sama hatti og keistnir menn
odlast hlutdeild f Guadéminum i gegnum likama
Krists vid altarisgonguna. Pess vegna var pad a8
Heilagur J6hannes fri Damaskus’ gat ﬁgt and-
speenis helgimynd af andliti Krists: ..Eg hef séd
hi mannlega form Guds og il min er hélpin.™

Rétt eins og gullgerdarlistin & sér beina hlidstedu
i myndlistinni, einkum { gerd helgimynda, bd ma
finna sams konar hlidstadu f ténlistinni. | tén-
listinni er pad fyrst og fremst mannsroddin sem
er hriefnid eda frumefnid sem parf a8 gofga.
Alkemistarnir létu gjarnan leika ténlist & verk-
stedum sinum til bess ad magna upp hid rétta
andrimsloft, en pad var italska ténskaldia



Claudio Monteverdi (1567-1643) sem sameinadii
ténsmidar og gullgerdarist § fullei alvéru eftir ad
hann hafdi numid gullgerdaclistina vid hird
Vincenzo Gonzaga, hertoga al Mantévu.

Monteverdi talar i sendibréfum um tilraunir sinar
til bess ad umbreyta kvikasilfsi i Jhreint vatn”.
Kvikasilfsid, sem heitir Merkiir & fradimili, gegndi
mikilvegu hlutverki vi5 upplausn frumefnisins
hinum alkemiska galdri. [ hinu alkemiska dul-
mali er Merkdir gmist syndur sem gudinn Merkdr
(sem hét Hermes medal Grikkja) eda drekinn
sem sundrar frumefninu 1 dtokum gods og ills.
Pannig fjallar alkemfan um sundrungu og
einingu efnisins. Monteverdi talar um bai‘- |
sendibréli ad sams konar stok eigi sér stad i
mannshuganum, og ad .megindstridurnar séu
bridr, pad er ad segja reii, hogvaerd og audmgkt.
Hinir bestu heimupnhiugar hafa stutt ]:nsua
ckodun o sjilft edli raddar okkar sfmir betta med
skalum sfnum, hdum, midlungs og ligum.
Ténlistin visar til pessara hugtaka pegar hin talar
um ,concitato”, ,molle” of wtemperato”. I allum

verkum genginna tonskilda hef &g fundid demi

I # = h r
um ,mo le of stemperato , en hvergi um

= .
wconcitato .

JConcitato” var si dramatiska nyjung sem
Monteverdi fardi inn i ténlistina og samsvaradi §
raun pvi steidi sem & sér stad i gullgerdarlistinni
vid upplausn frumefnisins fyrsta prepi hins
alkemiska galdurs. Hasttirnir priv, sem hann talar
um, eiga sér samsvirun i kvikasilfrinu, saltinu og
brennisteininum, sem aftur eiga sér samsvirun |
likama, sl og anda. Nyplaténistarir i Flérens &
15. sldinni heimfmrdu bessa prennu sidan upp 4
heilaga prenningu i kristinni trd. A petta er

minnst hér vegna pess ad mér er kunnugt ad

Kristin hlustar mikid & tonlist og notar hana

markvisst vid vinnu sina.

Frum.lpl!lt:lﬁg‘ birta 4 6ld heilags Halogens
Hvernig sjdum vid merki gu"ge:ﬁar]iﬂaﬁnnu
i efnisvali Kristinar?

