TOLLI OG LANDID

.Sjadu pensildraettina, /hvernig peir bylgjast um heiminn”

(Einar Mar Gudmundsson — Pensildraettir blamans, 1991)

Fyrir teepum premur aratugum, pegar porlakur Hilmar Morthens stundadi ndm vid nylistadeild Myndlista- og handidaskola
Islands, medfram pvi sem hann pandi raddbéndin med rokkhljomsveit i pagu frelsis, jafnréttis og braedralags
farandverkamanna, hefur 6rugglega ekki hvarflad ad honum ad framtid hans yrdi samofin pvi ,borgaralega hallaerislega

fyrirbrigdi” , islenska landslagsmalverkinu.

begar porlakur Hilmar — Tolli — ttskrifadist Ur Myndlista- og handidaskélanum arid 1983, eftir nokkud svo stormasama
skolavist, virtist hann 6llu liklegri til ad bera sig eftir kassagitar sinum eda flokunarhnif heldur en pentskdf og litaspjaldi.
bar ad auki hafdi nylistadeildin sem Tolli tilheyrdi lagt dherslu & flest annad en oliumalverkid: gjorninga, bokagerd,
kvikmyndir, hljodtaekni og ljésmyndun, og er pa fatt eitt nefnt af pvi sem par var bryddad upp 4. Ekki svo ad Tolli hafi
verid allsendis ékunnugur teikniblyi eda oliulitum. Sjalfur segist hann hafa teiknad i grid og erg fra tiu ara aldri: , Pegar

jafnaldrar minir voru uti i fétbolta var ég inni ad teikna...aevintyramyndir.”

Fimmtan ara gamall, &8 midju gelgjuskeidi og erfidleikatimabili heima fyrir, kastadi Tolli teikningum sinum hins vegar & glae
og hét pvi i pvermdédsku sinni ad koma aldrei aftur nélaegt listidju. En eftir nokkurra ara slark & sjé og landi komst hann
ad peirri nidurstddu ad,, pad vaeri engin framtid i pessari vinnu og ég yrdi ad gera eitthvad i minum malum.” Tolli taldi sig
enn geta teiknad og sotti pvi um Myndlista-og handidaskolann. ,Eg hugsadi med mér ad ef ég kaemist i hann fengi ég
namslan og pa gaeti ég jafnvel farid  skéla i Gtlondum. Petta var min lausn til ad komast inn i samfélagid aftur.” Inn {
skolann komst Tolli og undirgekkst hefdbundid fornam um tveggja vetra skeid, uns nylistadeildin seiddi hann til sin.

Utskriftarverkefni hans var hljdmplatan The Boys from Chicago med hljémsveitinni fkarus.

Med sina takmaorkudu reynslu af malaralistinni var Tolli pvi évidbuinn nyja expressjénismanum pegar hann brast a fyrir
alvoru hér heima, segjum & arunum 1981-82, 6fugt vid ymsa skdlabraedur hans og systur sem fengid hofdu inni i
Myndlista-og handidaskolanum & grundvelli 6véfengjanlegra myndlistarhaefileika. En sem betur fer fyrir Tolla voru slikir
haefileikar ekki skilyrdi fyrir hlutdeild i nybylgjunni, pvert & méti. Eda eins og listamadurinn segir, dalitid galgopalega, i
vidtali fra 2001: , bad var atridi { byrjun ...ad (nota) enga taekni — ad mala ekki smart, ekki flott og ekki fallegt. Pegar
settar voru upp syningar var dalitid atridi ad vera ekki bdinn ad mala fyrr en svona premur dégum adur en vid hengdum
upp... Helst 4tti ad nota hvad sem var og kaupa ekki oliuliti. Madur nadi i eitthvad mauk og makadi & maskinupappir,

motatimbur eda whatever.”

...lamskur mani og sjéskrymsli

Tolli kom fyrst fram sem myndlistarmadur & samsyninu sjomenninga Ur Myndlista- og handidaskélanum i Norraena hdsinu
i Reykjavik &rid 1982, ad likindum i 6pokk skélans sem bannadi nemendum ad syna opinberlega medan peir vaeru enn
skradir til ndms. Nemendur MHI hafdu ba um nokkurt skeid haft uppi andof gegn skélastjéra sinum, Einari Hakonarsyni,
sem hafdi lyst pvi yfir ad hann atladi ad leggja nidur nylistadeildina. Eldri starfsbrodir sismenninganna, Arni Ingélfsson
myndlistarmadur, fylgdi syningunni Ur hladi med formala sem gaeti sem best verid eins konar stefnuskra, manifest, fyrir
nyja kynslod listamanna. Um vidhorf og vidfangsefni synenda segir Ami, ivid flaumaosa eins og vera ber: ,, (peir) kjésa ad
mala pad sem peim finnst einkenna daglegar athafnir sinar og hugsun. Bleikt, orange, blatt, punnt, pykkt. Gamall pappir,
lakaléreft, hisamélning, allt ma nota. Drukknar stdlkur, stor kynfaeri, [imskur mani og sjéskrymsli, tala fyrir pa tilfinningu

sem einkennir |if pessarar ungu myndlistakynslédar i Reykjavik. Vinna alla vikuna & gedspitulum og skrifstofum, diskotek



um helgar og djamm fram eftir néttu: Utkoma: Uppreisn, par sem hver og einn & sér mjdg persénulega talkun...”

A8 mati Arna folu pessi vidhorf og adferdir i sér vidnam gegn , heimi ofmidlunar og hrada”. Jafnvel pétt listamadurinn sé
sannfaerdur um ad allt sé forgengilegt og engin endanleg svor fyrirfinnist um tilgang pess ad vera til, bryst hann Ut ar
einangrun sinni & persénulegan hatt, heldur afram leitinni ad sjalfum sér ,,gegnum myndavélina, i spegli eda med hjalp
annarra”. | hinni nyju og tilvistarlegu malaralist , stekkur figuran Gt & méti reglubundnu yfirbordi myndflatarins, likt og

hun heimti frelsi fra efninu tilbuin til samvista vid gerandann”.

Malverkin sem Tolli syndi { Norraena husinu 1982 hafa ekki vardveist nema & muskulegum ljgsmyndum f fremur
fataeklegri syningarskra. baer gefa po til kynna ad hinn ungi listamadur hafi verid & svipudu roli og margir félagar hans,
nema hvad vinnubrégd hans eru & pessu stigi talsvert jardbundnari og ljodraenni en flestra peirra. En petta atti eftir ad
breytast. Mest er dberandi notkun Tolla & motifum Ur dyrarikinu. Um pau métif, sem eru helstu einkunnir
nybylgjumalaranna, segir Arni Ingélfsson i 4durnefndri syningarskra: ,Dyr eru notud til tulkunar & ,annarskonar” edli
mannsins, pau draga fram fjélbreytni i kenndum hans.” Raunar eru ymiss konar dyr fastagestir i malverkum Tolla langt

fram & tiunda dratuginn, ekki sist fiskar, fuglar, hross og saudfé, ad vidbaettum furdudyrum Gr hugskoti hans.

En pad sem greinir & milli ungaedislegra mélverka Tolla og flestra peirra ungu malara sem komu fram 4 sjonarsvidid um
petta leyti er ad medan peir byggja myndir sinar upp dskipulega eda érokraent, med félki og hlutum sem svifa i lausu
lofti, 6fugt eda allavega, pa stadsetur Tolli dyrauppakomur sinar settlega i einhvers konar stilfaerdri nattaru, med lauf og
gros allt um kring og fjoll og skyjabdlstra i baksyn. bad virtist ekki audvelt fyrir fyrrverandi farandverkamanninn ad hrista

af sér nattdruna sem hann hafdi upplifad vid 6ll méguleg vedurskilyrdi & ferdum sinum um landid.

Medal pyskra 6argamalara

Framhaldsnam Tolla i Listahaskoéla Berlinarborgar, undir handleidslu pyska éargamalarans Karls Horst Hodicke, vard
einungis til ad stadfesta fyrir honum ad affarasaelast veeri fyrir listamann ad saekja myndefni sitt i pann veruleika sem
hann pekkti best. ¢ var Tolli ekki alveg 6snortinn af vinnubrégdum laerifédur sins — sem hann hitti raunar adeins i
myflugumynd — eins og sést af malverkum hans fra 1983-88. Daudadimmir litir Hodickes hafa siast inn { mérg pessara
malverka, somuleidis fremur harkaleg formskipan hans, borin uppi af breidum og gréfum pensildrattum. En gliman vid
Lalvoru” malverk virdist hafa vakid med Tolla hugleidingar & tilvistarlegum nétum. Hvert atti islenskur malari ad beina
sjénum sinum & pvi herrans &ri 19852 | stad pess ad fylgja | humatt & eftir alpjodlegum straumum { nyja malverkinu,
annadhvort éargamalverkinu pyska med sina sterku pdlitisku skirskotun eda ,, pver-framurstefnunni” itolsku
(transavantgardia), med aherslu & einstaklingsbundnar godsagnir, ad égleymdum bandariskum eda breskum ttgafum
bessarar hreyfingar, ték Tolli medvitada akvordun um ad ,saekja i pbad sem (hann) atti”. [ vidtali segist hann hafa
gaumgaeft pad sem eldri mélarar & fslandi hofdu verid ad gera i timans rés, og & pa ad 6llum likindum vid myndlist
kreppuaranna. ,Menn voru ad vinna med godsagnir Ur sinu umhverfi, peir maludu krana sina, husid sitt — og nattdruna

allt um kring.”

A fyrstu arum nyja malverksins & fslandi voru peir Tolli og Georg Gudni nanast peir einu sem 16gdu Gt af islenskri nattaru,
hvor med sinum haetti. , A pessum tima var tabu ad maéla islenska nattaru og pad voru ekki margir af minni kynsl6d sem
gerdu pad. betta meeltist ekkert vel fyrir og pétti dalitid halleerislegt.” En Tolli hofst handa vid ad steypa saman

minningum sinum og hugmyndum um landslag og fann strax ad , pad var dinamik i pessu”.

[ upphafi er landslagssyn Tolla natengd hugmyndum um mannvist. Einn af faum listmalurum virtist hann skynja inntakid i
rottaekri landslagssyn Kjarvals, sem i helstu landslagsmyndum sinum skilgreindi merkingu ,stadar” sem samantekt alls
pess sem tengist akvednum stad eda gerist & eda i ndmunda vid hann. bvi er pad sem vid sjaum samankomin i einni og
somu fjallsmynd Kjarvals riss af stadbundnum vaettum, alfum og huldufélki, profilmyndir af dbiendum vid fjallsraetur —
baedi nuverandi og fyrrverandi — skissu af straknum sem faerir listamanninum nesti og mjélkurdreitil um hadegisbil, takn &
bord vid hérpu eda skip sem virdast hluti af [jodraenu likingamali listamannsins, og loks litaspjald, sem er stadfesting pess
ad sa sem hér heldur um pentskdf er ordinn hluti af heildarmerkingu fjallsins sem hann malar. Hugsanlega hefur Tolli
einnig hnusad uppi keimlikar hugmyndir pyska nybylgjumalarans Anselms Kiefer um landslag, en hann lysti pvi eitt sinn

yfir ad merking stadar breyttist til frambddar um leid og skriddrekaherdeild faeri um hann.



Landslag og mannvist

[ flestum landslagstengdum méalverkum Tolla fra niunda &ratugnum & sér stad stédug vixlverkun milli hins nattdrulega og
manngerda. Vordurnar i pessum myndum eru allt i senn vidaukar vid nattdruna, vegvisar fyrir villugjarna og minnismerki
um islenska alpydu, ef til vill hversdagshetjurnar sem Jon Kalman Stefansson fjallar um i skaldségum sinum. Alls stadar sla
nattdra og sidmenning neista hvert af 6dru med ymsum haetti, augnstungin hus eda évirk siglingaljés & berangri segja
okkur sogur af pjod sem tynt hefur &ttum, morknadir hraukar af bokum vid hengiflug eru minnisvardar um gjaldprot
bokmenningar, ad 6gleymdum sérkennilegum malverkum Tolla af hrikalegu landslagi par sem gitar-hausar svifa yfir
votnum: petta er mitt lag. Hér er komid tilbrigdi ¢forbetranlegs rokkara um hérpuna hans Kjarvals. bar sem landslag,
jafnvel pekkjanlegt landslag (Langjokull, Arnarvatn, Hornbjarg...), birtist i myndum Tolla &n tdknraenna mannvistarleifa &
bord vid paer sem hér hafa verid nefndar, er pad eftir sem &dur eins og framlenging af 4durnefndum vidhorfum:
drungalegt, frahrindandi og vid pad ad leysast upp { frumeindir sinar. Oneitanlega er pad kaldhaednislegt ad |
,halleerislegum* landslagsstemmum sinum skuli Tolla takast ad tja afstodu ponk-kynslodarinnar til efnishyggju,
innantéms pjodernisgorgeirs og pdlitiskrar spillingar i islensku pjodfélagi & niunda dratugnum med afdréattarlausari og
beinskeyttari haetti en adrir samferdamenn hans i nybylgjunni. Vissulega voru margir peirra betri malarar en Tolli, en fair
hoféu til ad bera vidlika eldmod. Arid 1987, fimm arum eftir ad listamadurinn sneri heim fra Berlin, var hann buinn ad

halda hvorki fleiri né faerri en tiu einkasyningar.

begar lidur & niunda aratuginn heldur annars konar landslag innreid sina i malverk Tolla, pad sem kalla maetti heildraent
menningarlandslag. [ stad hins einténa samspils tdkna og nattdru, eda veglausra einstaklinga og nattaru, birtist okkur
litrikt og margbrotid sambland 6raefanatturu, péttbylis,mannlifsfléru og atvinnuvega til sjés og lands, ad vidbaettum
tilvitnunum f fléru og fanu landsins. barna er augljoslega um ad raeda vidleitni Tolla til ad skoda islenskan veruleika i
staerra samhengi en 48ur, um leid og pessi nyju verk endurspegla aukid myndlistarlegt sjalfstraust listamannsins. Grofir,
dokkir og tilbreytingarlitlir pensildraettir, dregnir med édyrri idnadarmalningu, vikja fyrir ,,alvéru” oliulitum ar tapum,
samblandi af sléttmaludum og &ferdarmiklum flotum, yfirbordsteikningu sem er ymist létt og leikandi eda gréf og
tjdningarmikil. En ekki er sidur nymeaeli ad myndskipaninni, sem na tekur ekki lengur mid af hinum fremur jardbundna
.Pyska skéla”, heldur er engu likara en hér hafi Tolli gengid til lids vid tofraraunsaei italska nybylgjumalverksins, og pa
helst hid andrika og 6fgafulla malverk peirra Sandro Chia, Mimmo Paladino og Enzo Cucchi. Synu mest virdist Tolli lita til
hins fyrstnefnda, sem framan af gerdi téluvert Ut a vidattumyndir med éraedri og allt ad pvi surrealiskri atburdarras:
bosmamiklu mannfolki i frjdlsu falli eda i midjum skystréki fyrirbaera sem eru i senn hversdagsleg og furduleg. Jafnvel
geeti Tolli, med érfaum fyrirvérum, tekid undir ord sem hofd eru eftir Chia vid upphaf niunda ératugarins: ,Eg er buinn
ad fara  gegnum konseptlist, naumhyggiju, allt heila galleriid. Malverk okkar allra hefur notid géds af allri pessari reynsilu,
vid erum naemari malarar fyrir vikid. NU pegar okkur leyfist aftur ad horfa & malverk, pa er pad ekki bara mélning sem
blasir vid okkur, heldur eitthvad allt annad...Malverkid er ekki lengur daudur hlutur, pad hefur aftur 6dlast Gtgeislun. bad
stafar birtu af pvi. Pad ma eiginlega likja pvi vid kraftaverk. Algjort, dpreifanlegt og raunverulegt kraftaverk. Malverkid

sjalft — blindramminn, striginn og malningin — er pungt. bungt og sédalegt. En pad breytist i Ljés.”

I annarlegu ljési

Gott deemi um pessar nyju aherslur Tolla er malverkid Vitjun (1990-91), mikill fleki sem augljéslega stendur
listamanninum naerri, par sem mynd af honum hefur birst i mérgum yfirlitsritum um verk hans. barna er um ad raeda
tryllingslega sjavar- eda fiskirisstemmningu, med svifandi fiskverkakonu eda , gydju hafsins” fyrir midju, en undir henni, til
hlidar vid hana og utan  henni eru netadraesur, batkoppar, akkeri, fiskar af ymsum staerdum og gerdum, teetingslegir
fiskimenn, en einnig outskyranlegar vidbaetur & bord vid gluggapdsta og klappstdl, undir er ufid haf og hardhnjéskulegt
islenskt landslag i baksyn. Og af pessu 6llu stafar kéldu og annarlegu ljosi, sem er kannski pad sem Chia atti vid. Svo
getur audvitad verid ad i pessu tilfelli séum vid ad leita langt yfir skammt ad fyrirmyndum eda ahrifavoldum. Getur ekki
verid ad Tolli hafi einnig skodad sjavarfantasiur hins vanmetna og stundum forsmada Hafnarfjardarmalara, Sveins
Bjornssonar? Pad veeri a.m.k. négu gaman ad tefla saman sjavarmyndum pessara tveggja dkafamanna 4

myndlistarvettvangi.



