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An titils/untitled, 1996
olia 4 striga / oil on canavas
35 x 56 sm
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|nngangur Lengst framan af hinni stuttu myndlistarségu okkar

islendinga & pessari 6ld var landslagsmalverkid i
ondvegi medal okkar fremstu listamanna. Um sfdir vék pad fyrir dhlutbundnum
vidfangsefnum forma og lita, sem pd mdtti § morgum tilvikum rekja til peirra dhrifa
natturunnar, sem blunda med 6llum landsmonnum.

Georg Gudni er einn af peim listamonnum, sem i sidasta aratug hefur iatt mikinn patt i
ad koma & nyjum tengslum myndlistar og islenskrar ndtttiru, tengslum sem byggja &
namri skynjun a hid énefnda umhverfi sem finna ma allt um kring, formgerd pess og
litaspil fremur en endilega l1¥singu dkvedinna stadhdtta. Hogvar og kyrrlat verk hans
hafa priast haegt og sigandi 0t fra peim bakgrunni sem tengir syn Georgs Gudna 4
nidthiruna vid listamenn fyrri dra, en pau bera einnig med sér tilvisun { pd préoun
hugmyndalistar og 6hlutbundins myndmals, sem hefur verid radandi afl i islenskri
myndlist d sidari hluta aldarinnar. Pessi syn listamannsins hefur heillad listunnendur
utanlands sem innan, og virdist nd ad snerta hvern pann sem hefur stadid fyrir framan
verkin og litid hugann reika.

lad er sérstakt fagnadarefni ad geta bodid til syningar 4 malverkum Georgs Gudna hér
a4 Kjarvalsstodum, og er ekki ad efa ad verk hans munu hljota gédar vidtokur medal
allra peirra sem unna gédum listum.

Foreword For most of lceland’s history of art in this century the

landscape was the most prominent subject matter of our
best known artists. Eventually it gave way to abstract presentations of forms and col-
ours, which in many cases could still be traced to the influences of nature that run so
deep in all of us,

Georg Gudni is one of those artists who in the last decade have been instrumental in
establishing new ties between art and Icelandic nature, ties that are based on a sensitiv-
ity towards the namesless environment, its forms and colours, rather than necessarily
any description of specific places. The tranquil and unassuming paintings of Georg Gudni
have been developing gradually through the years from a background that ties his ar-
tistic vision of nature to artists in the first half of the century, but they also carry a
reference to the evolution of the conceptual art and the abstract visual forms that have
dominated Icelandic art in the second half of the century. This vision of the artist has
enchanted art lovers abroad as well as in Iceland, and seems to touch deeply everyone
that has stood in front of his works and let his mind wonder.

It is a special cause for celebration to be able to invite guests to an exhibition of the

paintings of Georg Gudni at Kjarvalsstadir, and there is no doubt that his works will be
well received among all those who love good art.

Formadur menningarmilanefndar Reykjavikur/ Chair, Cultural Committee of the Cily of Reykjavik:

GerSrrar 7‘7»4 QoL



Jon Proppé,
gagnrynandi

S umir madernistar tildu ad landslagsmélverk vaeru eins konar pversign eda para-
dox. Pannig dtskyrir Theodor Adorno i fagurfraedi sinni ad par sem nattiran sjalf
s& myndraen hljoti myndir af henni ad vera ekkert annad en hermilist, eftirmyndir eda
képiur sem geti engu vid bactt og skorti { raun pad sem mestu mali skiptir i upplifun
okkar 4 ndttarulegri fegurd: Tilfinninguna fyrir raunveruleika nattarunnar og lifi. Til
ad lifga vid malverkid skyldu mdlarar leita ad raunveruleika malverksins sjalfs, leita ad
innra lifi litanna og formanna sjilfra i stad pess ad apa upp ytri veruleika nattdrunnar.
Pessi sannfaering 14 ad baki afstraktlistinni og dtti jafnframt sinn pdtt § pvi ad margir
listamenn sneru sér alfarid fra malverkinu og leitudu nyrra midla.

