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INNGANGUR

Eyjolfur Einarsson var snemma akvedinn | ad helga sig listinni. Hann var ofermdur pegar hann
sotti namskeid hja Asmundi Sveinssyni myndhoggvara, og er ekki ad efa ad sa 6dlingur hafi
haft umtalsverd ahrif 4 hinn unga nemanda og hert hann til frekara listnams. Eyjolfur var enn
a unglingsarum pegar hann stundadi nam | Myndlista- og handidaskélanum, en sidan settist
hann ramlega tvitugur | konunglegu listaakademiuna i Kaupmannahofn, Par var hinn pekkti
danski listamadur Soren Hjorth-Nielsen adalkennari hans um fidgurra ara skeid. Adur en
Eyjélfur hélt til Danmerkur hafdi hann hins vegar haldid sina fyrstu einkasyningu hér a landi.

Pad var mikil gerjun | listalifinu | Danmérku a sjpunda aratuginum, og ferskir vindar opreyju
og breytinga léku um Kaupmannahfn. Petta voru spennandi timar fyrir ungt listafolk sem var
mattakilegt fyrir peim straumum sem voru teknir ad skekja undirstodur listastofnana vanans;
ferillinn framundan yrdi vottur pess hvernig hver og einn naedi ad vinna ur peim hughrifum
sem pessir atakatimar budu upp a.

Eins og margir samtimenn hans valdi Eyjalfur snemma malverkid sem sinn helsta midil.

Hann tok upp pradinn i rikjandi tjdningarmata listamanna hér a landi - i abstrakt-malverkinu.
Pessi hazglati listamaBur préadist um sidir fra peim viBhorfum yfir | hlutbundnari myndheima,
par sem samb(d manns og umhverfis birtist med nyjum haetti. A syningu hans a Kjarvalsstédum
getur ad lita undraheima, par sem hringekja lifsins birtist okkur i dulddugu landinu.

Vegir liggja til allra atta, og orldain spinna hverjum og einum sina praadi.

Pannig birtist tilvera mannsins med évaentum haetti | verkum Eyjolfs Einarssonar, og dhorfandinn
getur par vissulega fundid sjalfan sig leggi hann sig eftir pvi.

Eirikur Porlaksson



INTRODUCTION

Eyjélfur Einarsson decided early on to devote his life to art. He was just entering his teens
when he attended classes with the sculptor Asmundur Sveinsson, and there is no question
that the old master influenced his young pupil greatly and urged him to continue his art
studies. He was still a teenager when he started taking courses at the Icelandic School of Art
and Crafts, and in his early twenties when he was accepted into the Royal Academy of Art in
Copenhagen. The well known Danish artist Soren Hjorth-Mielsen was his main teacher at the
Academy for the next four years. Before leaving for Denmark, Eyjoifur had already had his
first private exhibition in lceland.

There was a great turmoil on the sixties art scene in Denmark, and the fresh winds of
change swept through Copenhagen. This was an exciting time for young artists who were
receptive to the currents that were beginning to shake the foundations of the art institutes
of conventionality; the career ahead would be an indication of how each person would use
the influences that these turbulent times had to offer.

Like many of his contemporaries Eyjolfur selected painting as his medium early on. He
began his career in the line with the reigning artistic expression of his day - in abstract
painting. Eventually this quiet artist moved away from that school into more concrete visu-
al presentations, where the co-existence of man and his environment is visualized in

a novel way. His exhibition in Kjarvalsstadir presents worlds of wonder, where we discover
the merry-go-round of life in the mystical land. Roads lead in every direction, and Fate
spins its threads for each and every one.

Thus human existence presents itself in a surprising way in the paintings of Eyjélfur Einarsson,
and if he tries, the viewer can certainly find himself in them.

Eirikur Porlaksson



Hringekjur Eyjolfs Einarssonar

Myndréd Eyjolfs Einarssonar af Hringekjum er athyglisverd dttekt
4 eBli og abferBum malaralistarinnar. Eyjolfur var abstraktmalari
upphafi ferils sins en sneri sér sidan ad hlutbundinni malaralist
par sem hann fléttadi imyndudum atridum saman vid formraena
myndskipan sina. [ kjolfarid halladi hann sér ad klassisku vidmidi
bar sem mannlegt sjgnarhorn var sett & oddinn. Vid pessar breyt-
ingar urdu malverk hans snéggtum einfaldari ad uppbyggingu.
Med pessari proun sem fyrst sast stad a einkasyningu Eyjolfs i Galleri Man, vid Skolavordu-
stig, sidla ars 2000, kom einnig hid rokkvada andramsloft sem nu hefur préast | fullkomid
landslag, verduga umgjord fyrir Hringekjuna, eftirletismyndefni hans.

