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GLUNNLAUGUR BLONDAL

G unnlaugur Blondal er einn peirra listmdlara sem settu
sterkan svip 4 fslenska myndlist um midbik aldarinnar.
Hann faerdi okkur skrefi naer evidpskum straumum og stefnum
pess tima og heimfaerdi upp 4 islenskar adstasdur. Med verkum
sinum dvann hann sér dstsield og hylli landa sinna — med
peim opnadi hann augu peirra fyrir hinu nwerteka { hversdags-
lifinu og hvernig métri feera pad 1§ sigildan, listrenan bining. [
mannamyndum hans ma lesa persénueinkennin af linum og
litum eins og adeins gddum myndlistarmanni er lagid. Og
hann veitti l6ndum sinum nyja syn inn § islenske landslag.
Verk hans hafa fyrir longu dunnid sér verdugan sess i fslenskri

listastigu.
Fyrir petta ber nilifandi og komandi kynslédum ad pakka.
Pad er menningarmilanefnd Reykjavikurborgar heidur og

dnzegja ad fd teckifeeri til ad kynna list Gunnlaugs Blandal hér
a Kjarvalsstodum.

Hulda Valtisdortir
formadur menningarmilanefndar.



G unnlaugur Blindal is one of the artists who featured
prominently in Icelandic art around the middle of this
century. He brought us a step closer to the European
movements of that time and translated them to local Icelandic
conditions. With his works, he won the affection and
admiration of his fellow countrymen — and opened their eyes
to whart is immediate in everyday life and how it can be clad
in perennial artistic dress, His portraits invirte their
personalities to be read from colour and lines as only a true
artist can do. And he granted his compatriots a new
perception of the lcelandic landscape. His works have long
since won themselves a worthy place in Icelandic art history.

For all this, present and future generations owe him a debt of
gratitude,

It is both an honour and a pleasure for the Culrural
Committee of the City of Reykjavik to have the opportunity
to exhibit Gunnlaugur Blondal's work at Kjarvalsstadir.

Hulda Valtysddetir
Chairman
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Gunnlaugur Bléndal var hvorki naniralisti né raun-
saeismadur { list sinni. Hann beitti fyrst og fremst pensli
sinum til ad lita i ljos persénulega, ljédrana tilfinningu, sem
er einstdk { {slenskri mdlaralist og gerir myndir hans aud-
kennilegar fra dllum 68rum, svo fijdlbreytilegr sem mviverk
hans er pé ad formi og vidfangsefnum. Menn segja oft, ad peir
bekki myndir hans af litum peirra, og vist er um pad, ad hann
d sina sérstitku liti. En réttara mundi vera, ad ljddren tilfinn-
ing myndanna sé sd eiginleiki, sem ddar segir til hdfundarins
og eigi sidur § hinum litsterku, einféldu myndum sidustu dra en
i ymsum hinum fingerdu, blamjiku myndum fra fyrri tid,
pegar hann gaeddi jafnvel oliumyndir einkennilega pydum
pastelblze,

Ef til vill meetti kalla pessa tilfinningu tregablandna gledi vfir
stundarfegurd lifsins. Enginn islenskur malari vekur meiri
sdrsaukakennd fyrir hverfulleik pess, sem fagurt er, kvenlegri
asku eda fslenskum hdsumardegi. Frammi fyrir myndum hans
verdur manni sifellt hugsad, ad svona kunni petta ad visu ad
hata verid, en adeins andartak, sem kemur aldrei aftur.

Kristjin Karlsson;
dr formela ad milverkabak Gunnlaugs Blindal,
1963



Gunn|augur Bléndal was neither a naturalist nor a realist
in his art. Above all he wielded his brush to express
personal, lyrical emotion, which is unique in lceland painting
and makes his works so readily distinguishable from all others,
despite the great variety of form and subject within his ceuvre.
People often say that they recognize his paintings by their
colours, and it is certain that he does have his own special
palette. Bur it would be more correct to say that the quality
which reveals the author of these works more immediately is
their lyrical emotion, no less in the richly coloured simple
paintings of his later years than in various delicare, softly hued
ones from earlier times, when he even endowed oil paintings
with a peculiarly tender pastel air.

Perhaps this emotion could be called a melancholic joy at the
momentary beauty of life. No leelandic painter arouses greater
pain over the transitoriness of what is beautiful, female youth
or an lcelandic midsummer’s day. Confronted by his paintings,
one continuously feels thar it might, admitredly, have been
this way once, but only for a single moment, which will never
return.

Kristjin Karlsson:
from the Preface to Paintings by Gunnlougor Bléndal,
1963,
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UPPHAFINN VERULEIK1

fjarska birtast myndir hans likt og hugljaf cdlsyn,

batar vid bryegju, landslag eda konur, oftast nakear,
en pegar ner dregur er like og myndin leysist upp, litur
verdur litur og formin form, dn pess pé ad nokkurn
timann purrkist at hugleg merking listaverksins.
Gunnlaugur Bléndal innleiddi ny efnistok op myndefni §
islenska myndlist, hann dvaldi lengi erlendis, einkum {
Paris, par sem hann tileinkadi sér vidhorf og sfn Parisar-
skdlans, en pd fullkomlega medvitadur um uppruna sinn
og hjddemni.

Gunnlaugur Blindal tilheyrir annarri kynsléd fslenskra
myndlistarmanna ef talid er frd Einari Jénssyni mynd-higp-
vara, Asgrimi Jénssyni og Pérami B. Porlikssyni. Gunn-
laugur freddist 4rid 1893 ad Seevarlandi { Pingeyjarsyslu en
flurtist med foreldum sinum, Sigridi Moller og Birni
Bliindal lazkni, 4 pridja 4ri til Hvammstanga, bar sem hann
dlst upp alle fram ¢l 16 dra aldurs er hann 16k pa dkvindun
ad fara til Reykjavikur til ad lera tréskurd hjd Stefini
Eirikssyni, pd leid vildu islenskir listamenn gjaman 4 fyrri
hluta aldarinnar til ad nalgast listina. Ad hluta er skiringin
d pessu vali sennilega sti ad 4 bessum tima hafdi félk hér 4
landi fremur dljésar hugmyndir um listina eda listhugrakid,
auk pess sem tréskurdur var eina Jistgreinin® sem kennd
var 4 pessum dirum § hofudstadnum. [ flestum tilfellum var
tréskurdarndmid eins konar forskéli fyrir unga listamenn
ddur en haldid var [ listaskéla erlendis, en fastir peirra
notudu pennan midil — dskurdinn — til ad g4 og midla
sidari tima listskopun. Nokkrir peirra nyttu sér pé
handbragdid timabundid, baedi hér heima og erlendis, il
ad drygja tekjurnar.