Pad kom pvi mirgum 4 évart pegar Georg Gudni syndi fyrst landslagsmyndir sinar
fyrir um prettdn drum. Liklega hafdi faum pa dottid { hug ad ungur listamadur gaeti i
fullri alvoru og dn allrar kaldha:0Oni helgad sig landslagsmalverki eftir allt sem i undan
hafdi gengid, margendurtekid ,,uppgjor” vid landslagshefdina og innreid nylistarinnar
i ollum sinum birtingarmyndum. Margir hafa visast haldid ad hér vaeri um einhvers
konar brandara ad reeda, postméderniska tilvisun sem Georg Gudni mundi fljétlega
hverfa frad i leit ad einhverju bitastazdara til ad skerpa haefileika sina a.

Bragi Asgeirsson gagnrynandi benti strax drid 1985 4 ad myndir Georgs Gudna voru
~ekki nein venjuleg landslagsmadlverk”. Rannsdknir hans & myndfletinum beindust ad
beinum skynhrifum og moguleikum formsins sjalfs. Vid paer rannsoknir er landslagid
hins vegar ekki adeins hlutlaust vidfangsefni heldur beinn pdtttakandi, hin lifandi
sjonrana verdld par sem vid getum grafist fyrir um edli skynjunar okkar og samband
okkar vid veruleikann sjalfan.

Nu eru lidin prettin dar og rannsdknum Georgs Gudna er ekki enn lokid og ekkert sem
bendir til ad peim ljiki nokkurn tima. Hvad hefur pa dunnist — hvada nidurstodur ma

rekja 4 pessu stigi i starfi malarans?

Milverkin sem Georg Gudni syndi i fyrstu voru vissulega dévenjuleg landslagsmailverk
og pad jafnvel poétt vid Islendingar attum ad vera ¥msu vanir dr fjdlbreytiri ségu
landslagsmalverksins hér & landi. Myndirnar baru med sér ad vera afrakstur mikillar
nikvamnisvinnu, en samt voru par furdu einfaldar, litrofid takmarkad og
myndbyggingin stréng. Listamadurinn virtist gera sér far um ad fordast alla
tilfinningasemi og fegrun i myndunum, en samt var yfir peim einhver djip og mikil
stemmning, sem erfitt var ad sjd hvadan vari upprunnin. Myndirnar voru svo agadar
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og einfaldadar ad paer ndlgudust pad ad vera afstrakt, en samt syndu pacr pekkt kennileiti
ir ndttirunni, Esjuna, Kogunarhél og Hvalfellid.

Ur pessum pverstedum virdist vid fyrstu syn ekki hagt ad leysa. Hvernig getur
listamadur unnid pegar allt hans verk er bundid i hnit Gleysanlegra motsagna?

Stadreyndin er hins vegar ad pad eru einmitt pversagnirnar sem eru lifsandi
malverkanna. Rokfrasdi peirra er ekki rokfra=di hisfudsins, eins og Cézanne benti 4, heldur
rikfraedi litarins, og adeins henni getur malarinn fylgt. Petta pydir po ekki ad malarinn
eigi ad henda fra sér 6llum fyrirmyndum eins og Adorno taldi, pvi rokfraedi litarins er
um leid rokfraedi hinnar lifandi skynjunar, rokfraedi hins synilega veruleika sem
landslagsmalarinn fangar i verkum sinum.

Einfaldleiki mdlverka Georgs Gudna virdist undirstrika ad pad er ekki hluturinn, fjallid
eda héllinn, sem skiptir mali i myndunum heldur myndin sjalf. Verkid felst ekki i
eftirmyndun nathirunnar heldur békstaflega { myndun hennar { malverkinu. Pannig
maladi Cézanne fjallid Sainte-Victoire aftur og aftur, ekki (eins og André Malraux benti
a) af pvi hann vari éanaegdur med eldri myndirnar heldur vegna pess ad & vissum
augnablikum baud fjallid upp d nvtt litrof og par med nyja sképun: , Pad var ekki fjallio
sem hann vildi raungera, heldur malverkid.”

En hvert er b4 markmid landslagsmadlarans ef ekki ad syna okkur endurmynd af
landslaginu — ad faera Herdubreid og Heklu heim { stofu svo vid megum njota peirra
par? Af hverju malar hann myndir af fjillum, heidum og melum, ef pad eru ekki fjollin,
heidarnar og melarnir sem eru markmidin med listsképun hans? Svirin vid pessum
spurningum felast i skilningi 4 edli malverksins og tengslum pess vid skynheim okkar,
og svo aftur { skilningi 4 skipunarferli malverksins.

