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Magniis Kjartansson hefur um drabil vakid athygli listunnenda med
verkum sinum og hlotid vidurkenningar fyrir. Med pessari syningu gefst
gestum Kjarvalsstada kostur 4 ad kynnast nyjum viddum { margbrotnum
hugmyndaheimi listamannsins, par sem hann tekst 4 vid sigild sannindi

frd sjénarhéli nitimans.
Menningarmdlanefnd Reykjavikur bydur Magniis velkominn med verk
sin ad Kjarvalsstodum og fagnar pessu tekiferi til ad kynna pau gestum

hissins.

Hulda Valorsdéir,

formadur

Magniis Kjartansson’s work has aroused the attention of art-lovers for
many years and won public recognition. The present exhibition gives
visitors to Kjarvalsstadir the opportunity to discover new dimensions in
this artist’s complex world of ideas, as he tackles classical truths from the
viewpoint of the modern age.

The Cultural Committee of the City of Reykjavik welcomes Magnuis
Kjartansson and his works to Kjarvalsstadir and is pleased to have this
opportunity to present them to the museum’s visitors.

Hulda Valtysddutir,

Chairman



Olafur Gislason

MALVERKID OG VERULEIKINN

Alle frd pvi ad upplysingastefnan skildi fagurfredina frd gud-
fradinni & 18, dldinni og reynslubyggia visindanna ték ad
vefengia sannleiksumbod listarinnar hefir myndlistin hid hetju-
lega glimu vid ad skilgreina inutak sitt, sannleiksskilning og af-
stodu til innri og ytri veruleika. Vid sjgum pessa préun ekki sist i
milverkinu eins og pad préadist frd rdémancik il raunseis 4 19,
dldinni og hélt sidan dfram { fridlausri rannsékn sem § reynd
prengdi stéduge vidfangsefni milverksins samfara pvi ad pjod-
télagspréunin gerdi starf listamannsins @ einangradra og sér-
hafdara.

EF lysa i préun mdlverksins 4 Vesturlindum 4 20. éldinni i
fium ordum, pd md segja ad um leid og myndlistin hafi hreins-
ad sig af gudfradinni og ordid fullkemlega veraldleg, hafi pekk-
ingarlegt inntak hennar smim saman prengst, um leid og par
spurningar sem myndlistin hefur sert fram hafa ordid skyrari og
dleitnari.

A sama hint og myndlistin 4 18. og 19. 8ld losadi sig undan
valdi gudfredinnar og gat af sér sjilfsteda fredigrein, sem var
fagurfredin, pd hefur myndlist 20. aldarinnar temt pd fraedi-
grein ad inntaki um leid og hin hefur sett fram nyjar knyjandi
spurningar sem varda merkingu og innihald { mun vidara sam-
hengi. Fagurfredi sem fradigrein um frumspekilega merkingu
hins fagra og munidarfulla 4 ekki lengur sviir vid peim spurn-
ingum sem myndlist 20. aldarinnar hefur sett fram, einkum
eftir adl hin snéri fri formhyggju médernismans og t6k ad setja
fram dleitnar spumningar um merkingu og innihald, eins og skyr-
ast hefur komid fram i peirri grein myndlistar, sem kollud hr:fur
verid hugmyndalist (conceptual art).

Hugmyndalistin var éfgafullt og um leid afgerandi andsvar vid
innihaldsleysi formhyggjunnar, eftir ad hin hafdi tzmt endur-
nyjunarmiguleika sina og leidst it { ad gera listaverkid ad
stofustissi eda triartikni og listasalina ad markadstorgi eda hofi
hins nyja skurdgods.

Pét dfgar séu ad bllu j6fnu varasamir § hinu daglega lifi, pd eru
peir oftar en ekki vottur um heilbrigdi og skerpu i listinni.
Pannig urdu Sfgafull vidbrogd dadaistanna 4 2. og 3. wg
pessarar aldar il pess ad grafa endanlega pd hugmynd, ad gildi
listarinnar hafi med gédan smekk ad gera. Dadaisminn var
nidurrifsstefna og uppreisn, medal annars gegn dadri jigend-
listarinnar vid hlutadyrkun nyrikrar borgarastéttar i upphafi
aldarinnar. Hid jikvada vid dadaismann var hins vegar, ad |

neikvedi sinu gerdi hann algildar krifur um sannleika eda
inntak, og hafnadi pannig peirri afstedishyggju, sem byggir 4
»godum smekk”. Hugmyndalistin hefur tekid pessa algildu krifu
dadaistanna { arf & sidari hluta aldarinnar, og hin hefur einnig
birst { margvislegum og timabundnum myndum sem ,pop-list®,
Wfllixus”, minimalismi, .arte povera® o.s.frv. Par sem list pessi
hefur risid hast hefur spurningin um inntak listarinnar - eda
inntaksleysi - jafnan verid sett fram med hvad skyrustum haet,