Fyrst kemur kannski upp § hugann allt gullid sem
hiin notar § myndir sinar. En pad skiptir 1 sjilfu
sér ekki dllu a8 bad sé gull, heldur hvernig efnid
er notad og hvernig pad er unnid. Pad virdist
nokkud licet a8 Kristin notar gullia f alkemiskum
anda til ad magna fram y[irslzi'viﬂega hirtu og
I&lmgera sélina sem Hermes Trismegistus talar
um sem [rumll?apnm og frumbraft allra hluta. I
myndum hennar sjdgum vid lika stigann koma
Fyrir © 8lidkum mync'um, en stiginn er alpeklt
tikn  alkemisku dulmali }:ar sem hann stendur
fyrir viskuprepin eda prepin sem taka parf vid
framkvaemd Hins Mikla Verknadar. Vid sjium
lika mannverur sem oftar en ekki eru svifléttar
eda svifandi og gmist vid pad ad skilja eda
sameinast. | einu tilfelli er samloka sem synir
tvaer mannverur, eina svarta & nidurleid og adra
bjarta & uppleid, en hadar & gylltum grunni. i
odru tilfelli er hvitur hijortur & forhlid og svartur
alfur & bakhlid myndar med gylltan bakgrunn.
Allt er betta tiknmal sem fellur saman vid tikn-
mél gullgerdaristarinnar pott dstadulaust & ad
reyna ad skyra bad i sméateidum. Hitt er liost ad
myndir l)euar eiga sér ckki infu akj."r mirk og in.{-n
afmarkadan tilgang og peir hgsinsku ikénar, sem
Kristin hefur gert. Skirskotun peirra er edli
malsing sambkvaemt vidari, en um leid éljésari,
cinkum ef litid er til samtimans og bess élagslega
oi politiska umhverfis sem vid bium vid. Pvi
vaknar s spurning, hvort augljés ghrif fra

hugmyndaheimi gullgerdarlistarinnar hafi i sjalfu



Foristin Gununlaugsdéttir

sér ui.niiwrja ]:fﬁingu f}"rir listrant gilt].i l:euu.m
verka eda basti & einhvern hatt vid pau.

Oll list verdur til fyrir visntun, vegna bess ad
menn finna hjs sér parf til ad fylla skvedid tom
og n]tnpl njja reymlm i mymiliat Kristinar mé
finna sterka |ﬁngu.n til afturhvarfs til imu tima,
begar merking hlutanna var skyed at frd
godadgulegri efa triarlegri reynslu og ordin og
myndirnar hafdu stvireda merkingu, Slik
reynsla hefur um leid att = erfidara uppdrattar {
samtima okkar, l'.tnr fem v{aindnhygg}an og
markadelogmalin hafa sundrad heimsmynd okkar
og |f.-yat upp tungumiliﬁ, lurmig ad ekki er
lengur mogulegt ad draga upp heildstada mynd

af manninum 1 sgunni og rfminu.
‘I-"ilimlnll}rggin of eEu:Lmji samtimans eru eins
og El.l:-elul:urninn, sem nidjar Néa reistu {
Babglon drdaga og uppskiru fyrir ad Drottinn
Jrugladi h.mgumi] allrar jardarinnar”; en nidjar
Néa voru ddur ,ein bj6d og holdu allir sama
l:ungumii".“ M}rndir Kristinar |§rm ]ﬂngun eftir
einu tungumali og einni l:iu.’}d og einni merkingu
eins og var [ drdaga. S6 merking birtist i myndum
hennar sem forskilvitleg hirta. Pad er ljgsid a8
handan sem gullgerdarlistin bodar. Pad er s
sama birta og vid sjgum 1 hinum bysansku tkonum.
Birta sem & sér frumspekilegar eda metafysiskar
forsendur. Spurningin er hvort hagt sé a8 tendra
slikt 1j6s & markadstorgi sidkapitalismans, par
sem gudirnir Neon og Halogen hafa 6tvirada
ylirhurdi 4 ligstaknimarkadnum.

Olafur Gleksson

" Heremes er § godalradinni nafn pess guds er var sendibodi 4
milli guda og manna, | rémverskri ti hit hann Medir, en
Merkir er lka efnafrmdilegt heiti & bvikasillsi, sem gegndi
mikilvasgu hlutverk § fyrata stigi hing alkemiska galdurs, sem
kallad var nigredo eda sorti” og falst § upplaven frumelnisins.
Ordid Trismegistos bytsic bakatallega prisvar sinnum stéc”,

* Hir tokis dr kverinu . LAlchentia -una scienza vegrota” oftir
Cherry Gilchrist. A frummalinu : Alchemy. The Great Work,
Wellinghorough 1984. Texti Hermesar byggdur 4 hjdiingu R.

Stecke og D.W. Singer fri upphafi possarar aldar.

' Einn af kiekjuledrum Grisku rétttrinadarkirkjunnar er 1ok
opinbera afstodu gegn helgimyndbristum § Konstantindpel §
upphali 8_ aldar.

