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Inngangur Jonina Gudnadéttir hefur um arabil verid i
framvardarsveit islenskrar leirlistar. Huin vakti

snemma athygli fyrir margvislega nytjahluti par sem frumlegt formskyn og

efnisték vottudu um nyja tima i leirlistinni. A sidastlidnum drum hefur list

hennar proast meir og meir i att til sjdlfsteedra listaverka.

Pad er okkur sénn dnagja ad kynna hér ny verk sem [6nina hefur skapad

sérstaklega fyrir rymid a4 Kjarvalsstodum.

Foreword Jonina Gudnadattir has been in the vanguard of
Icelandic ceramics for many years. She quickly
captured attention for a variety of functional works in which her original
sense of form and use of materials bore witness to the opening of a new
chapter in ceramic art. In recent years, her work has been evolving increas-
ingly towards independent works of art.
It is a great pleasure to present a number of new works which Jénina Gudna-
doéttir has made specifically for the exhibition space at Kjarvalsstadir.

Formadur menningarmilanefndar Reykjavikur/Chair, Cultural Committee of the City of Reykjauik:



Eirikur Porldksson

Leitin ad eigin marki

wListin er eilif spurning ...” (Conrad Fiedler, 1887) Skilgreiningar & list eru jafn-

margar og peir sem leita svarsins,

og engar tvaer eru samhljéda.
Flestar benda { svipadar attir og Conrad Fiedler gerdi i riti sinu .Uber den Ursprung
der kiinstlerischen Tatigkeit”, par sem talid er ad i listinni felist fremur 6radin spurn-
ing og falmandi leit en dkvedid svar eda fullkomin vissa. Onnur svir gefa hins vegar i
skyn évefengjanlegar nidurstédur visindalegra rannsokna, og fullkomin vissa er
einungis til { hugum hinna triudu, ef pa par. Pvi hlytur pad atid ad vera spurningin
sjalf sem vekur dhuga okkar; henni fylgir frelsi og spenna leitarinnar sem hver og
einn getur tekist 4 hendur { samrami vid eigin dhuga og haefni.

Hvergi er pessi leit mikilvaegari en i listinni, En su leit er persénuleg og tilviljana-
kennd fremur en almenn og skipuldgd; hver listamadur verdur ad takast a vid hana a
eigin forsendum, og getur raunar ekki annad. Peer forsendur felast i 6llu pvi sem
hefur gert listamanninn ad peirri breysku persénu sem § hvert sinn er d ferdinni:
bioofélaginu, fidlskyldunni, menntuninni, skapferlinu, pélitiskri lifssyn, listuppeldi,
vali listmidils og verkpekkingu — dhrifapaettirnir eru Gendanlega margir.

Leitandi listamenn eru naudsynlegir hverju pvi samfélagi sem vill halda dfram ad
préast. Asamt visindaménnum sem enn fast vid 6maldan fjdlda ésvaradra spurninga
4 svidi nattiruvisindanna eru listamenn i framvardarsveit lifandi menningar. Peir eru
ekki adeins i fararbroddi hennar heldur jafnframt helsta lifsmark hennar og dgrun;
um leid og dkafi leitarinnar dofnar tekur vid svikalogn sjdlfumgledinnar, og drlig
vidkomandi pjédmenningar eru radin. Samfélag sem er stadnad [ trdarlegri vissu &
grundvelli 6fullkominna svara, hvort sem pad er [ listum eda 4 60rum svidum — pad
er damt til ad farast i fullkomnu dryggi um eigid dgaeti.

