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Magniis Témasson var einn af stofnendum SUM-hépsins i sjounda dratugnum. Pessi hopur, sem ni er ordinn ad nokkurs
konar godsogn i islensku listalifi, braut upp hid langa timabil, par sem abstrake-mélverkid hafi ridid rikjum, og kynnti Bjodin-

i i einn verfangi ymsar listastefnur samtimans eins og hugmyndalisting, fuxus, minimalisma o1,

Verk Magnisar Tomassonar eru oft med frisagnarkenndum blae, ¥mist eru pau eins og litl 1jod eda jafnvel stutar frisagnir, full
af svartri kimni, eda verk hans eru stor Gwerk, unnin dr efnivid sjalfrar ndgtarunnar, sem midla il okkar ljodrenni skynjun a
umbverfinu og lifinu sjalfu,

Pad er Menningarmalanefnd Reyvkjavikur mikill heidur ad standa ad pessari siningu 4 nyjum verkum Magnisar Tomassonar 4

Kjarvalsstodum.

Magniis Tomasson was one of the founders of the SUM Group in the [960s. Now something of a legend on the leelandic art scene,
this groufy marked a break with the long reign of Abstract in Treland, and introdwced a whole spread of new movements at ance: Coneet,
Fltexws, Minimalivm awnd many meore.

There i aften a narrative tone to Magniis Tamasson 's works, which cither vesemble poems or short tales, full of Mack hwmowy, or are large exter-
mal soulptures, wronght from the materials of raw nature and presenting ws with rical insights into the envivonment and life itself,

It is an honour for the Cultural Committee of the City of Reykjavik to arrange this exhibition of the works of Magmis Tomasson al
Krarvalssiadis
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Formadur Menningarmilanefndar Revkjodkur

Chungrman, Cultural Commater of the City of Reykpavik






FRASAGAN OG
UMHVERFID

Um fraségn og umhverfismétun i list
Magnusar Tomassonar

Fra pui ég hynntist Magmisi Tamassyni i skolairum okkar
i Menntaskdlanum i Reykjavik fyrir meira en 35 drom man ég
vart eftir honum &druvisi en pannig ad hann vieri § stédugu
ati vidh ad umbreyta umhbverfi sinu og takast 4 vio hin alikustu
Jjardefni, lit, milma, griot eda wré. I fyrstu beindi hann krofi-
um sinum fyrst og fremst ad oliulitnum, og sindi undraverda
hafileika i peim efnum pegar & menniaskolairunum. Sidar
beindist athvgli hans ad 6drum efnum, mialmi, griod, plast,
tré og fundnum hlutum, sem hann notadi § friasagnarverk
sem hann kalladi ligdmyndir eda siniljod. AD lokum proadist
pessi aritta Magnisar yhir i gerd hreinna umbverfisverka, sem
midudu ad pvi ad setja torm og fyrirben | nyui samhengi vid
umbverfi sitt. bar tefliv Magnis gjarnan fram hrium efoum
natirunnar og Bgudum malmi eins og stili, bronsi, ali eda
eir.

Pad er eins og umbhverfids hafi verkad 4@ Magnis sem stodug
storkun og dskorun. $jai hann bjarg i fjallshlid eda dlitlegan
stein { griommamu, er hann ekki i rénni frr en hann er biinn
an eyrnamerkja sér steininn og setja hann i eitthvert ny
samhengi eda Fera honum hlutverk i einhvernn myndrenni
frisogn. Og sjii hann gamalt og ylirgefid his, sem er i pann
veginn ad leysast upp i frumelni sin vegna skeviingarleysis
samferdarmannanna, er hann ckki i ronni frr en hann er
biinn ad fera pad i réta mynd og réu samhengi. Allt midar
peta ad pvi ad glada umhverfid og Hrirbeerin merkingu,
gera hvort veggja mennski. Spurningin er: Hvad er pad sem
knyr menn 6l slikra stHdugra daka vid umhverfi sitt? Hvers
vegna mit steinninn ekki kyer liggja i falli sinu eda grjiotmamu
og hvers vegna mega gomlu hisin ekki G ad leysast upp i

frumedni sin?