Ef til vill eru pad nokkrar ykjur ad lysa notkun Eyjolfs & manneskjum i nyjustu malverkum
hans & Kjarvalsstédum sem dufli vid klassisk vidmid. Figirurnar eru agnarsmaar a vidfedmum
striganum, par sem paer standa kaeruleysislegar, einar og sér, a hringlaga palli Hringekjunnar,
pinna likastar smaverum sem arkitektar nota i teikningar sinar til ad undirstrika mannlegar
meelieiningar bygginga sinna. Eftir pvi sem best verdur séd virBast pessar smau figlrur nidur-
sokknar | eigin hugsanir eins og leikarar sem bida pess ad hefja afingu, ef il vill eilitid daprir
par sem peir stara a landslagid umleikis, badad i dékkri stemningu ljosaskipta a sibsumri.

patt myndefnid sé greinilega skylt verkunum i Galleri Man hefur Hringekjan tekid slikum
gagngerum stakkaskiptum ad fyrri myndrédin litur Gt eins og einber inngangur ad tilkomu-
miklum eftirkomendum hennar. Pad breytir bvi b ekki ad saman eru malverk Eyjolfs af
Hringekjunum bestu og samstadustu verk hans. Med pvi ad nyta ser frekar yfirbragd
akennileika en augljosar sarrealiskar pverstaedur, likt og hann gerdi i fyrri hlutbundnum
verkum, verda Hringekjurnar traverdugar, raunhaft sé8, pétt paer standi kyrrar og drunga-
legar eins og Gr sér gengnar vélar umluktar 6rlagaprunginni rékkurbirtu.

Breyting & notkun lita vekur einnig athygli. Med einfaldari myndbyggingu og samhverfum aherslum
eykst vaegi litanna, pott bad hijémi sem pverstzeda pvi | myndrédinni um Hringekjurnar eru litir svo
mettadir ad beir eru nanast einskorBadir vid graa og blaa tona. Ljosaskiptin upphefia litina med
svipudum haetti og gerdist | verkum margra listmalara a ofanverdri 19. ld, svo sem Whistlers, von
Marées og jafnvel Cézannes, en litaspjald peirra vard dekkra eftir pvi sem nalgadist lok 19. aldar.

Vid nanari athugun & Hringekjum Eyjolfs kemur | ljos hve vandlega er gzett ad jafnvaeginu
milli hrifandi landslagsins og allegoriskrar taknmyndarinnar. AB pessu leyti er freistandi ad
bera baer saman vid klassisk meistaraverk franskrar 17. aldar listar, par sem andstaedur a bord
vid akvedid apreifanlegt landslag, baBad i sérstaedri birtu vid sjonarrond, er haganlega sam-
einad alkunnu myndefni sem gzti verid stadsett hvar sem er. Ef til vill er pad langsott ad
likja tilkomumiklum Hringekjum Eyjélfs vi malverk Claude Lorrains fra Kampaniuhéradi,

bar sem suBur-italskt landslag fra tima malarans er gert fornlegra med ristum af klassiskum
hofum og héllum. En nakvaemlega med sama haetti og hinn freegi fyrirrennari hans byggdi
landslag sitt 4 samsettum brotum af raunverulegum, myndranum atridum, utbyr Eyjolfur



svidsmynd fyrir Hringekjurnar ur sams konar brotum af deemigerdu, islensku landslagi, sér i
lagi fra syBstu strandhérudum Islands, par sem vidattumiklir sandar Gr svértum vikri méta
eggslett |6g dokkra stranda, umkringdir til halfs af eldvirkum h2dum og fjéllum.

