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Inngangur

Helgi borgils Fridjdnsson fyllir dtviraett flokk dflugustu
myndlistarmanna & Islandi vid upphaf nyrrar aldar. Hann
hefur ddlast mikla og almenna vidurkenningu hér a landi og
verid virkur patttakandi i listalifinu | meira en aldarfjordung,
baedi sem skapandi listamadur, syningarstjori og galleristi.
Helgi Porgils hefur einnig vakid verdskuldada athygli
erlendis fyrir listskbpun sina og verk hans eru synd hja
virtum gallerium a meginlandi Evrdpu. Hann hefur haldid
fjolda einkasyninga hér & landi og vida erlendis, eins og
4 ltaliu, Spani, Hollandi, byskalandi, Sviss og & &llum
MNordurlondunum; verk hans hafa verid @ samsyningum um
allan heim.

Pad eru malverkin sem eru kjarninn i listskopun Helga
bPorgils. | peim hefur hann nad ad lada fram undraverdld
sem heldur ahorfandanum hugféngnum, par sem hin
skarar heima raunveruleika og pjdédsagna, medvitundar og
drauma, nattiru og imyndunar. Félkid | myndunum er basdi
pessa heims og annars og med einhverjum haetti finnum
vid ad parna sjaum vid ekki adeins hugsyn listamannsins
heldur einnig okkur sjalf, bérnin okkar, vini og vandamenn.
S0 listsyn sem birtist | pessum timalausu verkum & sér
ekki adeins hljomgrunn medal [slendinga, heldur hefur
hin einnig nad ad snerta ymsa strengi medal listunnenda
annarra pjdda, og a sifellt erindi vid samtima sinn.

Helgi borgils hefur fra upphafi sins ferils sennilega
aldrei verid fjolbreyttari i listskdpun sinni en um pessar
mundir. bvi er pad sérstakt tilhldkkunarefni fyrir Listasafn
Reykjavikur ad standa ad pessari syningu nid. Hér verda
naer eingongu synd ny malverk og ma bidast vid ad syningin
verdi einn af merkari vidburdum arsins 8 myndlistarsvidinu
og sanni enn og aftur ad Helgi borgils Fridjdnsson er einn
okkar allra fremsti myndlistamadur i dag.

Eirikur Porldksson, forstédumadur
Listasains Reykjavikur

Introduction

Helgi Thargils Fridjansson is undoubtedly among the strongest
artists in lceland at the beginning of a new century. He has
received a lot of recognition in Iceland and been an active
participant in the cultural life of the country for more than 25
years, both as a creative artist, a curator and a gallery owner.
Helgi Thorgils has also received deserved attention abroad for
his artistic creativity and his works are exhibited in well known
galleries in Europe. He has held a great number of private
exhibitions in Iceland and in such countries as ltaly, Spain,
the Netherlands, Germany, Switzerland and in all the Nordic
countries; his works have also been in group exhibitions all
over the world.

Paintings form the core of his artistic endeavour. In these
he has managed to create a world of wonder that captivates
the viewer as it strides reality and myth, consciousness and
dreams, nature and imagination. The people in his paintings
are both of this world and ancther, and in some strange way we
discover that it is not only the artist’s vision that thus appears
in front of us, but also we ourselves, our children, friends and
relatives. The artistic vision that appears in these timeless
works does not only have a following among Icelanders, but
has also touched different strings among art lovers in other
countries, and is always contemporary in nature.

Helgi Thorgils has from the beginning of his career probably
never been as versatile in his artistic creativity as he is now.
It is therefore a special honour for the Reykjavik Art Museum
te present this exhibition at this time. Here new paintings will
be the core of the exhibition. it is likely that the exhibition will
be one of the highlights of the year in the field of art, proving
once mare that Helgi Thorgils is one of the great artists of the
day in Iceland.

Eirikur Therldksson,
Director.



Helmurinn maladur ! The World Being Painted, 2007
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Olafur Gislason

Veran og fjarveran

Myndin af heiminum og fjarvera heimsins i
myndlisit Helga borgils Fridjonssonar

Pegar malarinn gengur ad verki sinu stendur hann aldrei
andspeenis audum striga’ . Hvitt léreftid 4 blindrammanum
geymir yfir 500 &ra sogu trénumalverksins. Pad er

sneisafullt af klisjum og meira og minna sigildum,
utslitnum og ofnotudum hugmyndum og synum a heiminn,

manninn og sjalft sig. Pad er lika sneisafullt af klisjum og
tiskubdlum Gr samtimanum, Gr dllu okkar manngerda
umhverfi. Pad eru margnotadar myndir af heiminum
og sjdnarhornum a heiminn sem hellast yfir malarann
eins og dvigur her a vigvelli léreftsins. Andspanis pessu
ylirbyrmandi areiti parf malarinn ad berjast til pess ad
frelsa sjon sina og sjalfan sig um leid. Leid hans liggur
ekcki inn | malverkid nema til pess ad berjast gegn pessum
synum, hreinsa paer burt og afma par pannig ad hann
eygi 4 endanum leid i gegnum pennan myrkvid og Gt dr
malverkinu a ny. Pegar vel til tekst er pad sem eftir stendur
ny ag fersk syn & heiminn.

Eins og Ernst Gombrich hefur bent &, pa kemur augad
aldrei saklaust ad sinu verki. Pad a ekki bara vid um auga
malarans andspaenis léreftinu, heldur lika auga vitnisins
andspanis glzpnum eda auga ahorfandans andspanis
listaverkinu. Augu okkar eru mettud af minningum og
reynslu, dskum og vaentingurn, dtta og kvida og vid sjaum
frekar pad sem vid vantum bess ad sja eda viljum sja
en badl sem er. A endanum getur pad ordid pyngri praut
en nokkurn grunar ad sja nakvamlega pad sem er og
ekkert annad. Vid getum [ raun aldrei greint okkur sjalf
fullkomlega fra pvi sem vid sjaum’.

| pessari gjérningapoku getur myndlistin or8id okkur
hjalpraedi i sivirkri porf okkar 4 ad 6last ferska og nyja syn
asjalf okkur og heiminn. | pvisamhengi getur listamadurinn
ordid eins og frelsandi leidsdgumadur sem frelsar augu
okkar undan klisjunum og formulunum og tengir okkur vid
heiminn med nyrri og dvaentri syn. Hann heldur 6hraaddur
innivolundarhisid eins og hetjan beseifurtil pess ad leggja
ofreskjuna ad velli. S16d hans getur audveldlega ordid blodi

Being and being absent

The image of the world and absence of
the world in the art of Helgi Thorgils

When the painter approaches his work he never faces a blank
canvas'. The white canvas on the blind frame preserves a
history of easel painting spanning more than 500 years. It
abounds in clichés and more or less classical, worn-out and
overused ideas and visions of the world, of man and of itself
it alse abounds in clichés and fads from the contemporary
age, from our entire manmade environment. There are much-
used images of the world and perspectives on it that engulf
the painter like a horde descending on the battlefield of the
canvas, Confronted with these overwhelming stimuli, the
painter needs to fight to liberate his vision and, at the same
time, himself. His path does not lead info the painting, except
te fight against these visions, to expurgate and erase them so
that he can ultimately see a way through this dark forest and
out of the painting anew. When successful, what remains is a
new and fresh vision of the warld,