* Tilvitnun hér tekin dr bak Egon Sendlers: Llcona, immag-
ine dell'invisibile. Edizioni Pacline 1085,

* Tibvitnun fré Oliver Strunk: Source Readings in Musical
History, vol. 3, The Barogue Era, hse hhnﬁtl-w&d-nm' -

una pcienza pogreta.

Ly Sutuni:ur L MﬁanL. 1l Lu.pl'hll.l.



The Light from Beyond

On metap}l}rsica.l ]igl'lt in the works of Kristin Gunnlaugsdéttir

Is it possible to revive the values of old arts in the
modern age, or are we u]:ligecl to make constant
reference to the {:ragmentnqr surface of the relics
that art history has left behind on the battlefield
of the 20th century, lacking context or a total
picture?

Twentietl‘t-cnutu:}r visual art has reflected the dis-
solution of a total picture of man and his envi-
ronment with more passionate seriousness and
more serious p]ny-[ulnen than can be found in
other branches of the sciences and arts.

Visual artists have been working indcfﬂl‘ignmy
towards uncovering the false surface of language,
the m].[-dmpli«m and smugness of the consumer
society, and the mechanism of the law of the
market that ultimately smoothes out all differen-
tiation and confirms the relal-lvity of all values.
Kristin Gunnlaugsdéttir has responded to these
circumstances in an unusual way: she has
uﬂum& the religious art of ages past in search of
values whose roots lie in the timeless and invio-
lable world picture of the medieval scholastics,
where the role of visual and verbal art alike was
above all to testify to an immutable truth: the

mystery of an invisible God assuming material

form in the body of Christ.

Byzantine icons in Hallgrimskirkja Church
Last winter in Reykjavik's Hallgrimskirkja
Church, Kristin Gunnlaugsdéttir exhibited
Byzantine icons pm:iuce& according to the
strictest rules of the tradition, as she had learned
them in a Roman convent. The technique and
]umﬂing of materials from icon-making have
since shaped her “free” creative art to such a

growing extent that it can Inm'lIy be discussed

without a prior look at her icons. Like other visu-
al art, the Byzantine icon is based on the harmo-
nization of form and content, and on indirect
allusion to a new reality that cannot be perceived
and expa‘rienced except through the work of art.
This a.ppl.ies to all visual art, also to the primari]y
sell-referent art which is so l}rpical of the twenti-
eth century. The value and effect of the work
thus lie in the experience and gpirik which the
artist manages to endow it with.

Byzantine iconographic tradition, however, is dis-
tinguiirlmd by the fact that its sul-ricct is renIlj.r
ﬂl'ﬂ-‘ljl‘i the same: the revelation of God in matter.
Just as God appears in the immaculate body of
Christ, he in tum is supposed to be revealed in
the countenance of the icon. In its presentation
of the icon, the Byzantine tradition is based on
fixed and universal rules which exclude all indi-
vidual relativism and restrict the “freedom” of the
artist to the n.-ligiuun experience in service of art's
purpose: to reveal :!ivinil}r to the spectator of the
work. Byzantine icons have therefore not under-
gone any “formal revolution” in the course of the
centuries, but instead are the same images, con-
1‘.in'm|1|}T repaintc:l with minor variations, c]epem:]-
ing upon the skill and not least the m]iginun
insight of the artist. Personal originality is a con-
cept that practitioners of this art ignore, and the
works are cump|ebe1}r Lirm:]nu, because their role

is to reveal a universal and eternal truth.

Given that the primary function of the icon is to
reveal the truth of rq-iiginn; its task is not to pre-
sent a credible image of the external appearance

of ohjects or space. For eump]u. an icon does
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not show an image of |ig|1t with a ipeci.{il: source
and derived shadow; instem:l, the icon itself
should be luminescent, and its ]:l.g|1t an imitation
of the divine ]igl\t that underlies visible, material
reali‘c}', Instead of Leing painted, light is most
[mquﬂnﬂy generated using guH leaf. And instead
of us Iou!:ing into the space of the picture, as we
do when the conventional central perspective of
renaissance arl is emp]nyecl, the phennmenu
emerge from the piclurial surface towards us,
almost in reverse perspective. The pictorial con-
struction itself is based on spec:i.{:ic geometric pro-
portions that can he traced to the sacred numbers
and relations in Pythagorean mysticism,