Fyrir Eyjolfi er petta landslag pad sem Mapdlifléinn var fyrir Claude, og vard til pess ad hann
settist ad | Rom og dvaldi par pad sem eftir var avinnar. Svo sem i proskudum malverkum
Claudes virdast manneskjur Eyjolfs | Hringekjunni nanast vera aukaatridi. En eins og svo oft |
verkum ltaliufarans goda fra Vogesafjdllunum, par sem hetjurnar eru svo smaar ad paer
hverfa nanast [ vidattumiklum breidddlunum, tekst peim po ad vardveita naulsynleg tengsl
myndsvidsins vid klassiskar bokmenntir. Pessu atridi ma velta fyrir sér pvi fjdlmargt stydur pa
kenningu ad allan sinn feril hafi Claude, sem atti | miklu basli vid a8 rada fram ur einféldustu
textum, unnid gegn bokmenntalegum kjarna myndefnis sins, bannig ad personurnar i verkum
hans minnkudu smam saman og urdu pokukenndari eftir pvi sem ad still hans proskadist.
pad er ekki erfitt ad imynda sér velunnara hans ur hopi klassiskra menntamanna hvetja
hann til ad vardveita ad minnsta kosti 6gn af upphaflegu békmenntalegu inntaki | hinu allt
umlykjandi landslagi. Pad ma velta pvi fyrir sér hvort hin smagerdu atridi ur Bibliunni eda
fornbékmenntunum, hafi veri® nokkud annad en atylla fyrir listamanninn til ad bata vid
enn einni saknadarkenndri salarlagsmyndinni fra Kampaniuhéradi.

| pessu sambandi er pematisk myndréd Eyjolfs fullkomin andstzda, Hann hiytur ad hafa
hikad eilitid adur en hann tok ad fast vid jafn leikra2nt myndefni og mannada Hringekju, bo
ekki vaeri nema vegna bess ad islenskir myndlistarmenn = dr hverra hépi Eyjolfur er sprottinn
- hafa jafnan haft obeit a bokmenntalegum tilvisunum. Pessi tegund af figurativri list hefur
avallt verid gagnrynd fyrir ad likjast um of einberum myndskreytingum, Eyjolfur er fullkom-
lega medvitadur um petta, enda vidurkennir hann ad pad hafi tekid sinn tima ad hleypa | sig
kjarki og gera pad sem honum fannst hugur hans standa til. Pegar hann var ad pvi kominn
ad haetta vid ad manna Hringekjuna, af pvi ad honum fannst pad jadra vid tilfinningasemi,
akvad hann med hjalp edlislaegrar priosku sinnar ad yta fra sér ollum efa pvi pad vaeri minna
undanhald ad hrinda hugmyndinni Gr vér.

Utkaman synir ad hian var tilraunarinnar virdi, bvi bad eykur til muna gildi innihaldsins ad draga
pad Ut a hasttusvaedi par sem togstreitan milli merkingar oqg tilfinningasemi ognar heildarsvip pess.
kad er Utbreidd trd medal listunnenda ad forBast beri flaekjur | framsetningu par ed slikt auki
sjaldnast fagurfreedilegt gildi listaverksins. Marcel Duchamp leyfdi ser ad bera brigbur a pess hattar
fullyrdingar, & peirri forsendu aBd slik formraen skilyrdi myndu éhjakvaemilega leida til peirrar
uthugsudu yfirbordsmennsku sem hann nefndi . augnhimnulist”. | Propos, samsafni tilvitnana sem
1.J. Sweeney tok saman arid 1946 fyrir Bulfetin of the Museum of Modern Art (vol. XllI, nr. 4-5)
vidurkenndi Duchamp ad rithéfundurinn Raymond Roussel og leikgerd skaldsdgu hans, Hughrif
fra Afriku, hefdi ordid honum innblastur ab ovenjulegu glerverki hans Brudurin berhdttud af
einhleypingum sinum. ,Sem malari taldi ég betra ad verda fyrir ahrifum rithéfundar en annars
malara.” Nidurstada hans var svohljodandi: , Petta er stefnan sem listin hefur tekid: menntud
tjaning | stad dyrslegrar tjaningar. Eg hef fengid mig fullsaddan af ordatiltaekinu , heimskur eins og
malari", Pannig hvatti Duchamp myndlistarmenn beinlinis til ad rifa sig lausa undan fagurfraedilegu
helsi, sem hann taldi prengja kost beirra og meina peim ad takast 4 vid vitsmunalegt innihald.