A 19, éldinni var algengt ad myndlistin falladi um veruleikasvid
utan hennar sjilfrar; dstina, daudann, pjininguna, dgnir, tign,
gifgi og fegurd ndtnirunnar o.s.frv. En samfara aukinni sér-
hefingu 4 dllum svidum samfélagsing og samfara peirri dt-
breiddu tni, ad sérhefd visindaleg reynsla sé forsenda allrar
pekkingar, prengdist vidfangsefni milverksins og myndlistar-
innar par til pad takmarkadist ad mestu vid hana sjilfa. Pannig
takmarkadist’ inntak milverksins & meir vid innri gagnomi 4
listina sjilfa sem sjilfstazda stofnun § hinu idnvedda kapitaliska
samfélagi. Milverkid haui ad likja eftir veruleikanum med
beirri sjalfsblekkingu ad liturinn og formin veeru hlut ndtor-
unnar og getu birt okkur einingu manns og ndttiru. Pannig
vard samklippan til, par sem hlutar Gr hinum ytri veruleika
voru teknir beint inn { médlverkid til ad afhjipa sjilfsblekkingu
pess. Smdm saman vard sd skilningur tl, ad liturinn veri
nikvemlega pad sem hann er, en hefdi enga frumspekilega
merkingu handan hins synilega efnislega veruleika. Sama gerdist
med formid: pad hafdi enga merkingu umfram pd dpreifanlegu.
Milverkid vard 4 endanum si athdfn ad bera lit 4 léreft, og
hafdi ekki adra eda dypri merkingu. Par med hafdi madlverkid
afmarkad sérsvid sitt og um leid temt pad af 6llu pvi sem { raun
var komid d framferslu hinna sérhefdu visindagreina: ndttiran
vard vidfangsefni sérhefdra nitvdruvisinda, dstin vard vidfangs-
efni silarfredinnar og kynlifsridgjafanna, daudinn og pjéningin
vidfangsefni leknavisindanna og jafnvel triarbrigdin voru
ordin ad sérgrein og mdru afsala sér forraedi yfir mikilvaegum
péttum mannlegrar tilveru, sem pau hofdu ddur drotmad yhr.

Pad athyglisverda vid pessa miklu umbrotastgu | myndlise 20,
aldarinnar, par sem hver atlagan hefur fylgt annarri gegn mynd-
listinni sem sjilfstedri stofnun { neyslusamfélagi sidkapitalis-
mans, er hins vegar st stadreynd ad pessi hatada og elskada
stofnun hefur price fyrir alle stadid af sér 6ll dhlaupin og haldid
velli, péet verksummerki tilredismannanna hafi éneitanlega sett



svip sinn 4 lifspreytta andlitsdretti hennar. Vel igrundadar
tilraunir dada-istanna, flixuslistamannanna og svidsetjara happ-
ening-verka til ad afma i eite skipti fyrir 6ll skilin & milli listar-
innar og hins raunverulega lifs, og ganga pannig endanlega af
listinni daudri sem sjdlfstedri einangradri stofnun i hinu
borgaralega samfélagi, hafa allar runnid dt i sandinn - eda |
besta falli skilid eftir sig varanleg Grkuml 4 listastofnuninni, sem
risid hefur jafnédum dr valnum keik sem aldrei fyrr. Pad veeri
pvi vel pess virdi ad spyrja sig hvad valdi. Hvada undramdctur
er pad, sem hefur gefid pessari hérdu og jafnframt elskudu
stofnun svo mirg HE

Fullnzgjandi svar vid peirri spurningu er ekki audfundid, en
nertzkasta skyringin veri 6neitanlega sii, ad priw fyrir alle geti
madurinn ekki verid 4n pessarar hétudu stofnunar, sem notferir
sér blekkinguna til pess ad gefa manninum Feri 4 ad finna ein-
hverja samsemd milli sjilfs sin og umhverfisins { sundrudum

heimi.