All these rules were adhered to in the icons which
Gunnlaugicldltir exhibited in Hallgrimskirkija
Church. She also followed centuries-old methods
of Lnnllling materials, both in her preparation of
the Lachmum:!. which is pnintﬁ] on wnm:]., and
the mixing of colours, wl:ere':y puwdumi paint is
mixed with egg :ml-a:, water and other additives in
definite proportions. Even her brushes are made
from selected marten Eristlea, and other tools are
likewise based on age-ul& traditions. Last but not
least, it is pre[::rnLlr: for the artist to fast and
practice meditation before appmaci'ling the work.

Gunnlaugsdsttir's icons are thereby produced in
full accord with Byzantine medieval tradition, yet
at the same time 'Fu.“y valid in their own rig];t in
our dny, for their role and purpose is above all
religiuus, and by definition l)cyond tempc:rnl or
local references.

nﬂlﬂi:!lﬂﬂ! I.'I'.I.tl. Flal’.‘l!l&.!me"

lcon-making has been a kind of secon&ary
line in Kristin Gunnlnugsﬂé&ir'a work, alaugsi&r

her “free” art, but the influence of icons has
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become increasingly prominent in it. She has
now begun painting on wood in her “free” art
too, uses egg-based tempera colours more than
oils, and her use of galc] leaf is Imm:ltning more
and more dominant. At the same time, her picto-
rial lnuguagt has become limpIil:icd and her sub-
jects I:ﬂ}i::a."y reflect a naﬂh[gic quest fiur Iigllt
which is in some way metaphysical,

So what part does Byzantine tradition p]ay in
Gunnlaugsdsttir's “free” and at the same time
inevitably temporal and historical art? How does
this tradition appear in the subject and treatment

of mnttrin's. and what are its historical mes-

sages?

One immm:lin’cel_',r atri]ri.n,g feature of the present
exhibition ie the impression that the works give
of being in some way timeless. Tlley have no
obvious contemporary roots and could at first
uight have been pmduce{l at any time, The
images are also p]u‘clauu in a double sense: I:]u'}'
describe a utopian condition, and their gpace is
aethereal like utopia, which means “nowhere.”
And more to the point: the beings we see in these
works seem sexless, like angels, as tl'ley g'idn
about in a kind of vacuum. Last but not least is
the prominent gold leaf, used as a source of ]iglﬂ.
in the Byzantine sense, or as a symhol of meta-
ph}riicn] ]ight. In her smaller wooden works,
Gunnlaugsdéttir often breaks up the convention-
al pictorial form: she pmducen standing objects
with a gilt Gothic surround pni.uted on both sides
acmr&ing to ancient ecclesiastical tradition, she
makes Lingﬂl Jipt}rcha, circular and u“ipticul
images, and not least paintncl wooden balls or

otbs in which the conventional piclnrinf surface
has been hroken up into a three-dimensional



form ﬂ*jm]’:n!izing pctﬁ:ctinn and unity. Behind
all these works lies meticulous nppiicnl'inn of egg-
hased tempera colours and galt] leaf on a ::a.ref'izlly
prepnrecl Luuhgmund, in accordance with
Byzantine tradition. Besides these smaller works
she is showing three large oil paintings at the pre-
sent exhibition, all done on canvas and also fea-
turing timeless sacred images, of the Madonna,
Child and angr.-'a. These paintings, too, reiy on
late Gothic or Byzantine tradition and use gnlc].
leaf as a source of light.

The handicraft tradition and alchemy
Gunnlaugsdéttir's emphasis on traditional
handicraft is diametrically npposec' to the typicni
approach in contemporary visual art. She aleo
works in diametrical opposition to the technical
possibilities that the contemporary age offers for
all presentation and mediation of picta:in] sub-
iect. For her, the actual crafting of the work is a
kind of sacred rite; the entire chemical and handi-
craft ritual that she applies to the material cre-
ation of her works certainly invites a parallel with
the medieval art of n]clmm}r. Alchemy is the art
of transmuting matter and sublimating it, of
I;rnnuioming lead to goH in a figurative sense.
Lead, or material that is devoid of form and spirit
and inactive, is not only a chemical phenomenon
in this instance, but much more an image, possi-
hly also standing for the material hody of man,
which seeks spiritual fulfilment (gold) in the
realm of the spirit that lies Lryumi material reality.