Pad er athyglisvert ad skoBa Hringekjur Eyjolfs i ljasi hreinskilinna yfirlysinga Duchamps, par
sem peer eru greinilega sndggtum frasagnalegri en nokkud pad sem hann hefur 4dur gert.
Likt og hofid i fjslmérgum landslagsverkum Claudes, er Hringekjan margvisandi, menningar-
leg tdknmynd, aukreitis hladin saknadarkenndri undirmerkingu. Han tilheyrir greinilega for-
tidinni, ekki aBeins af peim sékum ad pessi akvebna tegund skemmtunarvéla er evagémul
uppfinning, heldur fremur vegna bess ad han er natengd lidinni upplifun ur bernsku.
«Stundum hef ég haldid til baka um éravegu,” sagdi Gauguin | dagbok sinni, fournal intime,
arid 1903, skommu fyrir dauda sinn. , Allar gbtur aftur fyrir hesta Parbenonhofsins, eda til
Dada frumbernskunnar; gamla goda rugguhestsins mins.”

Pad virdist augljost ad fyrir Gauguin var rugguhesturinn Ur barnaesku upphafid, stadsettur enn
aftar i timatalinu en hin fraegu hross Feidiasar. A vissu leyti mé sidar finna éminn af hinni
ahrifamiklu athugasemd hans | mali Walters Benjamin, en fra8leg skilgreining hans: , Allegoria
er 4 svidi hugsunar pad sem ristir eru a vettvangi hlutanna®, segir allt sem segja parf um andof
hans gagnvart pvi sem honum fannst vera breytingar an nokkurs eiginlegs drangurs. Likt og
Gauguin var hann danzegdur med pa skilgreiningu a fortidinni ad han vaeri adeins hlutlaeg
timatalning a sogufrazqum atburBum 6had hans eigin personulegu upplifun i hjéli timans.
Frammi fyrir Hringekjum Eyjolfs finnst manni sem paer gaetu verid rustir med manneskjum eda
persanum sem hafnad hafi milli tvegagja dseettanlegra tegunda timaskilnings, ytri upptalningar
4 almennum, ségulegum stabreyndum og innri upplifunar i timaleysi samfélagslegs minnis.

Hringekja er afbragdsgott takn fyrir rustir, jafnvel enn betra en klassiskt hof, pvi veeri hin
ekki rustir mundi hin ekki standa svona kyrr eins og leiksvid handa éllum pessum nifursokknu
personum. Sem rust visar han til horfinnar menningar, par ed nina taka bérnin télvuleiki
eda DVD fram yfir hringekju, einkum ef han er bilud og snyst ekki. Sem rast hentar hin vel
sem aningarstadur fyrir fullordna, sem myndu fremur vilja sja bérnin sin skemmta sér a baki
tréhests en frammi fyrir skjanum, par sem pad myndi tryggja framvindu hinnar samfélagslegu
reynsiu sem peir sjalfir muna og briar kynslédabilid. Oskina um ad vidhalda einingu i upplifun
milli kynsléBa maetti kalla allegoriska prakelkni pvi | raun & hin sér engan grundvall og er
ekki annad en uppspretta endalauss trega. Og bd, eins og Walter Benjamin benti jafnframt
a, pa hefur hverri kynslod verid veittur 6burbugur, messianiskur kraftur, sem fortiin gerir
tilkall til.

Hvergi er petta messianiska afl eins augljést og i hinu tregafulla fslandi, Jénasar Hallgrimssonar
semn eins fljotlega og pad birtist & prenti var® hugvekja kyndslo®um 19. aldar Islendinga, sem
dreymdi um endurreisn hins forna Alpingis:

Nu er hun Snorrabud stekkur..

Hversu drelt sem han er, pa er romantisk hugsyn Jonasar eina imynd pjédar sem enn leitar ad
sjalfri sér, eda dllu heldur, reynir ad finna nyjan grundvall til ad byggja a sina gdémlu sjalfsmynd.
Umbhverfis hringpallinn endurgeldur pégul nattiran augnarad persénanna a Hringekjunni,

Enn sem fyrr er natturan eina verBuga ihugunarefnid ef madur leitar sjalfsmyndar Gradinn.
Folkid virdist stjarft, eda | draumheimi, likt og bad sé of nidursokkid i eigin hugsanir til ad taka
fyllilega eftir landslaginu umhverfis sig, pétt bad ihugi pad gaumgasfilega. Gleymum ekki a8



gagnkvamt augnatillit manns og nattiru - en samkvaemt Benjamin svarar nattdran augnaradi
okkar og med pvi spurningum okkar og baenum til hennar - er avallt fallvalt pvi madurinn,
pott hann sé afsprengi nattdrunnar, a bagt med ad sjd sig sem hluta af henni eftir syndafallid
sem gerdi hann medvitadan. En jafnvel fyrir brottreksturinn Gr aldingardinum var staBa manns-
ins sérstok pvi hann var eina lifveran sem gat gefid 68rum skepnum nafn.

