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Cela uz Latvijas Laikmetigas makslas muzeju izstade “Ar septinjadzu zabakiem. Pirma
pietura - Danija" ir pirma, kura Borisa un Inaras Teterevu fonds sadarbiba ar Latvijas
Nacionalo makslas muzeju iepazistina ar Baltijas jdras regiona labakajam laikmetigas
makslas kolekcijam.

Més vélamies, lai topoSais Latvijas Laikmetigas makslas muzejs klatu par nozimigu Baltijas
jaras regiona makslas centru. Tikpat svarigs uzdevums ir atraisit zinatkari par laikmetigo
makslu gan Latvijas sabiedriba, gan regiona. Tapéc priecajamies par izstadi papildinoso
izglitibas programmu, kas pielagota ikviena apmeklétaja interesém - no vismazakajiem
skatitajiem lidz laikmetigas makslas ekspertiem.

Més loti vélétos, lai Latvijas Laikmetigas makslas muzejs klUtu par iecienitu tiksanas vietu
visplasakajam cilvéku lokam un lidzas tradicionalajiem muzeja uzdevumiem veicinatu
sabiedriba savstarpéjas uzticibas un sadarbibas gaisotni, rosinatu vélmi vairak uzzinat un
domatprieku.

Ceram, ka katrs septinjadzu zabaku solis cela uz muzeju strauji tuvinas mas Sim mérkim!

Ar cienu,
Inara un Boriss Teterevi

On the continuing journey towards a Contemporary Art Museum for Latvia - the WITH
SEVEN-LEAGUE BOOTS. FIRST STATION - DENMARK is the first exhibition with which the
Boris and Inara Teterev Foundation, in collaboration with the Latvian National Museum
of Art, is providing an opportunity to view examples from the finest collections of
contemporary art in the Baltic Sea region.

We hope that in the future the nascent Latvian Museum of Contemporary Art will become
an important art centre in the Baltic Sea region. An equally important challenge is the
stimulation of curiosity within Latvian society about expressions of contemporary art,
right here in Latvia, as well as elsewhere in the region. That's why we are delighted with
the education programme which will enrich the exhibition, and which has been adapted
to the interests of every viewer - from the youngest visitor to contemporary art experts.

Our great wish is that the Latvian Museum of Contemporary Art becomes a favoured
meeting place for the widest range of people and that alongside its traditional function it
will promote an atmosphere of mutual trust and cooperation within society, encouraging
a thirst for knowledge and joy in intellectual discovery.

We hope that each step, with seven-league boots, on the journey to the museum will
rapidly bring us closer to this goal!

With respect,
Inara and Boris Teterev
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Kas ir Ziemelvalstu maksla?
Tenderas makslas muzejs censas rast atbildi

Tenderas Makslas muzejs / The Art Museum in Tonder

Dienvidu Jitlande ir pierobezas regions, kura vésturiska identitate ir veidojusies, gan
pateicoties mainigajai Danijas un Vacijas valdisanai, gan pasa regiona vésturei. Pasreizéja
robeza tika izveidota 1920. gada, un turpmakos 95 gadus Dienvidu Jitlande ir bijusi
regions, kas atrodas vistalak Danijas dienvidos. Dazus gadus péc Dienvidu Jitlandes
atkalapvienoS$anas ar Daniju, 1923. gada robezpilséta Tendera tika izveidots muzejs.
Muzeja sakotnéja funkcija bija dokumentét un izradit rediona dailamatniecibas bagatas
tradicijas, ka ari eksponét ievérojamakos makslas darbus. 1950. gada muzeja makslas
kolekcija sanéma nacionala muzeja akreditaciju. 1972. gada muzejs kluva par regionalo
makslas muzeju - Dienvidu Jitlandes makslas muzeju Tendera. St makslas muzeja
sakotnéjais mérkis bija “atspogulot svarigus Ziemeleiropas makslas aspektus, ipasiizcelot
Ziemelvalstu vizualo makslu gan muzeja pastavigajas kolekcijas, gan jaunieguvumos.”
Muzeja merkis ir rosinat interesi un dalities ar informaciju par makslu, Sim nolukam
izmantojot ta pastavigas ekspozicijas un izstades. Muzeja kolekcijas galvenais akcents
ir Danijas sirrealisms 20. gadsimta 70., 80. un 90. gados, kas atskir 0 muzeju no citiem
Danijas muzejiem, kuros atrodamas danu makslas kolekcijas. Lielakoties Sis muzeja
kolekcijas stratégijas aspekts jau ir sasniegts.