The tradition of alchemy dates back at least two
thousand years and can be traced all the way to
China. It was practised in Egypt, Alexandria and
ancient Greece, whence it was taken to the Arab
countries in the early Middle Ages. Alchemy

then reached Central Europe in the 13th century
and was w‘i:ialy prnc:l;inod there right up until the
18th, for a variety of purposes. Primarily based
on imagery and secret codes, the meaning and
purpose behind the tradition of alchemy have
been interprete& in diverse ways in the course of
time. One of its key images has heen the making
of the Philosopher's Stone, which enables the
the The

Philosopher’s Stone is made from “the prime

transmutation of elements.
element” nc::u:d'i.ng to a ritual known as “the

Great Work” in which spiritual and practical
functions need to be carefully coordinated. “The

Gold” produced by “the Great Work” was consid-
ered more noble than and superior to all other
gold. Alchemists typically believed that the Earth
was a iingle living Leing whose nature was to
change from the base to the sublime in an eternal
cycle of creation and decline. It was therefore the
nature of lead and other base metals that grow in
the depths of the Earth to transmute gradually
into gold. The alchemist's role was to acquire
command of this process of creation and expeJilu
it. Chemical knowledge alone would not suffice
to acguire this power; spiritua' cnntemplitiun
and preparation were no less important, nlong
with the understanding that the Great Work was
essentially an act of cosmic magic incorporating
the four arcl'u.-typﬂ elements of earﬂn, watler, air
and fire. The true alchemist imitated the act of
creation from the Jaya of vore, when the world

was !Tla-llf-‘

The Tablet of Trismegistus

The most famous alchemist of all time wae
the mythical figure Hermes Trismegistus, who is
attributed with the oldest known text on ma.lzing
gold: Tabula Smagardina. Considered to date

13
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from the time of Christ, this text exists in many
versions and was t}rpiu“y inscribed on walls or
tablets in alchemists’ laboratories. The text of the
Tablet of Trismegistus is as follows:

“It is true and undeceiving, firm and uncommonly sin-
cene,

That which is on high is like that which is in the depths,
and that which is in the depths is like that which is on
high, making all miracls of one thing.

Whereas all things have their origin in contemplation of
ane thing, all things thus have their origin in this one
thing through the agency of one single act.

Thus the father is the Sun and the mother is the Moon,
The wind bore it in her womb, the Earth in her broast.
She is the father of all werks that arouse admiration in
the world.

Her power is absolute.

If she is cast to Earth, she will separate the eloment
Earth from Fire and the nobls from the base.

With great wisdom and art it will rise from Earth to
Heaven,

It will return to Earth and unite within itself the energy of
noble and ignoble things.

The you skl poovsas 1 oy of tha gbissing Joht of the
universe and all shadows shall floa bafore you.

This iz the firm strength of all energy for it supersedes all
deficate tﬁ:‘wg; and mﬁﬁam all solid matter.

Thus was the world created.

Thes shall men handle g’my. irt this Ay

Thus I am called Hormes Trismogistus, that I possess
three parts of universal wigdom.'

Thus saying, all is said that I must say about the act of
the Sun.™

14

Icons, music and the Great Work

How do nlcl'n:my and Byzantine tradition link
up in icon-making? Both aim at the transmuta-
tion of matter. All the great handicraft tradition
on which medieval ecclesiastical art is based is to
some extent rooted in the tradition of n]:lu-m}-,
which regnnls the transmutation of matter as a
spiritual no less than a material art. The base,
ignohle prime matter is like the human soul that
requires transmutation in order to partake of the
universal spirit or God. Spirit is the essential
state of the soul, in the same way that gold is the
essential state of lead. Transmutation is effected
l:l}' means of some kind of miracle.