Hid dokka, snauda, litlausa eldfjallalandslag umhverfis Hringekjuna, er hropleg andstaeda
sveitasalunnar | magnadri litadyrd, sem dregin er upp i skrautlegum barokkhringunum & &xli
ekjunnar. betta er sd tegund af skinandi, gnaegtarlandi sem umlukti lslendinga allar gotur
inn | tuttugustu éldina, 4dur en peir yfirgafu hefdbundid sveitalif, taeldir 8 mélina eins og pad
var kallad, i von um betri afkomu. Til ad skerpa a yndisleik pessarar horfnu gullaldar nytir
Eyjolfur sér stil frumherja islenskrar, méderniskrar landslagslistar, svo sem Jans Stefanssonar,
sem var faeddur og uppalinn & hinu hefdbundna Islandi 4Bur en Gtbensla béttbylisins gerdi Ot
af vid hina plsund ara sveitaparadis.

Eins rikulega og hann hledur litum & medaliurnar, forvera sinum Jéni Stefanssyni til dyrBar,
heldur Eyjolfur, sem greinilega er malari eftir syndafallid, 6llu hinu tregablandna rékkri fyrir sig og
eftirfloBssamtid sina. | ahrifariku riti sinu, Fagurfraedilegar kenningar, gat Theodor W. Adorno
bess ad rattak samtimalist yrdi ad vera dokk, med svartan sem grunnlit. Ad &8rum kosti 2t
hun a heettu ad missa flugi® og verda barnaleg. Hann vitnar i Brecht mali sinu til studnings:

Hvilik tid er betta annars begar

skraf um trén er glaepi naer

pvi bad er sama og ad pegja um allt sem midur fer?
(Ur An die Nachgeborenen)

Og Baudelaire:

Dasamlegt vorid hefur glatad angan sinni!
{Ur Le Godt du néant)

Sem Adorno leggur til vidbétina: ,,...og einnig lit sinum!" Eflaust hefdi hann seéd | Hringekjum
Eyjolfs fullkomna sénnun réksemda sinna um hvarf litarins dr list samtimans, Med pvi ad
ganga 6gn lengra i kenningu sinni um dokka list hefdi Adorno mastt Benjamin, sinum gamla
leerimeistara, 8 midri leid og komist ad raun um ad hid listrazna myrkur vaeri afleiBing synda-
fallsins og siendurtekins paradisarmissis a jord.

Ad pessu gefnu er ekki Ut | hott ad skoba Hringekjurnar sem andlegar vangaveltur um para-
disarmissi, og | pvi framhaldi mégulega endurheimt aldingardsins. Pott Eyjolfur hafi um ara-
bil verid ad fjarleegjast formraena list a leid sinni til hugmyndlegrar listar, med vidkomu i
taknsaei, virdist bessi proun ekki vera hugsud fyrirfram. Han er meira | a&tt vid sterkt hugbod
og tvibenta I6ngun til ad sigrast & vissum hémlum | malaralistinni, sem leggja blatt bann vid
floknum frasagnartilraunum. Pott aetla megi ad | peim sé folgin akvedin gerd af summa
theologica, | anda hinnar spamannlegu myndar Gauguins, Hvadan komum vid? Hvad erum
vid? Hvert holdum wd?, par sem sjd ma karlmannsveru slita sér epli i Eden rétt fyrir syndafall-
id, er merking frasagnarinnar | verkum Eyjolfs mun opnari og oraedari.