A sama hétt er leitin listamanninum sjalfum ekki sidur naudsyn en menningu pjédar-
innar eigi hann ad halda dfram ad proskast. Stodug aték vid spurningar listarinnar,
sifelld leit ad svirum — sem i neer 6llum tilvikum vekja upp fleiri spurningar og
meiri leit ad ddrum svirum — eru sa kraumandi pottur andlegra dtaka par sem listin
og raunar 61l menning prifst best. 53 listamadur sem er dnagdur med pau svir sem
hann finnur hazttir ad leita, og haettir um leid ad veita spurningum lifsins athygli;
hann hverfur inn i sefandi dryggi endurtekningarinnar, lokar sig inni i verndudum
heimi pess sem eitt sinn var, dagar uppi i framrds timans.



J6nina Gudnadéttir er leitandi listamadur sem hefur baegt fra sér 6ryggi endur-
tekningarinnar og tekst stbdugt 4 vid nyjar spurningar { list sinni. { seinni tid byggja
peer spurningar oft & natturunni en ekki sidur d heimi sem er ad hverfa af sjénar-
svidinu. | leit sinni ad persénulegum svérum byggir Jonina a sterkum grunni sem
hefur veitt henni taekifaeri til ad sekja fram i listinni med fjdlbreyttum haetti.

Pann grunn hof hin ad leggja pegar hiin settist sautjdn dra gomul i Myndlista- og
handidaskala fslands haustid 1960. Par var hin tvo vetur og sidan einn enn i Mynd-
listask6lanum i Reykjavik, en sidan hélt Jonina til Svipjédar og settist i Konstfack-
skolan i Stokkholmi 1963. bar dvaldi hiin i fimm dr vid nam og sidar kennslu a svidi
leirlistar, en leirinn dtti eftir ad verda sd jardvegur sem listsképun hennar spratt ur
lengst af.

Leirlistin skaut fostum rétum i islenskri menningu pegar Guomundur Einarsson fra
Middal stofnadi eigin leirbrennslu i Listvinahisinu 4 Skélavérduhaed 1929-30. Fleiri
fylgdu i kjlfarid eftir seinni heimsstyrjildina, og 4 sjpunda dratugnum var svo komid
a0 ymsir listamenn stundudu nam i leirlist erlendis, og var J6nina par i godum hopi
f6lks eins og Steinunnar Marteinsdéttur, Hauks Dérs Sturlusonar og Kolbrinar Kjarval.

Pegar heim kom var Jénina fengin til ad taka ad sér umsjon med keramikdeild Mynd-
lista- og handidaskélans, sem stofnud var haustid 1969. Fyrstu drin var hin eini
kennarinn vid deildina, og atti med starfi sinu par drjugan patt { ad leggja grunninn
ad peirri vidurkenningu sem islensk leirlist nytur ni; deildin vard med sanni s
vitaminsprauta fyrir islenska listmenningu sem forridamenn skélans hofou vanst.

Jénina var hins vegar ekki komin ad sinum endimérkum { listinni; spurningarnar
voru @&tid dgengar og hiin gat ekki haett ad leita. Um sidir lét hin af kennslunni og
sneri sér i auknum meli ad eigin listsképun, en auk pess sinnti hin ymsum pattum i
félagsstarfi listamanna af miklum krafti um langt drabil. Listin hefur xtid kallad og
haldid afram ad proast, eins og peir pekkja sem hafa fylgst med verkum Jéninu 4
fislmérgum einkasyningum og samsyningum allt fra drinu 1968.

Nii er svo komid ad langt er sidan haegt hefur verid ad tala um verk Joninu sem
leirlist eingdngu. Leirinn hefur adeins verid einn af mérgum midlum sem hiin hefur
notad, dsamt gleri, malmum af ymsu tagi og 60rum efnum, allt eftir pvi sem vidtangs-
efnid hefur bodid hverju sinni. Leitin hefur borid listakonuna frd hinu sértazka til hins
almenna, frd gerd sérstakra leirmuna til mun fridlsari sképunar listaverka, sem helst
ma kenna vid hoggmyndalist i skilningi samtimans & pvi ordi.