Myndmil landslagsins er einfalt en sterkt. Strik dregid larétt yfir blad myndar
sjondeildarhring, og ekki parf nema Grlitla 6jofnu & strikid til ad gefa til kynna fjoll og
landslag. En litir nithirunnar eru annad mal og 6rdugra ad fist vid; til ad mdla landslag
er ekki nog ad fanga liti sem birtast { nattirunni heldur parf malarinn ad styra skynjun
dhorfandans til ad fanga sjdlfan veruleika nattirunnar i malverkinu, Hver litur a
myndfletinum hefur dhrif 4 adra og gefur peim dypt eda ryrir pa.

Malverk af landslagi er pannig allt annad en ljosmynd af sama landslagi, og ekki adeins
vegna pess ad { 60ru tilfellinu sé um ad raeda tilkun listamannsins en i hinu hlutlausa
skraningu ljigsmyndafilmunnar. Ljésmynd og malverk lita einfaldlega gerdlikum
sjonraznum ligmalum. A medan ljosmyndin endurskapar tvivid ljoshrif fra landslaginu
er malverkid — ad minnsta kosti gott méalverk — endursképun & skynheimi okkar par
sem samspil lita og forma & sér stad i dypt og vidd og radst badi af sjénarhorni okkar
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og af pvi hvert vid litum. Ekki ma heldur gleyma pvi ad upplifun okkar 4 nattirunni er
ekki adeins sjonraen heldur tekur lika til annarra skilningarvita og til heildarskynhrifa.
Allt petta parf malverkid ad fanga — ekki adeins atlinu fjallsins eda littidni ljossins sem
fra pwvi stafar,

Cézanne sagdi einu sinni ad i mdlverkinu vari meira ad segja ad finna lyktina af
landslaginu, en med pvi dtti hann vid ad ef samsetning litanna { milverkinu vaeri rétt
fangadi pad alla upplifun okkar af landslaginu. Petta er hin eiginlega list milverksins.

Pad er 6hastt ad segja ad fiir listamenn af kynsl6d Georgs Gudna hafi fengist vid ad
mala af sému einurd og hann. Starf hans sidasta dratug hefur synt svo ekki verdur um
villst ad fyrstu malverkin voru ekki einhvers konar konsept eda snidugheit, heldur
daudans alvara. Hann hefur alla tid unnid sleitulaust vid ad fullkomna vald sitt a litunum
og peirri vinnu verdur vart 1yst 60ru visi en ad hian sé , hefdbundid” malverk.

Hins vegar vaeru pad alvarleg mistok ad halda pvi fram ad list Georgs Gudna sé a
einhvern héitt eftirépun eda dsjilfstaed endursképun a list eldri midlara, Pvert & moti ma
segja ad hann hafi unnid sig inn i hid hefdbundna milverk — starf hans leidir hann
edlilega inn 4 dkvednar brautir likt og pad hefur leitt adra milara & undan honum.
Tryggdin vid listformid sem hann hefur valid sér leidir hann sifellt lengra inn i
levndardéma litarins og peirra skynhrifa sem at honum kvikna.

Ef petta er hefdbundin list er hin pad i sama skilningi og verdldin sjilf er hefdbundin:
Hitin er alltaf pegar til stadar og samt alltaf ny.

.

Georg Guoni hefur sidustu dr snaid sér ad annars konar landslagi en sast i myndum
hans fyrir prettin arum. [ stad fjalla og héla, hinna audpekkjanlegu nattirumyndana
sem hafa verid vidfangsefni islenskra malara i heila 6ld, mdlar hann ni heidalandslag,
hid fabreytilega vind- og jokulsorfna landslag par sem ferdamenn villast af pvi peir sja
ekkert sem peir geta dttad sig eftir. Pad er engu likara en hann vilji 6gra bazdi sjilfum
sér og dhorfandanum med pvi ad velja petta forsmada landslag sem Islendingar hafa
tacpast ferdast um otilneyddir og vildu helst eftirlita kindunum alfarid.

Slik malverk eru ndnast ekki af neinu; pau draga ekki fram neinar nittiruperlur og
gaetu naestum verid malud hvar sem er d landinu. Efnisvalid neydir pannig dhorfandann
til ad gaumgaefa verkid sjilft, malverkid, en bydur honum ekki pa undankomuleid ad
pekkja fjallid i myndinni og meta hana 1t fra pvi hve vel eda illa listamanninum hafi
tekist ad ,nd” pvi. Georg Gudni reynist pannig kréfuhardur listamadur, baedi a sjalfan
sig og dhorfendur sina.