1999. gada muzeja darbiba iesakas jauna éra. Arhitektam Nilam Frithofam Truelsenam
tika uzticéta jaunas muzeja ékas projektésana, lai optimali izstaditu Ziemelvalstu
makslas darbus. Muzeja éka irapméram 2000 m?2 liela, ta sastav no divam plasam izstazu
zalém, sesam izstazu galerijam, divam mazakam izstazu telpam un liela vestibila. Muzejs
ir veidots ka “izstazu veidoSanas mehanisms”, kura konstrukcija un telpiskais izkartojums
piedava optimalu izstazu telpu Ziemeleiropas laikmetigas makslas kolekciju izstadei.
Izstazu zalesir plasas unskaidridefinétas; tam piemit gan estétiska tiriba, gan funkcionala
kvalitate. Tair vieta, kura makslu iriespéjams paradit atbilstosa veida - radot atmosfeéru,
kas veicina nopietnas pardomas. Truelsens ir sacijis: “Mans mérkis ir radit celtni makslai,
nevis maksligu celtni.” Muzeja rotonda ir unikala konstrukcija, kuras funkcionala loma
ir savienot muzeja kolekcijas ar KultQras véstures muzeja éku, kas celta 1923. gada. 51
unikala arhitektaras telpa ir veidota, iedvesmojoties no Romas Panteona.

Dienvideiropa un Ziemeleiropa

1972. gada muzeja ambiciozie centieni sasniedza jaunu limeni, un Si godkariga vélme
koncentréties uz Ziemelvalstu makslu noteikti ir jaskata muzeja atrasanas vietas konteksta.
Muzeja eografiska atrasanas vieta ir tuvu Danijas un Vacijas robeZai, kas lauj to uzskatit par
vartiem uz Ziemelvalstim - respektivi, Daniju, Somiju, Islandi, Norvégiju un Zviedriju.

Tenderas makslas muzeja primarais meérkis ir veikt §1 Eiropas marginala regiona periférijas
jeb, ja jums ta labak tik, “vietas gara” izpéti. ST teritorija rosinajusi vésturnieku interesi no
1900. gada lidz pat musdienam. Lukojoties 5aja konteksta, ir bijis iespéjams izpétit tadus
starptautiskas makslas virzienus ka, pieméram, kubismu, lai varétu noteikt, ka Sie virzieni
ir iedvesmojusi Ziemelvalstu maksliniekus, un ka Sie makslinieki tos ir interpretéjusi.
Visinteresantakais muzeja darbinieku uzdevums ir izpétit, vai eksisté makslas darbi
vai makslinieki, kuri galvenokart koncentréjas uz raksturigam ipatnibam, kas varétu
tikt devétas par ziemelniecisko jutigumu. Vai pastav kada ipasa izpausmes forma, kas
definé vai raksturo to, kas ir ziemelniecisks? Tenderas makslas muzeja direktors Ove
Mogensens raksta: “Acimredzot tas, kas precizi raksturo “ziemelniecisko”, nav izsakams
vienota un vienkarsa definicija. Maksla rodas dzivé, kuru dzivojam. Dzive Ziemeleiropa
ir ietekmeéjusies no kultaras, klimata un geografiskiem aspektiem, kas raksturigi $im
regionam. Sie dazadie aspekti ir atstajusi savu ietekmi uz makslas darbiem, kas taja tiek
raditi. Seit rodams izskaidrojums, kadélir nepiecieSams izpétit Sis unikalas un raksturigas
pazimes, ka ari turpinat tas identificét un atspogulot.”