Pad er vid pessar adstzdur sem Magnis Kjartansson bregst vid
med 6ventum haetti og fer ad mila myndir um pislarsdguna.
Myndir sem fjalla ekki um sjilfar forsendur listarinnar, heldur
svid sem sérhefing og visindahyggja samtimans hefur longu
dthlutad 8drum fredigreinum. Er ekki pislarsagan réutmen
vidfangsefni gudfraedinnar, eda kannski leknisfredinnar - eins
og bjiningin? Hvada erindi & hin inn { myndlistina 4 sidasta
dratug 20. aldarinnar? Er hér um gamla afturgingu ad reda, eda
er hér kannski verid ad opna fyrir einhvern nyjan flér 4 mil-
verkinu, sem svo margir voru biinir ad afgreida sem Gt mal?
Magniis Kjartansson hefur gengid | gegnum ,nillpunke”
malverksins med athyglisverdum hztti. Hann er menntadur i
skéla helsta fulliria formhyggju médernismans & Nordur-
léndum, hji Richard Mortensen d Listaakademiunni { Kaup-
mannahdfn. Strax { upphafi syndi hann évenjulega hafileika og
tilfinningu fyrir mélverki, sem bar i reynd svipmét pess form-
hyggjuskéla sem hann er sprottinn tir, pétt verk hans hafi verid
lausari § Forminu en hjd sjilfum lerimeistaranum. Med tim-
anum komu svo fram beinar tilvitnanir { hlutveruleikann § verk-
um hans med samklippu, prykki eda dlimingu. Pessar tilvitnanir
i hlutveruleikann syndu skyldleika vid strauma eins og pop-list
og nydadaisma, par sem formhyggjan er dregin { efa um leid og
skorid er 4 samsvorun milverksins og nituirunnar med afger-
andi haetti. En prict fyrir pessar augljosu efasemdir Magnisar i
gard formhyggjuskélans, sem hann er menntadur i, hafa dhrifin
fra honum engu ad sidur alltaf verid 6l stadar { verkum hans -

undir nidri.

Pislarségumyndir Magniisar eru hins vegar afgerandi frihvarf
fri fyrri verkum og skéla formhyggjunnar ad pvi leyu, ad
Magnis einsetur sér hér allt i einu ad fialla um svid sem form-
hyggja médernismans hafdi longu afsalad sér éllu umbodi fyrir.

Pessar myndir Magniisar vekja dleitnar spurningar um mynd-
malid og forsendur pess, ekki sist i ljosi pess sem 4 undan er
gengid. Endanlega fjalla pessar spurningar um sannleiksgildi.

Sannleiksgildi listaverks er ekki bundid sterdfraedilegri eda rok-
fradilegri likingu pess vid veruleikann. Pad er hdd vitund lista-
mannsins um sinn veruleika. A sama hdtt og vitundin er hdd tima
mannsins (6likt hinni rékfredilegu eda sterdfredilegu likingu)
og frelsi hans il ad mata veruleikanum og takast 4 vid hann i
verdandi lidandi stundar, verdur sannleikur listarinnar hidur
hvoru tveggja og er pvi ad hluta dl ségulega skilyrtur. Sann-
leiksgildi myndmalsins er pvi andstett dllum akademisma, sem
byggir 4 stédludum og ,sigildum” formilum. Pad verdur ekki
sett undir stadladan malikvarda og getur aldrei pjonad fyrir-
framgefnu pélitisku eda hugmyndafradilegu kerfi.

Pad er ein af pversognunum i proun myndlistarinnar til & meiri
sérhafingar 4 pessari 6ld, ad pritt fyrir ® prengra og brota-
kenndara efnissvid hefur myndlistin { raun aldrei misst sjénar 4
heildinni: péte listaverk syni adeins brotakenndan veruleika
(dzemi: ,minimalisminn®), pd gefur pad sig dvallt drt fyrir ad vera
fullkomin heild og sem slik gefur pad dkvedna heildarmynd af
veruleikanum. Pad er einmitt petta sem greinir listaverkid frd
hlutnum eda gerir hlutinn ad listaverki. Petta tvennt, sannleiks-
gildid og heildarmyndin, er pad sem endanlega skiptir mali, pegar
vid leggjum mat 4 myndlist. Hafi myndlistin ekki skirskotun il
heildarskilnings og hafi hin ekki einhvern sannleika til ad bera
um sjalf okkur og samtimann, pd er hin einfaldlega dpirf.