Allt um pad stondum vid hér frammi fyrir landslagi  vi®asta — og kjarvalskasta — skilningi pess fyrirbaeris, hvers merking er
summan af 6llu sem par & sér stad og hefur att sér stad. En pegar gaumgaefd eru pau 6skop sem ganga & i malverkum
Tolla & pessu timabili, segjum fra 1989 til 1993, pa vaknar st spurning hvort pessi hamfaramalverk drepi ekki & dreif
pjédfélagsgagnryninni sem var framar 68ru adall fyrstu malverkanna. Var ekki Tolli farinn ad hugsa meira um estetik og
kritik en pdlitik? S& sem petta skrifar man eftir umraedum i pessa veru & samkomum myndlistarmanna snemma & niunda
aratugnum. { annars jakvaedri gagnryni Eirtks Porldkssonar i Morgunbladinu um syningu Tolla f Listasafni ASI ari® 1992,
par sem nokkur pessara , heildraenu” mélverka voru til synis, orlar til deemis & efasemdum um ad listamadurinn sé &
réttum kars, a.m.k. vill gagnrynandinn ekki leggja mat & verkin: ,, Gildi pessa millikafla f list Tolla verdur pvi ekki metid af
neinni vissu fyrr en 1 josi pess sem 4 eftir kemur. Hins vegar er ljost ad hér er listamadurinn ad takast & vid taeknilega
moguleika malverksins 6dru fremur, og hin pjodfélagslegu gildi eldri malverka hans eru fjarri. Petta kann ad koma vid
ymsa listunnendur, en pad er edli listarinnar ad prdast, an pess stadnar hin fljotlega og pvi skiptir meira mali hvad er

framundan en nakvaemlega hver stadan er hér.”

begar hér var komid sdgu var Tolli augljéslega kominn & pa skodun ad mikilvaegara vaeri fyrir myndlistarmann ad raekta
eigin gard og vera sjalfum sér samkvaemur en ad ganga undir pdlitisk jardarmen; petta aréttar hann i vidtélum 4 pessum
tima. Ari® 2001 lysir Tolli vidhorfum sinum i hnotskurn: , Eg (hef) purft ad saekja eftir studningi og fyrirgreidslu hja adilum
sem einhverjir myndu skilgreina haegra megin. Par hef ég notid mikillar velvildar og skilnings og leyfi ég mér ad draga pa
alyktun ad ég sé einstaklingshyggjumadur i reynd. Eg er athafnamadur og ég veit ad pad fer fyrir brjostid & mérgum

kollegum minum — og kannski ekki sist peim sem telja sig vinstrisinnada — ad sja Tolla svona rosalega markadsvaenan.”

A fl=diskeri tilfinninga

Vist er ad med auknum vinsaeldum purfti Tolli e oftar ad verja baedi vidhorf sin og vaxandi umsvif fyrir trtélu- og
o6fundarménnum, baedi fyrrverandi samherjum i pdnkinu og palitikinni og starfsbraedrum i myndlistinni. En vidbrogd hans
voru aevinlega hofstillt og laus vid kergju. , betta er litill hopur, navigi & milli myndlistarmanna er mikid og samkeppnin er
hord. begar einum gengur betur en 68rum pa er pad oft pannig ad menn fara ad bita i haelinn & peim sem er fyrir
framan. Eg get ekki neitad pvi ad ég hef ordid var vid ad mérgum finnst helvitid hann Tolli vera alls stadar...Eg held pad

sé bara hluti af pakkanum. Eg held ad pad hafi i sjalfu sér ekkert ad gera med mig persénulega.”

Einstaklingshyggja Tolla lysti sér medal annars i vaxandi dhuga & hreinu og klaru landslagi. En pegar kemur ad pvi ad
skapa landslagsmyndir an pjédfélagslegrar kjolfestu er eins og listamanninum fatist flugid, a.m.k. fyrst i stad. Fyrstu
Lfridlsu” landslagsmalverk sin gerir Tolli &ri®@ 1992 og sinnir peim fram & midjan tiunda aratuginn, dsamt med einféldum
Jsveiflumalverkum” 1 austurlenskum stil. Enn og aftur er listamadurinn stértaekari en porri manna og raedst til atlogu vid
mannhadarhaa striga med 6llum handbaerum penslum og litum. Um pessi verk segir Eirikur Porlaksson i gagnryni fra
1992: ,,Pad litaspil sem birtist i mérgum verkanna kann vid fyrstu syn ad minna nokkud & handbragd Kristjans
Davidssonar, en hér er nokkud annad & ferdinni”. Sem eru ord ad sénnu, pvi & pessu stigi hefur Tolli taepast burdi til ad
takast & vid landslagsmalverk i anda Kristjans. Vissulega vantar ekki litrofid, hradann og leikgledina i pessi malverk.
Agéllum peirra er hins vegar best lyst med ordum Braga Asgeirssonar, sem finna ma f umsdgn um Alafosssyningu Tolla
fra 1994, en par talar hann um ,yfirbordsleg spunaverk tilfinningaflaedis” og klykkir it med ad segja: ,,Malarinn virdist
einfaldlega nalgast myndefnid & of grunnfaerdan hatt, pannig ad litirnir liggja oftar utan & dukunum en ad peir tengist

lifeedum myndflatarins.”

Sem betur fer hefur Tolli tilhneigingu til ad lita & neikvaeda gagnryni sem lexiu fremur en last. A syningu sem hann hélt i
Hotel Selfossi arid eftir pessa adrepu Braga saust pess merki ad hann hefdi tekid landslagsmyndir sinar til endurskodunar.
Oheftur spuni vikur ad mestu fyrir skipulega uppbyggdu landslagi, métudu med breidum pensli eda skéfu, og litréfi sem
vardveitir { sér eitthvad af dulid og drunga malverkanna fra niunda aratugnum. Myndirnar eru nafnlausar en visa
medvitad til islenskrar landslagshefdar, eins og hun birtist { verkum peirra Asgrims, Kjarvals og Jons Stefanssonar, dsamt
myrkum landslagsstemmum peirra Gudmundar fra Middal og Finns Jonssonar. En sterkasta einkennid & pessum
mestmegnis himdékku malverkum Tolla er samt birtan sem f peim leynist. [ stad pess ad drepa birtunni & dreif, eins og
hann gerir i spunaverkunum hér & undan, laetur listamadurinn hana flaeda skipulega Ut fra midbiki flatarins og Ut 4 jadra

hans. En hér er klarlega ekki um ad raeda lysandi og métandi birtu hins hefdbundna landslags, eins og hun kom Asgrimi



fyrir sjonir, heldur ykta og yfir-nattarulega birtu sem aetlad er ad gefa til kynna einhvers konar éjardneskan frumkraft eda
andlega hugljémun tengda nattdrunni. Hér er Tolli ekki einn & bati, heldur hluti af langri romantiskri hefd sem verid hefur
lifseig medal nordurevrépskra og ameriskra listamanna. Raunar er hann ekki einn um pessa hitu hér & landi heldur, pvi

freistandi er ad tengja & milli pessara mélverka og ljosmettadra verka sem skolabrodir hans, Georg Gudni, var ad gera um
svipad leyti og i ekki 6svipudu augnamidi, pott adferdir peirra séu ad sonnu gjoroélikar. En eins og Eirikur borlaksson benti
4 er petta ,vidkvaemt svid sem audvelt er ad misbjéda og leida til vaemni, eins og fjoImoérg deemi nyaldar-listar eru gloggt

merki um.”

Landslag og godsagnir

En eftirgrennslan Tolla eftir einhvers konar andlegri fullvissu eda fullnaegju um midjan tiunda aratuginn var ekki bundin
vi® landslagid. A 48urnefndri syningu hans i Selfossbii var einnig ad finna malverk med nyjum vidfangsefnum, sem
Eirfkur porlaksson vildi kenna vid , godsogulegt upphaf mannsins, pegar takngildi lifsins voru enn virkur pattur
tilverunnar”. Ennfremur segir hann: , peir tdknheimar sem Tolli er tekinn ad kanna  pessum nyjustu verkum sinum faera
hann & nytt svid, sem ma ef til vill 6dru fremur kenna vid frumorkuna sem madurinn jafnt sem nattdran byggir &; i henni
ber ad leita upphafsins, sem énnur préun hefur hafist fra.” [ pessum verkum, sem eru undanfarar hinna svokélludu
Stridsmanna andans, er ad finna kroftuglega maéladar kvenfigUrur vid rittaliska idkan, i bland vid arftekin takn & bord vid
fugla og gridunga. Landslag i pessum malverkum er nanast eingdngu til aréttingar hinna dramatisku atburda eda til

uppfyllingar, myndar i besta falli einhvers konar myrkt og leyndardémsfullt einskismannsland Ut vid ysta haf.

Stridsmenn andans, myndrédin sem fylgir i kjolfarid, er med sérkennilegustu utdrddrum a ferli Tolla. Pessi malverk syna
avintyralegar verur, i senn mannlegar og dyrslegar, yfirleitt vid adstaedur par sem um lif og dauda er ad tefla. Med
bogann einan ad vopni heyja pessar verur barattu vid ofurkrafta allt um kring, og er pa fyrir 6llu ad kunna ad sleppa
orinni & harréttu augnabliki, vaentanlega pegar hugurinn er uppfullur med kristaltaert zen. Inni i pessa umfjollun er
blandad maludum hugleidingum um manndémsraunir og hreinsunarritidl hinna hugumstéru stridsmanna, par sem
kemur vid sogu frumorkan sem Eirikur borldksson nefnir hér ad framan. pétt pessi verk standi strangt til tekid utan vid pa
landslagsumfjollun sem hér er stofnad til — landslagid i peim er mestmegnis tomarim i ofskynjunarlitum — er émarksins
vert ad grennslast fyrir um tilurd peirra, ekki sist vegna pess ad pau veita okkur innsyn i pankagang listamannsins & pessu
timabili.

Tolli hafdi pa um nokkurt skeid stundad austurlenskar bardagaipréttir, synt og dvalid medal vina f Sudur-Kéreu, og ad
auki lagt fyrir sig innhverfa thugun. Austurlensk ahrif birtast sennilega fyrst i verkum hans &rid 1992, r6d spunamynda
sem eru eins konar framlengingar & bardagarittali & bord vid Tae Kwon Do eda Karate. bar leitast Tolli vid ad gera harrétt
timasettar atldgur ad striganum med pensil sinn ad vopni, pannig ad eftir standi sveiflur eda takn sem feli i sér
kraftbirtingar peirra augnablika pegar pau urdu ad veruleika. Fyrir svona vinnubrégdum eru markverd fordaemi, til ad
mynda aksjénmalverk franska listamannsins Georges Mathieu, sem var einnig hallur undir austurlenskar bardagalistir og

triarbrogd.

Landslag i fjarlaagd

En pad er fleira sem hangir & spytunni. Tolli hefur sagt fra pvi ad pessar myndir af stridsmonnum andans hafi lika tengst
4huga hans & gétumenningu unglinga, toktum og taknmali hipp-hoppandi straka og stelpna, graffitimalverkum,
ofgafullum tolvuleikjum og ténlistarmyndbondum par sem alls kyns hetjur og andhetjur rida um hérud, ad égleymdum
4huga hans & ,alvoru” alpyduhetjum & bord vid bardagamennina Bruce Lee og Mihamed Ali. En upprunaleg kveikja
pessara malverka er samt persénuleg; hluti af sarsaukafullu uppgjori listamannsins vid sjélfan sig i kjélfar misheppnads
hjénabands. Stridsmadurinn er i raun annad sjalf listamannsins, sem daemdur er til ad lifa & ystu nof, i lifshaskanum
midjum, aetli hann ad raekja trdnad vid listgafur sinar, medan allir peir sem telja sig vilja honum vel, fj6lskylda og
samfélag, vilja gera vid hann eins konar stodugleikasattmala. Ritaolin sem koma fyrir i mérgum pessara mynda munu
sidan eiga ad vera endurspeglun & ymsu pvi sem Tolli tok sér fyrir hendur & pessu 6vissu- og uppgjorstimabili til ad 6dlast

frid innra med sér. Par ma nefna svitabod ad haetti ameriskra indjana, fostur og sibyljuséng, eins og pann sem



austurlenskir munkar nota til ad komast i annarlegt hugarastand til ad finna sjalfa sig.

Hvernig sem pessi malverk koma ahorfendum fyrir sjonir, virdast pau hafa slegid & 6kyrrdina innra med listamanninum.
Sidasta malverk sitt af stridsmanni gerdi Tolli 1998, og i framhaldinu tok vid nytt fjdlskyldumynstur og nytt land. Undir
aldarlok vildi listamadurinn lata & pad reyna hvort ekki maetti bua til ahuga & verkum sinum uti i byskalandi, nanar tiltekid
i sinum gamla gridarstad, Berlin. ,{ byskalandi er minn skoli — pyski expressjonisminn. pad er dalitid min deild”, segir Tolli {
vidtali 4rid 2001. bad er sidan i byskalandi sem nyr kafli i landslagsmalverki Tolla hefst. ,Berlin gerdi mig ad

landslagsmalara,” segir méalarinn fullum fetum.

[ haefilegri fjarleegd fra heimalandinu gafst Tolla radrum til ad endurskoda forsendur og tilgang landslagsmalverksins. Eins
og nokkrir adrir starfsbraedur hans, aftur kemur Georg Gudni upp i hugann, skynjadi Tolli ad vid aldarlok litu margir &
[slandi landslagsmalverki®d &3rum augum en &dur. Meira ad segja paulreyndir méalarar af eldri kynslod & bord vié Eirik
Smith fundu fyrir vedrabreytingu. [ vidtali fra 2002 segir Eirikur: , NG erum vid sifellt ad brjota meira land undir byggd,
vegi og virkjanir, jafnvel & stédum sem pykja einstakir Ut fra nattdruverndarsjonarmidum, og vid pessar adgerdir hlytur
landslagsmalverki® ad 6dlast nyja pydingu. Kannski er ekki haegt ad mala mikilvaegari myndir 4 Islandi { dag en af
Karahnjukum, Hagdngum og hvad peir heita allir pessir umdeildu stadir & halendinu.” Stuttu eftir komuna til Berlinar
talar Tolli { fyrsta sinn um landslagsmalverk sin sem hluta af ,,vidtaekri umraedu sem & sér stad um vida verdld og verdur

ekki umfldin og snyst um sambldd manns og natturu og framtid barna okkar.”

Tilbrigdi um Einskismannsland

Landslagsmyndirnar sem Tolli gerdi i Berlin eru hugsmidar af tvennum toga. Annars vegar eru gramaéskulegar naermyndir
af snarbrottum fjollum med snjéaldgum nidur & midjar hlidar og kolgubdkkum yfir. Listamadurinn nefndi pessar myndir
tilbrigdi um Einskismannsland og sagdist vera ad loka hring sem héfst mérgum arum &dur. , Eg hof ferilinn & pvi ad méla
vérdur og myndefnid i pessi nyju verk er sott { svipud vidfangsefni. Eg er ad kveda sama stef. Nalgast heidina,
sjéndeildarhringinn. bar er engan mann ad finna. Pad er { raun grundvallarpattur i sjalfsmynd [slendinga, petta
6endanlega rymi fyrir einfarann.” Noturlegar lysingar Tolla & islensku landslagi eru ekki einasta édur til peirra stada sem
ekki skora hatt & natturufegurdarskalanum, en eru engu ad sidur émissandi hlutar hinnar stéru heildar, heldur er lika
undirliggjandi i umfjollun hans st skodun ad oblitt landslag auki ménnum tap og fjor. Hér kallast listamadurinn aftur & vid
pa hardjaxla, Gudmund Einarsson fra Middal og Finn Jonsson, sem hofdu uppi sambaerilegan &rédur gegn ,,sumarlandi”
beirra Asgrims Jonssonar og lzerisveina hans 4 fjérda aratug sidustu aldar. Tolli gengur raunar téluvert lengra en peir pvi f
nokkrum pessara verka hans eru dregnar upp eins konar tilbeidslumyndir af hrikalegum tindum i uppleysandi ofurbirtu,

par sem beint eda dbeint eru sett samasemmerki milli peirra og hins andlega heims.