As Ernst Gombrich has pointed oul’, the eye never approaches
its work in innocence. This is true not only of the painter’s eye
facing the canvas, but also of the eye of the witness confronied
by the crime or the viewer's eye confronted by the artwork. Our
eyes are saturated with memaories and experiences, wishes
and expectations, fear and apprehension, and we tend to see
whal we expect or want to see rather than what is actually
there. Ultimately it can prove more of a challenge than we
would ever suspect fo see precisely what is there and nothing
else. In effect we can never distinguish ourselves completely
from whatl we see’.

in this smokescreen, visual art can aid us in our ever-present
need to acquire a fresh and new vision of ourselves and the
world. In this respect the artist can act like a liberating guide
whao frees our eyes from clichés and formulae, linking us to the
world with a new and unexpected view. He enters the labyrinth
undaunted, like Theseus to slay the Minotaur. The path he
follows may easily become awash with blood. If he succeeds
in his aim he reveals himself the moment he leaves the scene.
Behind him remain the ruins of the labyrinth like fallen chains,



drifin. Takist honum aform sitt afhjipar hann sjalfan
sig um leid og hann yfirgefur svidid. Eftir standa rustir
vilundarhdssins eins og fallnir hlekkir og Gr myndinni
midri horfir brostid auga Minotarsins sem jafnframt
verdur eins konar sjalfsmynd listamannsins um leid og
bad felur i sér ferska og nyja syn myndarinnar a8 heiminn,
Ahorfid er ekki bundid vid ahorfandan einan - verkid horfir
lika & okkur med sinum sérstaka haetti,

Myndlist Helga Porgils Fridjonssonar er gott dami um
brotlausa og siendurtekna atldgu ad Minotarnum.

A ferli hans getum vid rekid prad sem lysir stddugu og
siendurteknu einvigi vid pessa ofreskju. Vist kemur pad
fyrir ad listamadurinn villist | myrkvidnum og rati ekki Ot
ur mynd sinni, stundum kemur hann illa sar og vigamodur
ur vidureigninni, en pegar best latur verdur vidureignin ad
frelsandi ath&fn, par sem allt hefur verid lagt i sélurnar.

A pessum ferli hefur mynd Helga af heiminum smam
saman verid ad skyrast. | upphafi gerdi hann margar
athyglisverdar atlégur ad klisjum hefdarinnar, sem oft
voru fullar af ungaedislegum hdmor. Utdrsnuningur a
vanabundnu taknmali og vidteknum fegurdarsmekk
einkenndi pessar myndir, sem pannig gatu vakid frelsandi
hlatur hja ahorfandanum. Petta voru myndir sem syndu
okkur heiminn & hvolfi, eins konar karnival manna og dyra.
Med arunum for fokusinn i myndum Helga ad skerpast
og taknmalid i myndum hans ad
dypka. Jafnframt er eins og gliman vid
drauga fortidarinnar og ségunnar verdi
medvitadriogumfram allt abyrgdarfyllri.
Fyrirbari nattdrunnar fa a sig skarpari
mynd, avextir jardar og sjavar birtast i
upphafinni mynd sem einhvers Konar
takn fyrir framandlegan heilagleika
nattirunnar um leid og formfast
landslag fer ad birtast | myndum hans
badad kaldri birtu hreinleikans eins og
imynd dsnortinnar jardar i ardaga allra
tima. Yfir pessu dsnortna landi svifa
naktir likamar manna, kvenna og barna
asamt kunnugum skepnum Gr dyrarikinu, allt dregid stifum
drattum eins og kynlausar verur Ur 6drum heimi, upphafnar
i pyngdarleysi sinu og sakleysi og umvafdar pessari somu
koldu og hreinu birtu sem gjarnan einkennir myndlist Helga
enn i dag. Karnivalid er enn vid lydi, en pad er ordid upphafid
og umvafid himneskri birtu i hréprlegri andstddu vid hraa
efnishyggju samtimans.

Enn virdist syn Helga & heiminn og myndlistina vera ad
skerpast, ef marka ma nyjustu verk hans a pessari syningu.
Myndin .Heimurinn maladur® synir okkur sjalfsmynd

and from the centre of the painting the Minotaur’s broken eye
looks out, serving as a kind of identity for the painter while also
enshrining the painting’s fresh and new vision of the world, The
act of watching is not exclusive to the viewer - the work looks
at us too, in its own special way.

Helgi Thorgils Fridjgnsson’s art is a good example of an
unyielding and repeated attack upon the Minotaur, Throughaut
his career we can trace a thread that depicis a constant,
repeated battle with the monster. Of course the artist
sometimes goes astray in the dark forest and cannot find his
way out of his painting, sometimes he emerges badly wounded
and battle-weary from the conflict, but at the best of times
this encounter turns into a liberating rite where the ullimate
slakes have been laid down.

During this career, Helgi Thorgils' picture of the world has
gradually been clarifying. Initially he made many interesting
assaults upon the clichés of tradition, often replete with
youthful humour. Distortions of traditional iconography and
accepted aesthetic taste characterised these works which
could stir the viewer o liberating laughter. These were
paintings which showed us the world turned upside down, a
kind of carnival of men and beasts.

As the years went by the focus in Helgi Thorgils’ works began
to sharpen and his iconography started to deepen. At the same
time the fight with the ghosts of the past and of history seemed
to become more conscious, and above all
mare responsible. Natural phenomena
assume a sharper image, the fruits of the
Earth and the sea emerge in an idealised
representation as a kind of symbol for the
remote sanctity of nature, while the fixed
form of the landscape slarts to appear
bathed in a cold and pristine light like the
image of the untouched Earth in eternal
days of yore. Hovering over this virgin
land are naked bodies of men, women and
children aloeng with familiar figures from
the animal kingdom, all rendered with
stiff brushstrokes [ike hermaphrodite
beings from another world, idealised in their weightlessness
and innecence and enveloped in the same cold and pure light
that tends to characterise Helgi Thorgils' work even today. The
carnival is still in progress, but it has become sublimated and
veiled in a celestial light, in shrieking antithesis to the raw
materialism of the modern age.

Helgi Thorgils’ vision of the world and of art is apparently still
growing sharper, judging by his latest werk at this exhibition.
The World Being Painted presents us with a self-portrait of
the painter standing naked in the midst of nature with his