Petta eru spurningar sem Magnis Kjartansson hefur glime vid
med nyjustu verkum sinum. Pau eru uppgjér vid formhyggju-
skéla médernismans, sem hafdi fyrir longu afskrifad alla lys-
andi“ list og alla allegériu eda launségn | myndlistinni. Pessar
myndir eru allegériur um pjéiningu, sumar hverjar tengdar
kunnum byggingum tr ninasta umhverfi milarans. Tilvisun-
inni { Sambandshisid mun pé ekki beint tl nylegra gjaldprota
Sambands islenskra samvinnufélaga sérstaklega, heldur hefur
byggingin ordid Magnusi yrkisefni vegna pess ad hin blasir vid
ir stofuglugga hans 4 Laugarnesinu. Hin verdur hins vegar
med turnspiru sinni og tdmum gluggum ad tikni sem visar til
mannlegrar firringar. Noturleg umgjérd um mannlega pjin-
ingarségu eda pislargongu. A sama hdtt eru andlitsmyndirnar



allegbriur um pjdininguna par sem triarleg tikn visa tl pislar-
sigu Krists,

Pad er rétt ad hafa pad i huga ad pé Magnis gripi hér til mjig
hefdbundinna vinnubragda milverksins, par sem medal annars
er logd dhersla 4 vissa eftirlikingu ndttdrunnar og litnum er
gefin yfirferd merking, pa gripur hann gjarnan ol pess ad rjofa
pessi tengsl milverksins og ndttirunnar 4 afgerandi hite med
pvi ad setja inn i myndina adfengna hluti eins og simtél eda
blokkflautu - hluti sem afmarka ekki bara skilin 4 milli mal-
verksins og ndttirunnar heldur hafa lika viknrana og formrana
merkingu sem hluti allegériunnar. Sémuleidis sker hann mynd-
irnar { sundur eda afmarkar 4 afgerandi hdte med dberandi nafin-
gift, sem enn undirstrikar allegdriska merkingu verksins, Sjén-
hverfingin § milverki Magnisar er pvi medvitud og undirstrikar
pannig skilin & milli nartdrunnar og listarinnar,

Spurningin er, hvort hér sé verid ad hverfa til gamalla tima og
gamalla lausna eda hvort myndmil milverksins hafi hér verid
leitt § endurngjun lifdaga sinna Gt frd forsendum sem eru { senn
persdnulegar, stadbundnar og alpjédlegar. Forsendum sem byggja
d upprunalegri og sannri vitund um islenskan og alpjédlegan
veruleika § senn, par sem fyrirframgefnum formilum er hafnad.
Pad er { hendi dhorfandans ad veita svar vid peirri spurningu.



Olafur Gislason:

PAINTING AND REALITY

Ever since the enlightenment divorced aesthetics from theology in
the 18th century and scientific empiricism began to question art’s
mandate as a vehicle for the truth, the visual arts have been
battling heroically to define their content, their notion of truth,
and their attitude towards inner and external reality. This
process is clearly visible in the evolution of painting from
romanticism to realism in the 19th century and onwards, in
restless exploration which in fact steadily confined the subject
of the painting at the same time as social developments made
the artist's work increasingly isolated and specialized.
To summarize the evolution of Western painting in the 20th
century, it may be said that once art had shaken off theology
and become completely secular, its epistemological content
gradually became more constricted, while the questions it has
posed have become clearer and more intrusive.
Just as painting freed itself in the 18th and 19th centuries from
the yoke of theology and spawned an independent discipline,
aesthetics, the 20th century painting has exhausted the content
of that discipline while posing new, urgent questions about
significance and content in a much wider context. Aesthetics as
an academic discipline dealing with the metaphysical
significance of the beautiful and the sensual can no longer
answer the questions posed by 20th century painting, especially
after painting abandoned the formal preoccupations of
maodernism and began to probe into the realm of significance
and content, as is most clearly seen in the branch of the visual
arts known as conceptual art.
Conceptual art was an extreme and at the same time decisive
response to the vacuity of formalism which, having exhausted
its possibilities for regeneration, had drifted towards turning art
into decoration or a religious symbol and the artistic soul into
the marketplace or temple of the new idol.
Dangerous as they may be in our daily life, extremes in art
more often than not testify to a healthy perspicacity. The
extreme reactions of the Dadaists in the 1910s and 1920s, for
example, managed to bury for good the idea that artistic value
had anything to do with good taste. Dadaism was a movement
of iconoclasm and rebellion, in part against jugend art’s
flirtation with the adoration of objects that prevailed among the
nouveau riche at the wrn of the century. What was positive