Pad er ein af frumbvatom mannsing, ad hann leitast stodugt
vid ad skapa néja merkingu Gr umhbverfi sinu. Vid getum i
raun ckki hugsad okkur manninn {n pess ad seja hann wm
leid § umhverfi, sem hann hefur motad og hiadid merkingu
og tiknum it fri forsendum tilbains wingumils. Tungumalid
og formskynid er pad sem greinic manninn fra dérunum, og
pad er mungumalidy sem gerir okkur kleift ad skapa baedi form
og innihald, mynda samhengi og glada frirbaerin merkingu,

Vart er haegt ad imynda sér skelfilegra dstand en ad vera

staddur i verdld dn wngumils og merkingar. Pannig getur
madurinn ekki lifad, og pvi dttast hann ekkert frekar, bad
vaeri dbeerileg tilhugsun ad fyrirbaerin § kringum okkur @t
sér i raun hvorki merkingu né tilgang sem vidd gaetum numid,
Pad er tilega pessi oftd ddum duldi o sem knyr okkur ul
ad taka steminn upp af got okkar og rada honum upp i néju
samhengi, bia il eicthvad skiljanlegt form ar oreidu

AN,

Ein adferd okkar til pess ad gleda umbverfio merkingu eda
gera merkingu pess skiljanlega, er ad mot pad af list, hvort
sem um afmarkada blud eda heildarumbverfi er ad rasda, Vid
umbreytum formum eda formleysu natdirunnar at fra log-
médlum tilbiins sjonraens wngumils og gelum fyrirharunum
pannig mennskt innihald. Pessi aritta, sem 1 raun felst § jwi
ad umbreyta formi Brirberanna, eda “leidrétta villurnar i
skopunarverkinu” og sina verdldina eins og hiin gaeti verid,
blundar i 6llum ménnum, e¢n hji sumum verdur hin ad
oleknandi og allt ad pvi sjuklegri dstridu, Vid erum vin ad
kalla slika menn listamenn.

Eg held ad pad fari ekkert & milli mila, 4d Magniis Tomasson
er haldinn pessum veikleika i rikari mali en gengur og gerist,
Vidleimi hans er oll { pd duina ad skapa merkingu og
samhengi ar peirri dreidu og formleysu, sem lif okkar er
bundid vid. Petta verdur hins vegar fvrst augljost, pegar vio
horfum il umhverfisverka hans eda diskilpira, par sem
formleysu nairulegra jardefna er gjarman teflt gegn unoum
og figudum formum dr stili, bronsi eda eir og pannig biid

til n¥tt merkingarlegt samhengi eda friasogn,

St var tidin ad menn whudu ekki um skalptir, heldur mynda-
styttur. Myndastytturnar sem prida breidstreti og org stor-
borga Evrépu eru gjarnan minnisvardar um hetjur og hetju-
diadir fortidarinnar. baer ala sinu eigin mali og wla nidur il
fipldans, enda standa pasr gjarnan & hium stépli. 1 Evrdpu
titheyrir pessi gerd hoggmyndalistar einkum 19, dldinni og
rémantiska eda niklassiska timanum, A sidari drum og
dratugum hefur higgmyndalistin eda skilptirinn ordid §
rikari maeli hlut af almennri umhverfismotun, og si skiln-
ingur ordid almennari, ad skilpuirinn eigi hvorki ad ala
nidur til fioldans af stopli sinum, né trana sér inn § umhvert-
id 4 eigin forsendum, dn pess ad aka mid af merkingu og
hlutverki pess rymis sem hann fyllie. Skilpuirinn verdur pa
hluti af umhverfinu i peim skilningi ad hann skilgreinir pad
upp a ny, tekur afsiodu l pess eda gefur pvi nyja merkingu
med tilvist sinni. Pannig skalptirar eru frd upphali hugsadir
it fra tilieknum stad og tilteknu rimi og eiga sér i raun enga

sjalfsteda tilvist eda rétletingu utan pess,



broun higgmyndalistarinnar fria myndastyin 19, aldarinnar
til hins hreina umhverfisverks gengur | gegnum hinn
maderniska skalpuir, par sem formid visar hvorki til
Klassiskrar fortidar, upphafinna hetudiada né heldur il
umhverfising, heldur fyrst og fremst il sjilfs sin. Hér i Is-
landi sjum vid pessa proun fisd Bertel Thorvaldsen i gegnum
Einar Jénsson, Asmund Sveinsson, Gerdi Helgadotur og
Sigurjon Olafsson. A medan afstada Thorvaldsens til hinnar
klassisku arfleifdar folst i pvi ad hefja fegurdarimynd
klassikurinnar i stall sem igildi hins fullkomna forms leiadist
Einar Jonsson vid ad sntia hinni klassisku arfleif® upp i tikn-
swilega frasagnarlist med bokmenntalegu og gudspekilegu
inniaki. Afstada hans gekk pvert 4 formhyggjn peirra
Asmundar, Gerdar og Sigurjons. Asmundur studdist reyndar
oft vid pjodsagnaminni i verkum sinum, en verk hans far-
legdust engu ad sidur myndastyttuhugakid i leit ad hreinu
formi, sem dn g sjfalfsteda lvist a eigin forsendum sem
skilptir eda listmunur an ytri tlvisunar, Petia verdur sidan
enn meira dberandi | verkum Gerdar og Sigurjons, Verk peir-
ra purfa ekki @ stopli ad halda, pau tilka ekki einhvern
upphafinn veruleika eda sogu, pau eru frst og fremst sjall-
stzedir listmunir sem visa il verdleika eigin forms,