Oficiali Ziemelvalstu regiona kultlra vairs nav vienota, lai gan $ads uzskats pastavéja
lidz pat viduslaikiem.? Saskana ar Kirstenas Hastrupas rakstito “Ziemelu pasaules” (The
Nordic World)ievada, “vienmér pastav kas tads, kas apvieno Ziemelvalstis sava zina kopiga

T Ove Mogensen and Anne Blond: Kunstmuseet i Tonder og Hullernes mysterium in: Under Faelles Hat. Arbog for Museum
Senderjylland 2008, p. 11-12

2A. D. Jergensen: 30 Fortaellinger af Nordens historie. Sesam 1998, p. 405: “...the Nordic dioceses were one church province, Saxe,
Snorre and the Holy Birgitte agreed on viewing the Nordic people as one unity.”
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kultara. Ta ir ka Ziemelvalstu iedzivotaju indentifikacijas zime, kas tos atskir no citiem.”
RomieSu vésturnieks Tacits (ap 56-120) sava darba “Germanija” (sarakstits 98. gada) piemin
kaduziemeluregionu,kasneatradasgallu paklautiba,unaprakstataainavu, klimatu, parazas
un mentalitati. Ta varétu bat bijusi teritorija, kas musdienas atrodas Ziemeleiropas sastava.
Lidzigas domas ir ari Danijas makslas vésturnieks Eriks Fisers, kurs raksta: “Rietumeiropa,
kuras sastava atradas ziemelu regions, atradas kada teritorija, kas nekad nenonaca romiesu,
Karolingu dinastijas, katolu vai Austroungarijas impérijas paklautiba. Ja aplukojam karti,
kura attélota protestantu reformacijas izplatiba, ir redzams, ka ta galvenokart norisinajas
teritorijas, kas nekad nebija piederéjusas Romas impérijai, ne ari vélak bijusas dala no Karla
Liela impérijas. Vienkarsi runajot, reformaciju var interpretét ka sacelsanos pret Romas
impériju”* Vinaprat, religijai bija iz8kirosa loma, nosakot robezu starp Ziemeleiropu, kur
radas protestantisms, un Dienvideiropu, kur saglabajas katolicisms. Kristigaja maksla no
agras renesanses laikiem pastav atskiriba starp Dienvideiropas-Italijas makslas stilu un
Niderlandes un Ziemelvalstu stilu. Italijas renesansé svarigakais bija cilvéka klasiskais ideals.
Renesanse Niderlandé lika uzsvaru uz cilvéka realistisku attélojumu. Péc reformacijas
saksanas Eiropa kluva skaidrs, ka pastav arkartigi liela atskiriba starp protestantu un
katolu izpratni par estétiku. Reformacijas rezultata ziemelu dala no baznicam tika iznemta
lielaka dala makslas darbu, censoties ticibu aizvirzit no aréjam formam un veidoliem, vairak
akcentéjot iekséju pielugsmes veidu. Savukart Dienvideiropa katolu baznica saka buvét
Svéta Pétera baziliku Roma. Tika raditi ticibu apliecinosi simboli - religiskas skulptdras un
grandiozas freskas, kas rotaja celtnes griestus. Tadéjadi ticibai tika piedévéti saskatamaki
izpausmes veidi.

18.gadsimta beigas Ziemeleiropas maksla arvienvairak atdalijas no Dienvideiropas makslas.
Danijas makslas zinatniece Alise Hellelande uzsver: “Eiropas ziemelos, kur bija sastopams
protestantisms, neoklasicisms ar tam piemitoso akcentu uz sapratu, sistematiskumu un
interesi par harmoniju nekad isti neiesaknojas. Cilvéki ziemelos jau gadsimtiem ilgi bija
dzivojusi ka individi arpus pilsétu centriem mazapdzivotas teritorijas, kuras rodama ciesa
saikne ar dievisko dabu. Vini dzivoja arpus katolu baznicas aizsargajosas uzraudzibas un bija
pieradusi parupéties pasi par sevi.