Ad loknu sveinsprofi, 4rid 1913, sigldi Gunnlaugur til
Kaupmannahafnar med peim dsetningi ad leera myndlist.
Hann hafdi pa pegar teiknad mikid og médlad alle frd
barnmsku og vitna milverk, sem hann gerir t. d. §
Srykkisholmi drid 1913, vel um reikni- og bd sér i lagi,
litahaefileika hans, pé svo ad myndirnar beri augsjdian-
lega keim byrjandans. A leidinni il Hafnar kom skipid
vid § Edinborg par sem Gunnlaugur fékk fyrsta sinni

nasasion af listastfnum og heimslistinni. | Kaupmanna-
hisfn reyndi hann fyrir sér i teikningu § Den Tekniske
Selskabs Skole, like og flestir landar hans ddur en peir
voru teknir inn { Konunglegu listaakademiuna. En
Gunnlaugur steig ekki skrefid il fulls 4 pessum tima
heldur hvarf aftur til Revkjavikur par sem hann dvaldi
naestu tvi drin uns hann afréd ad fara aftur utan og sackja
nii um skélavist vid Listaakademiuna § Oslé. Gunnlaugur
var tekinn inn { skélann og dvaldi hann par { ein tv dr
undir handleidslu Christians Krogh, sem var einn virtasti
milari Nordmanna d pessum tima. Var hann | senn
skélastidri og adalkennari. P6 svo ad kennslan og list-
hugmyndir manna innan Listaakademiunnar hafi verid
einkar hefdbundar, var ndm Gunnlaugs { Oslé badi
markvisst og gefandi og md 1 raun telja pad upphaf ad
listferli hans. A pessum drum opnast augu hans fyrir
myndlistinni { ndtimalegum skilningi, hann kynnist
listastfnunum og skodar sfningu A franskri samtimalist
med opnun hug og hrifst sérstaklega af verkum Renoir og
Matisse. Vist er ad listsyningarnar § Oslé og tilsogn
laerimeistarans hafa skipe skdpum fyrir frameidar listsyn
Gunnlaugs. Af peim myndum ad dema sem hann gerir §
Oslé 4irid 1917, eftir adeins eins drs ndm, er greinilegr ad
honum hefur fleygt fram hvad vardar sjdlft handbragdid
og b sérlega | teikningu, Petta eru mélverk og teikningar
sem hann mélar § anda lerifodurins, raunseisverk med
djipt innsaci § myndefnid. Og landslagsmynd af
Sneefellsjokli, malud drid 1918, synir vel ad hann hefur
begar ndd ddgddum tokum & hinni nandralisku mynd-
gerd, En hugur hans stefndi annad § tvennum skilningi
og eftir tveggja dra dval { Oslé fer Gunnlaugur sudur eftir
til Evedpu, Fyrst til Pyskalands, par sem hann dvelur
lengst i Karlsruhe, en sidar til Vinar og Positano, lista-
mannanflendu 4 Sudur-ltaliu, par sem hann vinnur
fridlst ad list sinni naestu sex manudina,

Eftir ad hafa gert vidreist um Evrdpu, par sem allt
kraumar af nyjum hugmyndum, snfr Gunnlaugur aftur til
[slﬂnds, bﬂr sem hann heldur, tveimur drum seinna,
fyrstu einkasyningu sina { K.F.U.M hdsinu vid Ame-
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mannsstig. Par gefur ad lita hefdbundin, akademisk
raunsaeisverk, faglega dtferd, en 4 pessum drum er pad
helst i reikningunum ad farid er ad losna um linuna.
Syningunni var vel tekid og § framhaldi af henni beiru
nokkrir einstaklingar sér fyrir pvi ad styrkja hann til
utanferdar til frekara ndms og mii til Frakklands par sem
hann dvaldi naestu fimm drin eda fram dl 1929,

Fyrsti hluti aldarinnar og millistridsdrin voru miklir
umbrotatimar § evropsku listalifi og gegndi Paris par
veigamiklu hlutverki. Pangad pyrprist fioldi erlendra
listamanna og myndadist par brite sérstakur skoli
kenndur vid borgina: L 'Ecole de Paris. Peir sem fyrstir
komu i byrjun aldarinnar, likt og Pascin frd Miinchen,
Modigliani frd [taliu, Chagall frd Sankti Pétursborg,
Kisling frid Krdatiu, Krémégne frd Vilnius og Foujita frd
Japan, lifdu vid afar krépp kjor i listamannahverfinu
Montparnasse. Eftir fyrri heimsstyrjoldina kom mikill
straumur listamanna frd Rasslandi, flestir rissneskir
gydingar, listamenn 4 bord vid Terchkomitch, Landskoy,
Charchoune, Pougny, Poliakoff, Hosiasson og Chaporal.
Flestir dttu pessir listamenn pad sameiginlege ad peir
voru neyddir til ad yfirgefa wttjord sina. Peir bdru med
sér oft fjarlega menningu sem blandadist peim
listhugmyndum sem efst voru 4 baugi 4 pessum rima.
Afraksturinn var pvi oft einkar frjé og opin listskéipun,
en pd oftast merkt uppruna sinum.

A pessum tima agdi saman 6likum listhugmyndum {
heimsborginni. Menn voru enn ad vinna dr frd fraedi-
legum forsendum kibismans 4 medan adrir héldu dfram
ad framlengja hugmyndir Fauvistanna i tjaningarriku
milverki. Sdrrealisminn var ekki langt undan —
stefnuskrd sdrrealista kom dr § Paris drid 1924 — og
listamenn voru ennfremur farnir ad mila abstrake. Og
upp tr 1920 ber auk pess 4 sterku afturhvarfi til hefdar-
innar, pegar listamenn, oft § afgerandi figirarifum mal-
verkum, vildu reyna ad serra hefdina vid samtimann.

Gunnlaugur Bléndal kom inn { pessa listreenu hringidu
drid 1923 og settist ad i listamannahverfinu
Montparnasse, par sem listamenn lifdu oft skrautlegu
béhemlifi. Efnahagsdstandid [ Parfs var nd ordid nokkru
bjartara en ddur og var mikill og drifandi véxtur i lista-
verkaversluninni, drtu Bandarikjamenn ekki minnstan

biért § peim uppgangi.