Pessi Ahersla beinir okkur ad 6dru lykilatridi § malverkum Georgs Gudna, en pad er si
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upplifun i landinu sem greina ma { myndunum. Aginn og einféldunin sem einkennir
oll mélverk hans gaetu bent til pess ad landslagid sjalft skipti ekki miklu mali, ad pad sé
adeins dtylla. P6 er naer ad @tla ad einmitt pessi agi lvsi djipri virdingu fyrir nattarunni,
jafnvel pvi fiteklega landslagi heidanna sem i hugum flestra er naudadmerkilegt
samanborid vid ndttirudyrdina & Pingvollum eda { Pjdrsardal. Pad er engu likara en
malarinn stigi hér fram eins og Kristur og hvetji okkur til ad elska jafnvel pa smaestu af
braedrum sinum. Jafnvel i lyngbérdum heidanna byr nefnilega sami kraftur og sama
djipa birtan og i hinum stérfenglegu fjollum og hraungjim bingvallasveitar. 54 malari
sem leggur sig eftir pvi ad fanga pennan kraft hlytur ad elska landslagid sem hann
malar, og su veentumpykja skilar sér vel til ahorfandans i heidamyndum Georgs Gudna.

Merking myndanna verdur til i sambandi malarans vid vidfangsefni sitt, og i pvi hvernig
hann endurskapar verdld pess i madlverkinu — i stilnum sem hann setur 4 verk sitt.
Stillinn er ekki — eda atti ad minnsta kosti aldrei ad vera — forskrift sem listamadurinn
fylgir til ad na settu marki. Stillinn er ekki til fyrirfram sem pekkt markmid myndarinnar,
heldur verdur hann til um leid og myndin; listamadurinn skapar hann med verki sinu.
Skynjun okkar & umheiminum er reyndar dvallt ,stiliserud” fyrirfram ad nokkru leyti
— allt sem vid skynjum raedst ad nokkru leyti af vidhorfi okkar og tilaetlunum, sem og
af sambandi okkar vid f6lk og hluti. Pannig kemur verildin mér til deemis 6dru visi
fyrir sjénir pegar ég er ad flyta mér a stefnumot en pegar ég fer 4 skemmtigéngu um
bainn. En vidhorf mdlarans er annad en okkar hinna.

Franski heimspekingurinn Merleau-Ponty benti 4 ad par sem flestir bregdast adeins beint
vid pvi sem fyrir pa ber (til deemis pegar karlmadur sér fallega konu og med honum
vaknar lingun eftir henni) pd gangi malarinn skrefi lengra. Tilfinning hans er tilkud i
liti, linur og fleti sem hann getur sett 4 striga pannig ad upp af pessum litum og flétum
sprettur hin eiginlega tilfinning fyrir hinu kvenlega, merking ,konunnar” eda hins
kvenlega. Vegna pessa er malverkid i raun merkingarbasrt tungumal, pott merking pess
verdi ekki pydd a dnnur mil eda tilkud { ordum. Merkingin er i malverkinu, og skopun
bess felst i ad vekja pessa merkingu, sem sidan talar beint upp af myndinni til
dhorfandans. Still myndarinnar er sa hattur sem listamadurinn hefur 4 ad kveikja
merkingu myndarinnar — hann er, ef svo ma segja, tungutak listamannsins. Sa skilningur
d verdldinni sem birtist { g6du madlverki jafnast fyllilega & vid afrakstur skdldsins eda
heimspekingsins.

Upplifun okkar 4 malverkum er afar misjofn, og krefst nokkurs aga og laerdéms. Myndir
sem syna okkur eitthvad kunnuglegt, sem vid getum og hifum didst ad i nathirunni,
virdast vid fyrstu syn veita okkur meira en myndir sem hafa litid eda ogreinilegt
»innihald”. Slikar myndir virdast adgengilegri en hinar sidarnefndu vegna pess ad vid
getum séd i gegnum paer og einbeitt okkur ad peim hlutum sem myndin er af: Parna er
fjallid, parna er smalinn med fjairhdp sinn, parna Gt fyrir strondinni sokk einu sinni
enskur togari. Si sem bregst pannig vid fer hins vegar 4 mis vid tungumal listaverksins.
Hann hefur i raun vikid sér undan peirri skyldu ad sji og skilja myndina.