Magniis Tomasson var einn af felogum | SUM-hopnum, sem
gegn
médernismans i lok sjpunda og upphafi duunda dratgarins,

gerdi  uppreisn hinni  sjilivisandi  formhyggju
En félagar SUM-hépsins innleiddu badi frisogn og politk i
myndlisting med nyjum hwew eins og kunougt en. Magnis
gerdi lugnaherinn og adra skilpuira, sem skilja mitd pal-
itiskum skilningi, & medan Jon Gunnar Arnason vann ad
vitisvélum sinum og hnifamyndum, sem hofdu beina skirskot-
un til peirrar hernadarhyvggijo er flgdi Viemamstyrjoldinni.
Um leid leitadi hann formrenna lausna, sem rekja matti til
hefdbundinnar formbugsunar og triartikna Gr heidoum sid,
Jém Guonar vard fyrstur manna 4l ad gera hrein wm-
hverfisverk hér i landi, par sem umhbverfidy vard vidfangseini
listarinnar i bokstaflegum skilningi. Ma par 6l damis nefna
verk hans _AD gera solina bjartari”, sem hann gerdi | Flatey a
Breidafirdi, List Magnisar Tomassonar proadist hins vegar
yfir i framleidslu listmuna sem byggdu 4 dkvedinni frisogn og
héfdu oft irdniskan wn, Verk pessi voru fmist Gr malmi eda
blondudum efnum svo sem miilmi, plasti og fundoum hiut-
um, Smiim saman proadist listmunagerd Magnisar yiir i pad
sem hann kalladi similjod, en pad voru finleg verk unnin med
blandadri twekni, sem dvallt byggdu 4§ frisdgn, oft med
hiimorisku ivafi, 1 kitlfar ladmyndanna for Magnis ad takast
4 vid sterri verkefni og dtiverk, sem hann vann einnig med
blandadri tackni, par sem gjarnan var stefot saman hum

natirvefnum og unnum méilmi eins og bronsi, stili og dli.

Utiverk Magniisar teljast flest ekki hrein umbverfisverk i
peim skilningi ad pau séu fri upphafi unnin Gt fra tiltckn
umhverfi sem pau eru samofin. | peim er hins vegar oftast folg-
in frasdogn, par sem griGt eda onnur niatruleg efni ar
umhverfinu gegna dkvednu hlutverki. I peim skilningi tengj-
ast pau umbverfi sinu med 6drum hietti en hinn hreinreke
adi, moderniski skilptir. Medal eftirminnilegri verka
Magniisar af pessu tagi eru priv storir steinar, sem standa fyrir
utan Vesturbaejarskdlann [ Revkjavik. Steinarnir eru omotadic
af honed listamannsins ad 6dru leyti en pyi ad i pd hefur hann
fest nantshorn og einhyrningshorn tr ali, pannig ad vid fum
pad & tilfinninguna ad parna standi einhyrningur andspaenis
tveim nautum. Steinarnir mynda dgrandi spennu gagnvart
sjalfri skalabvggingunni og umbhverfinu og eru tl pess fallnir
ad vekja imyndunarafl barnanna og 3 pau il ad hugsa um

umhverfi sitt i frjdan og sjalfsuedan ha,

Verk pau sem Magniis siynir mi i Kjarvalsstodum eru ad hlua
til dtiverk, sem i raun eru ekki hugsud frir siningarsal. Peim
hefur hins vegar ekki heldur verid valinn varanlegur sama-
stadur og pau hafa pyvi heldur ekki verid hugsud it fra dlicknu
umhveri i byrjun, Bess vegna geta pau stadid sjalfstasd.
Engu ad sidur fer ekki hja pvi ad baedi efni peirra og inntak
geri tilkall ol dkvedinnar yoi wmgjardar, sem syningar-
salurinn getur varla bodid upp . Pad i ckki sist vid um sam-
steduna sem myndud er af reistum  trjibol og studla-
bergsstilu, sem standa | weim stérum Ferhyrndum kerum
med Ligum bérmum sem it eru af mol og vaini,