A bessum drum var Gunnlaugur greinilega opinn og
leitandi i list sinni. Hann sazkir fyrst ndm { Akademiu
André Lhote, sem stofnud var drid 1922, en farir sig
sidan yfir til Fernand Léger { Hina frjdlsu vinnustofu®
(L*Ateler libre), sem Léger stofnadi drid 1924 dsamt
peim Crenfant, Laurencin og Exter. Einnig hefur komid
fram { videdlum vid Gunnlaug ad hann hafi ennfremur
notid tilsagnar hjd franska listamanninum Metzinger, En
pad sem er athyglisvert i pessu samhengi er ad allir pessir
listamenn/kennarar tengdust meira eda minna kibis-
manum og héfdu allir einkar fredilega og vismunalega
afstddu til listarinnar, En pért Gunnlaugur sacki leidssgn
hjd hinum fraedilegu laerifedrum/meisturum, pd lysti
hann pvi margoft yfir { vidtilum ad & Parfsardrunum hafi
hann umfram allc hrifist af verkum Utrillo og Modigliani
og sjdlfur segist hann ordid fyrir umtalsverdum dhrifum
frd Fauvistunum. Hvad sem pessu 1idur, b er pad vist ad
i pessum drum dtti sér stad dkvedid uppgjor § Paris vid
raunsaeismilverkid, sem Gunnlaugur hafdi tleinkad sér 4
ndamsdrum sinum § Noregi. Og ekki er dliklegr ad hin
fraedilega umfjollun og kennsla Lhote og Léger hafi gert
honum ljdsa sjdlfstacda virkni mélverksins. Innan mynd-
rammans var sjalfstazdur myndheimur, sem pess vegna
gat veridh fullkomlega Shlutleegur eda figaratifur, sem {
dllu falli laut eigin logmalum og par sem form og litir
birtust { mismunandi skrift og dfaerslu. Pad var greini-
lega langur vegur fri kennsluhugmyndum og raunsaeis-
milverkum Krogh vid norsku Listaakademiuna i Oslé.

A Parfsardrunum gerast hlutimir hrat { list Gunnlaugs.
Hann umgengst dlikar listhugmyndic af fridlslyndi og
reynir fyrir sér med folbreytilegum stilbrégdum. Vid sjaum
i verkum hans frd bessum tima glitta § Modigliani, Utrillo,
Kisling og jafnvel Van Gogh, og hann uppgdtvar nyte
myndefni — konuna og nekt hennar — sem drti eftir ad
fylgia honum allan hans feril. Petta var audsjianlega
tilkomumikill timi 4 proskaferli listamannsins, sem gat
leyft sér ad hafna og velja og préa dfram hugmyndir,
myndefmi og adferdir sem rimudu vid hans eigin langanir.

Hann tekur pétt § samsyningum { Parfs og Kaupmanna-
hifn og feer idulega lofsamleg ummeeli gagnrinenda, like
og fram kemur [ grein Kristjins Albertssonar, sem hann
skrifar [ Morgunbladid 27. dgdst 1930, Par segir m. a.:



YR THETE

“Jeg hitti mdlarann § Verslunarskélanum, par sem hann
hefir um tima haft vinnustofu sina. Hann syndi mér
trklippur dr fronskum bladum. Lof — og aftur lof.” Og
Kristjan vitnar ennfremur { franskan gagniimenda sem
segir: Af norrenum mélurum eru ni prir fraegastir
Paris: Nordmadurinn Per Krogh, Sviinn Ellis Wallin og
[slendingurinn Gunnlaugur Blindal.” Og Kristjin endar
grein sina d eftiffarandi ordum: ... svo segir mér hugur
um, ad hann eigi mikla og dvenjulega framtid fyrir
héndum.

Pad er engum ofsdgum sagt ad Gunnlaugur Blondal hreif
gagnrynendur og listunnendur almennt med verkum
sinum { Paris og tdkst ad skapa sér rymi { frinsku listalifi.
Hann var vidkenndur sem virkur pdttrakandi § Parfsar-
skélanum, like og fram kom er honum var bodid ad sjna
verk sin 4rid 1931 { hinu virta gallerii Billiet i rue La
Boétie. Gagnrinendur hrésudu peirri sfningu og pa
einkum og sér i lagi landslagsmyndum hans, sem sagdar
voru  nastum gegnsejar, djapar, defniskenndar.” () Og
bad sem meira var, Musée National du Luxembourg i
Paris keypti eitt milverk sem syndi hofnina § Revkjavik.
Allan nasta dratug var Gunnlaugur bisertur § Kaup-
mannahdfn og héle fjolda einkasyninga m. a, {
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Danmérku, par sem blidin toludu gjaman um hann sem
fransk-islenskan listamann. bd vardveitir hann einnig
tengslin vid Paris og er bodid ad syna med Parisar-
skélanum baedi § Parfs og utan Frakklands, par 4 medal
Japan.

P6 svo ad rekja megi dkvednar tilvisanir § formgerdir
Gunnlaugs 4 3. og fram 4 midjan 4. dratuginn, pd m4
merkja skyran stédugleika § dferd og hlutverki litarins.
Hvort sem hann notar pastel, vamslin eda olfulir, leggur
hann sig fram vid ad I¢sa raerleika myndefnisins, Augu
dhorfandans stadnaemast ekki vid yfirbord litarins,
heldur er peim fleyer dfram inn § pokkafullan og hrifandi
myndheim, par sem 6raed form og mjdk birtan, vidmar
einstaklinga, vedurfar og timi soélarhringsins ala oft af sér
hugmyndir um einmanaleik og jafnvel trega.
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Gunnlaugur Blondal beindi athygli sinni ad fium
myndefnum. Fyrir utan portrett-myndir og opinberar
pantanir mdladi hann landslag, sjdvar- og hafmarmyndir,
sérstaklega fri Siglufirdi, folk vid fiskvinnslu og nekrar-
myndir af konum, en bad myndefni er vafalitid cinn
veigamesti pédtturinn § listskiipun hans og er hann jafn-
framt tvimealalaust fyrstur islenskra listamanna il ad nyja
betta myndefni 4 jafn markvissan hdrr. Hluri af
skyringunni 4 pessu myndefni er ef il vill 54 ad 4 peim
tima er Gunnlaugur var § Paris 4 3. dratugnum var konan
og nekt hennar rikjandi myndefni hjd scérum haopi
listamanna d bord vid Picass, Matisse, Bonnard, Kisling
og Pascin, hvort sem peir téldust til hefdbundari eda
framseeknari listskopunar. [ peim myndum Gunnlaugs,
sem hafa konuna og nekt hennar ad myndefni, varast
listamadurinn ad drlista fyriemyndina, Hann letur sér
neegia ad gefa { skyn, med dljdsum dGrlinum og madell-
eringu, mynd sem auga dhorfandans framkallar. Pannig
gefur hann dhorfendum dkvedid svigrim il ad framlengja
og fullkomna verkid dr frd eigin hugrenningum. Pad er
einmitt petta sem styrkir tdlsyn dhorfandans og gerir hann
ad virkum patrtakanda. Skynrengslin verda dypri og
kynferdis- og nautnaleg merking meir sannferandi.