Pad er pvi ekki allsendis Gr vegi ad likja hinum vida, allegoriska frasagnarhaetti Hringekjunnar
vid Helga allegoriu Giovannis Bellinis, | Uffizi-safninu i Flérens. Par, likt og | myndefni Eyjolfs,
er stefnulitlum persénum, bersynilega dyrdlingum, ymist | pungum hbénkum eda skrafandi sin
i milli, dreift um golfid, sem er fellt, tilbuid sem pallur, inn i dramatiskt landslag Dolomita-
alpanna. Otélulegar getgatur um raunverulega merkingu pessa duliduga verks hafa ekki leitt
til neinnar fullnaegjandi nidurstédu. Likt og i pessari leyndardémsfullu allegoriu bydur
Hringekja Eyjolfs, med hugbla timalausrar dvalar, shorfandanum ad renna augunum frjalst
yfir allan myndfiétinn en bindur hann ekki vid neitt akvedid, augljost atridi. Pott sja megi |
Hringekjunum drjigan skammt af umhyggju fyrir haett kominni natturu, og folki | salar-
kreppu vegna glatadrar sjalfsmyndar, pa fjalla paer ekki alfarid um einn eda tvo einfalda hluti.
i leit ad megininntaki og aukaatridi verda menn ad taka med i reikninginn adferdir baer og
tazkni sem ad baki boa, pvi malverk Eyjolfs Einarssonar eru samsett dr ollum pessum
margraedu og motsagnakenndu atridum.

Halldér Bjérn Rundlfsson
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Eyjolfur Einarsson’s Carousel Paintings

Eyjolfur Einarsson’s series of Carousels is a remarkable analysis on the nature and methods
of painting. An abstract painter at the outset of his career, Einarsson later turned to figura-
tive painting, integrating fantasy motifs into his formal scheme, before embracing a classical
dimension with the introduction of a human perspective as a point of departure.
Consequently the composition of his paintings became less complicated. With this change
which appeared for the first time in a solo-exhibition held in Gallery Man in Reykjavik, in
the autumn of 2000, Einarsson also introduced the moody atmosphere which now has
evolved into a full-blown landscape, a worthy setting for his favorite theme, the Carousel,
or merry-go-round.

It is perhaps an exagageration to describe Einarsson's use of the human figure in his recent
paintings at Kjarvalsstadir as an embracement of the classical dimension. The figures are

but a small part of the large canvas, standing detached and indifferent on the round
platform of the Carousel as small scale figures introduced by architects into their plans in
order to emphasize the human measurements of their structures. The small figures seem
absorbed in their own thoughts, like actors on a stage waiting for a rehearsal, perhaps a
trifle melancholy as they gaze at the surrounding landscape bathed in a sombre atmosphere
of late festival twilight.

Although evidently related to the works at Gallery Man, the theme of the Carouse/ has been
subjected to such fundamental transformations that the former series looks like a mere
prelude to its recent monumental successor. Nevertheless, gathered together the paintings
of Carousels constitute the finest and most consequent of all Einarsson’s accomplishments,
Relying more on an atmosphere of estrangement than the overt surrealistic juxtapositions of
former figurative works, the Carousels are in realistic terms plausible despite their gloomy
stillness, as forlorn machines engulfed by an ominous dusk.

The change in palette is striking. With less complex compositions and symmetrical emphasis

more impaortance is placed on colors, which is contradictory because in the Carouse/ series hues
are almost reduced to grey or blue, often through highly nuanced saturation. Twilight tran-

scends color as in the works of many painters of the late 19th century, such as Whistler, von

Marées and even Cézanne, whose palette became predominantly darker towards the end of
the century.

A closer examination of Einarsson’s Carousels reveals how carefully their effect is balanced
between atmospheric landscape and allegorical symbolism. In this respect one is tempted to
compare them with masterpieces of French Classicism from the 17th century, where such
opposed features as a particular palpable landscape, bathed in a specific kind of horizontal
light, is happily joined with a generalized, non-specific motif eschewing all site related con-
fines. It may seem far-fetched to compare Einarsson's monumental Carousels with Claude
Larrain's Campanian series, where South Italian landscape from the painter’s time is anti-
quated by introduction in it of ruins of classical temples and palaces. But just as his famous
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predecessor based his landscapes on composite parts of actual picturesque elements,
Einarsson builds his settings for the Carousels on comparable combinations of typical
Icelandic landscape, particularly from the southernmost coast of Iceland where immense
stretches of black pumice make up a planar ground to endless dark beaches surrounded by
half-circles of volcanic hills and mountains.

This landscape is for Einarsson what the Neapolitan gulf was for Claude, and encouraged him
to make Rome his home for the rest of his life. As in Claude’s mature paintings the figures in
Einarsson's Carousel motif seem almaost trivial, Yet, as often in the works of the Vosgian
Italianist, where the heroes are so small that they tend to disappear in the vast panorama,
they manage to preserve the necessary connection of the scene with classical literature. This
is an aspect to ponder on whereas ample indication seems to support the hypothesis that
throughout his career Claude, who had hard times digesting the simplest of texts, worked
against the literary grain of his subject matter, hence diminishing gradually and obfuscating
the personages in his paintings as his style matured. It is not difficult to imagine his clientele
of classizing intellectuals demanding that he preserve at least a minimum of the original
literary reference in his all-embracing landscapes. One wonders whether the minuscule
scenes drawn from the scriptures, or classical literature, were anything other than a pretext
for the artist to paint yet another moody Campanian sunset.