Pad ma vera ansi onemur dhorfandi sem ekki finnur galdurinn i milverkum Georgs
Gudna, pott myndefnin séu ekki hin skrautlegu og hrikalegu nattirundur sem vid
preytumst aldrei 4 ad syna ferdamonnum sem hingad koma — fossarnir, eldfjollin og
mosavaxnar hraunbreidurnar. Pad er einmitt i hinu yfirlatislausa landslagi heidanna

sem honum tekst ad fanga kjarna islensks landslags — ekki bara litr6fid eda birtuna,

heldur ekki sidur sjdlfan kraftinn og merkinguna i landslaginu.

Iv.

Pad er gaefa ad enn skuli koma upp medal yngri kynsloda listamenn sem finna moguleika
milverksins og helga sig pvi. Ad 60rum listmidlum élostudum hefur malverkid i
samfelldri hefd og préoun mikla sérstédu medal listanna. Vinna mdlarans er beint
framhald og trvinnsla & sjdlfum skynheimi okkar — raunveruleika okkar — og getur
pvi pegar vel tekst til veitt okkur nyjan og haldbetri skilning & verild okkar og okkur
sjalfum en vid dttum fyrir. Sa sem tekst 4 vid pessa vinnu af einlaegni og protti vinnur
sig smatt og smatt inn ad kjarna skynheimsins og nar pa ef til vill ad skilja hann og
midla honum i myndum sinum.

Petta er vissulega nokkud pversta=dukennd idja: AD endurskapa heiminn 4 striga til ad
skilja hann og midla skilningi sinum dfram. Hin krefst pess ad listamadurinn losi um
tengsl sin vid verdldina til pess ad geta seinna styrkt pau aftur og endurmatad i ljosi
skilningsins sem hann hefur 6dlast. Ad baki pessu liggur protlaust erfidi, an pess ad
listamadurinn hafi neitt loford fyrir pvi ad honum takist pad sem hann atlar sér. En ef
honum hrys hugur frammi fyrir slikum pverstadum verdur engin skdpun, enginn
skilningur.



An titils/Untitled, 1996
olia a striga/oil on canvas, 25 x 30 sm
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An titils/Untitled, 1996
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An titils/Untitied, 1997
olia & striga/oil on canvas, 40 x 50 sm
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An titils/Untitied, 1997
olia & striga/oil on canvas, 40 x 50 sm
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An titils/Untitled, 1997
olia a striga/oil on canvas, 40 x 50 sm
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An titils/Untitled, 1997
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Jon Proppé,
critic

S;m-:- modernists believed that landscape painting was a kind of paradox. In his
esthetic Theory Adorno explains that since nature is itself visual a painting of na-
ture can really be no more than a copy or an emulation that does not add anything to
our experience and in fact falls far short of our direct contact with the real, living world.
To revive painting the painters should focus on the reality of the painting itself instead
of emulating external reality and seek out the inner life of colours and forms on the
canvas. This conviction was the root of abstraction in painting and was also partly re-
sponsible for the fact that more and more artists abandoned painting altogether in fa-
vour of other media.

It came as a surprise to many when Georg Gudni first exhibited his landscape paintings
thirteen years ago. Few had probably imagined then that a young artist could seriously
and without any irony dedicate himself to landscape painting in light of repeated pro-
nouncements that it was a dead art form and had been superceded by the New Artinall
its variety. No doubt many saw this as a sort of joke, a wry postmodern cynicism that
Georg Gudni would soon abandon for more contemporary forms of expression.

But as the critic and painter Bragi Asgeirsson pointed out already in 1985 Georg Gudni‘s
paintings were "not just ordinary landscapes”. His canvases were careful studies of
perceptual effects and the nature of forms. In such study the landscape is not merely a
neutral subject but an active partner, the living visual world were we can research the
nature of our perception and our contact with reality itself.

Thirteen years have now passed and Georg Gudni’s research is still not finished and
shows no sign of ever being finished. What, then, has he achieved — what conclusions
can we draw at this stage in the painters work?