malarans par sem hann stendur nakinn Gti i nattdrunni med
pensil og litaspjald a lofti. Na svifur hann ekki i pyngdarleysi
eins og svo oft adur, heldur stendur nokkud fistum fotum
a gulgraenu engi. Formum likamans er nd fylgt af meiri
nerfarni en adur og aferd hudarinnar gefur triverdugri
mynd af lifandi holdi, pott likamsbyggingin standist ekki
melikvarda liffeerafreedinnar ad ollu leyti. Andlitid er lika
malad af meiri narfarni en adur hefur sést i fjslmorgum
sjalfsmyndum Helga, en augun horfa Gt i loftid dn pess
ad festa syn & sjdanlegu vidfangi. bott malarinn standi
fistum fotum pa bera faeturnir litla veengi og visa pannig
i mynd Hermesar, sendiboda gudanna i godafraedinni og
hinum klassiska taknheimi. Vid vinstri fét hans badar dufa
vangjum og speglast hvort tveggja i litlum spegli sem
stendur i grasinu. Vid faetur malarans liggur nakin kena
i undarlegum stellingum par sem hdfudid snyr nidur i
myndfletinum og horfir til ahorfandans i gegnum litinn
spegil studdan vinberjaklasa. Hin er med krosslagdar
hendur a kvidi og Utglennta fatur. Konan virdist fullkemlega
varnarlaus eins og su sem liggur flét fyrir umhbeiminum -
prostrata. Hin kann ad visa til hins hefdbundna myndefnis
malarans og fyrirsstunnar, en jafnframt virdist hin visa
til hins jardbundna mdtvaegis vid malarann og svaninn,
sem leita upp a vid til himins | myndfletinum. Svanurinn
sem hefur sig til flugs yfir konunni er gamalkunnugt takn
ur myndum Helga, og visar til peirrar flugprar sem er
avafarn draumur mannsins um frelsi.
En svanurinn & sér lika taknmynd sem
gudinn Jipiter | samradi vid Ledu, sem
var daudleg kona en ekki gydja, pott hin
vaeri drottning Spanar. Gulgrant engid
er prytt premur blémum og prid fidrildi
fljiga um myndina, en eitt peirra hefur
tyllt sér a litaspjald malarans. Yfir éllu
er heidblar himinn med stiku svifskyi.

Hvad merkir svo pessi mynd?

Pad getur aldrei ordid hlutverk
gagnrynandans ad skilgreina merkingu
mynda | ordum. Slikt yrdi aldrei til
annars en ad fela verkid i umgjord ordanna. Hins vegar
getur pad stundum verid gagnlegt fyrir upplifun myndverka
ad leitast vid ad beina athyglinni ad samhengi peirra vid
veruleikann og mégulegum tengslum peirra vid fortidina og
gnnur myndverk.

Hverjar eru raetur taknmalsins i pessari mynd og hvernig
kallast pad a vid fortidina og samtimann?

| myndinni er augljést godsdgulegt minni, par sem malarinn
er i hlutverki Hermesar. Hermes - eda Merkur eins og hann
hét medal Rémverja - hefur vangjada fetur sem takn

brush and palette aloft. He no longer hovers weightlessly
as so often before, but stands quite firm in a yellow-green
meadow. The anatomical forms are followed more closely than
before and the texture of the skin is a credible representation
of living flesh, even though the proportions of the body are
not completely consistent with biclogical criteria. The face is
also painted more closely seen in Helgi Thorgils® earlier self-
portraits, but the eyes gaze into the blue without latching on
to any visible object. Although the painter is standing firm his
heels sport little wings, alluding fo the image of Hermes, the
messenger of the gods in mythology and classical iconagraphy.
Beside his left leg a dove spreads its wings, and both are
reflected in a little mirror mounted on the grass. A naked
woman lies at the painter’s feet in a peculiar pose whereby
her head is turned downwards on the pictorial surface, looking
at the viewer through a little mirror supported by a cluster
of grapes. She has her hands crossed on her belly and her
legs splayed. The woeman appears completely defenceless as
if prostrate before the world. She may be an allusion to the
conventional theme of artist and model, but she also seems
to invoke the mundane antithesis to the painter and the swan,
bath of which lock heavenwards on the pictorial surface. The
swan soaring into flight above the woman is a familiar symbol
in Helgi Thorgils’ paintings, an allusion to the yearning for
flight which is an archetypal human dream of freedom. But the
swan has another symbol as the god Zeus ravishing Leda, who
was a mortal woman and nol a goddess,
even though she was the gqueen of Spain.
The yellow-green meadow is adorned
with three flowers and there are three
butterflies in the picture, one of them
alighted on the painter’s palelte. Above
the entire scene is a clear blue sky with
the occasional scudding cloud.

So what does this picture mean?
Defining the meaning of pictures in words
can never be the critic’s function. All this
would do would be to conceal the work in
a framework of words.

However, it can sometimes be of help in experiencing artworks
to attempt to guide attention towards their relationship with
reality and their conceivable associations with the past and
with ather works of art.

What are the roots of the symbalism in this painting and how
does it engage in dialogue with the past and present?

The painting contains an obvious mythological motif, with
the painter in the role of Hermes. Hermes - or Mercury, as
the Romans called him, - has winged feet to symbolise his
swiftness of flight and movement, just like the element named



pess hversu hradfleygur hann er og kvikur - rétt eins og
kvikasilfrid sem vid hann er kennt. Pad var i krafti pessara
eiginleika sem hann adstodadi fodur sinn Japiter | ymsum
efnum, hvort sem pad var ad komast yfir lo, leida Psyche
til himna eda Prosperinu Or undirheimum. Hermes atti
ser tofrastaf, sem | mynd Helga er ordinn ad pensli, en
tofrastafur Hermesar hafdi matt daleidslunnar. Hermes var
lika uppspretta viskunnar i
leyndarfrazdum alkemiunnar
og gegndi lykilhlutverki
i peirri umbreytingu og
gifgun efnisins, sem pessi
leyndarfraedi snérust um.
Vid hifum morg kunn
demi um Hermes | sdgu
myndlistarinnar en kunnust
eru kannski hlutverk
hans i mynd Botticellis,
.Primavera”, og i malverki
Dosso Dossi, .Allegoria um
malaralistina™. Badar pessar
myndir ma tengja vid petta
verk Helga.
| peirri sidarnefndu sjaum
vid Hermes sem eins konar
verndara malaralistarinnar,
par sem hann situr fyrir
midri mynd til hlidar vid
Jipiter, fadur sinn, sem er
ad mala malverk a trénum.
Hermes snyr sér fra Jipiter
ad krjipandi konu, sem situr a haegri vazng myndarinnar,
og ber fingur ad munni eins og til ad bidja um hljod, pvi
petta sé heilg athifn . Japiter situr vid trénurnar og
malar prju fidgrildi a lereftid. Yfir senunni ris regnboginn
sem undirstrikar helgi athafnarinnar. Taknmalid | mynd
pessari hefur verid rakid til alkemiu og hermelisma, par
sem regnboginn er vidurkennt leyndartakn fyrir 22dsta stig
og fullkermnun Hins Mikla Verknadar gullgerdarlistarinnar.
Malaralistin og gullgerdarlistin verda hér ad hlidstazdum.
| mynd Dosso Dossi malar Japiter priju fidrildi & léreft sitt
[fidrildid er gamalt takn fyrir salina sem yfirgefur likamann
eins og fidrildid yfirgefur pipu sinal, | mynd Helga flégra
au um myndina og setjast 4 litaspjald hans.
| mynd Botticellis sjaum vid Hermes lengst til vinstri, par
sem hann beinir sprota sinum til himins og snertir litil sky,
semn Botticelli setur med taknranum haetti inn i lundinn
sermn myndar umgjord pessarar godsogulegu svidsmyndar
um astina og vorid. An pess ad fyrir pvi liggi dreidanlegar
heimildir hafa menn talkad mynd Botticellis svo, ad myndin
tengist godsdgulegum hugmyndum um arstidaskiptin og

after him. It was by virtue of these gualities that he assisted
his father Zeus in various ways, be it seducing the goddess
lo, escorting Psyche to the heavens or Prosperine out of
the underworld. Hermes had a magic staff = which in Helgi
Thorgils’ painting has become a brush - with hypnotic powers,
Hermes was also the source of wisdom in alchemy and played
a central function in the transmutation and sublimation of
matter around which that
secret art revolved.