Fyrstu drarugina er konan og nekt hennar myndgerd med
mjikum linum og birtu sem umleikur likama hennar.
Myndskurdurinn § pessum myndum er einnig oft mjig
sambarilegur eda rétr nedan vid brjdst eda nidur ad
mitti. Paer eru sjaldgeefar paer myndir sem syna konuna
alla 4 pessum drum. Aherslan er pvi oftast 4 briGstin,
(sem vanalega eru hulin en listamadurinn sviptir klaed-
um}. Pessi dhersla 4 brjdst konunnar gefur pessum mynd-
um nokkud tvireda merkingu, og tengir myndefnid i
senn vid médurina og dstkonuna. [ pessum verkum eru
sjaldnast nokkur tengsl milli shorfandans og fyrirmyndar-
innar, augu peirra maetast ckki, engin bein grun. Og
oftast er like og han haldi sig ein begar hiin pvaer sér,
greidir, sefur eda virdist hugsi. Mdlarinn/dhorfandinn
virdast pvi oft vera likt og 4 geegium.

A 5. og 6. dratugnum verda paer breytingar ad listamad-
urinn gerir sér far um ad spenna upp litinn jafframe pyvi
sem pensilskriftin og teikningin § heild verdur &ll mun
hvatlegri. Augu dhorfandans stadnazmist nd vid linur og
liti, sem gefur dhorfendum minna faeri 4 ad framkalla hid

holdlega snertigildi likamans. En aftur & méri virdist
vidmdt, ldthragd fyrirmyndarinnar og stellingar djarfari {
bessum myndum, jafnvel tgrandi. Med hessum
breytingum 4 litamedferd og reikningu feerist malverkid
meir og meir frid pvi ad vera tilsin yfir 4 fullkomlega
tiknrient svid. Og samrimis er like og pad hafi dre sér
stad dkvedin tilfersla & merkingu myndanna. Pd
nautnafullu syn, sem d@dur birtist { sjalfu myndefninu,
nekt konunnar, er kannski nd ad finna { sjilfu mélverk-
inu, { munddarfullri litanotkun og beitingu pensilsins.

Landslagid er annad myndefni sem vard sérlega dberandi
eftir heimkomuna réte fyrir seinna strid. Gunnlaugur
hafdi reyndar mdlad landslagsmyndir 4 drum ddur,
myndir par sem listamadurinn lagdi sig fram vid ad midla
hughrifum af landinu. Litir voru gegnsaeir og teerir og
Iystu vel andrimslofti og vedrabrigdum. Aftur 4 mdéri er
Gdru visi farid um seinni tima landslagsmyndir, sem eru
ordnar einfaldari og sterkari { lit, par sem pensilfiirin hafa
odlast ndnast hlutsteda efniskennd. [ pessum verkum er
like og pessir sterku og allt ad glannalegu litir, upphefji
landid, rjifi tengslin vid raunveruleikann og gefi landinu
avintfrakenndan ble. Kannski er petta borgaralege
landslag, fagurfraedilegt en ekki nytsamlegr, salureirur
handan vid veruleikann. [ pessu landslagi gerist farr,
engin sérstakur atburdur, adeins einstaka sinnum liril
kvenperséna { forgrunni, ndnast falin § landinu, sam-
stmud pvi { lic. Pad sem undirstrikar pessa naesta yfir-
ndtoirulegu sfn 4 landid er hinn mikli fjoldi landslags-
mynda sem hefur Pingvelli ad myndefni, godstgulegan
reit | vitund pjédarinnar.

Hatid, bidtarnir, sjidmenn og fiskvinnslukonur eru enn-
fremur naesta pjddleg minni eda myndefni { list Gunn-
laugs. Fiskibararnir liggja vid bryggju, kannski ein tvier
personur 4 hafnarbakkanum. Hann letur sér nagja ad
draga upp frumdraecti bitanna og umhverfisins, og
batskilirnir rima saman  lit. Yfir haf-/myndflerinum
heilir undarleg kyrrd. Og stundum beinir hann sjiénum
ad sjominnunum sem birtast like og hetjur, hdleitar
persénur, naesta trdarlegar. O af sildarsralkunum seafar
djrdarljéma. [ pessum myndum hefur Gunnlaugur sete til
hlidar athafnir og gjordir pessa folks, slorid, vinnu-
hirkuna og polraunina, og { stad pess mélar hann um-
razduna sem umlykur pad, sjdlfa myruna.



Ekki er hagt ad raeda um myndlist Gunnlaugs Blondal
dn pess ad minnast d portrett-myndir hans og opinberar
pantanir likr og madlverkid af Pjéofundinum sem sett var
upp § Alpingishdsinu drid 1956, Gunnlaugur maladi
mikinn fjolda mannamynda og voru par flest allar
pantanir. Pessi verk vann listamadurinn oftast med
vondudu handbragdi, pé svo ad vaxrarbroddurinn hafi
ekki legid i pessum paetti listskéspunar hans og sjaldnast
er hacgt ad segja ad hann hafi lagr sdl sina i verkid. Afrur
d méti notadi hann site eigid myndmil og formskrift 4
hverjum tima til ad Gifeera hvert myndverk.

Ljést er ad Gunnlaugur fér ekki varhluta af peim hraer-
ingum sem dttu sér stad § frdnsku listalifi pann tima sem
hann dvaldi i Paris, par sem listamenn ligdu sig fram vid
ad endurskilgreina listina og tengsl hennar vid raunveru-
leikann. List Gunnlaugs ber pess merki. Ad loknu
akademisku ndmi, velur hann (medvitad sem Gmedvitad)
sér myndmdl — expressjénisma — par sem hofud-
dherslan er logd 4 litinn, tilfinningalegr og riknraent
gildi hans. En afstada listamannsins til litarins var b
dvalle einkar rviraed og § raun getum vid sagr ad liturinn |
verkum Gunnlaugs hafi tvisfalda virkni. Annars vegar er
liturinn sjilfvisandi tjdning listamannsins, par sem litur
og pensilfor lifa sjalfstadu lifi. Vid tokum sérstaklega
eftir pessum eiginleikum { bakgrunni mynda. Og vid
sjgum ennfremur ad listamadurinn leyfir sér oft og
idulega ad skilja eftir malad léreftid ad hluta. Pessi
afstada undirstrikar pd skodun ad malverkid lati sinum
eigin logmilum fullkomlega 6hdd fyrirmyndinni. P4 er
einnig vert ad hafa [ huga { pessu sambandi hversu oft
listamadurinn endurtekur dkvedin myndefni med breyti-
legum dherslum f lit. En pad er einmitt med endur-
tekningunni sem listamadurinn losar litinn, og reyndar
formin, undan fyrirmyndinni.