En Tolli er sjaldnast einhamur, pvi medfram pessum ,fatonamyndum®, sem hann kallar svo, maladi hann fjéld malverka
af islensku landslagi sem ad byggingu til svipar til malverkanna fra 1995, nema hvad nyju verkin loga i frumlitum stafna &
milli og ekki sporud breidu spjétin pegar kemur ad sjélfri malningarvinnunni. Markmid listamannsins virdist vera ad fa Gt
Ur litum sinum eins mikla birtu og mogulegt er, an pess pd ad missa jardsamband, magna upp myndflétinn uns
ahorfandann fer ad verkja i augun. Ekki voru margir islenskir listmalarar sem slégu upp vidlika litaveislum { verkum sinum
vid upphaf nyrrar pusaldar; einna helst minna paer & nokkrar villtustu litastemmur Svavars Gudnasonar fra sjounda
aratugnum. betta eru karlmannlega maladar myndir, renna idulega saman i kraftmiklar heildir pegar best laetur, en

stundum er dalitid eins og litirnir ,liggi utan & dukunum®, svo aftur sé vitnad i umstgn Braga Asgeirssonar.

f vidtali er Tolli inntur eftir pvi hvernig honum gangi ad mala islenskt landslag i Berlin. , Eg seeki birtuna inn i mig. Mér
finnst mj6g gott ad hafa pessa fjarlaegd vid vidfangsefnid vegna pess ad ég er ekki ad mala konkret landslag. Eg er ekki
ad mala akvedinn tind eda stein heldur byrja ég yfirleitt & malverkunum & frjdlsum spuna eda abstrakt litaflaedi sem kallar
svo fram einhverja stemmningu sem ég rata i og get hermt upp & einhverja reynslu. Pegar ég mala finnst mér gott ad
hafa einhverja tilfinningareynslu til ad leidbeina mér; ad geta elt pensilinn med einhverri tilfinningu. betta er dalitid eins
og inuitarnir gera — peir geyma steininn eda beinid i I6fanum par til steinninn eda beinid segir peim hvad peir eiga ad

gera.”



bekkt og 6pekkt landslag

Eftir eins ars dvol { Berlin akvad Tolli ad flytja heim & ny med fjolskyldu sinni, en vera &fram med annan fétinn i vinnustofu
sinni i Berlin. pessir flutningar hofdu ekki teljandi ahrif & myndlist hans. Landslagsmyndir voru afram helsta vidfangsefni
Tolla, ymist , faténalandslag” af uppdiktudum fjallstindum eda fjallshlidum f vetrarbuningi eda litaveislur & bord vid paer
sem lyst er hér ad ofan, ymist pekkt landslag eda nafnlaus tilbrigdi um pekkta stadi. Morg pessara verka voru afrakstur af
fijallaferdum listamannsins, baedi ad sumar- og vetrarlagi, par sem hann ymist ljésmyndadi, teiknadi eda vann

vatnslitamyndir af pvi sem fyrir augu bar og vann Ur adféngum sinum heima a vinnustofu.

bad var einmitt i tengslum vid rod fiallaferda sem Tolli fér snemma & arinu 2003 7 fylgd Ara Trausta Gudmundssonar
jardedlisfraedings og rithéfundar, sem listamanninum gafst taekifaeri til ad skilgreina til hlitar vidhorf sin til islenskrar
nattdru og nétturutengdrar myndlistar. Hugmyndin ad samstarfi peirra tveggja er attud fra Tolla, sem var ad leita ad
rith6fundi eda ,,andans manni” til ad fara med sér a fjoll, setja saman texta um peaer fjallaferdir og flétta inn i hann
umraedur peirra um | listina, fegurdina, nattdruna og mannlifid dsamt ymsum grundvallarspurningum vardandi heimspeki
og truarbrégd”, svo vitnad sé i vidtal vid Tolla sem birtist i Morgunbladinu. betta efni hafdi hann hugsad sér ad setja a
bok, dsamt med eigin malverkum og nattdruljosmyndum tengdum peim. Leidir peirra Tolla og Ara Trausta lagu saman &
syningu pess fyrrnefnda seint & arinu 2002, og for svo vel & med peim ad pegar kom fram i mars 2003 hofdu peir klifid
saman Skessuhorn og Skardshyrnu og itrekad stundad isklifur i Gigjokli og Eyjafjallajokli. Pess & milli foru peir félagar i
|éttari konnunarferdir um halendid med liti, pappir og myndavélar i farteskinu. Afraksturinn var bokin Yzt, sem kom ut i
4gust 2003 med textum peirra Tolla og Ara Trausta & ensku, pysku og fronsku og heilmiklu myndefni, p.dm. mélverkum
eftir Tolla fra timabilinu 2000-2003.

[ upphafi bokar sleer Tolli pvi fostu ad leyndur pradur liggi milli allra [slendinga, einkum og sérilagi listamanna, og landsins
sem peir byggja: , Listamenn komast ekki langt fra nattarunni. bad eru einhver yfirskilvitleg 6fl sem hafa pessi hrif &
okkur sem vinnum vid myndlist. Pau okkar sem fara til Utlanda skera & naflastrenginn en péa verdur bara til nyr farvegur
fyrir talkun & islenskri nattaru. Han er fost i sinni og hjarta flestra...Islensk myndlist hefur fram & pennan dag veri® bundin
ahrifum fra landinu, ekki bara fjéllum og firnindum heldur lika birtunni, en pad er hin sibreytilega birta sem er & bak vid

tofra pessa lands”.

Regnbogi yfir til almattisins

[ framhaldinu lysir Tolli nanar ferlinu & bak vid landslagstalkun sina: , Ol fjsllin sem ég mala fyrirfinnast einhvers stadar &
landinu, pott ég geti ekki stadsett bau nakveemlega...Eg byrja venjulega abstrakt, en pegar ég er kominn i gang b4 kemur
osjalfratt upp f hugann minning um landslag...En um leid og ég byrja ad méla pad, man ég ekki lengur hvers vegna pad
vard fyrir valinu. Eg kappkosta ad fanga einhvers konar augnabliksstemmningu, adstaedur eda andrumsloft, sem gaeti

pess vegna tengst vedri, goédvidri eda vonskuvedri, kannski bara vedurhljédi eda 6drum natturuhljodum...”

pad sem framar 6dru einkennir lysingar Tolla & tilurd landslagsmynda sinna er ofurahersla hans & baedi andlega og
yfirnattirulega merkingu peirra. Eda eins og hann segir i vidtali vid Utkomu bdkarinnar: ,Ad mala nattiruna (er) eins og
regnbogi yfir til almaettisins”. Ennfremur: ,,Margar (myndanna) eru af landslagi andans, og tilbeidsla fra minni hendi. pad
skiptir mig engu mali hvort ég mala fjall sem allir pekkja eda nafnlaust stéduvatn. A minum heimaslédum heitir sérhver
hundapufa og hall eigin nafni og folki finnst skipta mali ad landslagid heiti eitthvad. bess vegna leik ég mér stundum

begar ég er ad gefa myndum minum noéfn, pannig ad pad liggi ekki alveg i augum uppi hvadan myndefnid er ettad”.

Qg sidan: ,,Flest fjoll eru heillandi. bad gerir [dgun peirra eda haed, ljés og skuggar, addaun ahorfandans eda otti. Flest
fioll fanga birtu med allt 6drum heaetti en sléttlendid. pegar madur horfir yfir vidattur draefanna eda a fiollin 1 fjarska er

madur patttakandi { syningu sem Gud hefur sett 4 svid”.

Loks: ,Eg sanka a® mér landslagsminningum til ad vinna Gr { myndum minum, til ad bua til ar peim fjsll, ef svo méa segja.
begar pad gerist, og ég dreg landslagid upp ur fordaburi tilfinninganna og undirvitundinni og lzet pensla og liti leida ferlid
til lykta, pa er ég i rauninni ad lofsyngja adri mattarvéld. Eg fer ekki i grafgétur med bad” ....Uppi & fjallstindi ddlast

madur nyja syn & umhverfi sitt, og hin gefur manni vaengi. Madur skynjar allt i einu hversu litill madurinn er { samanburdi

vi® Gud; egoid vikur fyrir einhverju sem er staerra en madur sjalfur. A fjallstindi er eins og madur sé 4 flugi, i andlegum



skilningi. Eg reyni ad ddlast hlutdeild { pessu flugi med pvi ad mala fjsll og vidattur og midla tilfinningum minum til

ahorfandans, helst pannig ad hann hrifist med mér”.

[ samtali vegna bokarinnar Yzt &réttar Tolli si®an ad listamadurinn eigi ekki bara andlegt erindi vid eigin landslag: ,, Pegar
pu malar einhvern stein Uti & Myrdalssandi pa er pad samnefnari fyrir alla steina heimsins, steina sem blokkubormn
Somaliu klappa uti i eydimarkinni eda inditinn klappar & klopp & Graenlandi. betta er allt sama efnid, madur og nattura.

Stéra spurningin felst f rokraedunum sem skapast milli manns og nattaru”.

betta hefur Tolli sidan ad segja af fegurdinni: , Pad er ekki allt landslag jafn fallegt i minum augum, en fegurdin byr samt i
heildinni, hvort sem um er ad raeda lifid eda nattdruna. Fegurdin er ekki bara eitthvad snoturt; ad draga fram fegurdina
er pad allra réttaekasta sem pu getur tekid pér fyrir hendur i dag. Og pegar pu gerir pad skynjardu ad pu att hlutdeild
pvi besta sem tilveran hefur upp 4 ad bjoda“.

LFrasogn” hefur lengi verid bannord medal ndtimamalara. Tolli er ekki & medal peirra: , bad er frasdgn ad finna i verkum
flestra islenskra listamanna. | bakgrunni er alltaf sjondeildarhringur og par verdur eitthvad til sem faer 4 endanum Gtras
verkinu, eda gefur eitthvad i skyn sem okkur er &tlad ad botna”. Sjalfur segist hann éhikad nota frasagnargafuna i
myndlist sinni: , Eg hef eiginlega aldrei malad abstrakt, vegna pess ad ég er alltaf ad reyna ad segja ségur { myndum
minum...Kannski er ég ad reyna ad brda bilid milli abstraktmalverksins og peirra nattaruupplifana sem ég hef ordid fyrir
0g geymi innra med mér”. [ bokinni talar hann idulega um landslagsmalverk sin sem frasagnir af kdnnunarleidangrum
bar sem birtan er i adalhlutverki: ,Eg er i hlutverki leidségumannsins og minn vettvangur er striginn. Mitt er ad draga
fram hid natturulega, hvort sem pad & sér fyrirmynd eda ekki...pegar ég hefst handa hugsa ég ekki langt fram i timann,
fyrst velti ég fyrir mér hvernig 1jésid og skuggarnir koma ut. Ljésid segir fyrir um framvindu frasagnarinnar. Og ljésid er
sibreytilegt, sem er lykillinn ad galdri islenskrar nattaru. Hugmyndin liggur fyrir, restin veltur & sjalfri malningavinnunni. Eg
get 6mdgulega sagt fyrir um pad hvernig fjoll og dalir koma til med ad lita Gt i endanlegu malverki. Eg beeti alltaf

einhverju vid pekkjanlegt landslag”.

| fegurd hins smaa

[ bokinni Yzt er ad finna margar bestu landslagsmyndir Tolla til pessa, einkum og sérilagi myndirnar fra 2002-3. bad &
sérstaklega vi® um | litaveislurnar” sem svo hafa verid nefndar. baer eru ni samraemdari i litum og heildstzedari ad formi. |
vel heppnudum maélverkum eins og Blair skuggar (2003) og Blaar naetur (2003) (bls. 68-71 i Yzt) kallast Tolli & vid einn
helsta meistara hins fslenska fjallabldma, Louisu Matthiasdéttur, og i Heitt ljés (2003) dregur hann saman i upptendrada
heild tilfinninguna sem fylgir pvi ad berja augum stad eins og Landmannalaugar eda Namaskard i allri sinni dyrd (bls. 128-
291 Yzt).

Undanfarin sj6 ar hefur Tolli fari® mikinn  landslagsmalverki sinu, an pess ad breyta ykja mikid ut af peim adferdum sem
hér hafa verid tiundadar. Oftar en ekki faest hann vid ad mala pekkta og/eda pekkjanlega stadi, byggir meginaherslur -
himinn, fjoll og votn - upp med breidum pensli og stérum oérofa flotum og sterkum litum, en leggur nd i auknum meeli
aherslu & nakvaema atlistun smagerdra forma i forgrunni: grasa, steina eda hrauns. Vid pad myndast sjénraen spenna milli
hins stérbrotna og smaa, sem er hluti af addrattarafli myndanna. Ad pvi leyti er hann ekki i 6rafjarlaegd fra islensku
landslagshefdinni, eins og hun birtist i verkum Kjarvals. Enda hefur Tolli oft og idulega lyst yfir addaun sinni & forverum
sinum i islenskri myndlist. [ Yzt segir hann & einum stad: , begar ég mala landslagsmynd er ég ad flytja mattarvéldunum
mina privat pakkargjord, en ég er lika ad votta landslagshefdinni hollustu mina, pessari sérstoku islensku hefd sem er

helsta framlag okkar til alpjédlegrar myndlistar.”

Eitt motif, eydibylid, kemur nokkud regulega fyrir i nyrri myndum Tolla af dalshlidum og tindum. bad er raunar upprifjun
4 gémlu motifi sem birtist reglulega 1 fyrstu oliumalverkum hans, og virdist pa vera takn fyrir menningarlega eydilandid
Island, sem hinum rottaeka listamanni er sérstaklega uppsigad vid. [ hinum litriku nyju myndum er eydibylid gjarnan synt i
aftanskini eda kvoldhdmi og kemur dhorfandanum fyrir sjénir eins og minnisvardi um horfna tid, ekki horfnar hugsjonir.
par med er ekki sagt ad hugsjonir skipti Tolla minna mali en &8ur. [ timans rés hafa paer hins vegar runnid saman vid
tilfinningar og imyndunarafl listamannsins, og aukid & naemi allra skilningarvita, jafnt likamlegra sem sidferdilegra. Tolli

hof myndlistar-feril sinn med pvi ad mala beinakerlingar a islenskum 6raefum, nu langar hann framar 6dru til ad mala



Landardratt alheimsins”. betta er ordin bysna 16ng vegferd fyrir listamann & besta aldri.

Painter Tolli's Vision of Landscape

. See the brushstrokes/ how they sweep across the world”

(Einar Mar Gudmundson- The brushstrokes on the blue horizon, 1991)

Almost three decades ago, when borlakur Hilmar Morthens studied at the department of experimental arts of The
Icelandic College of Arts and Crafts, all the while performing with a politically motivated rock band, he would not have
foreseen that his destiny would someday be tied up with that most ,bourgeois and outdated” of art forms, landscape

painting.

When porlakur Hilmar — better known as Tolli — graduated from the ICAC in 1983, after a somewhat chequered
performance, he was more likely to make his presence felt as a part-time musican, political activist or fisherman than as a
practitioner of the fine art of painting. In art college he had mostly studied performance art, book art, film and
photography, anything but painting. Not that he was entirely unfamiliar with drawing and painting; as a boy he had
been an avid draughtsman. He later recalled:, When my friends were out playing football, | stayed inside covering reams

of paper with my fantasies”.

At the age of fifteen, in the middle of puberty and a troubled family life, Tolli threw out everything he had drawn, five
years work, and vowed never to touch pen or brush again. But following a long period of irregular work, mostly hard
labour on land and sea, Tolli realized that , there was no future in work of this kind and I had to do something about my
situation.” Convinced he hadn't lost the knack of drawing, he applied to the ICAC. , I thought that if | got in, | would be
eligible for a student grant and might eventually get to study abroad. This was my ticket for re-entry into society, so to
speak.” Tolli was accepted by the art school and entered the two-year preparatory course before succumbing to the lure
of the experimental arts. His graduation project was an LP of original rock music entitled The Boys from Chicago,

performed by a band calling itself Icarus.

With his limited exposure to oil painting, Tolli was ill prepared for the onslaught of new expressionist painting in the early
1980s, unlike many of his fellow art students who had been accepted into the ICAC on the basis of their undoubted
painterly abilities. Fortunately for Tolli, such abilities were not a prerequisite for participation in New Expressionism, quite
the opposite. In an interview from 2001, somewhat tongue in cheek, Tolli described the prevailing attitude to the
painting process: ,In the beginning we made a show of not using , fine technique”, we weren't supposed to paint
cleverly, be flash or aim for beauty of any kind. When we mounted our exhibitions, we would pride ourselves on finishing
the work that we were showing at the very last minute...We bypassed regular oil paint, instead we picked up all sorts of
industrial stuff to paint with. You just found some gunge and smeared it on whatever was at hand, wrapping paper, bits

of timber from industrial sites or whatever."”

Tolli made his debut as a painter in a group show of seven students from the art college, held in Reykjavik’s Nordic House
in 1982. As the college discouraged its students from showing publically before graduation, the show was partly a
gesture of defiance. A slightly older colleague, Arni Ingélfsson, wrote an introduction to the show which may, in
retrospect, be seen as a manifesto of sorts. He has the following to say about his friends" attitudes and subject matter:
.(They) prefer to paint everyday occurrences and thoughts. Using pink, orange, blue, thin or thick paint. Old paper,
bedsheets, house paint, you can use everything. Drunken girls, large genitalia, a devious moon and sea-monsters are all

meant to convey what these young artists feel about the life that they lead. Working throughout the week in mental



hospitals or offices, at weekends they go to discotheques and party throughout the night. Result: Revolt, with everyone

rebelling in his own way...”

According to the same writer these attitudes to life and art were a reaction to a ,, world of hypermedia and speed”. Even
though the young artist is convinced that everything is subject to destruction and that there are no conclusive answers to
the question of the meaning of life, he continues to break out of his isolation in his own personal way, continues to
search for himself, , through the camera, through the mirror or with outside help.” In new painting , the figure jumps
out of the smooth surface of the canvas, as if demanding her freedom from the material enslaving her, ready to

commune with her maker."”

The paintings that Tolli exhibited in the Nordic House show have not been preserved, except in somewhat washed-out
reproductions in the catalogue. Nevertheless they manage to suggest that the young painter had much the same attitude
to art and life as his contemporaries, except that his painterly approach seems to have been more down to earth and
romantic than theirs. But this was all to change. At this stage Tolli's use of animal imagery is quite distinctive. In the
catalogue, Amni Ingélfsson has this to say about such imagery: , Animals symbolize man's ,otherness”, they stand for the
range of human emotions”. In point of fact, animals continue to appear in Tolli's paintings well into the 1990s, mostly

fish, birds, horses and sheep, not forgetting fantastic imaginary creatures.

The main difference between Tolli's youthful paintings and those of his contemporaries is that while the latter go for a
deliberately illogical or surreal structures, witness the large number of paintings featuring people, objects or animals
hovering in mid-space, upside down or flying any which way, Tolli posits his animal imagery in what looks like real space,
with leaves and grass all around and clouds hovering in the background. Clearly, the former itinerant worker and activist

had trouble shaking off the natural imagery he had experienced during his many years on the road.

Life among the fierce Germans

Ironically, Tolli’s stint as a graduate art student in the University of the Arts in Berlin in 1983-84, under the aegis of
German ,wild” painter Karl-Horst Hédicke, only served to convince him to seek his subject matter close to home.
Although Tolli only saw his teacher intermittently and very briefly, he was not totally immune to his way of working, as is
clear from his paintings of 1983-88. Blue-black, slate-grey and generally tenebrous, Hodicke's palette has found its way
into many of these paintings, along with his harsh, in-your-face structure and broad slashes of the brush. But Tolli's

|

struggle to produce ,real” paintings seems to have provoked an existential dilemma in him. What was a young Icelandic
painter supposed to paint anno 19857 Instead of letting himself be led blindly by international currents in painting, either
German ,fierce painting” with its aggressive political content or the Italian transavantgardia, which emphasized personal
mythologies, not forgetting British or American versions of New Expressionism, Tolli made the conscious decision to
,stick with what he knew”. In a later interview he claims that his decision was prompted by his study of the work of
older Icelandic painters: , They were creating mythologies out of their everyday reality, painting pictures of their houses,

their watering holes, and the landscape surrounding them.”