Upp tr biadum kerunum ris rydgud jarnkeila, sem er sorfin i
skinandi, rvdfrian stilodd og ltir him annars vegar trjabol-
num og hins vegar studlabergssilunni sem mynda 25-30°
horn vid) jordu. Biadir pessir hlutic eru snidmir vid jord ag falla
pannig ad botni kersins og trjibolurinn er yddadur og brenn-
dur i oddinn, Verk pessi kunna ef til vill ad virdast sjilfvis-
andi form i likingu vid silur Sigurjons eda leik Asmundar ag
Gerdar Helgadotur med orku og hrevfingu, en pegar betur
or ad gad sjiaum vid ad & bak vid pau liggur gjiorolik hugsun,
Formid sem verkid myndar er ekki lokad og sjilfu sér nwegt,
heldur leitar pad Gt ferir sjilft sig og malmkeilan sem hverfist
i glidfegdan odd er eins og storkun vid sjalfe pyngdaraflid par
sem hiin ber uppi punga verksins, Kraftaspennan i verkinu er
ekki tilbiin, heldur raunveruleg, pannig ad pad virdist jafn-
vel vera hetulegt. Efnividurinn § verkunum hefur svo sina
beinu skirskown til hinnar daudu og lifandi natire annars
vegar og hins manngerda forms hins vegar. Pannig sjaum vid
i pessum verkum biedi innbyrdis skirskotun og bein lifandi
atok 4 milli formgerda nimirunnar og mannsins. Sidan ma

cinnig leika sér ad pvi ad sjd i pessum reistu drumbum



godsogulegar eda djipsalfredilegar likingar, en paer skipia ad
minu mati minna mali.

Verkid “Memento mori” er eins og nafnid segir tl um augljos
aminning um daudann. Einnig par er amétudu, rydbrinu
gragriti teflt gegn rydbrenndu jirni og mémdu, gljifegdu
stali, Steinninn myndar pverstrikid § THormi par sem legg-
urinn er rydgadur jarnstrendingur sem fellur ad steininum
og ber hann uppi. Yhir trjénir svo gliafegd suilsigd dandans,
Merking verksins er augljds, en pad vantar i raun pi umgjord
eda pad umhverfi er gei gefid pvi dipt, sem simingar-

salurinn bdur vart upp a,

Pau inniverk sem Magnis sinir ni eiga pad sammerkt ad vera
eins konar frasagnarlist med ironisku eda glettnu ivafi, par
sem gildi formsins raedst ekki af innri eda innbyggdum
verdleikum pess, heldur af samhenginu i frasdgninni og tilvis-

un pess tl yiri veruleika.

bad er vandi margra peirra, sem vinna ad atilist, umhverfislist
o skilptir nii 4 timum, ad i wekifer gefast il ad viona
verkin o fri frirfram gefnum stad, pannig ad verkid verdi
beinlinis hlut af umbverfinu. Engu ad sidur eru pad kannski
fyrst og fremst slik verk sem samtiminn kallar 4. Med pyi ad
cinangra listmuninn fri umhverfinu og loka hann inni i
simingarsal eda i safni er verid ad einangra listina og svipta
hana mogulegum dhrifamaei. Ef vid haotom ad lita i skalp-
uirinn sem einangrad frirbaeri eda listmun, en liwm pess i
stad 4 hann sem hlua af almennn umbverfismomn, fer
hann um leid nvit hluverk og néit inneak, sem er baedi pdl-
itiskt og fagurfraedilegt | edli sinu. i pegar listaverkid er
ordid orjifanlegur hlutd wmhverfisins, pd verdur pad
ohjikviemilega hluverk pess ad undirsirika merkingu og
hluwerk stadaring med beinum eda dbeinum hewd. Pannig
verdur listin ekki lengur hlutlaus, pannig getur him jafnvel
ordid politske haettuleg eda ograndi med dpreifanlegum
haetti, Utilistaverkid getur verid ein drangursrikasta leidin til
pess ad rjifa einangrun listarinnar og pau takmérk sem
simingarsalurinn setur henni, Pad vaeri frodlegt ad sja lise
Magniisar proast enn frekar § il hreinnar umbverfislisiar,
en til pess ad slike get ordid pyrft baedi hugarfarsbrevtingu
og skipulagsbreytingu vid umhverfismomn og nija stefnuma-