Hins vegar er liturinn notadur til ad dtlista myndefmid og
ljg pvi dkvedna merkingu. Og pegar vid skodum helstu
myndefni listamannsins sjdum vid ad pad er liturinn eda
dkvedin litasambond, sem upphefja myndefnid. bad er
liturinn sem faerir konuna, sjémanninn og landid yfir 4
annad svid handan vid veruleikann. Sjémenn og fisk-
vinnslukonur eru hetjur og landid er unadsleg hugsin
listamannsins. Liturinn helgar myndefnid.

MODEL
MODEL
1929

65x72 cm
olin i strigfoil on canvas
Bragi Einarsson

Gunnlaugur Blindal 4 sér mikla sérstodu i islenskri
listasogu. A longum listferli einbeirti hann sér ad bvi ad
skapa myndml, { senn innilegt og dstridubundid, par
sem hann gaf okkur nyja og frumlega sin 4 landid og
opinberadi konuna [ islenskri myndlist af Gvenjulegri
munid og listraenu innssed.

Gunnar B. Kvaran



SUBLIME REALITY

rom a distance his paintings look like fond mirages,

moored boats, a landscape or female figures,
generally naked, bur closer up the paintings seem to
dissolve, colour becomes colour and form becomes form,
vet without the subjective signification of the works ever
being erased. Gunnlaugur Blandal introduced new
subjects into Icelandic art and new ways of approaching
them, and spent long periods abroad, especially in Paris
where he adopted the attitudes and viewpoints of
L'Ecole de Paris while remaining perfectly conscious of
his origin and narionality.

Gunnlaugur Blandal belongs to the second generation of
Icelandic artists, those who followed the pioneering
sculptor Einar J6nsson and painters Asgrimur Jénsson
and Thérarinn B. Thorldksson. Born in rural north
Iceland in 1893, he moved at the age of two with his
parents to the small northwestern rown of Hvamms-
tangi. There he grew up until the age of 16 when he
decided to go to Reykjavik to study woodcarving (with
Stefin Eiriksson), a typical starting-point for artists in
the early part of the century to approach their creative
vocations. Part of the explanation for this choice of
study probably lies in the vague ideas entertained by
Icelanders at this time abour art or the notion of art,
besides which woodcarving was the only “art subject”
taught then in the capital. In most cases, woodcarving
would serve as a kind of preparatory school for young
artists before they went to study abroad, and few of them
would use the medium to express and mediate their
creativity later on, Some, however, made temporary use
of their carving skills, in lceland and abroad, as an extra
source of income.

On completing his woodcarver’s apprenticeship in 1913,
Gunnlaugur Bléndal set off for Copenhagen, determined
to study art. He had already been drawing and painting
profusely since early childhood, and paintings such as
the 1913 scene from Stykkishélmur testify to his talent
for drawing and in particular colouring, despite bearing

the clear stamp of a novice. En route to Copenhagen, the
ship called ar Edinburgh, where Blondal gained his first
glimpses of art museums and world art. In Copenhagen
he embarked on a course in drawing at the Technical
College, as most of his compatriots did before they were
admitted ro the Royal Danish Academy. But Blondal did
not complete this move then, returning instead to
Reykjavik where he stayed for two years until he decided
to go abroad again, applying for a place this time ar the
Oslo Academy of Art. There he studied for two years
with Christian Krogh, the head teacher and principal of
the academy who was also one of Norway's most
respected contemporary painters. Despite the very
conventional teaching and prevailing artistic notions
within the academy, Blondal's studies in Oslo were both
systematic and rewarding and in effect mark the
beginning of his artistic career. During these years his
eyes began to be opened towards art in the modern sense,
as he familiarized himself with galleries, took a liberal
view of French contemporary art and was particularly
impressed by the works of Renoir and Matisse, Certainly,
the exhibitions Blondal saw in Oslo and the guidance of
his teacher would play a crucial role in his future
perception of art. Judging from the paintings he made in
Oslo in 1917 after only one year of study, he progressed
by leaps and bounds in terms of skills, especially in
drawing. These are paintings and drawings in the spirit of
his mentor, realist works with deep insight into their
subject. And his landscape of Snwfellsjokull glacier,
painted in 1918, clearly shows the fine command of the
naturalist picrorial structure that he had achieved by
then. But he longed to move on in more than one sense
and after two years in Oslo he travelled south to the
European mainland. He visited Germany first, spending
most time in Katlsruhe, then Vienna and Positario, the
artists' colony in southern Italy where he would spend six
months working freely on his arr.

After extensive travels in Europe, which was seething
with new ideas, Blondal returned to lceland and, two



GUNNLAUGUR BLONDIAL

years later, held his first solo exhibition in the Reykjavik
YMCA building. This was a collection of convenrional
academic realist works, masterfully developed, and
during this period it was mainly in drawings that his line-
work was becoming freer. The exhibition was
enthusiastically received and led to him being privately
sponsored to go abroad again for further study, this time
to France where he would spend the next five vears,
until 1929,

The early part of the century and the years between the
wars were a period of great turmoil on the European art
scene in which Paris played a large and important role.
Foreign artists flocked there, soon developing a distinct
school of painting, L'Ecole de Paris. The first arrivals at
the dawn of the century, including Pascin from Munich,
Modigliani from ltaly, Chagall from St. Petersburg,
Kisling from Croatia, Krémégne from Vilnius and Fuijita
from Japan, lived in dire poverty in the Montparnasse
artists' quarter. Afeer World War I, there was an influx
from Russia, mainly of Russian Jews such as
Terchkomitch, Landskoy, Charcoune, Pougny, Poliakoff,
Hoslasson and Chaporal. They had various common
traits, such as having been forced to leave the land of
their birth and bringing with them exotic cultures which
merged with the dominant artistic ideas of the rime.
Frequently, the creative result was singularly fertile and
open, but nonetheless bore the stamp of its origin.