During the early period of New Expressionism in Iceland, there were only two painters working from landscape, Tolli and
Georg Gudni, each in his own distinctive way. , At that time painting landscapes was taboo, and not many painters of my
generation bothered with it. It was considered old fashioned and a bit crummy.” Nevertheless Tolli set to work
combining personal imagery, mostly to do with his former life, and memories of landscape, seen or imagined, and found

that it made for a ,, dynamic mixture”.

From the onset Tolli's approach to landscape is closely tied up with the idea of habitation. Almost alone amongst
Icelandic painters he seems to have realized how his great predecessor, Johannes Kjarval, regarded the idea of ,place”.

For Kjarval a ,place” was not just a geographical and geological fact, but the sum of everything connected with it, in the



past as well as the present and everything that had happened in and around said ,place” in times past, in ,real life” and
the ,,domain of the unreal”. Which is why Kjarval's landscapes sometimes contain references to elves or other
supernatural beings that are supposed to reside there, profiles of the farmers who live in the vicinity or have lived there in
the past, maybe also a sketch of the boy sent to bring the artist his lunch, perhaps a depiction of a harp or a stylized
Viking long ship, which Kjarval seems to have regarded as symbols of the restless artist. Towards the end of the painting
process the artist may sneak into his landscapes a drawing of a palette, thus affirming that he himself has become an
integral part of the meaning of the ,place” depicted. Tolli might quite possibly also have come across Anselm Kiefer's
views on landscape, strikingly similar to Kjarval's, where he states that once a tank regiment has been through a

particular landscape, its meaning will be forever changed.

Landscape and habitation

In most of Tolli's landscape-based paintings of the 1990s we find constant interaction between the natural and the man-
made. The cairns that are such a prominent feature of many of these paintings are at once extensions of nature,
signposts for travellers and monuments to the common Icelander, the ordinary heroes that writer Jon Kalman Stefansson
celebrates in his novels. Everywhere in Tolli's paintings nature and culture strike sparks off each other, empty houses with
broken windows and defunct navigational beacons tell stories of people who have lost their bearings and stacks of
sodden books on the edge of a precipice are the signs of a cultural crisis. Then there are Tolli's peculiar paintings of
landscapes with truncated guitars, with only their peg boxes showing, hovering over the proceedings, perhaps a variation
on Kjarval's harps. Even when Tolli paints , regular” landscapes with no symbols or signifiers present, even recognizable
places like the Langjokull glacier, the Arnar-lake or the cliffs at Hornbjarg, they convey similar gloom and foreboding

through their colour scheme and near-dissolution.

It is ironical that it should be Tolli, he of the ,,crummy” and , old-fashioned” landscapes, who best exemplified the
attitude of his generation, the punks, to the materialism, empty nationalistic rhetoric and political corruption besetting
Icelandic society in the 1990s, getting his point across more directly and concisely than his fellow expressionists. Many of
them were certainly better painters, but very few had his drive. In 1987, barely five years after returing from Berlin, Tolli

had ten one-man shows under his belt.

As the decade progressed, another type of landscape began to make its presence felt in Tolli's painting, what we might
term a comprehensive cultural landscape. Instead of the simple contrast of nature and symbols or the interaction of
single figures with landscape, we are presented with a complex and colourful mixture of both wild and urban landscapes,
a profusion of inert or airborne figures, references to life on land and sea, in addition to the flora and fauna of Iceland.
This new approach bespeaks Tolli's resolve to examine Icelandic reality in a larger context than before, which in turn is a
sign of his increasing confidence as a painter. The dark, coarse and often monotonous brushstrokes of yore, applied with
cheap industrial paint, give way to ,real” oils out of tubes, a combination of smooth and highly textured planes and
brushwork which is by turns artful, playful and ponderous. No longer does Tolli look exclusively to German , haftige
Malerei” but seems to take his cue partly from the magic realism of Italian painting, in particular the fanciful work of
Sandro Chia, Mimmo Paladino and Enzo Cucchi. Chia's paintings seem to have exerted a strong influence on Tolli at this
point, not least the large semi-surrealist canvases that the Italian produced at the beginning of his career, teeming with
bulky dramatis personae being blown hither and thither in a maelstrom of events both ordinary and fantastic. Tolli would
even have been able to subscribe to a statement of Chia's from the end of the 1970's: ,I've been through conceptualism,
minimalism, everything. There is a new richness to our perception because we went through all that. Now that it's
possible to look at paintings again, we see it not only as paint on canvas, but as something else...A painting is not just an
object: it has an aura again. There is light around the work. It is a miracle, in a way. A total concrete, physical miracle.

Painting is made with heavy things — stretchers, canvas, paint. Heavy, dirty things. But they become Light."”



In the strangest light

A much reproduced painting entitled Visitation (1990-91) exemplifies the changes that were taking place in Tolli's work
at this time. It is a riotous scene centering on what seems to be the ,goddess of the fishing industry”, a bulky fishwife
hovering in mid-air amidst tattered fishing nets, tired-looking fishing boats, an anchor or two, fish of all shapes and sizes,
ragged fishermen, but also mysterious objects such as a folding chair and disconnected window frames. Underneath it all
a winter sea rages and very Icelandic mountains round off the scene. The painting is shot through with cold and almost
otherworldly light, perhaps the kind of light Chia is referring to. But then we may be overlooking other influences on
Tolli. He might also have taken notice of the marine fantasies of Sveinn Bjérnsson, an older and often underestimated
local painter. In any case it would be interesting to see a joint exhibition of the paintings that these two painters were

producing in the 1990s.

We are in effect seeing landscape painting in its widest — and perhaps most Kjarvalian — sense, where the total meaning
of the place depicted is the sum of everything that happens and has happened there. Looking at Tolli's exuberant
paintings of the early 1990s, we would be forgiven for assuming that he had now put behind him the social criticism that
pervaded his earliest work. Hadn't the old firebrand sold out to aesthetics and bourgeois critical values? This was very
much the topic of conversation at openings and other art related gatherings attended by the present writer during this
time. In an otherwise favourable review of Tolli's show of 1992 at the Museum of Labour, Morgunbladid critic Eirikur
porlaksson allows himself to speculate whether the painter is on the right track: , It is difficult to say what this artistic
detour of Tolli's means in critical terms; we'll have to wait for the sequel. Nevertheless it is safe to say that the artist has
now put aside social criticism and concerns himself chiefly with the technical aspects of painting, Some of his fans may
be disappointed, but artists must move on, otherwise their art will surely stagnate. In art, the future is often more

important than the present.”

At this point Tolli had clearly come to think that it was more important for artists to ,tend their own garden” and be true
to themselves than to pledge allegiance to a particular political philosophy or party. This is clear from the many interviews

that he gave to newspapers and magazines at the time.

In 2001 he describes his predicament: ,I've sometimes had to rely on so-called right wing people for assistance or
sponsorship. Without exception they have been well-disposed towards me, which leads me to think that | am an
individualist at heart. Essentially | am an enterpreneur; many of my colleagues, especially the left-wing ones, are bothered

by that, they probably hate to see Tolli in cahoots with market forces.”

In the flow of emotions

With his popularity on the increase Tolli frequently had to stand up for his views and actions, defend himself against

politicial opponents as well as detractors amongst his fellow artists. His reactions were always moderate and expressed
without rancor. “We artists are a small group, we rub against each other all the time and compete amongst ourselves.
When one of us is on a roll, those who lag behind are prone to snapping at his heels. There are people who think that

bastard Tolli is everywhere...It's just the way it is. | don't think it's necessarily directed at me personally.”

Tolli's avowed individualism manifested itself not least in an increasing interest in a landscape-based expressionism,
untainted by symbolism of any sort. However, his earliest forays into such painting were not very successful. Tolli’s first
works in that vein date from 1992 and he continues to produce them, along with a series of gesture paintings under the

influence of oriental martial arts, until the middle of the decade. As usual the artist does not do things by halves, but



frequently sets to work on six-foot canvases, using all the brushes and colour at his disposition. In a review from 1992,
critic Eirikur porldksson has the following to say about these paintings: , Admittedly the colours that we find in many of
these works are strongly reminiscent of the work of Kristjan Davidsson, but there is something else at work here.”
Indeed, because at this stage Tolli does not have what it takes to create landscapes with the visual appeal of Davidsson's
work. Admittedly, there is no shortage of colours, energy and exuberance in Tolli's paintings. But their faults are perhaps
best described in the review that critic Bragi Asgeirsson wrote about Tolli's Alafoss exhibition of 1994. In it he remarks on
what he calls their ,superfical emotionalism and cheap improvisatory technique”, concluding by saying: , The painter
seems not to put enough thought into his work, thus his colours never seem to connect to anything beyond the

surface.”

Tolli has the admirable tendency to regard negative criticism as a lesson rather than censure. A subsequent exhibition,
held in the Hotel Selfoss a year later, showed that he had taken some of Asgeirsson’s criticism to heart. His landscape
improvisations are not quite as unfocused as before, but coalesce into solid structures, sculpted with a broad brush or
scraper. The palette of these paintings harks back to some of the painter's dark and brooding early works. All of these
paintings are untitled, but refer directly or indirectly to the Icelandic landscape tradition, as represented by Asgrimur
Jénsson, Kjarval and Jon Stefansson, not forgetting the harsh landscapes of Gudmundur fra Middal and Finnur Jonsson
from the Thirties. The chief distinguishing feature of these paintings of Tolli is his use of light. Instead of scattering it
haphazardly round the canvas, as he did in the improvisatory paintings mentioned above, the artist creates sources of
light in and around the centre of each painting and then directs it systematically towards the edge of each composition.
But Tolli’s light is very different from the revealing and form-hugging light that we find in traditional Icelandic landscapes;
it is the otherworldly light of visions and transcendental aspirations. Here Tolli is far from alone, but belongs to a long
Northern Romantic tradition of artists with a spiritual bent. He is not alone in Iceland either, for at much the same time
his schoolmate from the ICAC, Georg Gudni, was creating landscapes that seemed to dissolve into pure light. But, as
critic porldksson pointed out , this is a sensitive area, open to sentimentalization, as the whole New Age movement

testifies to.”

Mythical landscapes

In the 1990s, Tolli's search for spiritual certainties was not confined to landscape. In his Selfoss show of 1995 there was a
series of paintings with brand new subject matter, which critic borléksson described as an exploration of the ,, mythic
origins of man, when symbolism was part and parcel of everyday existence”. Furthermore: , The mythic worlds which
Tolli is now exploring take his work to a whole new level, perhaps to the domain of what we might call primeval energy,
which is the force both man and nature spring from, in short, the fons et origo of all evolution.” These paintings, which
prefigure the so-called Warriors of the Spirit, feature speedily painted female figures in the middle of arcane rituals,
surrounded by what look like archetypal symbols, birds, bulls and so on. There is no real landscape to speak of in these
paintings, only an ill-defined background acting as a buffer to the dramatic rituals depicted, or what looks like a

mysterious fog or darkness at the end of the visible world.

The Warriors of the Spirit, the suite of paintings that followed, must be considered one of Tolli's most unusual
undertakings. These are fantasy paintings featuring creatures at once human and animal-like, mostly in life-or-death
situations. Armed only with bows and arrows, these creatures battle unseen but overwhelming powers. To quote the
artist: , They are consumed by the fire of creative energy, with their bows at the ready...surging and leaping ahead in the
blazing world of the subconscious which alternatively creates and destroys”. Bowman and arrow become one, and at
precisely the right moment arrows are launched and cannot be turned from their path. In addition, some of these
painting also contain references to primitive initiation and cleansing rituals involving the warriors, which also ties in with

the idea of primeval energy mentioned by critic borlaksson.

Alhough these paintings only have a tenuous connection to the present discussion about landscape — the landscape that
we find in them mostly consists of ragged fields of hallucinatory colours — they are important in that they afford us an

insight into Tolli's mind-set at the time.

For some years previously Tolli had practiced transcendental meditation and oriental martial arts and spent some time in



the East, chiefly in South Korea, courtesy of an artist friend. There are traces of Eastern influence in his work as early as
1992, particularly in a series of improvisatory paintings that may be seen as extensions of martial arts such as Karate or
Tae Kwon Do. In them the artist practices making sudden lunges at his canvases with a brush loaded with paint, in the
hope of capturing the essence of the moment of attack in the form of abstract configurations or revelatory ideographic
symbols. There are precedents for precisely this approach to painting, for instance the action paintings of French painter

Georges Mathieu, who, not surprisingly, was also a devotee of Eastern religions and martial arts.

Back to Berlin

But that's not the only thing going on in these paintings. Tolli is on record as saying that the Warriors of the Spirit series
also reflects his interest in the street culture being created by urban youths all over the world: the body language and
symbolism associated with hip-hop music, graffiti paintings and violent computer games and extravagant music videos
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featuring a new breed of hero and antihero. According to the artist, the paintings are also homages to ,real” folk heroes
such as fighters Muhammed Ali and Bruce Lee. Last but not least, the Warrior series is a part of Tolli’s reaction to a
painful personal upheaval, namely the collapse of his marriage, forcing him to take stock of himself and his way of life.
The Warrior becomes the artist's alter ego, the outsider condemned to live in extremis, if he is to stay true to his vocation,
while everyone around him, his family and society at large, want him to play it safe. The ceremonies that we find in some
of these paintings also refer directly to some of the things that Tolli subjected himself to during this period of doubt and
reckoning, for instance ,sweat sessions” in the manner of American Indians, fasting and chanting for hours, rituals that

Tibetan monks use in order to purify themselves physically and mentally.

However they may strike viewers, these paintings of Warriors and rituals seem to have done much to quell the artist's
turbulent spirit. Tolli's last Warrior painting dates from 1998, and shortly afterwards he found himself a new family and a
new country to conquer. By the end of the millennium the artist wanted to put to the test whether there was any interest
in his work in Germany, more precisely in his old stomping ground, Berlin. ,, My artistic roots are in Germany. German
expressionism, that's really where I'm at”, Tolli says in an interview of 2001. And it is in Germany that Tolli develops a

new approach to landscape painting. ,Berlin made me a landscape painter,” the painter asserts.

At a distance from his homeland Tolli was able to objectively re-examine the premises and purpose of landscape painting.
Like some of his colleagues — again Georg Gudni comes to mind — Tolli sensed that the tide had turned for landscape
paining in Iceland, that it had acquired a new importance in the minds of the younger generation. Even landscape artists
of the older generation like veteran painter Eirikur Smith were aware of the changes: ,,Nowadays we are constantly
encroaching upon nature, building houses, roads and hydroelectric stations, even in places of outstanding natural beauty.
Under these circumstances landscape painting will surely become even more important. Painting landscapes from
Karahnjukar, Hagongur and all those highland areas they are planning to submerge in water has become a political, even
subversive, act.” Shortly after settling in Berlin Tolli describes his landscape painting for the first time as his contribution
to ,a wide-ranging and very timely dialogue taking place all over the world, centering on the coexistence of man and

nature and the future of our children.”

Variations on No-man’s land

Tolli's Berlin paintings feature two types of imaginary landscape. On the one hand there are gray-hued close-ups of steep
mountains or mountain scrims with remnants of snowbanks, scenes capped by ominous banks of clouds. The artist called
the paintings ,variations on a No-mans land™”, adding that they served to close a circle that had started many years
before. I started out by painting cairns and in my new works | am continuing in a similar vein. It's the same song. I'm

heading towards the heath, the horizon. Not a living soul there. | think it is a very important aspect of the Icelander's



sense of identity, the wide open spaces enveloping the lonely traveller.” Tolli's bleak visions of the Icelandic landscape are
panegyrics to landscapes that have nothing of the picturesque about them, but are nevertheless an essential part of
nature as a whole. They also affirm his belief in the revitalizing aspect of the harsh landscape, i.e. what doesn't kill you
makes you stronger. In this Tolli carries on a painterly dialogue with some landscape painters of the 1930s, not least
Gudmundur fra Middal, who claimed to be painting the ,real” landscape of Iceland, very different from the sunny and
idealistic landscapes of the Icelandic landscape pioneers. In fact, Tolli carries his ,,affirmative action” further than they do,
for his harsh and uninviting mountains, with their iconic placement in the centre of each canvas, are frequently

enveloped in an almost visionary light, suggesting a spiritual or revelatory power.

But Tolli is not one to be stuck in one phase of painting, for at the same time as he was busy painting these somber
pictures — he called them ,,monotonal” — he was also immersed in the making of a series of quite different landscapes
that have a similar structure to his works of 1995. The main difference is that these new landscapes are alight with
intense primary colours and their execution has much of the exuberance of his most extreme abstract-expressionist
works. The artist seems intent on drawing as much light out of his colours as possible without breaking off the
connection with the visible world, in short to turn up the , volume" of his colours until the eyes of the viewers start
hurting. At the beginning of the new millennium, not many Icelandic painters had the ability or the inclination to work
with such riotous colours. Colour-wise, their closest relations are probably the wild abstractions that Svavar Gudnason
produced in the 1960s. There is a whiff of testosterone about these paintings of Tolli's, the best of them certainly form a
potent brew, whereas others exhibit what critic Bragi Ageirsson described as Tolli's unfortunate tendency to think in

terms of surface rather than depth of field.