Pessi proun hefur ekki ordid i einu vetfangi, heldur komid i ljos smam saman, og
ikvedin form hafa verid sem bautasteinar & peirri braut leitarinnar sem Jénina hefur
fetad sig eftir. Hér ma nefna tiknmyndir prihyrninga og pyramida og afléng, sveigd
form, sem i styrk sinum hafa helst minnt a sjondeildarhringinn eda steingerdar
vigtennur risavaxinna lodfila sem prommudu um heimsbyggdina fyrir drpusundum.
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[ leit sinni hefur Jénina litio mjig til ndttirunnar, hinnar einu sénnu uppsprettu
sjonraenna minna. Hér skiptir mali hvernig komid er ad vidfangsefninu, pvi ekkert er
audveldara en ad fara illa med pann fjarsjéd sem augad nemur allt § kringum okkur.,
Cervantes vissi petta upp a hdr pegar hann sagdi: ,,Godir mélarar stacla ndttiruna, en
hinir lélegu wela henni.” (Novelas Ejemplares, 1613), Ad vinna it frd og ad apa eftir —
4 pvi er sa munur sem greinir skapandi listafolk fra hjGroinni.

Jénina hefur einkum unnid 1t fra pvi fyrirbari ndttdrunnar sem ma kalla hvort
tveggja i senn, andstaedur og samstaedur. Pannig bera fjéllin Keilir 4 Reykjanesi
[slands og Fuji 4 Honshu-eyju Japans vissulega svip hvort af 6ru og standa med
tignarlegum haetti upp Gr umhverfi sinu, en eru um leid fulltrdar andstedna — dags
og natur, austurs og vestur, fridsemi og hrjdsturs, helgi traarinnar og karuleysis
hversdagsins; jafnvel litirnir syna pann mun sem parna er 4 og listakonan nar ad
tiilka med svo einféldum en skyrum hastti.

Slikar andstaedur visa med sk¥rum haetti til pess ad ndttdran er ekki kyrrsteed heldur
had stédugum breytingum, pvi 6fl hennar togast 4 og brj6tast um svo ad i hriktir.
Nyleg 4tk elds, iss og vatns hér a landi aettu ad vera nagileg dminning um ad sképun-
arkraftur ndttdrunnar byggir 4 ofsa og ofbeldi, og gagnvart honum stendur madurinn
agndofa.

A stundum er mikil fegurd flgin i ofsanum, og hana hefur madurinn lert ad meta |
ligisi peirrar reynslu ad vor kemur 4 eftir hardasta vetri, isa leysir um sidir og dagur
Fylgir dimmustu nétt, Stefnumdt andstaedna boda aetid breytingar; hid ljafa fylgir
kjtilfar hins hrjifa, og birtu bregdur vfir sortann. Slik umskipti nathirunnar falla vel
ad peim vidfangsefnum sem Jonina hefur valid sér, og hun nytir sér pau til hins itrasta.

I verkinu Jakarek ma sja klakabénd vetrarins losna., Lagnadaris dnna slitnar i sundur
og flekarnir eydast fra bokkunum; a milli peirra verdur til skirdatt bil, evda sem mun
fyllast af lifi og leik sumarsins i kjolfar stillu og pagnar vetrarins sem er ad vikja.

Med Dagrenningu fer listakonan enn finlegar ad pessum breytingum nathirunnar, par
sem bregdur fyrir geisla birtunnar i fjélublarri sjénarréndinni; { verkum sem pessum
vinnur Jonina it frd ndttirunni af innsyn og neemi sem einungis faest med langri
reynslu vid medhoéndlun efnanna og stodugri leit ad talkun vid haefi.