Cosmopolitan Paris was a welter of diverse artistic concepts
at this time. Some artists were still developing on the
theoretical precepts of cubism, while others continued o
extend fauvist ideas in richly expressive painrings.
Surrealism was just around the corner — the Manifesto
was published in Paris in 1924 — and other artists were
beginning to venture into the abstract. During the 19205, a
strong return to rradition could also be discerned when
artists strove, often with decisively figurative paintings, to
reconcile raditional and contemporary values.

Gunnlaugur Blindal entered rhis artistic maelstrom in
1923 and sertled in Montpamasse, the home of so many
colourful bohemians. The economy was improving in Paris
and there was dynamic growth in the gallery business, not
least because of American involvement in ir.
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Blandal was clearly open to new influences, and sought
them. Initially he joined André Lhote's academy which
had been founded in 1922, then moved o L' Atelier libre
which Fernard Léger set up in 1924 in league with
Ozenfant, Laurencin and Exter. In interviews, Blondal
has also stated that he received instruction from the
French artist Metzinger. But the interesting point about
these artist/teachers is that they were all attached to
cubism to a greater or lesser degree, and all of them ook
firmly theoretical and intellectual views of art. For all
the instruction he received from these mentors and
masters, Blondal frequently claimed that the works of
Utrillo and Modigliani had impressed him most, and also
that he was under a considerable influence from the
fauvists. What is certain is thar Blondal revalued the
standpoine towards realist painting that he had adopted
during his student years in Norway. It is not unlikely
that the theoretical discussion and teaching of Lhote
and Léger led him to realize the independenr effect of
the painting. The canvas posited an independent
pictorial world which for all its perfectly abstract or
figurative quality still obeyed its own laws and allowed
form and colour to appear with differing signatures and
claborations. He had certainly come a long way from
Krogh's notions of teaching and the realistic painting at
the Oslo Academy of Art.

Blindal's art underwent rapid change during his Paris
vears. He associated freely with unlike ideas of art and
experimented with diverse styles. In his works from this
phase we carch glimpses of Modigliani, Utrillo, Kisling
and even Van Gogh, and he discovered a new subject —
the female figure and its nudity — which would
accompany him for the rest of his artistic career. This
was patently a magnificent phase in his progress towards
artistic maturity, when he enjoyed the freedom to pick
and choose and develop ideas, subjects and techniques
that matched his own aspirations.

He took part in joint exhibitions in Paris and
Copenhagen to consistent critical acclaim. Kristjdan
Albertsson, for example, in an article in Morgunbladid
on August 27, 1930, describes how 1 met the painter at
the Commercial College in Reykjavik where he has a
studio. He showed me cuttings from the French press.



Praise — and praise again." Albertsson goes on to quote
a French critic who had said thar “Of the Nordic
painters, three are now most renowned in Paris: the
Norwegian Per Krogh, the Swede Ellis Wallin and the
leelander Gunnlaugur Blondal.” The article ends with
Albertsson’s claim that *l have a feeling that a great and
unusual future awairs him."

It is no exaggeration to say that Gunnlaugur Blondal
captivated the critics, and art lovers in general, with his
Parisian works and began to establish a place for himself
on the French art scene. He was acknowledged as an
active member of L' Ecole de Paris, as shown by his
invitation to exhibit ar the renowned Billier gallery on
the rue La Boétie in 1931, Critics lavished praise on the
show, especially his landscapes which were described as
“near-transparent, profound and ethereal.” The Musée
MNational du Luxembourg in Paris even bought one of his
scenes of Reykjavik harbour. For the following decade
Blondal resided in Copenhagen (with his wife, the
Danish artist Inger Licht) and held numerous
exhibitions. Some were in Denmark, where he was
referred to by the press as a Franco-lcelandic arrist. He
maintained his Paris contacts and was invited to exhibit
there with L'Ecole de Paris, and also outside France, in
countries including J:i["‘i’ll'l-

Although certain allusions can be traced through
Blondal's formal structures in the 19205 and into the
mid-1930s, there is a clear consistency to be found in the
texture and role of colour. Whether using pastel,
watercolours or oils, he strives to capture the clarity of
the subject. The viewer's eve does not come to rest ar the
colour's surface bur is swept inside a voluptuous and
enchanting pictorial world in which eryptic forms and
soft light, facial expressions, the weather and the time of
day spawn I-n:qul:hl notions of solitude and even
melancholy.

Gunnlaugur Bléndal concentrated on a few pictorial
subjects. Besides his portraits and public commissions, he
painted landscapes, seascapes and harbour scenes
{especially from the northern wown of Siglufjérdur), fish
workers, and of course the female nudes which were
unguestionably one of the major elements in his creative

work. He was the first Icelandic artist to employ this
subject in so systematic a fashion, and one reason for his
choice may be that during his stay in Paris in the 19205
the female figure and female nude were dominant
subjects among a large group of conventional and
progressive artists alike, such as Picasso, Matisse,
Bonnard, Kisling and Pascin. In his female figures and
nudes, Blondal avoids detailed depictions of his subject,
but rather is content to sugpest, through vague outlines
and modelling, an image for the viewers of the works 1o
develop, giving them scope to extend and complete the
work by building on their own contemplations. It is
precisely this quality which strengthens the viewers'
illusion and makes them into active participants in the

PETUR EINARSSON
1917

Listasafrj Reykjavikur

— Bokasafn — 46x33 sm
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Einkaeign/Privately owned
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work. Perceptive associations become deeper and the
sexual and hedonistic signification more convincing.

Early on, he picrorialized his female figures and nudes
with soft lines and light which envelops the body. The
picture is often cut off in a comparable manner, just
below the breasts or down to the waist; full nude studies
were rare for him during these years. The most frequent
focal point is the breasts (covered, but unveiled by the
artist), which lends the paintings an ambiguous
significance and connotes at once the figures of a mother
and a lover. There is rarely any interaction between the
audience and the model in these paintings, no eye
contact and no direct challenge. Generally, too, the
female appears to imagine that she is alone as she
washes, combs her hair, sleeps or ponders, with the
artist/viewer posited as a voyeur.

In the 1940s and 50s the artist strove to intensify his
colours at the same time as his brushwork and drawing as
a whole became much more impulsive. Now, the viewer
dwells upon lines and colours, with less apportunity of
reproducing the carnal tacrile quality of the flesh. On
the other hand, the model’s expression, demeanour and
pose seem more daring, even challenging. This new
treatment of colour and drawing moved the painring
increasingly from the realm of illusion and towards a
completely symbolic plane. At the same time, a certain
shift in signification seemed to occur. The hedonistic
vision once revealed in the subject itself, the female
nude, perhaps became inherent in the painting itself, in
the voluptuous use of colour and brushwork.