In an interview of 2001, Tolli is asked about the landscapes that he was producing in Berlin. , | don't miss the light that |
find at home, for | carry it inside me. I like being away from my subject matter because essentially | am not painting
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actual landscapes. | am not painting pictures of a ,real” mountain top or rock, but start off by improvising freely on the
canvas, which in turn suggests a mood or atmosphere which | can identify with and puts me in mind of something that
I've experienced. When | paint | like to have emotional experiences to work from and to guide me; to attach feelings to
my brushstrokes. It's close to what the Inuits do — they carry around a stone or a piece of bone in the palm of the hand

until the stone or the bone tell them what to do.”

Actual and anonymous landscapes

After a year in Germany Tolli decided to move his family back to Iceland, but to maintain a studio in Berlin. Moving back
seemed to have little effect on his art. He would continue working on his landscapes, both the series of ,, monotonal”
peaks and screes and explosive renderings of real or imaginary scenes from nature. Many of these paintings came out of
Tolli's hikes in the highlands during the summer and winter months, when he would take photographs and make

sketches or watercolours. Back in the studio, this would be the raw material that he worked from.

Early in 2003, during repeated mountain excursions — and discussions — with geophysicist and writer Ari Trausti
Gudmundsson, Tolli was able to formulate his philosophy of nature and nature-based painting. The idea of collaborating
with Gudmundsson came from Tolli, who was looking for a travelling companion, preferably a writer or ,intellectual”
who could write and talk knowledgeably about ,art, beauty, nature, religion and the human condition”, to quote an
interview Tolli gave to Morgunbladid. Eventually the artist intended to incorporate these discussions into a book
containing a selection of his paintings and photographs of landscapes that he loved. Tolli and Gudmundsson met at the
former's one-man show of 2002 and immediately hit it off. By March 2003 they had climbed the mountains Skessuhorn
and Skardshyrna together and practiced ice climbing on two glaciers, one of them the volcanic Eyjafjallajokull. In
between they had gone on less arduous walks in the highlands carrying only colours, paper and cameras. The offshoot
was a handsome book they called Yzt (Remoteness), which came out in August 2003, with texts by both of them in

English, German and French and a great deal of visual material, chiefly paintings by Tolli from 2000-2003.

At the beginning of the book Tolli voices his conviction that there is a deep, almost visceral, connection between all
Icelanders, artists in particular, and their country: , Artists can never escape far from nature. There are certain

extrasensory forces that have this effect on those of us who work with art. Those of us who go to other countries cut



that umbilical cord, but this merely produces a new channel for interpreting Icelandic nature...Right up to the present
day, Icelandic art has been influenced by the land, not just by mountains and the wilderness but also by the light — it is

the ever-changing light that lies behind the magic of this country.”

Extending a Rainbow to Forces Beyond

Tolli goes on to describe his working methods: , All the mountains | paint exist somewhere, although generally | do not
know precisely where...| set off into the canvas by painting abstract. After improvising with colours and forms, the
memory of some experience of the wilderness comes to me...When | stand like that before the pure, white canvas, newly
embarked on my journey, the concept comes to life, a motif comes into being, without my having thought it over
carefully beforehand...Then | forget why | chose that motif as soon as | begin to paint it. At the same time | go on
capturing a certain instant, certain circumstances, an atmosphere, which could be calm or strong weather, whispering or

noise”

Tolli's descriptions of the genesis of his landscapes are suffused with references to their spiritual or transcendental
content. When Yzt came out he said in an interview that painting from nature was like ,extending a rainbow over to the
forces beyond”. Furthermore:”Many of my paintings...depict spiritual landscapes and are a kind of worship. In itself it
makes no difference whether | paint a mountain that can be recognized or a particular lake or place. | come from a
country where every hill and hummock has its own name...This is why | often enjoy playing with the names | give to my

works, although it is difficult to associate the motif with the place in question”.

Tolli goes on to say:“Most mountain enchant you. It might be the form or the height, the light and the shadows,
admiration and fear. Mountains capture the light in a completely different way from lowlands. When you look across the

expanses of the wilderness or at mountains you are taking part in a show where God is playing with you".

Finally: ,In this way | store up images to retell in paintings: to make mountains if you like. Doing that, fetching the
landscape from my emotional memory and subconscious, letting the brushes and colours complete the effect: when all is
said and done that is my prayer of thanksgiving to the higher forces. I'm not hiding that...You suddenly gain a new view
of your environment up on the mountaintop, and it urges you forward. And then you realize how tiny man is before
God: the ego yields to something larger. In a spiritual sense, on a mountaintop you are in flight. I am giving myself a
share in this by painting mountains and the land and | try to convey these emotions to the viewer; preferably to take him

with me”.

In a conversation with a journalist Tolli maintained that the artist’s spiritual mission was not linked solely to the landscape
of his birth: ,When you paint a piece of rock lying in the middle of the sands of Myrdalur, it becomes the common
denominator for all the rocks in the world, the rocks handled by young Somalian children in the desert or the rocks that
an Inuit heaves on to a glacial boulder over in Greenland. It's all the same stuff, man versus nature. The important thing is

the dialogue taking place between them.”

This is what Tolli has to say about beauty: | don't find all landscapes or all mountains beautiful, but the beauty resides in
the whole, both in life as such and in all nature. Beauty is more than just smart; trying to show it is the most radical act

we can perform nowadays. At the same time you discover your own part in the best that existence can offer.”

,Storytelling” has long been frowned upon by modern painters. Not by Tolli: , Virtually all work by Icelandic artists tells
some kind of story. There is a horizon and something arcane out there that finds its way into the work, or something that
has not yet come to us”...He claims to be unafraid of telling stories in his own paintings: “I have hardly painted abstract
because | always try to tell a story with each painting...Maybe | bridge the gap between abstract painting and installing
my idea of a real phenomenon that has been recycled in my memory.” In the abovementioned book Tolli frequently

describes his painting as exploratory journeys with light as his lode star: “I am a guide on the canvas, bringing out



something there that has a clear or vague location...When | start a new painting | don't think far ahead, above all |
consider the position of light and shadow in the picture. The light determines the moment of the story. Light is
continually changing, which above all else is the key to Iceland’s magic. The idea is there, then the painting itself
determines much of the rest; | cannot decide the final image of the mountain or landscape in advance. | improvise into a

painting more than into an image of something specific with a firm and recognizable model.”

In the Beauty of Small Things

The book Yzt contains some of Tolli's most impressive landscape paintings to date, particularly the paintings from 2002-
2003. This is especially true of his more extravagant colour combinations, which are now more coordinated and more
firmly structured than previously. In some of Tolli's most successful paintings of this kind, such as Blue shadows (2003)
and Blue nights (2003), he seems to be pitching himself against one of Iceland's most admired painter of the Icelandic
blue yonder, Louisa Matthiasdottir. And in a painting entitled Hot light (2003) Tolli manages to convey the overwhelming
visual impact of such geological showpieces as the Landmannalaugar region in the south of Iceland and the Namaskard

pass in the north.

During the past seven years Tolli has continued to be a prolific painter of landscapes, though without altering his
approach to any great extent. As before, he paints well-known places as well as anonymous or imaginary places, using a
broad brush and unbroken swathes of colour to build up chunks of sky, mountains and lakes. The only difference is an
increased emphasis on delicate foreground features, blades of grass, small rocks or silvery bits of lava. The combination
of massive mountains and dainty foreground serves to create a visual dissonance which is a part of the attraction of these
paintings. In this respect Tolli is paying his respects to the Icelandic landscape tradition, of which the works of Kjarval are
a prime example. The artist has repeatedly paid tributes to this tradition. In Yzt he is quoted as saying: ,When | paint a
landscape it is my private prayer of thanksgiving to something higher than me, as I said before, but at the same time I'm
embracing the heritage; the landscape tradition in Icelandic art, the special Icelandic school which is the main
contribution we can make in an international context.”

One particular motif, the abandoned dwelling, is a regular feature of Tolli's most recent paintings of valleys, screes and
mountains. It is not an entirely new departure, for such buildings are found in a number of Tolli's early works, one of the
radical artist's earlier symbols for a , culturally bankrupt” Iceland. In his more colourful new paintings, the abandoned
dwellings are mostly seen in the soft light of a summer evening or in the melancholy dusk, as nostalgic monuments to
past generations rather than as political symbols. Which is far from claiming that Tolli has turned his back on the idealism
of his youth. But with time, his ideals have merged with his emotions and imaginative faculties, to the benefit of all his

senses, physical and moral. Tolli started out as a painter of cairns in the Icelandic wilderness, now his greatest ambition is
to be able to paint ,the breathing of the universe”. For a relatively young artist, this is quite a leap.



Nattaran a kreiki - tsyni med Tolla

Ari Trausti Gudmundsson

A tindinum

Fjarleegd gefur landinu yfirbragd sem faerir okkur naer yfirstaerd pess og laetur mennina finna fyrir smaed sinni. Allir muna
eftir fyrstu flugferdinni og peirri undrun sem haedin yfir landinu og vidattur jardar voktu. Sa sem stendur & haum fjallstindi
finnur fyrir pvi sama en miklu sterkar en vaeri hann staddur i flugvél. pad stafar af pvi ad hann hefur fast land undir
fétum, er tengdur landinu en ekki svifandi yfir pvi. Mérgum manninum finnst hann pa verda bein framlenging af jordinni

og hann upplifir mun sterkar en ella mikilleik hennar og eigin smaed.

Afar vidsynt er af eldfjallinu Elbrus i Kékasusfjollum, sydst i Russlandi, tr 5.643 metra haed yfir sjavarmali. bad er half
farflugshaed farpegabota. [ sudri gnaefa fjsimargir tindar Kakasusfjalla, sumir afar brattir og hvassir, med jéklum f kinnum
og hvilftum og fallegum Alpad®lum par fram undan. Handan vid pau er landid Grusia. bar segir sagan ad hluti Vestur-
Evropubua eigi einhverjar raetur. Til allra annarra atta sést éravegu yfir skoglendi, gresjur og landbunadarhérud. Lika pau

eru upprunalénd folks sem fluttist lengra vestur { miklum pjédflutningum lidinna arpusunda.

Augun hvarfla yfir flatlendid, votn og fljét, yfir vidlendustu matarkistu Russlands og nokkur sjalfstjornarhérud. par hefur
saga sidustu ara sums stadar pvi midur verid morkud stridi og eydileggingu. Vaeg médan yfir landinu starfar af vaxandi
hita a® morgni en uppi & tindinum blaes napur vindur i 15 stiga frosti. Ljésblar himinn hvitnar alls stadar uti vid
sjondeildarhringinn par til hann rennur saman vid landid i fjarska sem ekkert skyggir & nema austurtindur fjallsins med
sofandi eldgig. pad brakar i snjonum og smellur i nokkrum smafanum ymissa pjéda sem hamast utan 4 alstongum vid litla

vordu. Nokkrir menn stjakla & pessum haesta stad Evrépu.

Tolli for sér haegt i sidustu brekkunni. Klukkustundum saman hafdi islenski hépurinn gengid Ur néttinni inn i daginn eftir
hordu hjarni & jokli fjallsins. Faert annan fétinn naestum vélraent fram fyrir hinn, gaett ad pvi ad mannbroddarnir gripu vel {
snjéinn, munad eftir ad hafa strekkt & joklalinunni og fylgst med stjérnubjértum himni verda fjdlublaan, gulan og loks
albjartan & medan piramidalagadur, fremur 6gnvaenlegur skuggi Elbrusfjalls & landinu styttist I6turhaegt 1 takt vid

sélarganginn. Odru hvoru hvorfludu augu ofar i fjallid medan hver og einn mat vegalengdina sem eftir var ad markinu.

R&din i lokabrekkunni hafdi pynnst, sumir fjallgdbngumannanna, Ur mérgum heimshornum, komust ekki lengra en upp i
s6dulinn milli tindanna tveggja. Par var hvilst og matast fyrir sidasta afangann. Haloftavindurinn kaeldi menn hratt og sa
sem ekki hafdi bjargfastan asetning eda prek til ad halda afram, sneri hér vid. Linugengin téku ad tygja sig og hver
smahopurinn eftir annan fetadi sig upp lokahallann & sinum hrada, félkid flest laust vid linuna pvi parna voru hvergi
sprungur og adeins faein hundrud metra haekkun ad takmarkinu. Valerij var best adlagadur ad surefnisfirrtu lofti i 5 til 6
kilometra haed og gekk fyrstur, sélbrunnid andlitid eins og gémul, vel notud ledurskjoda. begar dro Ur hallanum og sast

upp & avalan efsta koll & vesturtindi Elbrus tautadi Tolli: - b4 er pad saudkindargirinn.

Hann greikkadi sporid, fér fram tr okkur nokkrum, elti Valerij uppi sem sjalfur herti gonguna. beir komu fyrstir ad
vordunni & hatindi fjallsins. Fjallgongumennirnir tokust i hendur og sumir fé6dmudust en Tolli muldradi: - Er haegt ad

komast neer pvi sem enginn skilur?

Nattaran - einmitt par og hér

Natimamadurinn getur verid viss um ad steinaldarmadurinn leit ekki & sig sem herra jardar. A peim tima hafdi madurinn
ekki n&d ad skrifa upphaf Mdsebdkar i eitt helsta traarrit sitt. bar segir ad mennirnir skuli gera nattruna sér undirgefna.

Sméam saman gegnsyrdi hugmyndafraedin morg samfélég. Lengi hafa menn reynt ad rada og styra nattarunni en ekki



tekist pegar & heildina er litid. barna kristallast hin hreina nytjahyggja og tru & yfirburdi mannsins, naest gudi eda gudum.
Liklega er rétt ad halda pvi fram ad um leid hafi andstaed afstada helst vardveist med frumbyggjum sem lifa naer
eingdngu af nattarunytjum. Lika ma verja pa skodun ad pessi trd a yfirburdi mannsins yfir 6llu 6dru kviku hafi skadad

hann sjalfan 6ldum saman og einnig lifrikid i kringum hann.

Til eru nokkur truarbrogd eda heimspekikerfi sem sampykkja fyrrgreint yfirburdahlutverk mannsins og svo énnur sem
skilgreina fremur mannverur og nattdru sem jafnréttha fyrirbaeri, jafnvel annad sem hluta hins. Framvinda ségunnar hefur
fengid marga til ad endurskoda hugmyndir um manninn sem herra nattirunnar. Tuttugasta 6ldin vard einstakur
uppgangstimi idnpréunar, visinda og sampjéppunar valds. Jar@arbuar téku ad skipta milljordum. Efinn um skefjalausar
natturunytjar efldist. En breytingar til hins betra eru haegar. A nylidinni 6ld og og peirri 21. hefur meirihluti mannkyns
verid { 68a 6nn vid ad brjota nattlruna undir sig pratt fyrir ad margir, t.d. i idnvaeddu rikjunum, hafi uppgotvad
sannleiksgildi peirra einféldu stadreyndar ad sjalfbaerni mannlegrar idju & ad vera jafn sjalfségd medal mannfélksins eins
0g annars stadar i nattarunni. Brot 4 peirri einféldu reglu veldur niina verulegum vaendraedum vegna hlynunar vedurfars,
ofnytja grédurlendis og fiskimida, eydimerkurmyndunar og mengunar lofts, saevar og jardvegs. Gildir einu hve stor
mannlegi pattur hlynunarinnar getur talist midad vid pann sem rakinn verdur beint til hlynunar af nattdrunnar voldum.
Um pann hluta er vitad milljonir og milljarda ara aftur i timann. S& mannlegi er parna og hann ytir allt of hratt undir
hlynun loftslagsins. Honum einum getum vid breytt. Ofyrirsjaanlegar afleidingar of mikillar hlynunar vekja baedi kvida og
barattuvilja med folki. Samfélag manna verdur ad breyta sambylinu vid nattdruna. par er komin ein asteda pess ad pemu
tengd natturu eru rik i menningunni. Aukinn dhugi & nattirunni og umhyggja fyrir henni hlytur ad endurspeglast i list

eins og 68rum pattum menningar.

Margir hafa notad hugmyndafraedi nytjahyggjunnar og daetlad hlutverk mannsins sem herra nattdrunnar, eda skyldar
hugmyndir, til pess ad réttleeta ranyrkju, Utrymingu dyra eda storfellda sokn i nattruaudlindir. Adrir stérir og smair hdpar
félks skynja olikan og einfaldan sannleika. Honum hefur engin heimspeki, stjornmalakenning eda triarbrogd geta
umturnad med o6llu: Nattaran er vid, pau hin og allt sem vid prifumst i og lifum af. Folkid hefur lzert pessi sannindi af
eigin reynslu og i eigin lifi. betta eru einmitt fyrrgreindir frumbyggjar, t.d. intitar i Kanada, chukchi-menn i Siberiu og
Amazonfolk i Ekvador. Vissulega hafa peir & stundum misst sjénar & grunninum og hneigst til ranyrkju en vida tekist ad
snua af peirri braut. Annad félk, hdpurinn sem minnst var & hér ad framan og vid nefnum gjarnan ,, natimafélk i fléknum
pekkingar- og idnadarsamféldgum”, hefur smam saman snuid baki vid langvinnum tilraunum forfedra og formaedra
sinna til ad na einhlida valdi & nattarunni. Pad hefur gert pad med pvi ad rokraeda og alykta 1 krafti pekkingar og
verdmaetamats sem hafnar eda dregur i efa paer hugmyndir ad haegt sé ad gera natttruna sér undirgefna med nytingu
og taekni, eda velta hagvexti endalaust &fram eins og staekkandi snjdbolta. [ pridja hopinn hafa svo baest baedi radamenn
og almenningur i mérgum prounarrikjum. Nidurstada hopanna synist aetla ad verda pessi: Hofleg nyting og sjalfbaer
umgengni vid natturuna skilyrdir framti® jardarbua, hvad pa pegar peir verda ordnir 10 milljardar eftir faeina aratugi. Ekki

ad undra pétt nattaran komi fram i menningarvidleitni manna. Ekki skrytid ad listir endurspegli virdingu fyrir nattdrunni.