about Dada, however, was that in its negativity it made

universal demands about truth or content, thereby rejecting the
relativity that was based on “good taste.” Conceprual art has
inherited this universal demand of the Dadaists in the latter
half of this century, and it has also appeared in various and
ephemeral guises such as pop art, fluxus, minimalism, arte
povera, etc. Where this art reaches its greatest heights, the
question of artistic content — or lack of content — has always
been presented as well in the clearest of terms.

In the 19th century, art commonly dealt with realms of reality
outside itself: love, death, suffering, terror, nobility, honour,
natural beauty, etc. But as a corollary to greater specialization
in all areas of society and with the widespread belief that
specialized scientific empiricism is the starting-point for all
knowledge, the subject of painting and art became narrowed
down until it was largely restricted to art itself. The content of
art thereby became increasingly limited to criticism of art itself
as an independent institution in an industrial capitalist society.
The painting ceased to imitate reality by deluding itself that
colour and form were parts of nature and could represent the
oneness of man and nature. Collage emerged in which pieces of
external reality were incorporated directly into the painting to
expose its self-delusion. Gradually an understanding developed
that colour is precisely what it is, but with no metaphysical
meaning beyond visible material reality. The same happened
with form: it had no significance beyond the tangible.
Eventually, painting became the act of applying colour to
canvas, and had no other deeper meaning. Painting had thereby
delimited its field of specialization and at the same time
exhausted itself of everything else which specialized branches of
the sciences had in effect taken charge of instead: nature
became the subject of specialist branches of the natural sciences,
love became the subject of psychology and sex therapists, death
and suffering the subject of medicine, and even religion had
become a specialized discipline and was forced to relinquish its
authority over important elements of human existence that it
had previously governed.

What is most remarkable about this great turmoil in 20th
century art, in which one attack after another has been
launched against art as an independent institution in the late
capitalist consumerist society, is nonetheless the fact that this

institution, at once beloved and hated, has against all the odds

el




repelled every assault and held its ground, scarred though its
weary features may be by the blows that its assailants have
delivered. The carefully conceived attempts by Dadaists, fluxus
artists and stagers of happenings to eradicate for once and for
all the boundary between art and real life, and thereby to kill
off art as an independent, isolated institution in bourgeois
society, have all ground to a halt — or at best, left the artistic
institution permanently handicapped, only to see it rise from
the dead anew, more sprightly than ever. It might well be worth
asking why. What miraculous force has given this beloved and
hated institution so many lives?

Satisfactory answers to such a question are not easy to come by,
but the most immediate explanation would undoubtedly be
that in spite of everything, man cannot do without this
institution that he hates, an institution that employs illusion in
order to give man the chance of finding some kind of identity

between himself and his environment in a fragmentary world.

It is 1o this background that Magnis Kjartansson produces an
unexpected reaction with paintings of martyrdom and the
Passion, Paintings which do not deal with the premises on
which art itself is based, but rather an area that contemporary
specialization and science have long ago meted out to other
disciplines. Is the Passion not the rightful property of theology,
or perhaps medicine, just like suffering? What relevance does it
have for painting in the final decade of the twentieth century?
Is this some ancient ghost walking anew, or is it perhaps
opening up a new aspect of the painting that had so widely
been dismissed as sertled?

Magnis Kjartansson has taken an interesting route through the
zero point of painting. He studied with the leading proponent
of formal modernism in Scandinavia, Richard Mortensen, at
the Academy in Copenhagen. From the outset he displayed an
unusual talent and feeling for painting, which in fact bore the
stamp of the formalist school from which he sprang, even
though his works are formally looser than those of his mentor,
In the course of time, his works came to present direct allusions
to objective reality with collage, printmaking and pasting.
These allusions to reality displayed affinities with movements
such as pop art and neodadaism, casting doubts upon
formalism at the same time as decisively severing the
correspondence between art and nature. But despite his clear
questioning of the formalist school in which he trained, its
influence has nonetheless always been present in Kjartansson's

works — beneath the surface.