un i opimberum studningi vio myndlist hér & landi,

Olafier Gislason

NARRATIVE AND
THE ENVIRONMENT

On the narrative and environmental
design in the art of Magnus Témasson

Ever since | first got to know Magnis Tomasson when we were
at school tegether more than thivty-five years ago, | can furdly
remenber fim doing anything else than continually toiling auway ai
transforming his envivenment and tackling the most unfikely earth
malerials, eolours, melals, rocks or pieces of wood. Al frest he concen-
trated on walereolours and displayed outstanding tafenis in this area
while still at school, Later his attention hurned to other malerials —
metal, stone, plastic, wood and objels trovods — which fie used in
narrative works under the name “poetic inages” or “visual poetry.”
Finally, Tomassons obsession developed towards construction of pure
environmenial works thei aimed to gl forms arnd phenomena into a
new relation to their envivenment. In them, he iypically brings togeth-
er the vaw matenials of nature and polished wmetals such as steed,

bronze, aluminium or cofyer

The environmendt seems to heve feen ading on Magmis Témasson as
a constant provocation and challenge. If he sees a rock on a moun-
tainside or a suitable-looking stome in o quarry, he does not rest until
he has earmarked it and flaced it in a new condext, or assigned it o
role in a visual narrative, And if he sees an ofd, abandoned howse
that modern apathy has brought fo the verge of disintegrating back
into its elements, he cannot rest wntil he has restored it lo its oviginal
form and 15 corvect context. The aim is always to endow the enuvi-

ronment ad Ifafrnrnmmu wikh meaning, o hinanize them.

ft is basic frwman instinet o seek fo creale new meanings from the
emuranment, We really cannol imagine man withou! Ibeating him at
the same time in an environment thal he has shaped and charged

with meaning and spnbols in the terms of an artificdal language,

Language and perceplion of forms distinguish man from animal,
and it is language thal enables ws to create both form and contimt,
establish a context and endow phenomena with meaning. It is scarce-
ly prossibife fo envisage a move ternifying situation than being fresent
in a world without language and meaning. Man cannot lfve thet
way, and there is nothing ke fears more. It would be unbearable to
imagine the phenomena around ws devoid of meaning or pereeptible
fruspose. It 15 prrobably this often sublimated fear that leads ws to pick
tf @ stone from the street and arvange it in a new conlext, o make

a comfrehensible form from the chaos of nature,



e of our methods for endowing the environment with meaning, or

Jor making ity meaning intelligible, is to shape it by art, regardless of
whether limited objects are involved or the envirmment as a whole.
We alter the forms or formlessness of nature on the basis of the laws
of an artificial visual language and therely give phenomena a
himian content. This obsession, which in effect involves changing the
furms of phenomena, or “correcting creation s evrors” in arter to show
thieworld as it might be, is dormant amang all men, but for some of
them it becomes an incurable and almost pathological passion. We
are aceustomad (o calling such people artists.

I do think anyone would doult that Magmis Témaxson is in the
grips of this malaise to an exceptional degree. Everything he does
strivtes fo creats meaning and context from the chaos and formlessness
that our life is tied wp with. However, this first becomes clear when we
look at his envivonmental works or sutdoor sewlptures, in which the
formiessness of natural earth materials is typically played off against
wronght and polished forms of steel, bronze or copper, in order (o cre-

ale a new semiolic conlext or narrative.

There was a time when people did not talk about sculptures, but stai-
wes. The statues that adorn the boulevards and squares of magor
European cities are typically memovials to heroes and ferote deeds af
times past. They speak a language of their oum and talk down to the
masses, from their pedestals. In Europe, this branch of sculplure is
particularly charucteristic of 19th-century romanticisn or neoclmssi-
cism. In recent years and decades, however, sculpture has increas-
ingly become part of general environmental design, and the view has
puined eredence that sculptures should neither talk doun to the masses
from their pedestals nor impose themsetves onto thetr environment on
their mom ferms withowut consideration of the meaning and role of the
space they fill. A sculpture thereby becomes part of the enviranment,
in the sense that i vedefines it, takes o standpoind lowards it or
endows it with a new meaning through its presence. Such sculptures
are conceived from a specific place and space, and in effect have no
independent existence or justification outside them.