Liklega héfst hin ritada og skipulagda hugmyndaproéun, fra skefjalausri nytjahyggju til hugmynda um sjalfbaera tilveru,
nokkud 16ngu fyrir upphaf idnvaedingar heimsins. Pad hefur alltaf verid til framsynt félk. bannig spruttu i fyrstu fram
heimspekikenningar, skaldverk og myndlistarstefnur sem samsomudu folk og nattdru eda hémpudu nattdrunni einni sem
einhverju stéru og aflmiklu, héleitu, fogru, 6homdu eda miskunnarlausu, allt eftir timabili og hugmyndastddu samfélaga.
Vissulega gat pessi afstada farid ur bondum og ordid ad nattdrudyrkun og 6fgum sem ekki gagnast i nutimanum. Gerir
jafnvel stundum & okkar dégum. En hvad um pad. Efinn um undirgefni nattdru vid manninn hefur dgerst og & pvi borid
menningunni, allt fr4 pvi & endurreisnartimanum til dagsins f dag, p6tt haegt hafi farid i fyrstu. A okkar timum eru

umbhverfismal ordin einn gildasti patturinn i stjérnmalum og menningu.

Nattaran i myndlist

i myndlist hafa ofangreind sjénarmi® hreinnar nytjahyggju og virdingar fyrir nattarunni vegist 4. Rétt eins og tjaning pess
mannlega og pess nattdrutengda. Gildir einu hvort listaverkin eru figuratif eda afstrakt. Verkin hafa fylgt framvindunni i
hugmyndabarattu samfélaganna. pegar skynsemisstefna og sidan réomantik urdu ad merki framsaekinnar listar fyrir

alllongu sidan verdur nattdran aberandi, ymist blid  sveitasaelunni, eda 6hamin og dularfull i myndum af hafi, opnum



vidernum og gneypum fjéllum, ad sigildu vidfangsefni listamannanna. Svo kom expressjonisminn fram og hyllti
naerumhverfid og litina og stéd pannig oftar en ekki naerri nattdrunni, uns 20. 6ldin gekk i gard med akefd og
sundurlyndi margra listastefna en alls ekki fjarvist nattarunnar ar myndlist. Nattaran var par i mérgum myndum og er enn

4 kreiki & 21. oldinni. HUn er alls stadar... og hvergi, vilji menn sja hana i myndlist eda sja hana alls ekki.

A fslandi hofst idkun myndlistar i natimaskilningi fremur seint, eda sidla & 19. 8ld ef litid er framhja mannamyndum og
skreytilist. Pegar upp Ur aldamétunum 1900 héngu islensk nattdrumalverk & veggjum og pradurinn sidan pa er oslitinn.
Naegir ad stikla storstigt f lauslegri timarod & néfnum aberandi myndlistar-manna sem soétt hafa efni i nattaruna, fyrr og
sidar: borarinn borlaksson, Asgrimur Jonsson, J6hannes Kjarval, Jon Stefansson, Gudmundur Einarsson, Jaliana
Sveinsdottir, Gunnlaugur Bléndal, Sverrir Haraldsson, Hringur Jéhannesson, Sigurdur Gudmundsson, Steinunn Vasulka,
Ragnheidur Jénsdéttir, Ragna Rébertsdottir, Ruri, Eggert Pétursson, Finna Birna Steinsson, Hubert Noi og Georg Gudni,
auk enn yngri myndlistarmanna. Og porlakur Morthens — Tolli — er i pessum hépi. Um verk hans segir svo { kynningu eftir

hofund pessa bokarhluta & nylegri syningu Tolla { Danmérku:

“Udstillingen karakteriseres af relativt store malerier hvor den dramatiske islandske natur fremstar med steerke treek og
voveae farger netop for at ustrere mange ioinerallende kontraster savel som lysets rolle / at fremkalde aen blide elfer ra

skonhed som vi fleste meadtager men kan hverken definere eller blive helt enige om”.

JHlutiallslega stor malverk einkenna syninguna. bar kemur fram dramatiskt islenskt landslag, aregid upp mead sterkum
Sstrokum og qjorfum litum, einmitt tl bess ad kynna otal auglosar andsteedur og syna hlutverk birtunnar vid ad kalla fram

blida eda hryssingslega fegurd sem vid flest tokum eftir en getum hvorki skilgreint né ordid fullkomlega sammadla um.

bessi lysing & verkum Tolla er ein af mérgum sem sjast & prenti. Hun er ekki einhlit. Hun er ekki teemandi. HUN reynir &
sem einfaldastan hatt ad fanga anda malverkanna an pess ad skilgreina pau eda setja i listasdgulegt samhengi. Einn
pattur lysingarinnar eru p6 deginum ljosari: Tolli malar verk sem hann saekir i efni til islenskrar nattaru, jafnvel nattaru

annarra landa. beirri stadreynd ma velta fyrir sér. Af hverju er Tolli einbeittur nattdrumalari?

Ad mala uppruna sinn

Oft er reynt er ad skilgreina almennt hlutverk listamannsins, jafnvel aetlunarverk hans eda tilgang. Tilraunirnar kunna ad
vera timans virdi medan menn halda ekki ad peir hafi n4d markinu eda héndlad sannleikann eina. begar pess er gaett ad

slik ordraeda tekur til gamalkunnra fullyrdinga eins og:

- Listamadurinn skilgreinir veruleikann (jafnvel upp & nytt)

- Listamadurinn dypkar skilning & tilverunni, hann tulkar umhverfi okkar
- Listamadurinn vekur nyjar (og jafnvel épekktar) tilfinningar

- Listamadurinn bendir dt fyrir ramma hversdagsleikans

er ekki ad undra ad nattdran komi fram i myndverkum, hvort sem er gémlum eda nyjum. Hln er svo nain manninnum og
madurinn svo augljos pattur hennar ad mest 6ll hugmyndavinna, par med talin listskopun, hlytur ad taka til nattarunnar
ekki sidur en til okkar sjalfra. Likt og tugir annarra starfandi myndlistarmanna 4 Islandi saekir Tolli vidféng i nattaruna. par

med er fundinn fyrsti angi svars vid spurningunni um hvers vegna Tolli tulkar nattdruna.

A fslandi snerust aték modernisma og klassiskrar malaralistar eftir 1946 vissulega um form, adferdir og tulkanir, en lika
um myndefnid sjalft. Liklega er ekki haegt ad skilja ad form og innihald i flestum listgreinum. [ deilum eftirstridsaranna
voru skilgreindar klisjur og formulur um listaverk og listamenn og buin til ordraeda sem ymist afmarkadi pad ,sem matti”,
eda var listmonnum til séma, og pad sem , ekki matti” og bar merki afturhalds eda trkynjunar, eftir pvi hvorum megin
viglinunnar menn stédu. Svo langt gekk ad listamenn bundust 6fromlegum samtokum til ad mida Ut tiltekna adra
listamenn og ad ganga af peim daudum i listreenum skilningi eda til ad halda tilteknum listam&nnum hatt uppi i sama
skilningi. Timabilid vardi i meira en tvo aratugi. bad ber, eftir & ad hyggja, merki um offors, einsyni og mistok & bada
boga. bau ollu tjéni i myndlist hér & landi og seinkudu framférum hennar. bau ollu pvi ad margir 4gaetir myndlistarmenn

lentu untangards og fengu ekki notid haefileika sinna med edlilegum haetti. Ekki svo ad skilja ad nu sé mikilvaegt ad alasa



nafngreindum monnum fyrir kappid og kergjuna enda yfirsynin pa fyrst faanleg og afhjupandi pegar timar lida og
rannséknir afhjupa hvad i raun gerdist. Auk pess eru atok um hugmyndafraedi og menningu naer aldrei i gédu jafnvaegi,
had med yfirvegun eda af sanngirni. Pannig hattar einfaldlega til vid frampréun samfélaga. Mest er um vert ad greina

atburdarasina og laera af henni.

NU til dags ,ma"” mala eda myndgera nattiru med nanast hvada haetti sem er og pad pykir jafn framsaekid ad leita eftir
efni til nattdrunnar sem samfélagsins. Eftir sem adur er tekist & um adferdir og tulkanir en form eru h6fd margvisleg og
nanast jafnréttha. bess vegna geta, & einni samsyningu, sést innsetningar Ur grjoéti, jardvegi og vatni, ljosmyndir Gr
nattdrunni, myndband af fossi og enn fleiri myndir, sumar méladar, af islenskri vidattu og fjallinu eina, allt i bland vid verk
sem ekki snerta nattiruna sem slika med beinum heetti. Vissulega eimir eftir af einstrengingshaetti en hann er ekki

aberandi.

Tolli gekk nattdrunni & hond pegar hann vard listamadur, ekki adeins af hugsjon eda naudsyn, heldur einnig vegna pess
ad pad var honum sjélfsagt og edlislaegt. Hann hafdi lzert ad lifa i ndnum tengslum vid nattlruna og hann s4, og sér enn,
i henni samsvorun milli efnis og anda. bessi vegferd er honum jafnedlileg og daegradvolin i aesku, Utiveran &
unglingsadrunum og fjolbreytt Gtivinnan sem hann vard ad inna af hendi til pess ad lifa fram ad listnaminu. Einu gildir
hvort skodud eru fyrstu verk hans eda pau nyjustu. pradurinn er greinilegur, fra furduverum, sjo, fuglum,
hofudskepnunum til hreinna landslagsmynda sem pé kallast stundum & vid eldri verkin i gegnum dyr... eda ef til vill
stakan, manngerdan hlut, svo sem gluggalaust hus. Stundum skyst hann reyndar Ut undan sjalfum sér og malar afstrakt

en einnig par sést glitta i nattdruna ef ahorfandinn vill svo hafa.

Tolli hefur ekki fundid sig knuinn til pess ad hverfa med 6llu til afstrakts malverks vid ad hampa nattdrunni eda taka upp
adra midla en hvitan duk, liti og pensla. bad er fyllilega leyfilegt i ndtimalist enda pott ekkert eigi i raun ad vera med
ordastimplinum , leyfilegt” & peim vettvangi. Figuratifa formid { myndlist er sannarlega ekki trelt ef tulkun myndefnisins
er fersk og fagmannleg. Ein adferdin vid framsetninguna, oliumalun, er ekki heldur fordaemanleg eda Urelt ef beiting
pensils og lita er fersk og fagmannleg. Listamadur & pessum vettvangi er par med, ef form og framsetning stenst ad nogu
margra mati, alika framsaekinn vid hid nyja malverk sitt og adrir sem baeta um pessar mundir einhverju alveg nyju vid
myndlistarséguna i landinu. Gildir einu hver raunverulegt landslagid er, hve mikid er skaldad & dukinn og hve frjalslega er
farid@ med raunverulega liti, birtu eda nattaruform. ,Ef petta er ekki svona pa gaeti pad verid svona,” svaradi gédur og
gegn listamadur kvortun um ad fjallid & mynd hans teldist sannanlega of stért og himinninn of aestur og drungalegur.
Loks ma& minna 4 ad allir myndlistarmenn eru mistaekir og sanngjarnt ad vid sem metum verk peirra sjaum skéginn fyrir

trjdnum. Su vidsyni vill oft gleymast vid mat & myndlist.

Forvitnilegt er ad fylgja Tolla eftir um aeskuslédir, i veidiferdum & sjé eda vid skogarhogg, f fjallgongu eda vid ad skoda
framandi slédir. Hvarvetna sést einn angi pess svars sem bodad er vid spurningunni um hlut nattdrunnar i verkum hans.
Tolli er svo gegnsyrdur af umgengni vid nattdruna og Utiveru ad honum er edlislaegt ad mala petta foreldri sitt, jafnvel

spinna upp myndir af pvi. Honum er edlislaegt ad mala eigin uppruna.

Ferdin & Medalfell

Af gamla pjédveginum fyrir Hvalfjord ad sja, i Kjos, er dalurinn upp af Laxarvogi fremur adkrepptur. Sunnan vid hann ris
Esja, skornari og dimmari en séd verdur ur Reykjavik. Gil, snjohvilftar og hamrar einkenna skuggahlid fjallsins lengst af alla
daga. [ nordri er Reynivallahals miklu lzegri en Esjan en hlidarbrattur og  midjum framverdum dalnum stendur fjallid
Medalfell (345 m). bad & mikinn patt i ad mynda préngina i nedanverdum dalnum. Fyrir [6ngu klofnudu um pad
skridjoklar sem sigu med 6gnarpunga ofan af Hvalfjardarhalendinu fram i fiordinn. Jokulisinn nadi ad mota fjallid kolldtt
ad ofan, med aflidandi hlidar & moti og undan straumi en i nordri og sudri, vegna straumpunga issins medfram fjallinu, er
Medalfell bratt pannig ad heildarsvipurinn likist hvalbokunum sem sjast vida i smaerri maelikvarda par sem jokulskrid
motar berggrunninn. Sunnan undir fjallinu hefur vatn nad ad safnast i daeld eftir jokulinn. Stéduvatnid heitir
Medalfellsvatn og vid sudurstrond pess, undir misvel gronum skriduhlidum og svértum hémrum fjallsins,  vindskjoli fyrir
skyjasnaudri og svalri nor@anatt, og & moti sél mikinn hluta dags, reistu foreldrar Tolla sér sumarbustad. bar atti Tolli lengi
heima misléng brot Ur ari; & peim tima pegar skélar budu nemendum fri manudum saman og frelsid var eina

dagskaratridi hvers sélarhrings. Vatnid, grundirnar og fjallid voru sumarbudirnar, sveitauppeldisstddin og nattaruskélinn,



allt i senn su akademia sem er 6llum holl og Tolla sem siendurtekin lexia.

Eftir ad foreldrar Tolla hofdu horfid ur Iifi hans undir graena torfu og buid var ad fjarlaegja husid sem skyldi honum og
fiolskyldunni f fjolda &ra, stédum vid tveir skammt fra gamla hladinu, tilbunir til uppgdngu & Medalfell. Framundan var
halfbyggt, nytt heimili Bubba, brédur Tolla. Hinum megin vatnsins reis nytt heimili Tolla. Smidshdggin barust til okkar f
logni f bland vid baul af baejum og jarm ar holti. Tolli sagdi, um leid og hann reimadi ské sina, ad fjallid veeri ekkert Elbrus

en gott engu ad sidur.

Vid 16gdum & brattann, stikudum pufur og steina, leitudum uppi gras- og mosarinda til ad hafa eitthvad fastar undir feeti
en frostsprengda, hvikula skridu. Utiveran og nandin vi® jérdina hlaut ad vera i fyrsta sati en fjallid eda gangan & pad
sem slik i 63ru saeti. Svo upptekinn var Tolli af naesta nagrenni okkar og kennileitum i hlidinni ad okkur midadi haegt.
Graen pufa sem hafdi staeekkad, mosavaxinn hnullungur med nyjum, grdum grédurbdlstum, kldsigarnir & lofti, hilla f
fiallinu til ad stadnaemast & og klettabelti til ad klappa; allt vard petta tilefni til frdsagna og upprifjunar. Tolli mundi
6trulega mérg smaatridi { fjallinu. Draetti sem hverfa i stéru myndinni pegar horft er ur fjarlaegd. A leidinni opinberadist
naemi hans a natturuna, skilningur & samhengi alls sem par er okkur naest: Vedur, grodurfar, berggrunnur, lifriki, vatn og

birta. Hvernig eitt leidir af 3ru og hvada ummerki breytinga ma sja.

Naest fjallsbraninni purftum vid ad prila i lagum klettum. Faeri eitthvad Urskeidis var fallid bysna hatt og
lendingarstadurinn i urd. Tolli minntist pess hvernig hann og braedurnir h6fdu kraflad sig upp bergid, mérgum sinnum, an
pess ad hraedast og an pess ad missa fot- eda handfestu. Tolli er forlagatruar, likt og margir adrir, an tillits til trdarbragda
sem menn adhyllast. Honum pykir sjalfsagt og edlilegt ad ekkert alvarlegt kom nokkurn tima fyrir barnahépinn ad leik i

fiallinu eda i kdnnunarleiddngrum um leyndar lendur pess.

Medalfell er nokkud vidlent ad ofanverdu og par skiptast & bungur og droég. A efstu haedinni gatum vid sest & steina og
horft til allra atta. Af fjallinu er dgaett Utsyni, einkum yfir Hvalfjord og adliggjandi fjoll, dalskornar nordurhlidar Esju og inn
yfir halendid vestan vid pingvallavatn. Snjéflekkirnir i haestu hlidum minna & sum malverk Tolla og sigandi sélin vestri byr
til gula og raudgula liti i landinu og & sjénum sem lika ma heimfaera upp & myndir eftir hann. barna uppi hafdi 6sku
fodurins verid dreift fyrir nokkrum arum. bad minnir & ad sumt sem byr i Tolla bjo lika f foreldrunum, til daemis sa

eiginleiki ad vilja mikla nand vid nattdruna.

Nattarufegurd er jafn afstaett hugtak og 4st eda mikilleiki. Eflaust helgast mat folks & henni af uppruna pess og uppeldi,
samfélagi og vidhorfi til heimsins. Syn Tolla & fegurd i nattarunni hlytur ad hafa métast i sveitinni hans og Medafelli, af
atakamiklu lifi og nami i myndlist. Hann segist gefa Iitid fyrir ordraedu um fegurd. Segir hana vera til pess ad njéta og pess
vegna bui hann til fegurd fyrir félk med myndunum an utskyringa af sinni halfu. Og af hverju? Af pvi fegurd er til pess ad
baeta mann og annan. Ad pessu s6gdu geta ahorfendur svo skipst i hdpa eftir sinni skynjun & malverkunum. Sumir sja
fegurd fyrir sig en adrir eitthvad allt annad. Tolli er ekki upptekinn af dlikum vidhorfum peirra sem sja myndir hans eda tja
sig um paer. Eins og margir adrir listamenn Gtskyrir hann ekki eigin verk en hann er jafnan til { umraedur um myndlist. {

bokum um hann og vidtélum kemur pad skyrt fram.