Kjartansson’s scenes of martyrdom and the Passion, on the
other hand, are a departure from the earlier formalist works and
school insofar as he suddenly decides to tackle a field over
which formalist modernism had long since relinquished all
jurisdiction.

These paintings arouse intrusive questions about pictorial
language and the premises on which this is based, not least in
the light of its precedents. Ultimately, these are questions of
veracity.

The veracity of a work of art is not invelved with its
mathematical or logical resemblance to reality. It depends on
the artist’s consciousness of his own reality. In the same way
that consciousness is dependent upon human time (unlike
logical or mathematical resemblance) and man's freedom to
confront and tackle reality in the fulfilment of the passing
moment, the truth of art must also be dependent on both these
factors, and is therefore to some extent historically conditional,
The veracity of pictorial language is therefore opposed 1o
everything academic, which is based on standardized and
“classical” formulas; no uniform yardstick can be applied to it
and it can never serve a predetermined political or ideological
system.

It is one of the paradoxes in the evolution of art towards ever-
increasing specialization this century, that despite its ever more
narrow and fragmented range of subjects, art has never really
lost sight of its totality: although a work may show only
fragmented reality (as in the case of minimalism) it always
makes a claim to being a perfect whole and, as such, gives a
definite total picture of reality. It is precisely this which
distinguishes the work of art from the object or makes the
object into a work of art. These two characteristics, veracity and
the totality, are ultimately the crucial criteria in appraising art,
Art which lacks reference to our total understanding and lacks a
truth to convey about ourselves and the age we live in is simply
superfluous.

These are questions that Magnis Kjartansson has been tackling
with his most recent works, With them, he settles accounts
with the formalist school of modernism which had long ago
written off all “descriptive” art and all allegory or concealed
narrative in it. These paintings are allegories of suffering, some
of them associated with familiar buildings from the artist’s
immediate environment. The reference to the old Cooperative
Federation head office is not specifically directed, however, at
the recent collapse of the cooperative business empire;

Kjartansson has taken the building as a subject since it is part of



the view from the window of his house. Nonetheless, with its
spire and empty windows it becomes a symbol alluding to
human alienation, a miserable setting for a tale of human
suffering or martyrdom. In the same way, his portraits are
allegories of suffering that use religious symbols referring to the
Passion of Christ.

It should be borne in mind that although Kjartansson applies
very conventional painting techniques, including an emphasis
an a certain imitation of nature and metaphorical use of colour,
he often tends to make a decisive break in the links between
painting and reality by incorporating found objects such as a
telephone or recorder — objects that not only delimit the
border between the painting and nature, but also have a
symbolic and formal significance as part of the allegory.
Likewise, he dissects his paintings or firmly delimits them with
a striking title which underlines still further the allegorical
significance of the work. The illusion in Magnis Kjartansson's
painting is therefore conscious and underscores the division
berween nature and art.

The question is whether this is a return to older times and old
solutions or whether the picrorial language of the works has
been given an additional lease of life by building on premises
which are at once personal, local and international. Premises
based on original and true simultaneous consciousness of
Icelandic and international reality, in which predetermined
formulas are rejected.

It is 1up to the observer of these works to answer that question.

Naturganga
A warlle ar wight
1992-1993

olla, sag, tré, lim. sandur o steinar d seriga, 230 x 350 sm

oils, sawdusr, wood, plue, sand and stones on canvas, 230 x 250 cm






Upprisa
Ascension

1993

olia, sag, tré o lim 4 striga, 180 x 180 sm

ails, sawdust, wood and glue on canvas, 180 % 180 cm
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Memento

1993

olia, sag, tré o lim & wriga, 180 x 150 sm

ails, sawdust, wood and ghue on canvas, 180 x 180 em
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Fencyjaskolinn 11 : Hundur gengur { svefni
Venetian school II: Sleep-walking dog
1993

olia, sagoglim 4 sriga, 180 x 180 sm

oils, sawdust and glue on canvas, 180 x 180 cm







Bodun Mariu
The Annunciacion

1993

olia, sag og lim 4 striga, 180 x 360 sm

oil, sawdust and glue on canvas, 180 x 360 cm






Fastudagurinn langi
Good Friday
1993

olin, sag, tré og Um 4 striga, 215 = 230 sm
ails, sawdust, wood and glue on canvis, 215 x 230 cm