The paintings that Georg Gudni exhibited in the beginning were certainly unusual land-
scapes, even to Icelanders with their long and varied tradition of landscape painting,.
They were obviously the result of long and arduous labour, yet they seemed oddly pared-
down and simple, the colour scheme limited and the construction rigid. The artist seemed
deliberately to avoid any emotion and beautification in the paintings, vet they had a
strong aura that one could not quite pin down. The paintings were so rigorously and
simply executed that they seemed almost abstract, and still they showed identifiable
features from the Icelandic landscape, mountains and hills that every Icelander can name
on sight.
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It can be hard to see how such paradoxical paintings can be understood. How can the
artist continue to work when his work seems totally caught up in irreconcilable contra-
dictions?

The fact is, however, that the paradox is the very life of the painting. Its logic is not the
logic of the head, as Cézanne put it, but the logic of colour, and that is the only logic
that the painter can follow. But this does not mean that the painter must abandon all
representation as Adorno believed. The logic of colour is at the same time the logic of
all living perception, the logic of the visible world that the landscape painter seeks to
capture in his paintings.

The simplicity of Georg Gudni’s paintings seems to underscore that it is not really the
mountain or hill depicted in the painting that matters but rather the painting itself. The
work of art is not based on the copying of nature, but literally its creation in the paint-
ing. Thus we see, for example, that Cézanne painted the Montagne Sainte-Victoire again
and again, not, as André Malraux pointed out, because he was dissatisfied with his
earlier paintings but because at certain moments the mountain offered the possibility of
a new colour scheme and a new realisation: "It was not the mountain that he sought to
realise, but the painting.”

But what is then the aim of the landscape painter if not to represent the natural land-
scape, to bring the mountain into the museum so that we may view it there? Why does
he paint hills and heaths and lava fields if the hills and heaths and lava fields are not
the goal or target of his art? The answers to these questions lie in understanding the
nature of painting and its relationship to our perceptual world, and in an understand-
ing of the very creative process involved in painting,.

The imagery or visual vocabulary of the landscape is simple but effective. A single line
drawn across a page from left to right becomes a horizon. A wobbly line is enough to
indicate mountains. But the colours of the landscape are a different matter and more
difficult to handle. To paint a landscape it is not enough to capture the colour that ap-
pears in nature. The painter needs to guide the viewer’s gaze to reproduce in the paint-
ing the reality of the landscape itself. Each colour in the field affects all the others, giv-
ing them depth or reducing their force.

A painting of a landscape is different from a photograph of the same landscape, and not
only because one is an artist’s interpretation while the other is a supposedly neutral
documentation on film. The fact is the a photograph and a painting are based on com-
pletely different visual logic. While the photograph reproduces in two dimensions the
light reflecting off the landscape the painting — or, at any rate, a good painting —isa
recreation of our visual world where the play of colours and forms occurs in many
dimensions determined by our perspective and our attentive gaze. And we must not
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forget that our experience of nature is not merely visual but involves all our senses in a
perceptual whole. The painting needs to capture all this — not merely the reflected
light and its colour frequency.

Cézanne once said that even the smell of the landscape was in the painting, by which he
meant that if the composition of colours in the painting was right it would capture our
complete experience of the landscape. This is the essence of the art of painting.

It is safe to say that few Icelandic artists of Georg Gudni‘s generation have taken to
painting with as much determination. His work over the last decade has shown conclu-
sively that the early paintings were no joke but completely sincere. He has worked with-
out respite to perfect his commend of the medium and this work can only be described
as a “traditional” approach to painting,.

Still it would be a grave mistake to say that Georg Gudni’s art was in any way deriva-
tive or dependent upon the work of older painters. On the contrary his achievement of
this traditional work is the result of much labour and original creation — labour that
quite naturally leads him onto paths where other painters have travelled before him.
His dedication to his medium leads him further and further into the mystery of the
colours and the sensations that they evoke, If this is traditional art then we can say that
it is traditional only in the sense that the world itself is traditional: It is always already
there and yet always new.

The landscape that now appears in Georg Gudn’s paintings is different from the land-
scape in his earlier works. Instead of mountains and hills, the easily recognised natural
formations that have been the subject of Icelandic painters for a whole century, he now
paints the heaths, the almost featureless windswept landscape where a traveller will
get lost simply because there are no landmarks to guide him. It is almost as if Georg
Gudni wishes to challenge both himself and the viewer by choosing to paint this forbid-
ding landscape where Icelanders do not travel if they can help it and would prefer to
leave to the sheep alone.