We have many familiar
examples of Hermes in arl
history, probably the best
known being his role in
Botticelli's Primavera and
in Dosso Dossis Allegory of
Painting. Both these paintings
can be linked with this work
by Helgi Thorgils.

In the latter we see Hermes
as a kind of protector of art
as he poses in the centre of
the picture by the side of his
father Jupiter, whe is painting
on an easel. Hermes has
turned away from Jupiter
towards a kneeling waman,
who is sitting on the right of
the picture, and puts a finger
to his lips as if bidding her to
keep silent, for a sacred rite is
taking place here. Jupiter is
sitting at the easel and painting three butterflies on the canvas.
A rainbow arches above the scene to underline the sanctity of
this rite. The symbolism in this painting has been traced to
alchemy and hermeticism, since the rainbow is a recognised
arcane symbol for the supreme stage and perfection of The
Great Work of transmuting base metals to gold. Painting and
alchemy are presented here as parallels.

In Dosso Dossi's work, Jupiter is painting three butterflies
on his canvas [the butterfly is an ancient symbol for the soul
{psychel which leaves the body just as the butterfly leaves its
pupal, while in Helgi Thorgils® painting they flutter around the
canvas and alight on his palette.

In Botticelli’s painting we see Hermes at the far left, pointing
his staff skywards and touching a little cloud which the painter
symbolically inserts into the grove that forms the framewaork
aof this mythelogical scene of love and spring. Although no
reliable authorities support the view, Botticelli's painting
has been interpreted as being associated with mythological
notions of the change of seasons and a historical event,
namely the wedding of one of the leading Medicis in Florence.



sogulegum atburdi sem var bridkaup eins af @ttarlaukum
Medici-mttarinnar i Flérens. Samkvaemt pvi er Merkir
bridguminn og par sem hann snyr sér fra disunum prem,
sem dansa a vinstri va2ng myndarinnar, er hann upptekinn
af hinu himneska sambandi sinu vid gudina. Af disunum
brem i mynd Botticellis hefur su er dansar i midju sérstodu.
Hin horfir hugfangin til Hermesar/Merkirs, enda beinist

astaror Amors, sem svifur yfir Venusi efst fyrir midri mynd,

ad briosti hennar. Samkvaemt pessari tdlkun vaeri hdn
bridurin, sem er heltekin af ast sinni til bridgumans, a
medan ast hans i hlutverki Hermesar er af guddomlegum
toga og beinist fra holdinu til andans og himnanna.

Badar syna pessar myndir taknmal peirra nyplatonsku
og hermetisku hugmynda sem bldmstrudu medal
afmarkads hops menntamanna i Evropu & 15. og 16. 8ld.
pad liggur beint vid ad tengja mynd
Helga vid pessar myndir og pennan
hugmyndaheim. En hér hangir fleira
a spytunni.

Mynd Dosso Dossi hefur verid talkud
sem allegoria um malaralistina. Ekki
er fraleitt ad alykta ad mynd Helga
byagi & hlidstaedu dulmalskerfi, eda
sé ad minnsta kosti tilvitnun i pad.
En par sem Jupiter bregdur pensli
sinum & léreftid | mynd Dossi, ba er
léreftid ekki til stadar | mynd Helga
nema | bokstaflegum skilningi sem
raunverulegur grunnur myndarinnar

i heild sinni. Pensiloddurinn, sem er téfrasproti Hermesar,

er greinilega bad sem malarinn hefur lagt hvad mesta natni
i ad mala, og bad er eins og hann komi inn Gr myndinni
og snerti yfirbord hennar- rétt eins og malverkid sé ad
mala sjalft sig og verdld sina um leid. Malarinn malar
heiminn med tdfrasprota sinum, og heimurinn er heimur
malverksins - myndin visar pannig i sjilfa sig um leid
og hin er eins konar mynd af heiminum. Pad er eins og
fidrildin prig a lérefti Jipiters i mynd Dossi hafi ratad inn
i mynd Helga og séu par & sveimi umhverfis malarann
og setjist jafnvel a litaspjald hans, sem jafnframt er med
hraar litklessur - rétt eins og malarinn, sem hér malar
sjalfan siga ad mala, hafi blandad lit sinn @ pessu tilbuna
litaspjaldi og pannig blandad sér inn i verk stadgengils
sins | myndinni. Pessar hrau litaklessur verda pannig eins
konar Verfremdungseffekt”, rett eins fjarvera léreftsins og
snerting pensilsins vid eigin myndflot, og verdur allt til pess
ad kalla fram og undirstrika pverstaedufullt samspil myndar
og veruleika, samsemdar og fjarveru.

Vid stondum pvi frammi fyrir mynd sem fellur ekki bara

Dosso Dossd; Allegoria urn malaralisting /
Allegory of Paraling

Accordingly, Mercury is the groom, turning away from the three
nymphs who are dancing on the left of the picture because he
is preoccupied with his celestial relationship to the gods. Of
the three nymphs in Botticelli's painting, the one dancing
in the centre stands out from the others. She is looking at
Hermes/Mercury, enraptured, as Cupid hovers above Venus
in the upper centre of the painting and points his arrow af her
chest. In keeping with this reading of the work she is the bride,
infatuated with love fer the groom, while his love in the guise
of Hermes is of mythological provenance and turns away from
the flesh towards the spirit and the heavens.

Both these paintings reveal the symbolism of neoplatonic
and hermetic ideas which flourished among a limited group
of European intellectuals in the 15th and 14th centuries. It
would seem obvious te link Helgi Thorgils® painting with these
works and this realm of ideas. But mare
factors are at work here,

Dosso Dossis picture has been read
as an allegory of painting. It is not
unreasonable to infer that Helgi
Thergils' painting is based on a similar
systemn of codes, or at least refers to
one, But while Jupiter applies his brush
fo the canvas in Dossi’s painting, there
is no canvas in Helgi Thorgils', exceptin
the literal sense as the real foundation
of the painting as a whole. The point
of the paintbrush, which is Hermes's
magic staff, is clearly the part that
the artist has painted most meticulously of all, and seems to
emerge from within the painting and touch its surface - just as
if the painting is painting itself and the world al the same fime.
The painter paints the world with his magic staff, and the world
is the world of the painting - thus the painting is self-referent
at the same time as serving as a kind of picture of the world.
The three butterflies on Jupiter’s canvas in Dossi’s painting
seem to have found their way inte Helgi Thorgils® painting to
hover around the painter there, and even alight en his paleite,
which also has raw blobs of colour on it - just as if the painter,
who is here painting himself painting, had mixed his colours
on this readymade paletle in order to involve himself in the
work of his surrogate in the picture. These raw blobs of colour
thereby become a kind of Verfremdungseffekt, just like the
absence of the canvas and the contact made by the brush
with its own pictorial surface, all of which serves to evoke and
underline the paradoxical interaction between picture and
reality, identity and absence.

Thus we are confronted by a painting which can be categorised
not merely as self-portraiture. It can also be bracketed with



undir flokk sjalfsmynda. Hin fellur lika undir flokk
beirra pjédlifsmynda sem vid getum kallad “Malarinn og
fyrirstan” og ennfremur undir pann flokk godsdgumynda
sem vid getumn kallad .Allegdriuna um malaralistina”, en
pad merkir ad myndinni sé =tlad ad bregda ljési 4 skilning
listamannsins & gildi og virkni malaralistarinnar med
obeinum haetti eda undir rés.

| upphafi var pvi haldid fram ad leid malarans inn | malverkid
veeri ekki lokid fyrr en hann hefdi ratad ot Or pvi & ny. Eftir
stendur myndin sem sjalfstaedur veruleiki, sem vitnisburd-
ur um glimuna vid Minotarinn.