Fencyjaskélinn 111 ; Amor sacro ¢ amor profano
Venctian schoal I11: Amor sacra ¢ amar profana
1993

olia, sag, 1ré op lim 4 seriga, 180 x 382 sm
oils, sawdust, wood and glue on canvas, 180 x 382 cm
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Feneviaskélinn 1 : Bodunin
Venetian school I The Annunciation
1993

olia, sag, tré o lim 4 seriga, 180 x 180 sm
oils, sawdust, wood and glue on canvas, 180 x 180 cm







26

Altaristafla
Aftarpiece
1993

alia, sag, oré og lim d serga, 180 x 374 sm

oil, sawdust, wood and glue on canvas, 180 x 374 cm






Kirkjusandur
(Cooperative House)
1993

olia, sag, tré og lim 4 striga, 225 x 350 sm
ails, sawdust, wood and glue on canvas, 223 x 350 cm
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Magnis Kjartansson, ‘laugarnestanga 62. 105 Reykjavik

Faddur 1949

Nidm:

1969-1972 Myndlista- og handidaskéli [slands

1972-1975 Konunglega danska akademian
Einkasyningar:

1972 Norrzna hisid, Reykjavik

1976 Kjarvalsstodir, Reykjavik

1980  Nylistasafnid, Reykjavik

1982  Listmunahisid, Reykjavik

1984  Gallerl Borg, Reykjavik

1985  Listmunahiisid, Reykjavik

1987  Galleri Borg, Reykjavik

1988  Boj Gallery, Stokkhdlmi

1990  Galleri Nyhitn, Reykjavik

1992 Listmunahisid, Reykjavik

1994  Listasafn Reykjavikur

1973 Grafic Biennal, Ljubljana

1973 Sji ungir listamenn, Kjarvalsstadir Reykjavik

1985  Twileringurinn, Sao Paolo

1987  Islensk abstrakdist,
Listasafn Reykjavikur Kjarvalsstadir

1988  Young leclandic Art, Sophicholm

1989  Hotel Pulitzer, Amsterdam

1991  Nordic Drawings, Skandinaviu

1991  Listahdad § Hafnarfirdi

1992 Butler's Wharf, London

3

Born 1949

Studies:
1969-1972 The lIcelandic College of Art and Crafts
1972-1975 The Royal Danish Academy

Selected Private Exhibitions:
1972  The Nordic House, Reykjavik
1976 Kjarvalsstadir, Reykjavik
1980  The Living Art Museum, Reykjavik
1982  Listmunahisid Gallery, Reykjavik
1984  Gallery Borg, Reykjavik
1985  Listmunahiisid Gallery, Reykjavik
1987  Gallery Borg, Reykjavik
1988  Boj Gallery, Stockholm
1990  Nyhofn Gallery, Reyvkjavik
1992 Listmunahisid Gallery, Reykjavik
1994  The Reykjavik Municipal Art Museum

Selected Group Exhibitions:
1973 Graphic Biennal, Ljubljana
1973 Seven Young Artists, Reykjavik
1985  Biennal, Sao Paoclo
1987  leelandic Abstraction,

The Reykjavik Municipal Art Museum
1988  Young Icelandic Art, Sophicholm
1989  Hotel Pulitzer, Amsterdam
1991  Mordic Drawings, Scandinavia
1991  Ar Fesoval, Hafnarfjérdur
1992 Butler's Wharf, London
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Gudnin Erla Geirsdderir
Ingibjérg Rafnar
[ Gria Shgtidiaidlderie
Jeitus Hafstein

Selma Gudmundsddttic
Tumi Magniisson

Farstidumadur Listasafns Reykjavilour/Director of the Reykjavik Municipal Art Museum:

Gunnar B, Kvaran

Ljgsmyndun/Photography:
Krstjin Pérur Gudnason
Sigurgeir Sigutjinsson

Iiding Translation:
Bernard Scudder

Yhirestur handrita og profarkalestur & ensku/Proofreading and editing in English:
Bernard Scudder

Hinnun syningankrir/Catalogue design
Birgir Andrésson

Uppsenming / Typesetting
Hiiskuldur Harri

Skeyting og filmuvinnsda | Colour separstion and montage
Prenemyndastafan hE

Prentun o bakband | Printing amd bookbinding
G. Ben Prenteofs hE
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