A stundum knyr leitin & um meiri atitk og storfenglegra sjénarspil. [ vitund islenskra
listunnenda er heitid Fjallamjilk tengt dkvednu malverki Jéhannesar Kjarvals érjtifan-
legum béndum, en pad geeti i raun verid samheiti um alla listraena talkun peirra
hvitfyssandi laekja eda glampandi straumvatna sem skilja ad sorfna kletta og grona
drbakka 4 leid sinni til sjdvar. Svar listamanna vid pessu einstaka fyrirbaeri getur verid
jafnmargbreytilegt og peir sem takast & vid ad tilka pad, og lonina skapar Gr pvi
sterkar silur og skinandi midju [ vidkvemu jafnveegi, eins og best hafir nattirunni,
minnug pess ad litid parf til ad rdsta pa heild sem par er ad finna,
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Fyrirbaeri ndattirunnar hafa pannig ordid Jéninu dhrifamikil og dgrandi vidfangsefni i
listinni. Sidustu dr hefur hin ekki sidur leitast vid ad tilka vidbrogd sin gagnvart
hverfulum heimi, stéidu hans { menningu samtimans og hugsanlegum dhrifum hans &
leit listarinnar { framtidinni. Ollum slikum vangaveltum fylgir 6neitanlega nokkur
stknudur, en par veita listakonunni einnig taekifaeri til ad beina nyju ljési ad vidfangs-
efninu.

Petta hefur J6nina gert med ymsum heetti. Hin minnist medal annars peirra dhrifa
sem bokin hefur 2tid haft & hug manna; par er ad finna fjarsjodi sem aldrei verdur
lokad 4, pratt fyrir ad ymsum finnist bokin vera ad Idta { laegra haldi 4 timum vaxandi
frambods myndraens efnis af 6llu tagi, og ekki sist fyrir tilstilli peirrar rafeindasynar
sem nii er ad opnast um alla verdld.

Pad vill stundum gleymast ad pad pjodfélag sem vid lifum i vard ekki til af engu; pad
var reist af gengnum kynslddum, par sem hver og einn lagdi sinn sérstaka hledslu-
stein til byggingarinnar. Listakonan sy¥nir okkur pessa hledslu med skyrum haetti.
Flestir steinanna bera fyrst og fremst med sér svip pess erfidis sem lifid krafdist, en
sumir nd ad geisla af innri birtu, pvi leidarljési 6bilandi prautseigju sem skiladi okkur,
afkomendunum, 4 pann stad sem vid ni sténdum 4. Pessari byggingu verdur aldrei
lokid; hvernig okkar hledslusteinar munu gagnast eftirkomendunum getur adeins
sagan leitt i ljos.

Hvergi er sérstada pess samfélags sem nu er ad hverfa ljosari en i peim tdknum sem
bandapjodfélagid notadi til ad marka sinar d¢¥rmeetustu eigur — bismalann, sem i
senn var undirstada og lifsvidurvaeri pjodarinnar. Pad kerfi fjdrmarka sem hér hefur
verid notad i aldaradir mun vera naer einstakt i verdldinni; pad hefur verid tekid
saman i merkar skrir og um pad ritadar laerdar bakur, og enn eru peir menn i hdveg-
um hafdir sem kunna 6drum betur skil & morkum,

Markid er ekki adeins tikn um eignarhald a fé heldur ekki sidur um samband manns
og ndttiru. Bondinn markar saudi sina og sendir 1t { sumarid i trausti pess ad ndttir-
an annist pa & medan hin getur; ad hausti kemur svo ad uppgjori sem raedur 6llu um
lifsafkomu hans. [ réttum leita menn ad sinu marki, vitandi ad pad getur brugdid til
beggja vona um afraksturinn — safnid kemur ekki alltaf vaent af fjalli, og stundum
vantar nokkud 4 ad pad skili sér. — Athofnin ad leita ad sinu marki verdur pannig
ekki adeins spurning um ad pekkja sitt heldur er htin einnig tdknraen fyrir pd stédugu
leit sem lifid byggir 4.