Patt myndin falli medal annars und-
ir flokk sjalfsmynda pydir pad ekki
ad hofundurinn sé lokadur inni i
mynd sinni eins og fangi til allrar
eilifdar.

~Petta er ekki pipa” sagdi Magritte
og maladi mynd af pipu. Pipan var
vidfang malarans eda fyrirmynd
myndarinnar, en inntak hennar
var af 6drum toga. Pad snérist um
fjarveru vidfangsins og sjalfstada
tilveru myndarinnar sem slikrar.
Inntak hennar snérist um syn mal-
arans a pversagnarkennt samband
myndar og veruleika.

Med sama hatti getum vid fullyrt
ad persdnan Helgi borgils sé ekki
inntak pessarar myndar pdtt han
falli medal annars undir flokk sjalfs-
mynda. Pad er mynd hans sem horf-
ir ot Ur pessu malverki en sjalfur er
hann vids fjarri.

Hvert er pa inntak myndatrinnar? | hverju gasti samsemd
malarans vid mynd sina verid félgin? Hvada augu eru pad
sem horfa Gt ir myndinni ef pad eru ekki augu malarans
sjalfs, og hvert horfa bau?

Vid komum hér ad flokinni heimspekilegri spurningu: hvern-
ig getur malarinn synt vitund sina og sjalfsveru | myndverki
med triverdugum haetti? Petta er hin gamla og sigilda spurn-
ing um samband hugveru og hlutveru, hins svokallada innri
og ytri veruleika. Spurningu sem vid geturn rakid aftur til
Platons, sem likti likamanum vid fangelsi og gréf salarinnar.
Pessi hugmynd vard einn hofudvandi heimspekinnar eftir
ad heimspekingurinn René Descartes hafdi Gtfzrt hana til
fulls med hinni pversagnafullu kenningu sinni um tengslin a
milli hugveru og hlutveru, par sem hvort tveggja atti ad Lata
hlidstzedum orsakaldgmalum. Vandi hans var s3,* ad orsaka-
lagmalid gat ekki skyrt gagnkvaem tengsl bessara adskildu
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the genre painting that we might term “the painter and his
model” and the mythological category that we might term “the
allegory of painting”, which means that it is intended to shed
light on the artist’s understanding of the value and effect of
painting, indirectly or by implication.

This essay began by claiming that the painter’s path into the
painting was not completed until he had found his way out of it
anew. What remains is the painting as independent reality, as
a testimony to the battle with the Minotaur,

Although ane of the categories under which the painting falls is
self-poriraiture, this does not mean
that its author is locked inside his
picture like a captive for eternity.
“This is not a pipe, " said Magritte and
painted a picture of a pipe. The pipe
is the painting’s object, although its
subject is of a different kind. It deals
with the absence of its object and the
independent being of the image as
such. The subject of this painting is
the painter’s view of the paradoxical
relationship between picture and
reality.

In the same way we can slate that
the persan Helgi Thorgils is not the
subject of this painting, even if it can
be bracketed among other things
with the self-portrait. It is his image
looking out of this painting, but he
himself js absent.

So what is the subject of the painting?
What could the painter’s identity with
his image entail? What are the eyes
looking out of the painting if they are not those of the painter
himself, and where are they looking?

Here we reach a complex philosophical question: how can the
painter make a credible portrayal of his consciousness and
own existence? This is the classic question of the relationship
between subject and object, inner and external reality. It is a
question that we can trace back to Plato, who likened the body
to prison and grave of the soul. This concept became one of the
great cruces of phifosophy after René Descartes had taken it
to its extreme with his paradoxical principle of the relationship
between subject and object, where both were supposed to
obey a comparable causative law. The problem he faced was*
that the law of causation could not explain the reciprocal
relationship between these separate worlds, leaving man
cendemned lo live a double life forever, on the one hand in his
body as a kind of machine or object, and on the other hand as a



heima og madurinn var pvi da2mdur til ad lifa tvofaldu lifi
um aldur og aevi, annars vegar i likamanum sem eins konar
vél eda hlutur og hins vegar sem andleg vera, sub-jectum
|hugtakid subjectum merkir bdkstaflega pad sem liggur
undir eda pad sem varpar e-u upp eda fram). Kennisetning
Descartes um cogito atti ad sanna ad hugveran [subjectum]
gaeti ekki einungis gert sér fullkomna mynd af hlutverunni
ut fra orsakalégmalinu, heldur einnig séd og hugsad sjalfa
sig eins og um heilsteypta og sanna sjalfsmynd veeri ad
raxda. Samkvamt pvi vaeri sjalfsveran sjalflysandi.

Pessi odleysta pversogn Descartes opinberast okkur |
myndlistinni med sérstokum haetti' bad a ekki sist vid
pegar um sjalfsmyndina er ad rada, par sem héfundurinn
verdur i vissum skilningi beggja vegna verksins, rétt eins

og leikstjorinn sem leikstyrir sjalfum sér a leiksvidinu.

| myndinni verdur til grima sem verdur stadgengill
héfundarins i verkinu. Griman hylur pad sem hdn a ad syna
um leid og hifundurinn hverfur ar verki sinu. Rétt eins og
Descartes hugsadi sjalfan sig med hugsun sinni, pa malar
malarinn sjalfan sig med penslinum sem
utanadkomandi einstaklingur par sem
samsemdin byggir & feluleik grimunnar.
A bak vid hana er témid eda 6llu heldur
hrar veruleiki efnisheimsins: oliuliturinn
og striginn. Allt annad er blekkingarleikur
listarinnar, sem felst i peirri pversogn ad
myndlistin getur aldrei synt okkur annad
en pad sem hun felur um leid.

Vid sjaum | mynd Helga a8 malarinn
horfir 4t Gr mynd sinni um leid og hann
malar heiminn med tofrasprota sinum.
Svanurinn horfir lika sinum tému augum
Ut Or myndinni. Augntillit peirra beinist
ekki ad neinu sérstoku, en pau verda eins
og gluggar myndarinnar, sem bannig opnar sig gagnvart
umheiminum. Sama & vid um augntillit kenunnar, sem
liggur | grasinu: hin horfir til dahorfandans obeinu ahorfi
i gegnum spegilinn og dregur hann pannig inn i myndina.
Ahorfandinn er um leid | sporum héfundar myndarinnar,
sem parna malar sjalfan sig ad mala heiminn.*

Eins og adur var getid pa fellur verkid Heimurinn maladur
ekki einungis undir flokk sjalismynda. Pad fyllir lika pann
flokk pjodlifsmynda sem syna listamanninn og fyrirsatu
hans. Petta er einnig vidfangsefni sem tengist afhjupun
innstu leyndardéma malaralistarinnar. Fyrirmynd allra
slikra mynda er hin imyndada mynd heilags Likasar
gudspjallamanns, sem talinn var hafa malad heilaga
Gudsmddur med Jesibarnid i kjgltu sinni i lLifanda Lifi.
Mynd Lakasar er til | morgum eintdkum en si sem sumir
telja upprunalega er vardveitt | 5. Maria maggiore, elstu

Rogior van der Weyden:Heilagur Likas
milar Mariu gubsmdidur [ Saint Liske
pavating the Virgin and Chifd
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spiritual being, a sub-ject [which literally means that which lies
beneath or that which casts something up or forth]. Descartes’
cogito was supposed to prove that the subject could not only
create for itself a complete picture of the object on the basis of
the law of causation, but also see itself and think itself as if this
were a cansistent and true image of the self According to this,
the self would be self-descriptive.