Landscape is another subject which became particularly
prominent in Blondal's repertoire after his return to
Iceland on the eve of World War II. He had, in fact,
already painted landscapes, striving to convey the effect
induced by the land, with transparent and clear colours
which captured the atmosphere and shades of different
weather to good effect. His later landscapes became
simpler and more strongly coloured and their
brushstrokes approached an objective material quality.
Their strong and almost garish colours seem to sublimare
the land, break its bond with reality and lend it a
fabulous air. Perhaps this is a bourgeois landscape,

aesthetic rather than useful, an idyll beyond reality. No
particular action takes place there, only the occasional
female figure in the foreground, almost concealed in the
land, identified with it through colour. What
underscores this almost supernatural vision of the land is
the large number of landscapes from the ancient
parliament site of Thingvellir, which in the national
consciousness of the Icelanders was a historical and
legendary sancruary.

The sea, boats, fishermen and women fish workers are
another quasi-national motif or subject in Blondal's art:
fishing boats moored ar a jetty, a figure or two on the
wharf. He makes do with sketching rough outlines of the
boats and their surroundings, their keels in compatible
colours. Over the seafpictorial surface, a peculiar calm
reigns. And somerimes he focuses on the fishermen to
make them heroic and lofty, almost religious, and his
women fish workers radiate a glorious glow. In these
paintings, Blondal has cast aside the actions and deeds of
these people, their slogging and toil and exertion,
painting instead the dialogue that encircles them, the
myth itself.

No discussion of Gunnlaugur Blondal's art would be
complete without mentioning his portraits and public
commissions, such as that depicting the meeting in 1851
where independence movement leaders confronted
Danish colonial officials, which was hung in lceland’s
parliament house in 1956. He painted a large number of
portraits, virtually all of them commissioned. In general
he dispatched them painstakingly and skilfully, although
this was not his most flourishing artistic field and he can
rarely be said to have put his heart into them. On the
other hand, he employed his own pictorial language and
écriture to develop each one individually.

As his works show, Gunnlaugur Blondal was clearly
affected by the turbulence on the French art scene
during his stay in Paris, when artists were striving to
redefine art and its relationship with reality. On
completing his academic studies he opred (consciously
and unconsciously) for a pictorial language,
expressionism, whose main emphasis was the emotional
and symbolic value of colour. Yet there was always a
sharp ambiguity in his artitude to colour, which in effect



operates on two different levels in his work. On the one
hand, it is a self-referent expression by the artist in
which the colour and brushstrokes live a life of their
own, This is a quality we find in particular in his
backgrounds, and we notice how he invariably leaves
part of the canvas unpainted, as if to underline the
notion that the painting obeys its own laws, completely
independent of the original. It is also worth recalling his
frequent repetition of certain subjects with different
emphases in their colouring, Repetition allows the arrist
to liberate his colour, and in facr his forms as well, from
their ariginal.

On the other hand, Bléndal uses colour to define the
subject in detail as well and lend it a specific
signification. Examining his main subjects, we see that it
[t is
colour that transports the female figure, the fisherman

is colour or certain hues that sublimate them.

and the land onto another plane beyond realiry.
Fishermen and women fish workers are heroes, and the
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SNAFELLSJOKULL
SNAFELLSJOKULL GLACIER
1918

52x6% sm
olia & strigafoil on canvas

Ingibjiirg Faaberg

land is the artist’s enraptured vision. Colour sancrifies

the subject.

Gunnlaugur Blondal occupies a very distinet position in
leelandic art history. In the course of his long career he
concentrated on forging a pictorial language, at once
ingenuous and passionate, through which he offered a
new and original vision of the land and revealed the
female figure in lcelandic art with exceptional
voluptuousness and artistic insight.

Gunnar B, Kuaron



FRONSK DANSMER
FRENCH BALLERINA
1925

100 x 80 sm
olia 4 striga [ oil on canvas
Sedlabanki {slands / Central Bank of Leeland
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REYKJAVIKURHORN
REYK]AVIK HARBOUR
1928

65 x 50 sm

pastel i pappir [ pastel on paper
Listasafn Arnesinga / Arnessysla Folk and Art Museum






MADUR OG KONA
MAN AND WOMAN
1929

91,5 x 64 sm
olia 4 striga [ oil on canvas

Listasafn [slands / National Gallery of leeland






NOTRE DAME

5Bx 71 sm
olia 4 striga [ oil on canvas
Jéhann L. Jénasson






FRA HOFNINNI
THE HARBOLR

45 x 55 sm
olia & striga / oil on canvas

Listasafn Revkjavilkur [ Revkjavik Municipal Art Museum, Kjarvalsstadir






KONA MED RAUDA HANSKA
WOMAN WITH RED GLOVES
1932

79 x 59 sm
olia 4 striga / oil on canvas

Einkaeign [ Privately owned







KONA MED BLOM [ HAR]
WOMAN WITH A FLOWER IN HER HAIR
1932

S0 x 58 sm
alia & striga { oil on canvas
Einkaeign / Privately owned
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[ sOLBAD
SUNBATHING
1932

69 x 59 sm
olia & striga { oil on canvas
Listasafn Reykjavikur [ Reykjavik Municipal Art Museum, Kjarvalsstadir
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SOFANDI KONA
SLEEPING WOMAN
LM 1933

60 x 50 sm
olia & striga / oil on canvas

Bragi Einarsson
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SILDARSTULKA
HERRING WORKER
1934

B85 x 75 sm
olia 4 striga [ oil on canvas
Félagsstofnun stiadenta / Student Service Centre at the University of Ieeland
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SILDARSTULKA
HERRING WORKER
1934

B5 x 75 sm
olia 4 striga [ oil on canvas
Félagsstofnun stidenta / Student Service Centre at the University of Teeland






LANDSLAG FRA MYVATNI
FROM LAKE MYVATN
1935

65 x 90 sm
olia d striga [ oil on canvas
Einkacign / Privately owned
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MODEL
1936

64 x 51.5 sm
olia 4 striga [ oil on canvas
Listasafn Reykjavikur [ Revkjavik Municipal Art Museum, Kjarvalsstadir
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STULKA MED GREIDU
GIRL WITH COMB

1937

74 x 60 sm
olia & striga [ oil on canvas

Listasafn Reykjavikur / Reykjavik Municipal Art Museum, Kjarvalsstadir
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KONA VID PVOTTASKAL
MORNING BATH