A pessu svidi sem dd0rum hefur takni niitimans haldid innreid sina: A sidustu drum
hefur hin verid nytt til ad einfalda markid, og med pvi méti hefur hid tiknreena gildi
pess naer alveg tapast. Stafreen stidlun er tekin vid, st hin sama og trollridur pjéo-
félaginu @ 6llum svidum; madurinn er ordin ad kennitdlu i stad persénu, hlutir er
metnir & grunni ISO-stadla fremur en efnis og eiginda, og medaltél slembitrtaka eru
litin lysa skodunum pjédarinnar fremur en kjarnyrtar athugasemdir einstaklinga.



Fiarmarkid er ad hverfa, og med pvi rikur pattur i pjédmenningu okkar.

Jonina spyrnir hér vid fotum med leit sinni 4 vettvangi listarinnar. Hin vinnur med
pessi takn, nanar tiltekid mérkin tr Skaftirtungum, og synir okkur pau i nyju ljési,
fyrst og fremst med pvi ad nyta efni nyrra tima til ad skapa tir peim markverda
minnisvarda.

[ Fidrhuisi minninganna rennur safniod fram i vaxandi breidu, og pad sem virdist i fyrstu
ein samfelld hjoro reynist pbegar ndnar er ad gad fjoldi adgreindra, réttmétadra marka,
sem kunnittufolk athi tazpast { vandradum med ad nefna og jafnvel eigna einstékum

bylum. Pannig verdur hver imynd stok og sérstaed, pott vissulega sé hiin einnig hluti

af heild, med sama haetti og einstaklingarnir med 611 sin sjalfstaedu einkenni verda ad

pjod.

Pessi togstreita heildarinnar og hins sérstaka verdur enn sterkari pegar tiknin hellast
yfir dhorfandann & Afrétti. Hatt yfir daglegu amstri mannanna verdur féd ad einu
safni, pott par séu aldrei tvi eins mirk hlid vio hlio; sjalfstadi einstaklingsins er med
sama heetti atd Gtviraett pétt hann sé um leid hluti heildar par sem sem er pbjod hans
og samfélag.

Leitin ad eigin marki hlytur ad vera pungamidjan i tilveru mannsins, vilji hann ekki
fljota sofandi ad feigdardsi, Listafolk stundar pessa leit af meiri protti en flestir, enda
brenna spurningar lifsins og listarinnar heitast 4 peim sem hafa valid sér pad hlut-
skipti ad svara. Hvert nytt svar vekur upp nyjar spurningar, nyja moguleika — og pvi
kraumar listin afram af endurnyjudum protti.

Jonina Gudnadéttir hefur leitad dyggilega um langt drabil, og svérin skilad sér i
Gflugri listsyn til okkar hinna sem fylgjumst med. En svorin eru ekki endanleg — og
leitin heldur dfram.



Hughrif/Enchantment, 1996
leir og bly /clay and lead, h. 49 cm, 1. 203 cm
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Jakarek/Drift Ice, 1996
leir og gler/clay and glass, h. 7,5 cm, 1. 105 em
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Hledsla/Stack, 1996

eir og gler/clay and glass, h. 170 cm, L. 160 cm
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Afrettur/Grazing Land, 1996
al faluminium, br. 178 cm, 1. 600 cm
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Fjallamjolk/Mountain Milk, 1996
leir og gler/clay and glass, h. 116 cm, |, 102 cm
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Dagrenning/Daybreak, 1996
leir, gler og bly/clay, glass and lead, h. 8,5 cm, 1. 87 em
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Fjdrhis minninganna/The Sheepcote of Memories, 1996
gler/glass
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63° 56" 31" nl br.
22 100 22" wil. Il

35° 22' 48" nl. br.
138" 42" 36" al.l., 199

leir og gler /clay and glass, h. 34 cm, 1. 41 cm
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Eirikur Porldksson