Art reveals Descartes’ unresolved paradox to us in a distinctive
fashion.” This applies in particular in the case of the artist’s
self-portrait, since in a sense he stands on both sides of the
work, like an actor-director who directs himself on the stage.
A mask is produced in the image which becomes the artist’s
surrogate. The mask conceals what it is supposed to show
as soon as the author disappears from his work. In the same
way that Descartes thought himself with his thoughts, the
painter paints himself with his brush as an outsider, with the
identification based on the hide-and-seek of the mask. Behind
it is the emptiness, or rather the raw reality, of the material
world: the oils and canvas. Everything else is the illusion of art,
contained in the paradox that visual art can
never show anything except what it conceals
at the same time.

We see in Helgi Thorgils’ painting how the
painter looks out from his own image while
fhie is painting the world with his magic staff.
The swan also looks out from the painting
with its vacant eyes. Their gaze is not
directed at anything in particular, but they
become like windows in the picture, which
thereby opens itself towards the world. The
same is true of the woman's gaze as she
lies on the grass: she watches the viewer
indirectly by looking in the mirror, drawing
him inte the painting. At the same time the
viewer stands in the footsteps of the creator of the picture who
is painting himself painting the world.!

As mentioned earlier, The World Being Painted qualifies not
only as self-portraiture. It also belongs to the category of genre
painting depicting the artist and his model. This is anather
subject associated with revealing the innermost secrets of the
painter’s art. The prototype for all such paintings is the icon
imagined to have been painted by 5t. Luke depicting the Holy
Virgin with the child Jesus on her lap from life. Many versions
of the Luke icon are extant, but the ene which is considered
by some to be original is preserved in 5. Maria maggiore, the
oldest church in Rome dedicated to the Virgin Mary. Numerous
painters have since produced imagined portraits of this patron
saint of painting at work befare the holy mother of God. Suffice
it to mention the Dutchman Rogier van der Weyden from the
first half of the 15th century. His work reflects the belief that



Mariukirkju Romaborgar.Fjdlmargir malarar hafa sidan gert
sér imyndada mynd af pessum verndara malaralistarinnar
vid idju sina andspznis heilagri Gudsmodur. Naegir par
ad minna & mynd Hollendingsins Rogier van der Weyden
fra fyrrihluta 15. aldar. S4 mynd endurspeglar pa tri, ad
myndlistin geti birt okkur gudddminn i sinni sénnu mynd og
sé sem slik heiltg idja.

50 afhelgun myndlistarinnar sem atti sér stad a 17. og 18.
oldinni breytti pessu vidfangsefni, og pad for ad ad taka a sig
ollu veraldlegri og um leid holdlegri mynd, par sem erdtikin
er komin i spilid. Engu ad sidur er pad galdur myndlistarinnar
sem er vidfangsefni malarans Jacques-Louis David, par
sem hann malar griska malarann Apelle fra Efesos vid idju
sina ad mala astkonu Alexanders mikla nakta ad honum
asjaandi. Sem kunnugt er tok Alexander mikli myndina
fram yfir fyrirmynd hennar og hafdi pannig makaskipti vid
malarann, vaentanlega badum til yndisauka. Godsagan um
Apelle og Alexander mikla segir fra pvi hvernig myndlistin
getur med galdri sinum ordid veruleikanum yfirsterkari og
purrkad at fyrirmynd sina, rétt eins og sjalfsmyndin purrkar
ut fyrirmynd sina um leid og hin hefur gefid
henni dafturmaanlegt form grimunnar.

A tuttugustu oldinni eru peir Matisse og
Picasso kunnastir fyrir myndir sinar af
pessu vidfangsefni, badir uppteknir af
hinu munddarfulla sambandi malarans
og fyrirsetunnar, sem gjarnan er prungid
erotik. Verk peirra fjalla ekki um hina
dularfullu radgatu myndlistarinnar med
sama hatti, par sem peir eru fyrst og
fremst uppteknir af pvi ad gefa formunum
og litunum munudarfulla merkingu sem er
hladin erdtiskri spennu. Hin mikla radgata
malaralistarinnar er hins vegar vidfangsefni
malarans René Magritte pbegar hann malar
myndina _Ad reyna hid dframkvamanlega”
bar sem malarinn [hann sjilfur] stendur
alvéruprunginn andspaenis nakinni konu
sem hann er ad mala og er langt kominn
med verkid. Hann heldur & litaspjaldinu
med vinstri hendi og ber pensilinn ad vinstri dxl konunnar
sem er um pad bil ad taka 3 sig mot. Med pvi ad purrka ut
muninn a myndinni og fyrirmyndinni varpar Magritte enn
nyju ljasi a pa pversidgn allrar myndlistar sem um leid er
galdur hennar: hin synir einungis pad sem er hulid og
hylur allt sem hin synir.

Hvernig kemur mynd Helga Porgils inn | pessa hefd
malaralistarinnar?

Ef vid berum hana saman vid mynd van der Weydens af
heilogum Likasi, pa er helgimyndin ekki lengur til stadar.
Borid saman vid heilaga jomird sem situr abddarfull og

René Magritte. A8 royna hid
dframkwvemantega / Atemting the
Impossile
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art can reveal to us divinity in its true image, and as such is a
sacred occupation.

The secularisation of art which took place in the 17th and 18th
centuries transformed this theme and it began to assume
a much more mundane and thereby carnal quality with the
introduction of erotic elements. Nonetheless it is the magic
of art which is Jacques-Louis David’s theme in his painting
depicting the Greek Apelle from Ephesos at work painting
Alexander the Great’s concubine in the latter’'s presence.
Alexander the Greal chase the image in preference to ils
original and thereby swapped objects of love with the painter,
presumably to the delight of both. The myth of Apelle and
Alexander the Great tells us how, through its magic, art can
prove stronger than reality and erase its object or model. Just
as the self-portrait erases its object in the moment it has
endowed it with the inerasable form of the mask

In the 20th century, Malisse and Picasso were best known
for their werk on this theme, both preoccupied with the
voluptuous relationship between painter and model, which is
typically charged with eroticism. Their works do not deal with
the enigma of art in the same way, since
they are primarily preoccupied by endowing
the forms and colours with a volupluous
meaning charged with erotic tension.
However, the great enigma of painting is the
subject of René Magritte in his Attempting
the Impossible where the painter [Magritte
himself] is standing sombrely in front of a
naked woman whom he is well on his way
towards finishing painting. He is holding a
palette in his left hand and applies the brush
to the left shoulder of the woman, who is
about fo assume full shape. By eradicating
the distinction belween picture and model,
Magritte highlights further the paradox of
all art which at the same is its magic: it only
shows whal is concealed and conceals all
that it shows.