19. gadsimta sakuma radas jauns un veiksmigs makslas virziens - ainavu gleznieciba,
kuras epicentrs atradas Ziemeleiropa. Izcilakie un ietekmigakie jauna zanra parstavji bija
anglu gleznotajs Dzozefs Melords Viljams Térners (1775-1851) un Ziemelvacijas gleznotajs
Kaspars Davids Fridrihs (1774-1840). Ainavu gleznieciba bija tuvaka ziemelos esosajiem
protestantiem neka katoliskajiem dienvidiem. Tai izdevas atmodinat vinu religiskas jutas,
kas nebijaizdevies kristieSu humanistu ikonografijai. Amerikanu makslas zinatnieks Roberts
Rozenblums to raksturo sadi: “Tomér protestantu ziemelos, vairak neka katoliskajos
dienvidos, norisinajas pavisam citada veida pareja no sakrala uz laicigo, kura varéja sajust
dievibas varu pametam kristigas makslas miesas un asins dramas, ta vieta iemiesojoties
ainava.”

3Kirsten Hastrup (red.). Den nordiske verdenbind 1. Gyldendal 1992, p. 12-1

“Erik Fischer: Hvor fjerene falder. Frimodige betragtninger omkring faenomenet nordisk in: Melankoli. Nordisk romantisk maleri.
Aarhus Kunstmuseums Forlag, 1991, p. 12-13

5Robert Rosenblum. Modern Painting and the Northern Romantic Tradition. Friedrich to Rothko. Thames & Hudson, 1973, p. 17.

Nacionalais romantisms un Kirkegora
koncepcija par sevi

No 1885. lidz 1905. gadam Ziemelvalstis uzplauka ipass ainavu glezniecibas zanrs,
pateicoties nacionaliem un romantiskiem priekSnosacijumiem. Raugoties caur vésturisko
prizmu, 50 periodu var uzskatit par gadsimta kulminaciju, kuras laika radas vairakas
Ziemelvalstu regiona valstis. Sakotnégji gan pastavéja Skietama interese par vienotas
Ziemelvalstu un Skandinavijas savienibas izveidi, tacu Si koncepcija piedzivoja politisku
neveiksmi.Radasvélmestiprinat Ziemelvalstuidentitati, galvenokartkulturasjoma.Vizuala
maksla koncentréjas uz Ziemelvalstu aizvéstures mitologijas un véstures notikumiem, ka
ari uz tautas kultdras motiviem. Tomer tiesi pirmatnéjas ziemelu dabas atspogulojums
kluva par popularu veidu, ka attélot unikalo ziemelniecisko jutigumu. Zviedrijas makslas
zinatnieks Larss Olofs Larsons paskaidro, ka daba un ainava “socialu vai politisku konfliktu
rezultata saglabajas neskarta; maziga un atpazistama ikvienam. Ta noderéja par kopsaucéju
paaudzéem, Skiram un grupam un apvienoja naciju vienota veseluma.”

Nacionala romantisma ainavas zanrs ir atradis izpausmi visas Ziemelvalstis, pateicoties
gleznotajiem Kitijai Kilandei (Kitty Kielland) un Eilifam Petersenam (Eilif Peterssen) no
Norvédgijas, Prinsam Eizenam (Prins Eugen)no Zviedrijas, Vilhelmam Kanam (Vilthelm Kyhn)
un Haraldam Fosam (Harald Foss) no Danijas un Torarinam B. Torlaksonam (Thdrarinn B.
Thorldksson)no Islandes. levérojamakie Somijas gleznotaji ir Akseli Gallena-Kallela (Akseli
Gallen-Kallela) un Alberts Edelfelts (Albert Edelfelt). Romantiska ainavu gleznieciba
ir vienlaikus gan politiska, gan apolitiska, nacionala un ziemelnieciska, religiska un
laiciga. lespéjams, ka to vislabak aprakstijis zviedru gleznotajs Ola Bilgréns (1940-2001):
“Romantiska ainavu gleznieciba atklaja ainavu. Citiem vardiem sakot, taja tiek apvienotas
tradicionalas mitologiskas un religiskas ainas, kas savijas ar tiro sajltu, kas rodas, esot
vienatné ar dabu. Ta pieskir dabai universalu, fizisku veidolu vistirakaja izpausmé.” Ta
veido Ziemelvalstu makslas kodolu, jo tiek iedzivinatas emocijas un jutigums, un rodas
iespaids, ka hronologiskais laiks ir apturéjis savu pludumu. Ta atmodina klusuma apzinu un
bezgalibas sajutu. Tomér pienak bridis, kad ziemelnieciskais jutigums atzist, ka piepildijums
ir sasniegts. Tad 1 gleznieciba klUst par kopibas izpausmes veidu.