As to this Einarsson’s thematic series is a perfect antithesis. Coming from an artistic milieu
where allusions to literature in visual arts have always been looked upon with suspicion he
must have hesitated before addressing scenes as theatrical as the populated Carousel. This
type of figuration has always been criticized for being too close to mere illustrations. Of this
Einarsson is fully aware, admitting that it took him some time to summon up the courage to
execute what he felt he was compelled to do. When he was about to renounce the idea of
populating his Carousel, feeling that it might lock too sentimental, he decided, with the
help of his inherent stubbornness, to drive away any lack of faith arguing that it would be
less of a surrender to realize the idea.

The result attests to the merit of the trial, enriching the theme by bringing it into a dangerous
zone where the tension between sense and sentimentality threatens its integrity. There is a
widespread belief among art lovers that complications in representation should be avoided as
they seldom improve the aesthetic aspect of the work of art. Marcel Duchamp allowed himself
to refute such assumptions on the grounds that such formalistic premise would inevitably lead
to the calculated superficiality of what he termed 'retinal’ art. In Propos, a collection of state-
ments gathered in 1946, by J.1. Sweeney, for the Bufletin of the Museum of Modern Art {vol. Xl
n® 4-5), Duchamp admitted that the writer Raymond Roussel and his Impressions of Africa,
adapted for theatre, had inspired his highly unconventional glasswork The Bride Stripped Bare
by Her Bachelors, Even. "As a painter | thought it was better to be influenced by a writer rather
than by another painter.” And in conclusion he stated: *This is the direction art has to take:
intellectual expression instead of bestial expression. | have had enough of the expression 'stupid
as a painter'.” In this way Duchamp urged artists to rid themselves of aesthetizing limitations,
which in his opinion were reductive and prevented them from tackling intellectual problems.



It is interesting to examine Einarsson's Carousels in the light of Duchamp's explicit statements,
since they are obviously far more narrative than anything which he has done before. As the
temple in Claude’s numerous landscapes, the merry-go-round is a highly suggestive cultural
symbeol, laden with melancholic connotations. It is definitely a thing of the past, not only because
this particular type of amusement happens to be an age old invention, but rather owing to the
fact that it is bound up with past experience of childhood. *Sometimes | have gone back a very
long way," Gauguin said in his Journal intime, in 1903, the year he died, "further than the
horses of the Parthenon, to the Dada of my childhood, my good old wooden horse.”

It seems obvious that for Gauguin the wooden horse of childhood was at the beginning,
further back in chronological order than the famous horses of Phidias. In a way his seminal
remark was later echoed by Walter Benjamin, whose revealing definition: "Allegory is in the
realm of thought what ruins are in the realm of things® summoned up his stubborn attitude
to what he felt to be changes devoid of qualitative signification. Like Gauguin he was not
satisfied with the past being defined as a mere objective chronology of historical events
unrelated to his own personal experience of time passing. Faced by Einarsson's Carousels one
gets the impression that they might be ruins populated by personages or characters caught
between two irreconcilable sets of temporal realities, the extrinsic chronology of generalized
facts and the intrinsic duration of collective memory.

A merry-go-round is a formidable symbol of ruin, an even better one than a classical
temple, because if it were other than a ruin it would not stand still as a stage for all these
contemplating persons. As a ruin it refers to a vanished culture, as children today prefer
computer games, or DVDs, to the merry-go-round, especially if the Carousel is out of order.
As a ruin it functions as a resting place for adults who would rather see their children having
fun on the back of a wooden horse than in front of a monitor, since it would guarantee the
continuity of the collective experience which they themselves remember and bridges the gap
between generations. The wish to preserve unity in experience between generations can be
referred to as allegorical persistence as it has no grounding in reality and is but a source of
endless mourning. Yet, as Walter Benjamin has also pointed out, every generation has been
given a feeble Messianic power, to which the past has a claim.