The development from the 19th- century statue to the frure environ-
mental wark prasses frrovgh modernist scuedfiture, in which the form
does not refer to classical antiquity, glorified heroism or the environ-
mient, but primarily to itself. In leeland, this drvelofrment can be seen
as beginning with Bertel Thorvaldsen and passing through Emar
Jinsson, Asmundur Sveinsson, Gendur Helgadittir and Sigurgin
tHafsson, While Thorvaldsen's standpoint towards the classical her-
itage was to place the dassical image of beauty on a pedestal as a sur-
rogate for perfect form, Einar finsson strove to rework the hentage
into symbolic narrative with a literary or theosophical content. His

standpoint was in divect contrast to the formalism of Sveinsson,
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Helgadittir and Olafsson. Sveinsson, as it happened, often based his
warks on folkiale motifs, but they nonetheless moved away from the
notion of statue and became a quest for frere form that could exist on
its oo ferms as a seulplure or art object without any external refer-
ences. This tendency became even more marked in the works of
Helgadttiv and Olafsson, which do not need a pedestal and do not
interpret a sublimated reality or narvative; above alf they are inde-
pendent art olbjects that vefer to the value of thetr own form.

Magmis Tomasson was one of the founders of the SUM Group which
rebelled against the selfreferent formalism of modernism in the late
19605 and early 19705, They introduced both narrative and politics
into art in a new way. Tomasson wmade his “Fly Foree™ and other
senelptures thal invited a political intevfrelation, while fin Cunnar
Arnason was engaged on his infernal machines and knives with
thetr divect allusson to the militarism surrounding the Vietnam War
At the same time he sought formal solulions which could be traced
back to conventional formal conceplion and the religions symbaolism
of paganism, Jon Gunnar Arnason was the first Ieelander to froduce
fraire envivonmental works, in uhich the environment sevved lilerally
as the sulyect of his art, An example is “Making the Sun Brighier,”
which he set wp on Flatey Islamd i West feeland, Magmis
Tomasson's art, on the other hand, developed towards production of
art objects based on a definite narvative, often with an ironic fone,
wxing metal or mixed medio such as metal, plastic and objets tronvis.
Gradually, Tomasson's art oljecls developed into what he called
“viswal poetry,” delicately executed works in mixed media, always
based an a narrative and often with a humorous undertane, After his
wvisnal fpoetry, Tomasson began to tackle lavger works and environ-
mental installations, also made wusing mixed media, typically by con-
trasting vaw natural materials and manufachured metals such as
bremze, steel and aluminium.

Maost of Magniis Témasson s outdoor installations cannot be class-
fied as prre environmental art in the sense of being inseparally based
on a specific environment from the owisel, However, they generally
cembain @ narrative in which the rock or other natural materials from
the emvironment play a definite role. In this sense they do mot stand
in the same relations fo theiv environment as pedigree modernisi
sevlpture, One of s most memorable works of this type is the three
boulders ontside a school in Revijavik's west quarter. Unshaped by
the artist’s hand apart from the aluniniem horns that he has
attached to them, they create an imjression of & unicorn facing two
fulls. The rocks generale a frovecative fension tewards the school
blding and surroundings, and serve to stiv the children's imagi-
nations and inspire them fo fevtile, independent thought about their

rnuirenment,
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Grettistak /| Test of Strength

1993-95
Rydiritt stal, basal [ Galvanized steel, basalt
H. um 690 sm / H. ca. 630 cm






The works that Magniis Timasson is new showing at Kjarvalsstadir
are partly outdoor installations and not veally designed for an exhi-
bition hall. However, no permanent sile fets been chosen for them,
nor are they conceived within a specific environment a priori. They
could even stand by themselves. Nonetheless, both their materinl and
content make an unequivocal demand for a definite exterior selting
which the exhibition hall is scarcely capable of providing. This
applies in particular to the composition that consists of a raised tree
trunk and columnar basalt pillar standing in two large low-sided
rectangudar tubs full of gravel and water From both tubs rises @ rusty
iron cone that lapers to a shining galvanized steel point, raising the
tree trunk and iron cone respectively to fovm a 23-30° angle o the
ground. Each of them is cut off where it intersects unth the grotend
atnd rests om the bottom of the tub, and the tree trunk is honed into a
turned point. These works may afpear to be self-referent forms along
the lines of Sigurjin lafsson’s high-seat pillars or the play with ener-
gy and mation made by Asmundur Sveinsson and Gerdur Helga-
dattiy, but em closer inspection we see @ completely different concept
undertying them. The form created by the work is not closed and self-
sufficient, but looks beyond itself and the metal cone tapering lo a
shiny point seems to defy the law of gravity a it supports the weight
of the work. The tension of forces in the work is not artificial it real,
even suggesting danger. The material, too, contains a divect allusion
to dead and living nature, on the one hand, and to man-made form
on the other hand. In these works, therefore, we see bath internal allu-
sions and direct fiving conflict between human and natural forms,
Mythological or psychological representations may also be read from
the raised objects, but in my opinion ave a secondary consideration.