Vid géngum vestur af fjallinu, & moti sol, mun audveldari leid en upp & pad. Tolli bendir & melatigla og lambagras og

laetur svo um meelt ad bara Medalfellid eitt og naesta umhverfi pess gefi hvada listamanni sem er naegt efni til aevistarfs.

Til samtimans

Lifid er ferdalag. Hver aetli hafi sagt eda skrifad pad fyrstur manna? Samlikingin er 4gaett vegarnesti og skilningur & henni
getur kennt manni pa haeversku og forvitni sem er naudsynleg & raunverulegum ferdaldgum til pess ad pau séu
arangursrik. Freistandi er ad teygja & samlikingunni og segja lifid vera ferd a fjall og audvitad hefur pad lika verid sagt eda
skrifad 4dur. Addragandinn ad fjallinu, misjafn brattinn og loks tindurinn er svo avisun a ad 6hjakvaemilega tekur vid ferd
nidur hallann i 4tt ad endalokum géngunnar sem ekki vedur skilinn fra upphafi hvers manns. Vid Tolli hafum klifid nokkur
fisll saman og pa hefur Tolli stundum sagt ad fyrir honum séu fjsllin einmitt pessi samliking. A leiinni upp mé hafa & ordi
ad vaenlegast sé ad samsama sig landinu og saettast vid pad sem er undir faeti hverju sinni, spara kraftana, lida eins og
reykur eftir landslaginu, horfa upp 4 tindinn og velta fyrir sér hvad er & bak vid hvern hjalla og hvad sjaist ofan af haesta

stad. Og svo sannarlega getur farid svo ad madurinn verdur ad snua vid vegna adstaedna og leita annars fjalls. Ef pad er



raunin telst ferdin engu ad sidur mikils virdi.

Fyrir faeinum arum kleif Tolli einn med fylgdarmanni af Sherpagettum fjallid Island Peak eda Imja Tse i Nepal, yfir 6.000
metra hatt. Giska méa ad par hafi hann enn og aftur sannfaerst um ad leidin & tindinn veeri lik lifinu. Hann purfti ad glima
vid preytu, oréleika, punna loftid og vanlidan & apekkan hatt og hann hafdi glimt vid vondar freistingar, fikniefni og
6radsiu f allmorg ar. Tolli laerdi ad vinna & pessum erfidleikum &n pess ad haetta ad mala. Hann beisladi fiknina og sneri
henni upp 1 afkdst og vinnugledi. Sneri pvi sem hann gerdi & annarra hlut med hrésun sinni upp i betra mannlif, meiri
lifsgledi en lengst af og f greidasemi vid annad folk. Vard betri madur. Pannig sa ég hann eftir ferdir okkar & fjollum.
Vissulega voru erfid ar Tolla langt i frd sneydd gledi en & Imja Tse fann hann liklega til sérkennilega djdprar dnaegju vid ad
ljuka fjallgongunni. Yfir ad hafa aftur naegan tima til ad ihuga sjalfan sig og standa & tindi fjallsins med aevintyralegu
Ustyni yfir isada tinda Himalaya med Ama Dablam og Lhotse naestum f seilingarfjarlaegd. barna ad ofan synist allt afar
kyrrlatt en engin kyrrstada er pé til pegar grannt er skodad, hvergi 4 leidinni ad lokatakmarki pessa ferdahluta. Pangad
upp hafdi forvitnin borid hann og 14tid hann vinna fyrir gledinni. Enginn vafi leikur & ad reynslan fra Nepal skilar sér i

myndverkum listamannsins.

Buddismi er trtarkenning og heimspeki bodud af Gautama Buddha sem var uppi fyrir um 2500 arum. Buddismi er
mannudarheimspeki sem hefur pad markmid ad vekja félk til vitundar um ad engin kyrrstada er til, um takmarkalitla
moguleika einstaklingsins og hve lifid er dyrmaett. Allt i heiminum kemur og fer, verdur til og hverfur. bess vegna er
mannleg tilvist sarsaukafull. Einstaklingsedlid felur i sér takmarkanir; takmarkanir leida af sér langanir og langanir valda
apjan vegna pess ad baedi madurinn og pad sem hann saekist eftir varir skamma stund, breytist og hverfur. Buddisminn
kennir ad allar mikilvaegar breytingar hefjast med einstaklingum pegar hann dkvedur ad taka abyrgd & eigin lifi med pvi
ad byrja & pvi ad baeta sjalfan sig og leggja sig svo fram vid ad hafa jakvaed ahrif 4 nanasta umhverfi sitt og samskipti vid
adra. Med petta og lifsreynslu Tolla i huga er ekki ad undra ad hann adhyllist buddisma. Tolli raedir gjarnan um innri
umbreytingu sem hafi umturnad lifi hans. Hann leggur dherslu & jakvaeda eiginleika og breytir 6tta i hugrekki, blekkingu
visku og sjélfhverfri afstodu i samhygd. Gautama Buddha kenndi ad til vaeri lausn fra apjan heimsins, ad vegur sé faer til
pess raunverulega reynsluastands eda uppljémunar sem nefnist nirvana. Lausnin er folgin i attfalda veginum: Réttum
vidhorfum, réttum asetningi, réttri reedu, réttri breytni, réttu liferni, réttri areynslu, réttu hugarfari og réttri hugleidslu.
Buddistar segja manninn vera budinn til r fimm skondum. Fjérir eydast vid daudann hverju sinni, en sa fimmti, karma, lifir
afram og 6dlast nyja skanda i naesta lifi. Karmad eru allar gjordir hvers og eins i fyrri lifum. bad ber hver einstaklingur med
sér medan hann leitar ad hinum fullkomna innri fridi eftir endalok grimmdar, haturs og heimsku. pessi syn Tolla leitar

vafalitid lika i myndheim hans.

Af Snaefellsjokli

Sem jardvisindamadur hef ég ekki adhyllst pa skodun ad Snaefellsjokull sé merkilegra fjall en mérg énnur & [slandi. A
ferdum minum vida um heim hef ég kynnst forvitnilegum hugmyndum manna um sérkennileg tengsl folks og fjalla og
ahrifamatt fjallanna. | Ekvador eru eldfjsllin fédur- og médurkennd (taita og mama), bau akéllud og pangad fara
shamanar i leit ad visku og hugarafli. | Nepal eru pau bustadur gydja og goda. Vid Tolli héfdum stadid vid eldgigana &
Fimmvorduhalsi & vormanudum, med pensla & lofti, og fundid leid til ad tulka pad sem fyrir augu bar. Allt i einu fannst
okkur rétt ad ganga saman 4 eldfjallid Snaefellsjokul &4dur en pessum skrifum vaeri lokid; hann viss um matt fjallsins og

megin en ég efins.

Nedantil er Snaefellsjokull pakinn misgémlum hrauntaumum en ofar tekur vid hjarn og nokkud brattur jokull, med
daudadjupum sprungum. Audvelt er ad komast naestum pvi 4 efsta tind med pvi ad nota snjosleda en pad hugnast okkur
ekki. Fjallid verdur ad pumlungast inn i huga og likama i hverju eigin skrefi okkar. Leidin er su beinasta & Midpufu sem

helst likist isbordum vita & gigbran fjallsins. Med réttum bunadi géngumanna er hun ekki haettuleg.

Aldrei er betra ad ganga 4 Snaefellsjokul en um sumarnétt til pess ad standa i efsta prepi nokkurn veginn vid sélaruppras
eftir ad sélin hefur rétt tyllt sér undir sjondeildarhringinn. Brekkan er j6fn & fétinn, naeturkulid hefur hert snjéinn svo pad
er pokkalega audvelt ad feta hjarnid. Eins og & Elbrus breytist fiolublar himinn haegt i gulan og vidsynin vex; ad pessu

sinni mest yfir stalblaan sjé  Gthafi en ekki vidattur meginlands. Lengst af gongum vid pogulir med linuna strekkta & milli

okkar og myndatokumannsins. Ef allar paer hugsanir keemust 4 blad sem fara um fjallgéngumann nidursokkinn f eigin



heim, yrdu til margar og merkilegar baekur eda fjdlbreytt listaverk énnur.

begar vid nalgumst hafjallid segir Tolli fra ferd sem hann hyggst fara med nokkrum vinum sinum til Tibet. Hann brynir
roddina pvi golan hefur breyst i kalda. betta er i annad sinn sem Tolli kemur til Landsins i Midjunni og i petta sinn 4 ad
ganga svokalladan pilagrimahring um heilaga fjallid Kailash { mi&ju landsins, eitt merkilegasta natturuvaetti heims. Eg velti
fyrr mér hvort hann 6dlist jafnmikla fyllingu og hugarafl vid ad ljuka pvi eins og ad standa efst & Snaefellsjokli en spyr

einskis.

Vid klifum Midpufu med mannbroddum og iséxum i morgunsarid. Gledin faer okkur til pess ad bladra um allt og ekkert
en pad skyggir ekki & paegilega og fyllandi tilfinningu sem gagntekur hvern pann sem nytur pess ad standa & jafnfallegu
og reisulegu fjalli og Snaefellsjokli. Er pad petta sem einhverjir kalla kraftinn fra Jokli? Eg spyr ekki ad pvi. [ stad pess
raedum vid Tolli framtidina; hvernig hann getur tekist & vid kreppuna i efnisheiminum um pessar mundir, hvert ferdinni

gaeti verid heitid naestu arin, hvernig folkinu okkar lidur, hvert myndlistin stefnir og hvert ég atla i minum stérfum.

bad blasa ferskir vindar & joklinum f 6llum skilningi og rétt blamar fyrir leidarlokum vid fjallsreeturnar.

Nature on the move — the view with Tolli

Ari Trausti Gudmundsson

At the summit

Distance gives the land an appearance that brings us closer to its vastness and our human tininess. We all remember our
first plane trip and the sense of wonder that our height above the Earth’s expanses woke in us. On the summit of a high
mountain, one has this same feeling, except that it is exponentially stronger than when sitting in an airplane. This is
because a climber’s feet rest on solid ground: they connect to the land rather than soar over it. Many a human feels at
that moment like a direct extension of the Earth, experiencing its greatness and their own smallness all the more

powerfully.

At 5,643 metres above sea level or half the cruising height of a passenger jet, the view from Mt. Elbrus, a volcano in the
Caucasus Mountains in southernmost Russia, stretches out endlessly. To the south rise glacier-pocked mountain peaks,
some extremely steep and jagged, beyond which lie beautiful alpine valleys. In the distance is Georgia, where, so the
story goes, many Western Europeans have their roots. In all other directions are wide swaths of forest, grassland and
farmland - the breadbasket of Russia. Here too lived many peoples who moved farther west in the mass migrations of

bygone millennia.

The traveller’s eyes roam over flatlands, lakes and rivers and a number of Russian republics. Some of these regions have

unfortunately been scarred in recent years by violence and destruction. Today, the faint haze over the landscape speaks



to nothing more serious than a rise in temperature during the early hours of the day. A bitter wind sweeps the top of
Elbrus, however, where the temperature reaches only -15°C. The pale blue sky grows whiter and whiter in all directions
until it merges with distant lands on the horizon. The only shadow is that cast by Elbrus’s eastern peak. The snow
crunches and little flags by a small cairn flutter and snap on their aluminium poles. A knot of climbers is making the

ascent to Europe’s highest point.

Tolli took the final slope slowly. Hour after hour, the Icelandic group had walked on the hard firn of the mountain’s
glacier. Heaved one foot almost mechanically in front of the other, made sure that the crampons were firmly planted in
the snow, remembered to keep the climbing rope taut and watched as the starry night sky turned purple, yellow and
finally a sunny blue, as Elbrus’s louring pyramidal shadow slowly retreated under the sun’s advance. Now and then, they

gazed up to the peak ahead, as each and every one of them made a mental calculation of the distance left to their goal.

The ranks had thinned as the summit grew closer. Some climbers, coming from their various corners of the Earth, made it
no farther then the saddle between Elbrus’s two peaks — a stop at which to eat and rest for the last stretch. The wind at
these high altitudes was quick to chill, and those without the unwavering resolve or stamina to continue turned back at
this point. Rope teams got ready to go, and one little group after another set off up the final slope at its own pace, few
climbers keeping to the ropes as there were no crevasses and an altitude increase of only a few hundred metres to the
top. Valerij was best acclimatised to the oxygen-starved air at 5 to 6 kilometres above sea level and walked in the lead,
his sunburned face like an old, well-used leather pouch. The slope grew gentler and Elbrus’s western peak came into
sight. “Time to get into sheep gear,” Tolli muttered and took off after Valerij, who quickened his own pace in turn. The
two were the first to reach the cairn at the mountain’s top. All the climbers shook hands and some embraced. Tolli only

mumbled: “Is it possible to get closer to that which nobody understands?”

Nature — found there and here

Modern Man can be quite sure that Stone Age Man didn’t consider himself master of the Earth; he had not yet managed
to write the beginning of Genesis, where it stands that Man is to subdue and have dominion over nature. This is an
ideology that has gradually permeated many societies. Humans have long attempted to govern and control nature, albeit
without success. Here one finds utilitarianism in its purest form, along with a belief in Man’s superiority that places him
second only to God or the Gods. At the same time, the opposite sentiment has arguably been best preserved among
indigenous peoples who depend almost entirely on nature’s resources. One may also defend the view that this belief in
the superiority of humans over all other living things has for centuries harmed both humanity itself and the biosphere

that encompasses it.

Several religions or philosophical systems exist that endorse this concept of human supremacy, as do others that define
human beings and nature as being on equal terms, or even one as a part of the other. The course of history has
prompted many people to reexamine concepts of Man as lord of nature. The 20™ century saw remarkable technological
developments, scientific process and concentration of power. Humans began to number in the billions. Doubts over the
unrestrained use of natural resources grew. But change for the better is slow. Just as in the previous century, the greater
part of humankind in the 21st century has been working hard to subjugate nature despite the fact that many, for
example in industrialised countries, have discovered the veracity of the simple fact that the sustainability of our activities
must be as matter-of-course for humans as it is elsewhere in nature. The failure to observe this basic rule is currently
causing serious problems due to a warming climate, desertification, overfishing, exhaustion of arable land and air, water
and ground pollution. The question of how large a role humans play in global warming, as compared to natural forces, is
irrelevant. We have millions and billions of years of data on these forces. The human factor is also present and
contributes all too quickly to a warming climate. This is the only factor we can change. The unforeseeable consequences
of too great a rise in temperature kindle both our fears and our fighting spirit. Human society needs to change the way it
lives with nature. Here, then, is one reason that nature-related themes are culturally prominent. An increased interest in

and concern for nature is bound to be reflected in art just as in other areas of culture.

Many people have used the ideology of utilitarianism and the projected role of humans as masters of nature, or ideas of

the like, to justify human-caused extinctions and ruthless exploitation of both land and natural resources. Other groups of



people, small and large, sense a different and simple truth that no philosophy, political theory or religion can fully
overturn: nature is us, the other and everything we thrive in and live off of. They have learned this truth through their
own experience and in their own life. These are the indigenous peoples mentioned earlier, including the Canadian Inuit,
the Chukchi in Siberia and the peoples of the Ecuadorian Amazon. They have, to be sure, lost sight of their roots at times
and taken part in overexploitation, but in many places they have succeeded in turning away from this destructive path.
Still other people, a group that might be collectively categorised as “modern people in complex knowledge and industrial
societies”, have gradually turned their back on the attempts of their forefathers and foremothers to gain unilateral
control of nature. They have done so through reasoning and deduction, armed with the power of knowledge and values,
which rejects or casts doubt on the idea that it's possible to subdue nature through technology and development and
that economic growth can continue indefinitely, like an ever-growing snowball. A third group comprises both authorities
and the public in many developing countries. Their conclusion: moderation and sustainability are key for the future of the
world’s inhabitants, who will number 10 billion in a matter of decades. Keeping this in mind, it's no wonder that nature

appears in human cultural efforts and that arts reflect a respect for nature.

The written, organised manifestation of the ideological shift from unrestrained utilitarianism to concepts of sustainable
existence likely dates back to long before the beginnings of global industrialisation. There have always been far-sighted
people. Philosophical theories, works of fiction and art movements emerged that linked together humans and nature or
revered nature as vast and powerful, exalted, beautiful, untamed or merciless, depending on the time period and a
society’s ideological position. This sentiment could, admittedly, shift into the realm of outright nature-worship and
fanaticism. It sometimes does so today. But what of that. Doubts as to nature’s subordinate position are growing, as
reflected in culture from the Renaissance right to the present day, even if the going was slow at first. These days,

environmental concerns have become one of the prominent issues in politics and culture.

Nature in visual art

In visual art, the conflicting viewpoints of pure utilitarianism and respect for nature weigh in against each other. Just like
the expression of the human and the nature-related. Whether the artworks are figurative or abstract is immaterial. These
works mirror developments in societies’ ideological warfare. When rationalism and later romanticism became hallmarks
of progressive art, nature was brought to the forefront — clement in a country idyll, untamed and mysterious in an ocean
scene or a view of open expanses and hunched mountains — and became a classic subject for artists. Then came
expressionism, which celebrated colour and the immediate environment and thus remained more often than not close to
nature. The 20th century brought with it both eagerness and discord between art movements, but nature was by no
means absent from visual art. Nature continued to have a presence in many images and is still alive and kicking in the

21st century. Nature is everywhere... and nowhere, should one wish to see it in visual art or not see it at all.