100 x 80
olia 4 striga [ oil on canvas
Johann L. Jénasson
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FRA PINGVOLLUM
FROM THINGVELLIR
1946

B3x 119 sm
olia 4 striga [ oil on canvas
Elisabet Jonasdottir o Kristjdn Karlsson






MODEL
MODEL

84 x 81 sm
olia 4 striga { oil on canvas
fvar Danielsson






| GRABROKARHRAUNI
FROM BORGAREJORDUR
1955

B89 x 124 sm
olia d striga [ oil on canvas
Elisabet Jonasdéttir og Kristjdn Karlsson






FRA PINGVOLLUM
FROM THINGVELLIR

95 x 125 sm
olia i striga [ oil on canvas

Hiskuldur Agistsson og Aslaug Asgeirsdéttir




MODEL
MODEL
1962

75 % 60 sm
olia 4 striga [ oil on canvas
Rakel Olsen
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SJALFSMYND
SELE-PORTRAIT
1962

69.5 x 54.5 cm
olia & striga [ oil on canvas
Listasafn Reykjavikur [ Reykjavik Municipal Art Museum, Kjarvalsstadic
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Gunnlaugur Pétur Bléndal
1893-1962

Helstu sfningar/Main exhibitions:

1922 Reykjavik, KFUM/Rexkjaulk, YMCA

1925  Paris, Salon d"Automne/Paris, Salon d " Automne

1926  Reykjavik, Gadvemplarahiisinu/Reykjaud

1926 Paris, fimmta syningin & . Morrenni listParis, Sth Nordic A exhibition

1926 Parls, Galeric Billict/Paris, Galerie Billiet

1926  Tokyo, samsfning med fronskum mislurumyTokyo, jome exhibition with French artists
1927  Parfs, Carmin/Paris, Carmin

1927  Kaupmannahiin, Charlomenborg, samsfning d slenskri listy'Copenhagen, Charlotrenborg, joint lcelandic ar exhibirion
1928  Kaupmannahtfn, Holger Ferlov/Copenhagen, Holger Ferlow

1928 SeokkholmifStockholm

1928  Hambarg/Hambrrg

1928  Kiel, samsiming/Kiel, joint exhibition

1930  Kaupmannahiim, Kinngasrden/Copenhagen, Kinagaarden

1930  Poris, Salon d"Auromne/Paris, Salon d " Automne

1931 Lendon/London

1932  Kaupmannahdfn, Christian Larsen/Copenhagen, Christion Larsen

1932 Swokkhélmi, ssmsfning/Stockholm, joint exhibition

1932 Reykjavik, hisi Mathans & Olsen/Revkjavik

1932 PBrissel/Brussels

1932 Paris, Galerie Billiet/Paris, Galerie Billier

1933 Kaupmannahdifn, Christion Larsen/Copenhagen, Christian Larsen

1936  Kaupmannahifn, Ambak/Copenhagen, Ambak

1938  Srokkholmi, Konstnirhuset/Stockhotm, Kenstnirhuset

1938  Bjorgvin, samsyning/Bergen, jome exhibition

1938 Odinsvéum/Odense

1938  Gauraborg, samsyning/Gothenburg, joint exhibition

1941 Arder, samsining/Arhus, joint exhibition

1947 Osld, samsiming/Oslo, joint exhibition

1948  Kaupmannahi, samsyning/Copenhagen, jome exhibition

1949  StokkhalmifStckholm

1950  Helsinki, samstming/Helsinki, joint exhibition

1952 Brriisse]Brussels

1955  Barceldnn, La Pinacoteca/Barcelona, La Pinacoteca

1961  Reykjovik, Listasafni [slands, yficlitssfning 6 vegum menntamalaridsRevkisvk, Natonal Gallery of leelmnd, resrospective
1962  Reykjavik, Gadtemplarahisinu/Revljavk

1962  Kiel, sams{ning islenskra listamanna/Kiel, jome Ieelamdic exhibtion

1963  Reykjavik, Bogasal/Revhjovik

1967 Libeck, samstning/Liibeck, joint exhibition

1993 Reykjavik, Kjarvalsstodum, AldarminningRevkjonk, Kiervalsealdir, Centenary

Opinber sifn sem eiga verk eftir listamanninn/Weorks in public collections:
Hafnarborg/Hafnarborg

Listasafn ASH/Labour Unions’ Are Gallery

Listasafn Amesinga/Amessisla Folk and Art Musesrm

Listasam Hiskoln [slands/Universicy of leeland

Listasafn [slands/Nasional Gallery of lceland

Listasain KopavoeyKdpavogur Art Museun

Listasafn Reykjavikur, Kiarvalsstadin/Reykjavik Mimicipal Museum, Kjarvalsstalir
Musée d°An Modeme de 1a Ville de Paris

Mationalmuseet | Stockholm



Menningammilanefind Reykjavikur | The Cultieral Committee of the Ciey of Revkjoutk:

Hulda Valtdsddtrir. formadur | chafrman
Giudnin Exla Ceirsdditir

Ingibjorg Rafnar

Jéina Grda Sigurdardéteir

Jiilius Hadstein

Selmn Gudmundsddetis
Tumi Magniisson

Forstbumodur Listasafns Reykjaviur [ Director of the Revkjouth Municipal Art Museun:
Gannnr B, Kvaran

Myndaval og hinnun séningar / Sclection of worle and exhibision design:

Cunnar B Kvaran

Cragnasiifnum [ Exhibition production:
Porrl Hringsson

Ltsmiyndun | Photographe:
Letfur Porsteinsson

Yhirlester handrita of prdfarkalestur | Proofreading and ediing:
Adalseinn Davidsson

g | Tramsbation:
Bernard Scudder

Yhirlestur handritn oy peofarkalestur 4 ensku | Proofreading and editing m English:
Bernard Scudder

Merkingar og vextavinnala | Typeng:
Anna Fridbersdbrrr

Addractrir og upphenging [ Insttlarion:
Helgi Amason

Honnun sininganknir [ Catalogue design:
Birgir Andréson

Uppsetming | Typeseiting:

Bragi Hallddesson

Skeyring og filmuvinnsla | Colour separation and moneage:
Prenemyndnstofin hi.

Prentun og bikband | Prmemg and bookbmding:
G, Ben Prenstofa hi.



1l
RIARVALSSTABIR

LEMPASAR N HETE | A¥in 20
Tiol WP A IR AT WEIRTE I

SEPTEMBER - OKTORER 1015