The work *Momento moris” similarly strikes a contrast between it
unshaped rust-coloured dolerite, and its rusty iron and shapwed, pol-
ished steel. The rock forms the bar of @ Tshape, mownted on the poly-
hedral rusty iron vod, with the shiny steel scythe of death above it. The
meaning of the work is clear, buf it requires a setting or surroundings
to lend it a depth that the exhibition hall can hardly offe:

A common feature of Magmis Timasson’s interior installations af
the present exhibition is that they are a kind of navrative art with an
iromic or comic undertone, wherely the value of the form is deter-
mined niot by its inner or inherent qualities, but rather by the context
of the marrative and its reference lo external veality.

Many contenporary artists working in outdoor installations, envi-
ronmental art and sculpture face the problem that they have little
opportunity to execute their works in a predetermined place in order
to make them an explicit part of the environment, Indeed, it is per-
hatps precisely such works that the present age demands. When an ari
object is isolated from its environment and shut away in an exhibi-
tion hall or museum, art is being solated and defrived of by froten-
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Minnismerki 6pekkta embarttismannsins /
Memorial to the unknown Official

Steypt | brons 1994 |/ Bronze cast 1994
Brons, basall { Bronze, basall
H.2m






tial effect. If we cease to regard the seulpure as an isolated phenom-
enon ar arl object and see it instead as part of general environmen-
tal design, it acquires a new role and a new content, which is both
political and aesthetic in character. For when a werk of art has
become an inseparable part of its environment, 1 assumes the
inevitable role of wnderlining the significance and function of its
location, directly or indirectly. Avt is then no longer neutral, and may
even become tangibly politically dangevous or provecative. Outdoor
art can be one of the most fruitful ways of breaking the isolation of
art and the limitations imposed by the exhibition hall, but for this to
happen would require new viewpoints and organization in the area
of envirenmental design, and a new policy towards official support
for artists in leelind.

Olafur Gislason
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Odysseifur | | Odysseus |

1894-1985

Cortenstal, rybiritt stal, stublaberg. vain, mdl /

Carten sleel, galvanized steel, columnar basalt, water, gravel
H. 300 sm, lengd 400 sm, b. 102,5 sm / 300 x 400 x 102.5 cm






Odysseifur 11 / Odysseus Il

1994-1995

Cortenstal, rydiritt stal, vam, tré og mél /

Corten steel, galvanized steel, water, wood, gravel

H. 262 m, |. 320 sm, b. 102 sm / 262 x 320 x 102 cm







Memento mori (Minnist daubans) | Momento mori

1294-1995

Basalt, cortenstal, rybiritt stal /
Basalt, corlen steeel, galvanized steel
H. 249 sm, b. 130 am / 248 x 130 cm






Ladrapytur /| Trumpet flourish

1994-1885
Brons, eir, silurbarg, mdl, cortensstal / Bronze, copper,
Icaland spar, gravel, cortén steal

Verkid tileinkad Marteini Davidssyni /
Dedicated to Marteinn Davidsson
H. 147 am, b. B0 sm, . 180 sm [ 147 x 80 x 180 cm






Preyttir indjanar / Tired Indians

1994-18405

Priar stublabargslur og rybiritt stal f

Three columnar basalt pillars, galvanized steel
Mesta heal 225 sm [/ Maximum height 225 cm






Magnis Tomasson {/b 1943 Reykjavik

Oknuim 3,

311 Borgarfiri 5: 93-71802

Menntun | Education:

1963-69

Det Kal. Akademi for de Skonne Kunster,
Kaupmannahdin, | malaralist og deildinni
fyrir .Mur og Rumkunst” [ Royal Academy
Fine Arts, Copenhagen.