Visual art in the modern sense has a rather short history in Iceland. With the exception of portraiture and decorative arts,
visual art practices date back only to the late 19th century. By 1900, however, paintings of Icelandic nature were hanging
on walls in what remains an unbroken tradition to this day. Prominent visual artists in Iceland who look to nature for their
subjects include (in more or less chronological order): bérarinn borlaksson, Asgrimur Jonsson, Jéhannes Kjarval, Jon
Stefansson, Gudmundur Einarsson, Juliana Sveinsdéttir, Gunnlaugur Blondal, Sverrir Haraldsson, Hringur Jéhannesson,
Sigurdur Gudmundsson, Steinunn Vasulka, Ragnheidur Jonsdottir, Ragna Robertsdottir, Rari, Eggert Pétursson, Finna
Birna Steinsson, Hubert Noi and Georg Gudni, as well as still younger artists. porldkur Morthens — Tolli — belongs to this

group. The author of this chapter wrote the following in connection with a recent exhibition of Tolli's works in Denmark:

Comparatively large artworks characterise the exhibition, in which the dramatic Icelandic landscape is conveyed with
strong brushstrokes and daring colours, precisely in order to illustrate its countless obvious contrasts and the role that
light plays in evoking a gentle or a rough beauty that most of us take in but can neither define nor fully reach a

consensus on.

This description of Tolli's works is one of many to appear in print. It is not all-encompassing. It is not exhaustive. It simply



attempts to capture the spirit of his paintings without defining them or placing them in historical context. One element
of the description is, however, as plain as day: Tolli paints subjects that he finds in Icelandic nature or the nature of other

countries. It's a fact well worth reflecting on. Why is Tolli so focused on painting nature?

To paint your origins

Many an attempt has been made to define the basic role of the artist, even the artist’s mission or purpose. This is
something well worth the time to reflect on, so long as we avoid the conclusion that we've hit the bull’s eye or arrived at

the One Truth. Consider that such discourse dips into well-known standards like:

- The artist (re)defines reality

- The artist deepens our understanding of existence and interprets our environment
- The artist awakens new (and even unknown) feelings

- The artist looks beyond the confines of everyday life

and it seems no wonder that nature should appear in works of visual art, whether they be old or new. Nature is so close
to humans and humanity is such an obvious part of nature that most concept work, including artistic creation, is bound
to encompass nature. Just like scores of other visual artists working in Iceland, Tolli looks to nature for his subjects. Here,

we find the first hint of an answer to the question of why Tolli interprets nature.

The clash in Iceland between modernism and classic painting after 1946 certainly revolved around forms, methods and
interpretations, but it was also an issue of the visual material itself. Polemic post-War debates defined clichés and
formulas about art and artists and constructed a discourse that demarcated what was “acceptable” and a credit to the
artist and what was “unacceptable” and showed signs of being reactionary or degenerate, depending on which side of
the battle lines one stood. Artists went so far as to enter into informal alliances for the purpose of targeting certain other
artists and either eradicating or elevating them in an artistic sense. In hindsight, this period of conflict, which lasted for
more than two decades, bears the marks of narrow-mindedness, pushiness and mistakes on both sides. It was damaging
to the visual arts scene and slowed its progress. It resulted in many excellent artists being left out in the cold and
prevented them from realising their potential. This is not an argument for parcelling out blame to named names for the
vehemence and mulishness of the past; perspective will only come with the passage of time as research uncovers what in
fact occurred. In addition, clashes over ideology and culture are rarely well-balanced, characterised by sangfroid or
fairness. This is simply how things are in the evolution of societies. The most important thing we can do is to analyse the

course of events and learn from them.

Nowadays, nature is “acceptable” and may be painted or visualised in virtually whatever manner one chooses; nature
and human society are equally progressive subjects. The debate on methods and interpretations continues, but forms are
diverse and almost equally respected. A single group exhibition can feature installations combining soil, rock and water,
nature photography, a video of a waterfall and other images of Iceland’s expanses and its lone mountains, some painted,
alongside works that don't directly address nature as such. Traces of the old intolerance still remain, but they are not

conspicuous.

Tolli devoted himself to nature when he became an artist, impelled not only by vision or necessity but also by his instinct.
He had learned to live close to nature, and in nature he saw — and still sees — a congruity between material and spirit.
This path is as natural for him as his childhood pastimes, the long hours spent out-of-doors as a teen and the various
outdoor jobs that paid the bills while he was pursuing his arts education. It does not matter whether one looks at his first
works or his most recent: a clear thread runs through them all, from the images of strange beings, oceans, birds, and the
elements to the pure landscapes that sometimes harken back to older works through a door... or perhaps a lone man-
made object such as a windowless house. Sometimes, indeed, he makes an excursion into abstract works, but even here

viewers can catch glimpses of nature if they wish to find it.



Tolli has not felt himself compelled to vanish entirely into abstract painting in holding nature up for show or to adopt
other media than white canvas, colour and brushes. This is entirely permissible in modern art, though nothing should
ultimately be labelled “permissible” in this arena. The figurative form in visual art is far from obsolete if the interpretation
of the subject remains fresh and professional. Nor is oil painting as a method of presentation obsolete if the use of
brushes and colour is likewise fresh and professional. Artists working in this medium are thereby, if form and
presentation pass standard, just as progressive with their new painting as those who are introducing something entirely

new to Icelandic visual art history.

It doesn’t matter how realistic the landscape is, how much of what is on the canvas comes from the imagination and
how freely real-life colours, light and natural forms are interpreted. “If it isn't like this, it could be like this,” said a fine
artist in response to the complaint that the mountain in his picture was demonstrably too big and the sky too angry and
overcast. Nor should we forget that all artists are uneven in their work and it's only fair that we who critically examine
their work see the forest and not just the trees. Open-mindedness is a virtue too often forgotten when evaluating visual

art.

It's interesting to accompany Tolli on excursions to his childhood haunts, fishing or logging trips, climbing expeditions or
travels to foreign parts. Yet another facet to the role of nature in his works becomes apparent: Tolli is so steeped in
nature and the outdoors that it's a matter of instinct for him to paint nature, his parent, even spin pictures out of it. It's

instinctive for him to paint his own origins.

The trip to Medalfell

Turn off Route 1 just before it disappears into the Hvalfjordur tunnel and you'll find yourself on what was formerly the
main highway: a long, snaking road that skirts Hvalfjordur Fjord. A popular salmon fishing river, Laxa i Kj6s, winds
through a confined valley to issue out into the fjord. To the south of this valley rises Mount Esja, beloved landmark of the
Greater Reykjavik Area, rougher and darker than when seen from the city. Cliffs, ravines and snow-filled cirques
characterise this side of the mountain, which remains in shade for most of the day. Reynivallahéls to the north is a
steeper but much smaller mountain than Esja. Between these two peaks is Medalfell (345 m) — a mountain to some
visitors, a hill to others. Ages ago, icefalls split out around Medalfell, advancing from the highlands out into the fjord.
Glacier ice rounded its peak and formed its gentle eastern and western slopes, which were once facing and trailing the
glacier. To the north and south, however, glacial flow along the mountain has sheered its sides. Medalfell’s overall
appearance is thus not so unlike the sheepbacks seen throughout the world on a smaller scale where glacier movement
shapes the bedrock.

Water has collected to the south of Medalfell in a hollow left by the glacier. The resulting lake is called Medalfellsvatn,
and it was on the southern shores of this lake, at the foot of patchily vegetated scree slopes and the mountain’s steep,
black cliffs, sheltered from cold northern winds and remaining in sun for much of the day, that Tolli's parents built their
summer cottage. Tolli spent long stretches of the year here, back in the days when schools offered their students
vacations for months at a time and freedom was the only thing on the agenda from sunrise to sundown. The water, the
meadows and the mountains — these were his summer camp, rearing grounds and nature school. An academy that is

good for us all and like a continually repeated lesson for Tolli.

After Tolli’s parents had vanished from his life under the green turf and the house that had sheltered him and his family
for many years had been moved off the site, the two of us stood not far from the old yard, ready for the climb up
Medalfell. Directly ahead of us was the half-finished house belonging to Tolli's brother Bubbi. On the other side of the
lake rose Tolli's new home. Building noises mixed in the still air with the mooing and baaing of local farms and pastures.

As he laced up his boots, Tolli remarked that the mountain was no Elbrus but it was good all the same.

We set off up the slope, strode over tussocks and stones, sought out patches of grass and moss to have something more
solid under our feet than fickle, frost-weathered scree. Being outdoors and close to the land was the number one thing;
the mountain, or rather the walk up it as such, came in second. So preoccupied was Tolli with our immediate

surroundings and the mountainside’s features that we made slow progress. A green tussock that was larger than the last



time, a moss-grown boulder with a new carpet of grey vegetation, cirrus clouds up in the sky, a ledge in the mountain to
stop on and a band of cliffs for the hands — all this became a catalyst to recount and to reminisce. Tolli remembered an
incredible number of tiny facets of the mountain. Touches that vanish in the bigger picture when looking at it from a
distance. His sensitivity for nature is revealed on the way, his understanding of the continuity of everything that is closest
to us there: weather, vegetation, bedrock, biota, water and light. How one issues from another and what signs of

change may be seen.

Approaching the mountain’s edge, we had to clamber up low cliffs. Should something have gone wrong, it was a rather
long fall and one destined to end in scree. Tolli reminisced on how he and his brothers had fearlessly scrambled up this
rock face many times without ever losing a foothold or a handhold. Just like many other people, regardless of their
religion, Tolli believes in fate. For him, it goes without saying that nothing serious ever happened to the pack of children

exploring the mountainside and its hidden realms.

Medalfell is quite wide towards the top, characterised by alternating bulges and troughs. We were able to sit down and
gaze out in all directions from its highest point. The view from the mountain is good, particularly over the fjord and the
surrounding mountains, the northern slopes of Esja and the highlands west of Lake pingvallavatn. Patches of snow at
these highest heights are reminiscent of some of Tolli’s paintings, and the setting sun in the west casts a golden and red-
golden light over both land and sea that also seems familiar from his works. His father’s ashes had been scattered there
several years ago. It reminds one that some of what drives Tolli could also be seen in his parents, for example the wish to

remain extremely close to nature.

Natural beauty is a concept just as abstract as love or greatness. Our estimation of just what it constitutes is no doubt a
product of our origins and upbringing, society and attitude towards the world. Tolli’s vision of beauty in nature has surely
been formed in this, his countryside, by a life filled with conflict and his arts education. He says he has little interest in
discourse on beauty. Says beauty is there to be enjoyed and that's why he creates beauty for people with his artwork
without providing an explanation on his part. Why? Because beauty acts to enrich us. This being said, his audience may
be divided when it comes to their perception of his paintings. Some see beauty; others see something quite different.
Tolli isn"t concerned about the differing attitudes of those who see or comment on his paintings. Just like many other
artists, he doesn't explain his own work but is always up for discussions on visual art, something that registers clearly in

books about him and interviews.

We walk westwards down the mountain, facing the sun, a much easier route than the one we took up. Tolli points out
stone polygons and moss campion and remarks that Medalfell and its immediate surroundings alone would give any

artist a lifetime supply of subject material.

Into the present

Life is a journey. Who, | wonder, was the first to say or write this? The comparison is a fine one; to comprehend this truth
can teach us the modesty and curiosity necessary to make a physical journey fruitful. It is tempting to go a step farther
and say that life is a mountain journey, and of course this has also been said and written before. The lead-up to the
mountain itself, the varying steepness of the trail and finally the summit, which marks the beginning of the inevitable trip
down the slope and towards the end of the climb, a point inseparable from its beginning. Tolli and | have climbed several
mountains together, and Tolli has sometimes said that for him, mountains are a metaphor for precisely this. On the way
up, one might mention, the best thing to do is to identify with the land and reconcile yourself to whatever is under your
feet at any given time, save energy, pass like smoke over the landscape, gaze up to the summit and wonder what is
behind each ridge and what can be seen when standing right at the top. And indeed, it may be that circumstances lead

you to turn around and look for a different mountain. The journey remains of great value all the same.

Several years ago, Tolli climbed the mountain Island Peak or Imja Tse in Nepal, over 6,000 m high. He was alone except
for a Sherpa guide, but one may guess that on the climb he once again was filled with the conviction that the summit
was like life itself. He had to grapple with fatigue, disquiet, thin air and malaise in much the same way as he had

grappled with negative temptations, drugs and excess for many years. Tolli learned to overcome these difficulties without



ever ceasing to paint. He harnessed his addiction and transformed it into performance and an enthusiasm for his work.
Became a better person. That's how | saw him after our mountaineering trips. Tolli's difficult years were of course far
from devoid of happiness, but on Imja Tse he likely felt a uniquely deep sense of satisfaction when finishing the climb.
The satisfaction of having the time to reflect on his life and stand at the summit of a mountain with an incredible view
over the icy peaks of the Himalayas, with Ama Dablam and Lhotse almost within reach. At the top, everything seems to
be at a virtual standstill, but this is only an illusion when things are examined closely upon reaching the final goal of this
leg of the journey. Curiosity had brought him there and made him work for his gratification. His Nepal experience clearly

surfaces in the artist's paintings.

Buddhism is the belief and philosophy taught by Gautama Buddha, who lived around 2500 years ago. Buddhism is a
philanthropic philosophy that aims to bring people to the awareness that standstill does not exist, that an individual’s
possibilities are virtually unlimited and that life is inherently precious. Everything in the world comes and goes, springs up
and vanishes. For this reason, human existence is painful. Individual nature is marked by limitations; limitations give rise
to desires and these desires cause suffering because both humans and that which they pursue endure only a short time,
change and vanish. Buddhism teaches that all important changes begin with the decision to take responsibility for one’s
own life by improving oneself and exerting oneself in order to have a positive effect on one’s immediate environment
and interaction with other people. Keeping this and Tolli's life experience in mind, it's no wonder that he embraces
Buddhism. Tolli readily speaks about the inner metamorphosis that has turned his life around. He emphasises positive
qualities and transforms fear into courage, delusion into wisdom and egocentrism into solidarity. Gautama Buddha
taught that there is a release from the world’s suffering and a road to enlightenment or the actual state of being, called
nirvana. Release is found on the eightfold path: right view, right intention, right speech, right action, right livelihood,
right effort, right mindfulness and right concentration. Buddhists say that humans are a synthesis of five skandhas. Four
vanish with death; the fifth, karma, endures and obtains a new skandha in the next life. Karma is the sum of all a
person’s deeds in previous lives. Each and every human carries their karmic heritage with them in his or her search for
inner peace after the end of cruelty, hate and ignorance. This is a perspective that Tolli doubtless also seeks in his visual

world.

From Snaefellsjokull

As a geoscientist, I've never subscribed to the view that the glaciated volcano Snaefellsjokull is a more remarkable
mountain than many others in Iceland. On my travels here and there in the world, I've become acquainted with many
intriguing ideas regarding the unique connections between people and mountains and the power of mountains. In
Equador, volcanoes are personified as parents — taita and mama — and frequently invoked; shamans travel to them in
search of wisdom and mental power. In Nepal, they are the homes of goddesses and gods. Back in Iceland, Tolli and |
have stood by the volcanic craters at Fimmvorduhals in spring, paintbrushes in hand, seeking a way to interpret that
which we saw in front of us. All at once, we felt the need to climb Snaefellsjokull before this book was finished. He was

certain of the mountain’s power; | was skeptical.

Towards its base, Sneefellsjokull is covered by a lattice of lava rock of varying ages. This is replaced at higher altitudes by
firn and a relatively steep glacier, laced with deathly deep fissures. It's easy enough to take a snowmobile almost to the
very top, but that is a journey in which we have no interest. The mountain has to inch itself into the body and mind
through every one of our own steps. Our path will be the most direct one up to Midpufa, the highest of the
Snaefellsjokull’s three peaks, which looks just like an ice-battered beacon on the edge of the volcanic mountain’s crater.

With the right equipment, it isn't dangerous.

The best time to climb Snaefellsjokull is on a summer night, arriving at the summit in the long sunrise after the sun has
dipped just below the horizon. The slope is even, and the snow is hard after the chill of the night, making it reasonably

easy to negotiate the firn. Just as on Mt. Elbrus, the purplish sky above gradually turns yellow and the view becomes ever



more panoramic, this time revealing steel-blue ocean rather than continental expanses. Most of the climb is spent in
silence, with the line between us and the photographer’s taut. If all the thoughts that go through climbers’ heads when
absorbed in their own worlds would be put down on paper, the outcome would be many remarkable books or diverse

works of art.

As we approach the upper slopes, Tolli talks of a trip he is planning to Tibet along with several friends. He raises his voice,
for the breeze has picked up. This will be the second time that Tolli travels to the Land in the Middle, this time to walk
the pilgrim’s path around the sacred mountain Kailash, one of the most remarkable natural monuments in the world. |
wonder to myself whether he will experience the same fulfilment and mental power in completing this journey as when

he stands at the summit of Snaefellsjokull, but ask no questions.

We climb Midpufa with crampons and ice axes in the wee hours of the morning. Our exhilaration leads us to chatter
about everything and nothing, but it doesn’t overshadow the comfortable and fulfilling sensation that grips each and
every one of us when standing on a mountain as beautiful and majestic as Snaefellsjokull. Is this what some people call
the glacier’'s power? | don't ask. Instead, Tolli and | talk about the future: how he plans to tackle the current crisis in the
material world, where our travels could take us over the next few years, how our families are doing, where the visual arts

are heading and where I'm planning to go with my work.

Fresh winds sweep the glacier in every sense of the expression, and the sky has just begun to turn a faint blue by

journey's end at the foot of the mountain.