In the Byzantine icon, the transmutation of mat-
ter also takes plane Figurathﬂel}r, If the icon is cor-
rectly made acmnﬂing to tradition and ti:mugh
ipirituu] ingpiration or i.|:|.;|iglitf the Great Work is
suppme& to re-enact l:iguratiwiy the process
wl:ﬁreby God assumed a material form in the
Bm:ljr of Christ. The heholder of an-icon pl.ﬂlkﬂﬁ
of J.lvl.ml;y tl:mg]i matter, in the same way that
Christians partake of divinity through the body of
Christ during communion. It was for this reason
that St. John of Damascus’, seeing an icon of the
face of Christ, could say: “1 have seen the human
form of God and my soul is saved.™

Just as alchemy has a direct parlﬁn] in visual art
and eﬂpecia]ly in imnngupl'l}r, similar parallels are
to be found in music. ln music it is above all the
human voice which is the base or prime matter
that needs to be sublimated. The alchemists bypi-
l:nH}- had music playecl in their laboratories to
generate the right atmosphere. [t was the Italian
composer Claudic Monteverdi {1567-1643) who,
after ﬂu&yi.ng a]clmm}r at the court of Vincenzo



Gonzago, the Duke of Mantua, united it with

mmlical compaosition in a serious sense.

In his letters, Monteverdi describes his experi-
ments with transmuting mercury into "pure
water.” Mercury (quicksilver) played an important
role in dissolution of the prime elements in the
alchemists’ art. In alchemic co:lei. mercury is
mpmmn'be& vither Iay the god Mercury (the Greek
Hermes) or a dragon splitting up the prime ele-
ment in the hattle of good and evil. The subject
of nlcllemy is therefore the division and fusion of
matter. In a Iclter, Monteverdi describes how the
same kind of conflict takes plm::e in the human
mind, and that “there are three main passions:
anger, m-ﬂl]Ei-t}l‘ and humility. The greatest
pl]iIﬂSD]‘!].'ll‘.‘l‘i have :uppclrtecl this idea and the
very nature of the human voice demonstrates this
with its scales: high, middle and law. Music
alludes to these concepts in talking of 'concitato,’
‘molle’ and ‘temperato.’ | have found instances of
‘molle’ and ‘temperato’ in all the works of past
COMpPOSETs, but nowhere ‘concitato.”™®

“Concitato” was Monteverdi's dramatic innova-
tion in music and mrreapomled in effect to the
battle that takes plnu in nl:hemy when the prime
element is dissolved at the first stage of the
alchemist’s process. The three modes that he
mentions have mrmpﬂndencn in mercury, salt
and su|p|1m; which in turn have ca:reupamlencu
in the body, soul and spirit. The Florentine
Neaplutunistl of the 15th century then extrapo-
lated this trinity to the !'ml}r trinity of the
Christian faith. This point is mentioned here
hecause 1 know that Kristin Gunnlaugsdattir is

an avid listener to music, which she uses purpose-
fujly in the process of her work.

Metaphysical light in the age of St. Halogen
How do we discern signs of ulcl’lem}r in

Kristin Guu:dnuga&ﬁltir's choice of material?

Perhaps all the gold that she employs in her
works springs immnciiatel)r to mind. In itself, the
fact that the material is goH is not crucial, but
rather the way it is employed and worked. It
seems fairly evident that Gunnlaugsdéttir uses
gold in an alchemic spirit to generate metaphysi-
cal !ighi and i:,rm]:olizc the Sun that Hermes

Trismegistus calls the prime creator and prime

force of all thi.ngn, In her works we see the ladder
appear in different forms, a familiar H}rml:tu! from
the alchemists’ secret codes which represents the
stages of wisdom or steps to be taken in porfﬂnn-
ing the Great Work. We also see ]'mingu which

more often than not float or hover and are on
the point of either separating or merging. One
curnp|e is a :lipt}rcil. uimwirl.g two Iminga, a black
one descending and a liri.g].ﬂ: one ascending, both
against a gold background. Another depicts a
white hart on the front of the picture and a black
wolf on the hack, against a gold ]unlegmuml. All
these ujl'ml:lu].ﬂ are consistent with the aym]:mls of
u|c|1emy, ultl‘mug]‘; there is no need to try to
describe them in detail. On the other hand, it is
ohvious that these images do not have as clear
limits or as sharply defined a purpose as her
Byzantine icons. Their allusion is essentially
broader, but at the same time vaguer, especia]l}r in
view of the age we live in and our social and
pnlitica] environment, The question therefore
arises whether the obvious influence of the con-
nephm] world of the alchemists has any inherent
meaning for the artistic value of these works, or