In Search of Her Own Goal

There are as many defini-
“Art is an eternal question ..." (Conrad Fielder, 1887) tionisof art-as there are
people in search of the
answer, and no two definitions agree. Most of them point in a similar direction to that
of Conrad Fiedler in his Uber den Ursprung der kunstlerischen Titigkeit and regard
art as involving an unsolved question and a groping quest rather than a definite
answer or absolute certainty. Definite answers, on the other hand, suggest the irrefu-
table results of scientific study, and absolute certainty only exists, if anywhere, in the
minds of absolute believers. So invariably it must surely be the question which
arouses our interest, bringing the freedom and excitement of the search, which each
and every person can undertake in accordance with his or her own interest and
aptitude.
Nowhere is this search more important than in art. But this a personal and random
quest, rather than a general, organized one: every artist must tackle it on his own
terms, and in fact cannot do otherwise, These terms involve everything that has made
the individual concerned into the inconstant person that he or she is: society, family,
education, temperament, political views, artistic upbringing, choice and skills in use
of art media — the factors at work are innumerable.
Artists who seek are necessary to any society which wants to continue to develop.
Together with scientists who still wrestle with countless unanswered questions in the
natural sciences, artists are in the vanguard of living culture. They are not only at its
head, but also at the same time its main sign of life, and a challenge to it; once the
zeal of the quest wanes, the deceptive calm of self-contentment takes over, and the
fate of the respective national culture is settled. A society which has stagnated in
religious certainty on the basis of incomplete answers, whether in art or elsewhere, is
doomed to perish in the absolute security of its own excellence.
Likewise, the quest is no less important to the artist himself as to his national culture,
if he is to continue to mature. Constant conflict with the questions underlying art, a
continuous search for answers — which in virtually every case prompt more ques-
tions and more seeking of other answers — is the melting pot of mental conflict in
which art and in fact all culture flourishes best. An artist who is satisfied with the
answers he finds ceases to search, and thereby ceases to pay heed to the questions of
life. He vanishes into the soothing security of repetition, encloses himself in the
sheltered world of that which once was, becomes fossilized in the onward march of
time.



Jonina Gudnadaéttir is an artist who seeks, who has fended off the security of repeti-
tion, and who is constantly tackling new questions in her art. In recent times these
questions have often been based on the world of nature, and no less in a world which
is vanishing from sight. In her quest for personal answers, Gudnadéttir builds on a
firm foundation which has given her the opportunity to advance her art in diverse
ways,

She began laying this foundation when she enrolled at the age of seventeen at the
Icelandic College of Art and Handicrafts, in autumn 1960. After two years there, she
spent a year at the Reykjavik College of Art, then went to Sweden, enrolling at the
Konstfackskolan in Stockholm in 1963, There she studied for five years and later
taught ceramics, which would eventually form the foundation on which she built her
creative work for a long time.

Ceramic art had taken firm root in Icelandic culture ever since Gudmundur Einarsson
from Middalur set up his own pottery workshop in the Friends of Art House on
Reykjavik's Skolavordustigur in 1929-30. More ceramic artists followed after World
War 11, and by the 19605 a number of artists were studying ceramics outside Iceland.
Jénina Gudnaddéttic was in the distinguished company of artists such as Steinunn
Marteinsddéttir, Haukur Dér Sturluson and Kolbrin Kjarval.

On returning to Iceland, Gudnaddttir was put in charge of the Ceramics Department
which had been set up at the Icelandic College of Art and Handicrafts in 1969, For the
first vears she was the only teacher at the department, and through her work there
played a major part in the groundwork for the recognition which Icelandic ceramics
enjoy today; the department definitely lived up to the college’s expectations that it
would prove to be a shot in the arm for lcelandic art.

But J6nina Gudnaddéttir had not yet found her artistic destiny: the questions preyed
ever more heavily on her and she could not stop searching. Eventually she gave up
teaching and increasingly turned to her own art, besides working actively on behalf
of artists’ associations in various fields for many years. She has always had a vocation
for art and it has continued to develop, as can clearly be seen from her numerous solo
and joint exhibitions dating back to 1968.