TacCu pastav ari cits viedoklis, kas precizak raksturo ziemelnieciskas ilgas ka procesu, kura
nekad netiks sasniegts piepildijums. Ir kada Ziemelvalstim raksturiga ideja, kas ietver
nebeidzamas $aubas parto, vai cilvéceijebkad izdosies panaktieks&jo harmoniju. So stavokli,
kura novérojams pastavigs nemiers meklét piepildijumu, dodoties pretim nezinamajam,
sava darba “Slimiba uz navi" apraksta danu filozofs Sérens Kirkegors (1813-1855), un vins $o
stavokliirnodévejis par “klusanu par Sevipasu” Sisdarbsietverslaveno cilvéces eksistences
aprakstu, apcerot sevis sintézi pasam ar Sevi cilvéces eksistences neizbégamaja realitaté,
kuru veido apzinasanas, ka pastav bezgaliba un musu pasu galiga daba.® Lai klatu par sevi,
irjarod sasaiste ar 5o dialektiku, vienlaicigi saglabajot harmoniju, lai izvairitos no izmisuma.

¢ Lars Olof Larsson. Landschaftsmalerei zwischen Nationalromantik und Symbolismus in: Sprache als Kosmos der Seele.
Mittelrhein-Museum Koblenz & Kunsthalle zu Kiel, p. 27.

7 Facetter af nordeuropaeisk kunst. Senderjyllands Kunstmuseum, 1999, p. 73.

8 Soren Kierkegaard. Samlede vaerker bind 75. Gyldendals Bogklubber, 1991, p. 73.
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Cilvéce sava butiba atrodas izmisuma stavokli (apzinati vai neapzinati), un klisana par sevi
ir process, kas var tikt istenots, vispirms sastopoties ar Dievisko. Cilvéki nevar izvairities no Si
procesa, jo: “Kamer iekséjais es nav kluvis par sevi, tas nepastav; un tadél, neklistot par sevi,
cilvéks atrodas izmisuma stavokli”? Kirkegors uzskata, ka cilvéce atrodas tapsanas procesa,
censoties sasniegt vienotu veselumu. So cinu katram individam ir jaizcina vienatné, atbildes
mekléjot vienigi sevi pasa. Bez dogmas, bez passaprotamas patiesibas. Tu sava dzivé esi viens
pats.

Pasizzinas procesa, mekléjot celu pie sevis, biezi vien nakas saskarties arnemieru, izmisumu,
vientulibu un satraukumu. Dazi no ievérojamakajiem Ziemelvalstu gleznotajiem ir cietusi
no apzinas trausluma un biezi ari no garigam slimibam. Noteikti ir japiemin gleznotajs
Lass Hertervigs (1830-1920) un zviedru makslinieks Karls Frederiks Hills (1849-1911).
Tomeér izcilakais psihologiska trausluma piemérs noteikti ir Edvards Munks (1863-1944),
kura izmisuma stavokli sava eksistencialisma filozofija ir aprakstijis Sérens Kirkegors, un
kurs$ visprecizak iemieso ideju par ziemelniecisko jutigumu. Tas ir meistarigi atainots s
makslinieka gleznu sérija “Dzive” (1902), kura ietilpst slavenie darbi “Madonna” (1894/1895)
un “Kliedziens” (1893).