Such paintings are almost paintings of nothing; they show no recognisable features and
could be painted almost anywhere in Iceland. The choice of subject thus forces the viewer
to inspect the painting itself and does not allow him the easy recourse of simply nam-
ing the mountain in it and evaluating the painting by how well the artist has captured
its characteristic outline. Georg Gudni is a demanding artist, both as regards his own
work and for the viewer.

This emphasis in Georg Gudni’s painting brings us to another key feature in his work,
namely the relationship to the land that they reveal. The discipline and frequent stark-
ness of the works might be seen to indicate that landscape itself is irrelevant to it, that
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it is merely a pretext for the painting. But it seems more reasonable to conclude that
these very features in Georg Gudni’s painting show a profound respect for the land,
even that bleak landscape of the heath which seems unworthy beside the famous natu-
ral wonders of Pingvellir and such tourist attractions, It is as if the artist is stepping
forth like Christ to invite us to love even our least significant brothers. Even the weather-
beaten lichen of the heath carries the same force and exudes the same inner light as the
most magnificent mountain or canyon. Any painter who labours to reveal this force
must love the landscape that he paints and this love is transmitted to the viewer who
examines Georg Gudn's heath paintings.

The meaning of a picture emerges in the relationship of the painter to his subject and in
his mode of recreating it in his painting — in his style. Style in turn is never — or should
never be — a predetermined goal in painting. It, too, emerges in the process of painting
and the artist literally creates it along with his work. Our perception of the world is
always already somewhat stylised in that all perception is to some degree affected by
our attitudes and intentions and by our relationship to people and objects. Thus the
world appears different when I'm rushing to keep a date than when I'm merely out for
a leisurely stroll. But the painter’s attitude differs from that of most as the French phi-
losopher Merleau-Ponty pointed out:

. if 1 am not a painter, the woman passing by speaks only to my body or to my sense of life. If1
am a painter this first signification will arouse another, | am going to do more than select from my
usual perception and translate lines, colors, traces on to the canvas, and these only so that among
them there appears the vital or sensual value of the woman. (The Prose of the World. Evanston:

MNorthwestern University Press, 1973.)

In this way paining becomes in effect a meaningful language though its meaning can-
not be translated or rendered in words. The meaning is in the painting and the act of
painting consists in evoking this meaning which then speaks to the viewer from the
canvas. The style of the painting is the mode in which the painter renders its meaning
— his individual gestural language. The understanding of the world that can thus be
expressed in painting can be just as profound as that of the poet or philosopher.

Our individual experience of painting can differ widely and requires a degree of disci-
pline and study. Paintings that depict something familiar that we can admire in nature
seem at first to give us more than paintings that have little or indistinct content. Such
paintings seem more accessible than others because we can see through them to the
thing they depict and exclaim: There is the mountain, there is the shepherd with his
flock, there is the cliff where that English trawler ran aground. But the viewer who
responds in this way has not attended to the language of the painting. He has evaded
the task of reading and understanding the painting itself.

Only a very insensitive viewer could fail to experience the magic in Georg Gudni’s paint-
ing, even when the subject is not the great and awe-inspiring natural formations that
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lcelanders never tire of showing to visitors from abroad: The waterfalls, volcanoes and
moss-covered lava fields. It is precisely in the modest landscape of the heath that he has
managed to capture the core of the Icelandic landscape — not merely the colours or the
light, but the very force and meaning of the landscape.

V.

It is perhaps somewhat surprising but fortunate that there should still emerge from the
vounger generations of artists some who understand the possibilities of painting and
are willing to commit themselves to it. Without disparaging other media we can say
that painting, with its long tradition, still offers possibilities for fertile art and is uniquely
placed to render our perceptual world. The painter’s work is a direct continuation and
deepening of our own sensual contact with the world — our reality — and can lead to a
new and deeper understanding of that world and of ourselves. He who undertakes this
work with determination can gradually work toward the core of our perceptual world
and perhaps come to understand it and transmit that understanding to others.

This is indeed paradoxical work: To recreate the world on canvas in order to under-
stand it, In order to carry this out the painter must first loosen his ties to the world in
order then to reaffirm them in light of the understanding he has gained. This demands
continuous labour and even then the artist has no guarantee of success. But if he turns
away from such paradoxes there will be no creation and no understanding.
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