Gudnadaottir's work reached a point where, for quite some time now;, it has not been
possible to describe it as exclusively ceramic art. Clay has been only one of many
media which she has used, along with glass, various metals and other materials,
depending on what her subject has invited at any given time. Her search has taken
Gudnadéttir from the specific to the general, from the production of individual
ceramic articles to much freer creation of works of art which are most closely akin to
sculpture in the contemporary understanding of that term,

This evolution has not taken place in a single step, but rather gradually emerged, and
certain forms act as milestones on the path along which Gudnaddttir's search has
taken her. Among them are symbolic triangles, pyramids and long, curved forms,
whose power recalls above all else the horizon or fossilized tusks of gigantic mam-
moths which stamped across the Earth millennia ago.

In this quest, Gudnadéttir has looked deeply into the world of nature, which is really
the true source of the visual motifs on which art is based. But the approach to the
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subject is crucial, because nothing is easier than to abuse the treasure-hoard which the
eye perceives all around us. Miguel Cervantes was absolutely aware of this when he
wrote: “Good painters imitate nature; bad painters vomit it.” (Novelas Ejemplares,
1613). Elaborating and imitating — the difference between them separates creative
artists from the rest.

Jénina Gudnaddttir has worked a great deal on the basis of natural phenomena,
which can be called at once opposite and alike. For example, Mt. Keilir on Iceland’s
southwest Reykjanes peninsula and Mt. Fuji on the Japanese island of Honshu bear a
definite resemblance and stand majestically up from their surroundings, but at the
same time represent opposites — day and night, cast and west, fertility and barren-
ness, the sanctity of belief and the carelessness of the ordinary; even their colours
show the difference between them, and Gudnaddttir manages to interpret this at once
so simply and so clearly.

Such oppositions allude sharply to the way nature is not static but in a process of
continual change, for its forces are in conflict, and do archetypal battle with each
other. The recent clash of fire, ice and water in the subglacial eruption in Iceland
should be ample reminder that the creative force of nature is based on violence and
fury which leave man overawed.

Sometimes there can be great beauty in nature’s fury, which man has learned to value
from his experience that spring follows the harshest of winters, ice thaws in the end
and day follows the darkest of nights. The meeting of opposites always bodes change:
soft follows rough, light spreads over darkness. Nature’s transformations are well
suited to the subjects which Jénina Gudnaddéttir has chosen, and she takes full advan-
tage of them.

Dirift lce shows the icy fetters of winter being loosened. Ice which has frozen over
rivers breaks up and the sheets wear away from their banks; between them a jagged
gap is formed, a blank space which will fill with the life and play of summer follow-
ing the calm and silence of the receding winter,

In Daybreak the artist takes an even more delicate approach to these transformations
in nature, with the hint of a ray of light on the violet horizon; in such works, Gudna-
déttir develops natural themes with an insight and a sensitivity which is only made
possible by her long experience in handling of materials and her constant quest for
aptinterpretation.

Sometimes, the search insists on more conflict and a more impressive spectacle. To
lcelandic art-lovers, the title Mountain Milk is inextricably linked with a specific
painting by Jéhannes Kjarval, yet this could in fact be a synonym for all artistic
interpretation of the foaming white brooks or glittering currents which separate the
abraded cliffs and grassy riverbanks, on their way to the sea. The responses to this
unigque phenomenon could be as numerous as the artists who strive to interpret it,
and Jonina Gudnaddttir uses it to create strong columns and a radiant centre in the
delicate balance which suits nature most pertinently, mindful of the fact that it only
takes little to destroy the totality which can be found there.

In this way, natural phenomena have been an influential and challenging subject for
Jonina Gudnaddéttir's art, but in recent years she has equally sought to interpret her

20



responses to the transient world, its place in contemporary culture and its conceiv-
able impact on the artistic search in the future. All such speculation is inevitably
accompanied by a certain sense of nostalgia, but also gives the artist an opportunity
to shed new light on the topic.