Ekspresionisti

Atskiriba no saviem Dienvideiropas makslas lidzgaitniekiem 20. gadsimta sakuma, Edvards
Munks ir piemérs tam, ka Ziemelvalstu makslinieki parasti nesak savu darbibu, balstoties
uz ieprieks noteiktam makslinieciskam iecerem. Turklat, Sie makslinieki nepieder pie
kadas noteiktas grupas, un tadél nav iespéjams apspriest vinu ieceres, makslinieciskos
panémienus vai publicét manifestus, ka tas irizdarams, runajot par dienvidu maksliniekiem
- impresionisma, puantilisma, sintétisma, fovisma parstavjiem, ka ari vélak kubistiem,
futuristiem un daudziem citiem. Tadél makslas vésturnieki ir spiesti klasificet Munkam
lidzigos maksliniekus par “ekspresionistiem”. Si gan ir visai plasa definicija, un, iesp&james,
vislabakoZiemelvalstumaksliniekuraksturojumusniedz britu makslasvésturnieks Herberts
Rids: “Netiesi Saja ziemelnieciskaja attieksmé paradas (..) tendence uz individualizaciju un
sadrumstalotibu. “Personiba” neattista savas socialas vértibas; “individs” apzinas savu
izolaciju, savu noskirtibu, un Stapzinavarizraisit sevis noliegsanas vaipasnicinajuma stavokli
(tas bija neparprotami redzams van Goga tragiskaja maza). Bet normalaks $adas noskirtibas
iznakums ir makslinieka pasa izvéléta izolacija un palausanas tikai uz savu subjektivitati vai
pasanalizi, lai rastu iedvesmu vai meklétu vadmotivu. (..) ST ziemelnieciska tradicija sava
batiba ir sarezdita, bet ir kads fakts, kam ir iz8kiroSa loma, - klasiska interpretacija, kur
pasaule noder par ramu fonu cilvéku centieniem un maksla ir pielidzinama harmoniskam
pardomam par 5o pasauli (maksla ka labs atputas krésls, atbilstoSi Matisa uzskatam), tai
nav pietiekami izteiksmiga. (..) Lidz ar to ari radusies tendence uz nemierigo abstrakciju,
kas vienmeér raksturojusi Ziemelvalstu makslas vésturisko attistibu un kas atkartoti

9Turpat, p. 88.

paradijusies ar divkarsotu intensitati masu skarbajos laikos.™ Sis diezgan apjomigais citats
sniedz precizu aprakstu par Ziemelvalstu makslas saturu no 20. gadsimta sakuma lidz
periodam, kas Herberta Rida laika (40. un 50. gados) bija uzskatams par laikmetigu. Ne viss
Seitirjauns. Ziemelvalstu makslai vél arvien sagada grutibas aptvert objektivo realitati, ka
rezultata rodas darbi ariekSupvérstu skatu. Tas ir skaidrojams ar to, ka makslinieks palaujas
uz subjektivu viedokli. Pieaug tendence doties abstrakcijas virziena.

Kulminacija tiek sasniegta 50. gados, kad abstrakcijas vilnis parsalc visu makslas pasauli.
Danija to vislabak apliecina gleznotajs Asgers Jorns (1914-1973). Jorns nebaidas pozicionét
savu darbu Ziemelvalstu makslas tradiciju konteksta. Vins raksta: “Ziemelvalstu makslas
vérosana faktiski nozimé, ka ta pastavigiir nenovertéta, un tas tikai lauj tai augt neievérotai -
pagridé. Bet kapéc més ta daram? Tapec, ka Ziemelvalstu maksla ir bistams makslas veids.
Ja, varbut tas ir vienigais pastavosais makslas veids, kas var tikt uzskatits par bistamu, jo
tas koncentreé visu savu spéku musos pasos.”™ Asgers Jorns spéj izskaidrot, ka subjektivs
viedoklis, kura pirmsakumi mekléjami protestantisma, romantisma un eksistencialisma,
veido Ziemelvalstu makslas neatnemamu sastavdalu. Vins pat necensas noslépt faktu, ka
vins pats savu darbibu uzskata par dalu no Sis tradicijas.