How does Helgi Thorgils® painting fit in with
this tradition?
If we compare it with van der Weydens' portrayal of St. Luke,
the sacred image has vanished from Helgi Thorgils® painting.
Compared with the hely virgin sitting solemnly and ornately
clad on her throne opposite the painter Luke, bearing her
breast to the great joy of the infant Jesus in her lap, the
female figure in Helgi Thorgil's work has lost her holiness and
probably her virginity too. She is lying in a pose reminiscent
of anything but a holy virgin. Nor does she possess the erolic
charms that enchanted Alexander the Great and that David
tried to bring forth in his neo-classical painting. To say nothing



skridklzdd | hasaeti sinu andspanis malaranum Likasi
og berar brjost sitt, Jesdbarninu i kjoltu hennar til mikillar
gledi, pa hefur konan i mynd Helga verid svipt helgi sinni og
trulega meydami lika. Hin liggur i stellingum sem minna
a allt annad en heilaga jomfrd. Hin hefur ekki heldur til
ad bera pa erdtisku téfra sem heilludu Alexander mikla og
malarinn David reyndi ad téfra fram i nyklassisku malverki
sinu. Hvad pa ad han likist odaliskum og frigdarkvendum
peirra Picasso og Matisse. Hin a hins vegar ymislegt skylt
vid mynd Magritte af malaranum vid sina éframkvaemanlegu
idju. Kona Magritte er ekki upptekin af pvi ad syna kynpokka
sinn, pvert 3 moti er eins og hafundur
hennar hafi hugann vid allt annad, pad
er ad segja sjalfan blekkingargaldur
myndlistarinnar. bar er hann & somu
slodum og Helgi Porgils, sem pegar
hefur lokid verkinu. Konan liggur
fullmélud vid fatur malarans, sem
ni virdist beina pensli sinum ad
osynilequ andrimsloftinu | pessari
nattlrustemningu sem umlykur svidid.
Par parf lika ad taka til hendinni,
pvi ekki verdur andrimsloftid til af
sjglfu sér, jafnvel pott pad sé ekki
apreifanlega synilegt. Malararnir |
mynd Helga og Magritte eiga pad
hins vegar sameiginlegt ad einfalda
andrumsloftid | myndum sinum og
sneida pannig hja floknari baebrigdum
pess oapreifanlega og osynilega eins
og vid sjaum pau Gtfaerd hja meisturum
d bord vid Leonardo da Vinci.

Myndin .Heimurinn maladur™ er
pannig allegoria um malaralistina,
sem notfarir sér gamalt og margnotad
taknmal til pess ad fjalla um sigilt
vandamal, sem pd & meira erindi til
samtimans en nokkru sinni fyrr. S0
athofn ad mala myndina af heiminum
felur pad i sér ad malarinn greinir sjalfan sig fra heiminum
eins og um tvo oskylda hluti sé ad reeda. Heimurinn sem
umlykur okkur i tima og rdmi, holdi og bladi, himni og
jordu, er hlutgerdur i .myndinni af heiminum” eins og hin
er séd fra sjonarhdli einstaklingsins sem geranda i verkinu.
Um leid og "myndin af heiminum” er fullgerd er hdfundur
hennar genginn Gt Ur verki sinu og par med ordinn vidskila
vid pennan heim. Myndin af heiminum er dhjakvaemilega
einfoldud. Til deemis getum vid hreinsad burt dr henni
allt sem er osynilegt i veruleikanum an pess ad nokkur
taki eftir pvi. Mynd okkar af heiminum er dhjakveemilega
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of resembling the odalisgue and lascivious wenches of Picasso
and Matisse. However, she does have various affinities with
Magritte’s image of the painter tackling his impaossible task.
Magritte’s female is not preoccupied with displaying her
sexuality; on the contrary her creator appears to have his
mind on something completely different, namely the illusory
magic of art. In this respect he is on the same track as Helgi
Thorgils, who has already completed his wark. The woman is
lying fully painted at the feet of the painter, who now appears
fo be directing his brush at the invisible atmosphere in the
nature scene enclosing the foreground. Work remains to be
done there too, since the atmosphere
does not come into being of its own
accord, even if it is not tangibly visible. A
commaon feature of the painters in Helgi
Thergils and Magritte’s works, however,
is to simplify the atmosphere in them,
thereby sidestepping the mare complex
varialions on the intangible chiaroscure
such as we see elaborated by masters
such as Leonardo da Vinci.

“The World Being Painted” is thus an
allegory of painting, drawing up old
and much-used symbolism to deal with
classic problems which are nonetheless
more refevant for modern times than
ever before. The act of painting a
picture of the world entails the painter
distancing himself from the world as if
two unrelated things are invelved. The
world that encloses us in time and space,
flesh and blocd, heaven and earth, is
reified into “the image of the world™ as
seen from the viewpoint of the individual
whao is the subject in the work. As soon
as the “image of the world” is completed,
its author has left his work and thereby
become separated from that world.
The image of the world is unavoidably
simplified. For example, we can purge it of everything which
is invisible in reality without anyone noticing. Our image of the
world is inevitably limited in ils own space, and eventually it
freezes time too in total stasis, Last but not least, it conceals
and erases the self of its author the moment he disappears
from the work.

Our age is characterized by the disintegration of the image of
the world as a whole universe. Science has broken down the
image of the universe into its constiluent parts so that it no
longer seems possible to piece them together. Genetics have



takmarkud i rymi sinu, og 3 endanum frystir hin timann
lika i algjora kyrrstodu. Sidast en ekki sist pa hylur hin og
purrkar at sjalfsveru héfundar sins um leid og hann hverfur
ur verkinu.

Samtimi okkar einkennist af upplausn heimsmyndarinnar.
Visindin hafa brotid myndina af heiminum nidur i frumparta
sina pannig ad ekki virdist lengur mogulegt ad tengja pa
saman. Erfdavisindin hafa smasttad myndina af manninum
nidur | pa talnarunu sem taknar erfdamengi hans,
Edlisfraedin hefur smattad efnid nidur | hid dendanlega
smaa og stjarnvisindin leggja undir sig nyjar stjsrnupokur og
nyjar éraviddir himingeimsins a hverju ari. Haskélasamiélag
natimans -Universitas - hefur ekki lengur yfirsyn yfir sinn
eiginn heim [par sem hver reiknar i sinu hornil hvad pa
-myndina af heiminum”, sem pad &atti eitt sinn ad sinna.
i peirri @rveentingu sem upplausn heimsmyndarinnar
hefur skapad hefur myndast ny eftir spurn eftir myndum,
sem hellast nd yfir okkur eins og syndaflédid fordum.
Kvikmyndahusin, dagblodin, sjonvarpid, internetid og adrir
fjolmidlar eru ordnir ad veitustédvum myndaflodsins sem
folk prair i porf sinni eftir haldbaerri mynd af heiminum sem
pad getur tengt sig vid og samsamad sig med.

Vid pessar adstadur parf nokkud hugrekki til ad setjast
fyrir framan léreftid og mala _myndina af heiminum”. Pad
sem gerir mynd Helga athyglisverda i pessu syndaflddi
myndanna, og pvi pess verda ad staldrad sé vid, er sa galdur
sem gerist | myndinni pegar hdn skapar skammbhlaup
a milli sjalfrar sin og heimsins. Hin afhjupar pannig
blekkingu sina og par med blekkingu allra peirra mynda
sem skilja 8 milli hlutarins og hugans, sjalfsverunnar og
hlutverunnar. Sannleikur pessarar myndar er ekki folginn i
peim heimi sem hdn synir, heldur peim heimi sem hdn felur
undir grimu sinni.