Einkasyningar [ Solo exhibitions:

1980
1985

1969-72
1984

1984
1982

1879
1978

1978
1977
1972
1969
1965
1963
1962,
Helstu sam
1994
1994
1989

1889

1985

1983

1983
1982
1982
1979
1878-79

1978
1878
1976
1976
1975
1974

1974

LLand og vaettir, syning & skilptir, Galleri
Myhifn § Sculplures

[Konan til gagns og gamans®, syning a
smaskulpturum fra 1962-72

Gallerl Griot, Reykjavik / Miniature sculplures
Syning a fjtlvum (Multiples) Ur pappir,

Gallerl Griot, Reykjavik / Multiples
Myndbreytingar og skepnuskapur®,
Listmunahtsinu, Reykjavik

~Synisljed I* (Visual Poetry 11,
Kjarvalsstooum, Reykjavik

Rauda Hosinu, Akurayri

Syning til vemdar Bamhéftstoriu,
Bermhofistorfunni, Reykjavik

Smamunir (Objects), Kjarvalsstadum, Reykjavik
Synisliod (Visual Poetry), Galleri SUM, Reykjavik
Galleri Sum, Reykjavik

Galleri S0m, Reykjavik

Bogasal, Reykjavik

Café Trod, Reykjavik

Bogasal. Reykjavik

syningar / Main joint exhibitions:

Huset, Asnges, Danmérk [ Denmark

Galleri Kvebsen, Kaupmannah&fn [ Copanhagen
.Landscape from High Latitudes®, Brighton
Polytechnic Gallery, London

SUM 1965 - 1972, Listasain Reykjavikur 4
Kjarvalsstodum

Borealis 2°, Nordisk Konstcentrum,
Sveaborg, Henie-Onstad Kunstsenter,
Havikodden / Finland, Morway

Borealis®, Mordiskt Konsicentrum,

Sveaborg, Helsinki og vidar/ Helsinki
Kirkjulist®, Kjarvalsstddum, Reykjavik
Mdovember | Listmunahisinu, Reykjavik
Metrarmynd®, Listasatni ASI, Reykjavik
Maodermn icelandic Art®, Minnesata

.Elva modema Islandska konstnérer®,

Malmé Konsthall, Svipjdd / Sweden

Syning 4 Hasseiby Slott, Svipjod / Swaden
<Metrarmynd®, Norreena hisinu, Reykjavik
Jslensk poplist™, Listasafni [slands, Reykjavik
Gallari Sum, Reykjavik

SUM 75, Galleri Sum, Reykjavik

Jslensk myndlist [ 1100 ar*, Listasafni
Reykjavikur, Kjarvalsstodum

H20", farandsyning um Nordurldnd &
vegum SUM, St. Nikolaj Kirke, Kaupmannahéfn /
Travelling exhibition in Scandinavia

1972

1972

1871
1970 - 71

1870

1969
1969

1969
1968

1968

Listahatid | Reykjavik, (tisyning,
Skdlavérduholtl, Reykjavik

SUM & Listahatia | Reykjavik, Gallerd Sam,
Reykjavik

SUM IV, Museum Fodaor, Amsterdam
Malevande generasjoner, Fra islandsk
billedkonst”, farandsyning um Noreg og
Svipjdd / Travelling exhibition in Norway
and Sweden

Listahdtid | Reykjavik, atisyning,
Skolavorduholt, Reykjavik

SUM I1l, Galleri Sum, Reykjavik

Utisyning & héggmyndum, Skélavarduhalti,
Reykjavik

SUM I, Galleri Sum, Reykjavik

Mordisk ungdomsbiennala®, Amos
Anderson Konstmuseum, Helsinki
Utisyning & Skolavarduholti, Reykjavik

Magnus hefur hlotid ymis verdlaun
fyrir list sina, t.d. / Prizes And Awards:

1967

18N

1876

1986

1987

Skilptirsamkeppni | Kaupmannahéin /
Sculpture competition, Copenhagen
Hugmyndasamkeppni um Bemhdfistorfuna /
Proposals for Reykjavik old citycentre
restoration and presenvation project
Samkeppni um gerd lelkskdlptira & vegum
svaitarfélaga 4 hofudborgarsveadinu /

Play sculptures in Greater Reykjavik
Keppni um verk fyrir Flugstod Leifs
Eirfkssonar / Leifur Eiriksson Terminal,
Keflavik International Airport
Hisggmyndakappni fyrir Utvarpshuisia /
Qutdoor sculpture, Stale Radio building

Verk hans eru i eigu eftirtalinna safna /
Works in public collections:

Listasafn Islands

Listasatn Reykiavikur

Listasafn Haskdla islands
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