enhances them in some way.
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All art comes into Leing for the sake of lack,
because peaple feel the need to fill a certain vacu-
um and create new experience. Gun.nlnu.gsd&tl:ir's
works reveal a strong yearning to return to an age
when the meaning of objects was explained on
the basis of m}rt.’nnlogicdl or religi:mn experience,
and words and images had unambiguous nignifi-
cance. Experience of this kind hag been increas-
ing'y under strain in our contemporary age,
where scientific tllinl?ing and the law of the mar-
ket have [ragmentﬂl our picture of the world and
diszolved language, preventing us from presenting
a comprehensive picture of man in history and
space. Modern scientific thought and materialism
are like the Tower of Babel built in Babylon ]::.r
the descendants of Nnn]l, for which God “did
there confound all the lnnguage of the Earth,”
after il]ey had been one paﬂple I\aving all one lan-
guage.” Kristin Gu::.niuuguldl‘tir'n works reveal a
yearning for a aiugla llngun.ge and people, and a
single meaning, as was the case in days of yore.
This meaning appears in her works as nmtaplljrsi-
cal |ig|:t. It is the Iigl'.il.' from beyﬂn:l, as hoded ]‘iy
nIc}wmy. It is the same |.igi1i we sec in Byzantine
icons. A light derived from mutaphysiﬂ. The
question remains, whether such light can be kin-
dled now in the mr;ul'p]nw of |atl‘er-|:}-u.}r ca.pihl]—
ism, where the gmiu Neon and Hllogcn enjoy
unquestionable supremacy in the light technology
market.

(ﬂuﬁ;r Giaksson
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' Hermies is the Greek messenger hetween the gods and men.

The Romans called him Mercury, which was also the name of
an element that pn'fomm& an important role in the fimst slage
of the alchomist's art, known as nigredo or blackness, involy-

ing the dissolution of prime matter. The name Trismegistus

means ”il'lr'u:': gmlL"

! Based on Cherry Gilchrist: Alchemy. The Groat Wok.
Wellinghoreugh 1984,

! One of the fathers of the Greek Orthodos Church, wha
publicly opposed the iconoclasts in Constantinople in the
carly 8th century.

* Quoted from Egon Sendler: Licona, fmmagine dell'invisi-
ble. Edizioni Paoline, 1985,

* Ctliver sl‘.mhl‘..' Source Rﬂ.tl.htg! i Muﬁ:al Hiﬂ:m}-, ml_ 3,
The Barogue Era, quoted by Gilchrist,

" Cf. Genesis chap. 11.
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Maria med Jesibarnid, olia & strigs, 1993, 2275 x 155 em
Madonna and Child, oil on canvas, 1993, 227.5 x 155 em







Bliir englar, olia & strigs, 1993, 217 x 140 sm
Blue angels, il on canvas, 1993, 217 x 140 cm
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Ein}talfning‘ur.lr Solo exhibitions:

1995

1994

1992

1991

1989

Listasafn Reykjavileur - Kjarvalsstadic

[ The Revkjavik Municipal At Museum
- Kjarvalsstadir

ikanasining { Hallgrimskirkiju / Teons,
Hallgrimskirkia Church, Reykjavik
Safnadarheimili Akureyrarkirkju

| Aleureyri Church Hall

Listasalnum Nghafn [ Nehafn Gallery,
Reykjavil:

Kapellu Akureyrarkickiu

{ Akureyri Chuech chapel

Helstu sams§ningar / Main joint exhibitions:

1995
1994
19493

1992
1460

1987

,.Bar]m;!iur.ni". Toscana, fealra

Expo”, Firea di Bari, [taliu

Opnun & Listasafni Alureyrar

f ﬁhnm_l.rﬁ Art Museum,

apening exhibition

Samegning | Flérens / Florence
Kirkjulistavika § Akureyrackirkju

! Ecclesiastical art week, Alureyri Church
Deir ungir myndlistarmenn®, Alareyri

/ “Three Young Artists,” Alureyri
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