Jénina Gudnadéttir does this in a variety of ways. For example, she recalls the influ-
ence which the book has always had on the human mind — it is a treasure-trove
which can never be locked, despite the widespread feeling that the book is yielding
ground in an age of growing supply of all kinds of visual material, not least through
the visions of virtual reality which are now opening up all across the world.

It tends to be forgotten that the society we live in today was not created from nothing;
it was built by past generations, with everybody contributing his or her individual
stone to the stack which became the building. Jénina Gudnadaéttir shows us this stack
very clearly. Most of the stones from which the wall is made bear the mark, above all,
of the toil which life demanded, while some radiate with the inner light which guided
the unswerving determination that has brought us, the descendants, to the place
where we now stand, This building will never be completed — only history can
reveal how useful the stones that we stack up will prove to our descendants,
MNowhere is the unique character of the society which is now vanishing more clearly
shown than in the symbols which the farmers of old used to mark their most precious
possessions: the sheep which were at once the foundation and sustenance of the
nation. The system of earmarks which has been used in Iceland for centuries is virtu-
ally without parallel in the world. It has been documented in remarkable registers,
scholarly works have been written about it, and people with a special gift for telling
identifying marks apart are still held in particular respect.

The earmark is a symbol not only of owning sheep, but no less of the relationship
between man and nature. The farm marks his sheep and sends them off to graze in
the summer in the faith that nature will tend to them while it can; autumn brings the
day of reckoning which is crucial to his survival. During the sheep roundup, all the
farmers look for their own earmarks, knowing that the result could go either way. The
collection does not always return in good shape from the mountains, and sometimes
is far from complete. The act of looking for one’s identifying marks thereby becomes
not only a question of recognizing what is one’s own, but also a symbol of the con-
stant search on which life is based.

In this respect as elsewhere, modern technology has made its inroads. In recent years
it has been used to simplify identifying marks, which have thereby become almost
entirely devoid of their symbolic value. Digital standardization has taken over,
swamping society everywhere: man has become an identity number instead of a
person, objects are evaluated on the basis of I1SO standards rather than their material
and qualities, and the averages of random samples are taken to describe the views of
the nation, instead of pithy comments by individuals. The identifying earmarks on
sheep are vanishing, and with them a strong element in Icelandic culture.

Jénina Gudnadéttir digs in her heels against this tendency through her artistic search.
She works with these symbols, more precisely the earmarks from the Skaftdrtungur
district of southeast Iceland, and shows them to us in a new light, mainly by using
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the materials of the modern age to create notable memorials to them.

In The Sheepcote of Memories, the collection pours forth, spreading out as it does so,
and what on first impression seems to be a homogenous flock turns out to be, on
closer inspection, a large number of distinctive, correctly formed identifying marks,
which the initiated would hardly have trouble in naming and even assigning to
specific farms. In this way, each image becomes individual and unique, although
admittedly part of a whole too, just as individuals with all their independent charac-
teristics collectively make up a nation.

This tension between the whole and the individual is even more powerful when the
symbols pour over the spectator of Mountain Grazing. High above man’s daily toil,
the sheep become a single collection, even though no two marks are the same side-by-
side; likewise, the individual’s independence is always unequivocal, although he is at
the same time part of the whole which is his nation and society.

The search for one’s own identifying mark must surely be the focal point of every
person’s existence, if he does not wish to perish in the Lethean waters of oblivion.
Artists undertake this search more vigorously than most others, since questions about
life and art gnaw most intensely at those people who have chosen for themselves the
role of answering. Every new answer raises new questions, new possibilities — and
s0 art continues to simmer away with renewed vigour.

Jonina Gudnaddttir has been searching intensely for years, and the answers lie in the
powerful artistic visions which have been presented to the rest of us who have been
looking on. But the answers are never final — and so the search continues,
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