" Sbe. Gilles Dedeure: Francis Bacon - Logica dells sensasione, Quodlibel, Macersta 1595,
bis. 157-166

5, Art and [11 usion, Princeton Unfversity Press 1989, bls. 174-5, 296-300 og 324-7,
'She, Paul Valiry: Berthe Marisot | Scritti sullarte, Milane 1964, bls 124-125

“Sbr: Gilbert Ryle: Gobsagn Descartes, bid. Gardars A Arnasonar | "Heimspelki & 200 81d°,
Heimskringla 1594, bls. 62

*Sbr. ritgerd Michel Foucault wm Las Meninas eftic Velazques, sem er ugphalskafiinn |
The Drder of Things - An Archeology of the Human Sciences, NY 1994, bls. 3-16.

' Umrmdan wm grimuna sem forsendu sjénarhorns sjdandans | Eogllq-h.qnnrﬂqq
Descartes er medal annars sett fram i riti Jean-Luc Mancy: Lo Regard du Portrai,
Editions Galilée 2000 og | efirmdla Raculs Krchmayrs ad italskni dtgah nlglrﬁarmnar- ir
rifratio e il suc sguardo, Mitano 2002
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reduced the image of man to a string of figures representing
his genetic makeup. Physics has reduced matter to the
infinitely small, and astronomy conquers new galaxies and
new expanses of outer space every year. The universily
communily teday [Lat. universitas, from the word for universe/
no longer has an overview of its own world (since each person
is working in his or her private corner), not to mention the
“image of the universe” which it was once meant to deal with.
In the desperation that the dissolution of the universal picture
has created, a new demand is created for images which are
now swamping us like sinners in Noah's flood. Cinemas,
newspapers, television, the Internet and other media have
become outlets for the flood of images that mankind hungers
for in its need for some tenable picture of the world with which
it can relate and identify.

Under these conditions it takes quite a lot of courage to sit
down in front of the canvas and paint “the picture of the world”.
What makes Helgi Thorgils® painting interesting in this deluge
of images, and therefore worth pondering, is the magic that
occurs in it when it makes a short circuit between itself and the
world. [t thereby discloses its illusion and thus the illusion of
all the images that separate the object and the mind, the self
and the external object. The truth of this image does not lie
in the world that it shows, but rather in the world it conceals
behind its mask.

' Cf Gilles Defeure: Francis Bacon - Logica dells sensasione, Quodlibet, Macerats 1775 pp.
157- 144,

Y £f: “Roger Fry and the impressssnists tabked of the difliculty of finding out what things laaked
[z o an unbiased eye It is the business of ihe [ving organism fo organize, for where fhere
i [rfe theve is nod only hope, as the provert says, but also fears, guesses, expectations which
=ori and model the incoming messages, lesting and iransforming and testing agaén. The
inrocent eye iS4 myth . Arf and Musion, Princedon Universily Press 1987, pp, 2¥7-2 Thrs poind
is also made elsewhere in the book.

1 C1. Paul Valéry; Berthe Morisol in Scrilli sullavie, Milano 1984, pp. 124-125

* G Gultsert Ryle an the myth of Descartes i The Concept of Mind, Landon 1749,

" Cf Michal Forcault's essay an Vilazgues' Las Meninas, the apening chapier in The Drder of
Things - An Archeology of the Human Scrences. NY 1774, pp. 3-T4

* Discussion of the mask as a previss for the wewer's perspective in Descartes’ cogife
is propesed in Jean-Luc Nancy: Le Regard du Portrait. Editions Galilde 2000 and Raoul
Krchmayr's postscript fo the ltalian editon of this essay: ir ntrathe ¢ 4 sue sguardo, Milan
2002,







Mddir og barn f Mother and Child, 1999, Olia & striga [ O en canvas, 120 x 100 om
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Uppskerubbthd [ Harves! festival
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Sjaltsmynd [ Seifportrail, 2001, Olia & striga /

(il on canvas, & x 35 om
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Ferdalag [ Veyage, 2001, Dlia & striga / il on canvas
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Flatfiskar / Flatfishes, 2001, Olin & s1riga § OW an canwas, 18 sinengar /' 18 wirs
20 x 20 cr hver [ each

20



21



Oliaas

Flag / Flight, 2001
140 x 300 cm
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Rbgning / Rafm, 2000-2001, Olla & striga / O on canva
140 x 300 erm
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Istenskir fiskar / fcelandic fishes, 2001, Olia & striga /
i an canvas, 160 x 300 em
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angd Bintterilies, 2001
{&0 % 3

og fidrildi / Stars
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Istenskur hundur | keelandic dog, 2002, Dlia 4 striga/
O o camvas, 100 = %5 cm
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Speglun / Reflectian, 2000, Yatnslitic { Watercolours

1522 cm

Matur f Food. 2002, Vatnalitic | Wtercolows, 10 14 om
Tintistarmenn | Musiclans, 2002, Vatnslitic | Watercolowrs, 10« 16 em
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Yangir og avextir / Wings and Fruits, 2000, Olia 4 strig Ll an

Al x 5
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Speglun | Reftection, 2000, Ola & striga / v on canwas, 750 x 210 cm
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Rangur | réttum heimi / Wrong in the correct world, 2002, Vatnsiitic | Watercolours
0z 1&em

HBESL
Berd listamannsing [ Artists fable, 7002, Vatnslitir / Wilercolours, 10 = 16 e

Hépur | Group, 2002, Yatnslitic / Watercolours
10516 am

P HbFoL
FerBalangur / Veyager, 2002, Vatnalitir | Watorcolours, 10 1 14 cm

T
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Gengld med hundinn [ Walk the dog. 2002, Vatnslitir/ Wntercolowrs, 10 x 16 om
Ténlistarmadur [ Music Performer, 2002, Vatrslitie [ Warercolowrs, 10 x 16 cm
Slamstviburar / Slamese twins, 2002, Vatnslitie ! Watercolows, 10 % 16 om
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Tandist [ Masic, 2001, Dlis § striga [ A Canvas

33




LIl foss / Smadl Watertall, 2001, Dlia & striga / il om canvas, 95 x 100 cm
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Laukar [ Oniors, 2000, Olis 4 str ga { OA on carvas, 30 x
J0 em
Ad-Milans / Ad-Mitan, 2002, Olia & striga |

an CAeas,
2 x355em

Ak, 2002, Dlia 4 siraga / (Ul on canvas, &0 x &5 cm




Sky. Kjallaksstadir [ Clouds, Kjallaksstadir, 2002, Olia & striga /
O an carvas, T5x B0 em
Sky og blém [ Clowds and Flowers, 2002, Olia & striga /

O an carvas. TS x B0 cm

36



Marturganga a strand | [ Mightwalk on Beach |, 2002




Hasturganga d striénd Il / Mightwalk on Beach If, 200




MNaturganga & strand 111 § Mightwalk on Beach I, 200




Haturganga 4 strbnd I¥ [ Mightwalk on Beach IV, 2007




Naturganga & striind ¥ [ Mightwalk on Beach V, 2002,
Dlia & striga / Ol on canvas, 205 x 200 cm
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