Nowhere is this Messianic thrust more obvious than in Jénas Hallgrimsson’s elegy lceland,
which soon after its publication became a source of inspiration for generations of 19th
century Icelanders who aspired to a revival of their mediaeval parliament:

Now Snorri’s lodge is but a fold...
(Nt er hun Snorrabud stekkur...)

Mo matter how dated it may be, Hallgrimsson’s romantic vision constitutes the sole identity
of a nation still in search of itself, or rather, a new ground on which to base its old self.
Ssurrounding the turntable, solid nature - still the only worthy objective of reflection if one is
unsettled in search of identity - silently returns the gaze of the people aboard the Carousel.
They seem to be in a fixed or dreamy state of mind; as if they are too absorbed in their

own thoughts to be fully aware of the surrounding landscape, which they, nevertheless,
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contemplate assiduously. Let us not forget that man's and nature's mutual contemplation -
according to Benjamin nature responds to our gaze, thus answering our questions and
prayers to her —is always unstable since man, although nature’s offspring, does not fully
identify with her after the Fall from Paradise, which rendered him conscious. Even before the
Fall he was given a special status as the only beast able to give name to the others.

The dark, barren, volcanic landscape, surrounding the Carousel, bereft of colors, contrasts
sharply with the bucalic landscape in full color depicted in the decorative barogue ovals on
the pivot of the merry-go-round. This is the type of brilliant, plentiful landscape which used
to surround lcelanders well into the twentieth century, before they left the traditional
countryside, lured by the economical possibilities of the 'gravel’, as urban living was called.
In order to enhance the idyllic character of this golden age of the rural past, Einarsson draws
on the style of such pioneers of modernistic Icelandic landscape painting as Jén Stefansson,
who was born and raised in traditional Iceland before urban expansion put an end to the
millenary paradise of rural existence.

As generously as he spends colors on the medallions in praise of Stefansson - his predecessor
- Einarsson, obviously a painter after the Fall, reserves all the moody dusk for himself and his
postdiluvian age. In his seminal Aesthetic Theory Theodor W. Adorno remarked that radical
contemparary art had to be dark, with black as its background color. Otherwise it would risk
being irrelevant and childish. Citing Brecht's An die Nachgeborenen:

What an age is this anyway where
a conversation about trees is almost a crime
because it entails being silent about so many misdeeds?

And Baudelaire’s Le godt du néant:
The adorable Spring has lost its fragrance!

To which he suggested the addition: '...and its colours too!’ Undoubtedly Adorno would
have found in Einarssen’s Carousels the perfect match for his arguments on loss of color in
today's art. By carrying his theory of dark art a bit further Adorno would have crossed roads
with Benjamin, his old mentor, discovering that art's darkness is due to the Fall, and the
permanent loss of Paradise on earth,

In the light of this it is not illogical to take the Carousels as a spiritual reflection on the loss of
Paradise and consequently its possible regain. Although for years Einarsson has been distancing
himself from formalistic art, heading in the direction of conceptual art by way of symbolism,
this evolution does not seem to be premeditated. It is more in line with a strong intuition

and venturous longing to overcome certain inhibitions in painting, interdicting problematical
narrative experimentation. Although one is inclined to see in them a certain kind of ‘summa
theologica', in line with Gauguin's revelational Where Do We Come From? What Are We?
Where Are We Going?, where we witness a male figure pick an apple in Eden immediately
before the Fall, the meaning of Einarsson’s narrative is more ambiguous and enigmatic.



Therefore it is not inappropriate altogether to compare the open allegorical mode of narration
of the Carousel with Giovanni Bellinis Sacred Allegory at the Uffizj in Florence. There, as in
Einarsson's theme, the aimless figures, apparently of contemplating and conversing saints are
distributed about a floor, artificially integrated as a platform into the dramatic Dolomite
landscape. Innumerable hypotheses about the true meaning of this enigmatic work have not
led to a satisfactory conclusion, As in this mysterious allegory, the mood of duration in
Einarsson’s Carousel theme invites the spectator to scan freely the entire field of the canvas
without dwelling exclusively on the apparent subject matter. Although one may see in them
a fair amount of cancern for nature in peril, and people in distress over loss of identity,
works like the Carousels are not, altogether, about one or two simple things. In search of a
primary and a secondary idea, one must also take into consideration the means and the
technique with which they are realized, as Einarsson’s paintings are a synthesis of all these
diverse and contradictory elements.

Halldér Bjorn Runolfsson
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