Vai musdienas pastav Ziemelvalstu maksla?

Sim aktiva ekspresionisma periodam 60. gados sekoja kustiba, kuru makslas vésturnieki
déveé par postmodernismu. Tas bija laiks, kad maksla galvenokart sastavéja no fragmentiem
un atsaucém uz iepriek3éjiem periodiem makslas vésturé. Sada situacija ir sastopama ari
musdienas. Internacionalisma un globalizacijas ietekmé maksla ir kluvusi netveramaka,
un ta atrodas arpus jebkadam robezam. Postmodernisms lauj makslai sasniegt arvien
plasakus apvarsnus. Kadi gan ir bijusi priekSnosacijumi, kas veicinajusi Ziemelvalstu
makslas attistibu kops 60. gadiem? Vai globalizacija un no tas izrietoSa jebkada veida
nacionalas, regionalds un geografiskas identitates noliegsana ir apslapéjusi Ziemelvalstu
makslas eksistences avotu? Te bus miljons dolaru vérts jautajums, kuru uzdevusi galerijas
ipasniece Andzela Vetese: “Vai ta ir taisniba, ka vél arvien pastav ziemelnieciskais jutigums
par spiti musdienu globalajam kausésanas katlam?” Uz So jautajumu varam atbildét isi -
Jal Postmodernismam ir bijusi ietekme uz Ziemelvalstu makslu, bet tas patiesiba varétu
but iemesls, kadél ta globalizacijas ietekmé nav izzudusi. Ta ir spéjusi par jaunu izmantot
pagatni un radusi iedvesmu no dazadiem Ziemelvalstu vizualas makslas izpausmes
veidiem. Vél viens iemesls, kas varétu apliecinat to, ka vél arvien pastav ziemelnieciskais
jutigums, ir katra individa emocionala dzive. Ir gruti iedomaties, ka Sis priekSnoteikums
varétu beigt pastavét. Cits aspekts ir Ziemelvalstu makslinieka attiecibas ar apkartéjo

©Herbert Read. A Concise History of Modern Painting. Thames & Hudson, 1974, p. 56 and 53.
"Asger Jorn. Alfa & Omega. Meddelelser nr. 5 fra Skandinavisk Institut for Sammenlignende Vandalisme. Borgens Forlag,
1963/64, p. 157.
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no nozimigakajiem Tenderas makslas muzeja ekspozicijas darbiem ir raditi péc 1960. gada
ar postmodernismam raksturigo formu un saturu. Sie darbi atkartoti izmanto dazadus
izteiksmes veidus, kas raksturigi Ziemelvalstu vizualas makslas attistibai, vienlaikus gustot
no tiem iedvesmu.

Viens no ievérojamakajiem Ziemelvalstu regiona dzimusajiem maksliniekiem, kurs
uzskatams par vienu no vislabakajiem Ziemelvalstu laikmetigas makslas paraugiem, ir Pérs
Kirkebijs (dz. 1938). Makslinieks ir pazistams ar savu dualo attieksmi pret “Ziemelvalstu”
makslas ideju. No vienas puses, vins nievajosi izsakas par 5o terminu, it pasi, kad tas tiek
lietots marketinga terminologijas konteksta.”? Vinaprat, tas skan ka ki¢s un ir uzskatams
vienigi par kliSeju. Turpretim, no otras puses, vins atzist, ka pastav savdabigs Ziemelvalstu
makslas izpausmes veids, ar kuru vin$ pats ir saskaries vairakas reizes. Reiz vina gleznas
izstadé tika novietotas blakus vacu makslinieku darbiem. Vins raksta: “Es nevarétu teikt,
ka man nepiemita véléSanas. Mani darbi bija zaudéjusi vélésanos. Es nevaru apgalvot, ka
manos darbos nebija atrodami figurali elementi. Vienkarsi radas tads iespaids. Skita, ka
tie ir pazaudéjusi savu funkcionalitati. Kad mani darbi tika eksponéti blakus manu vacu
draugu darbiem, izskatijas, ka manu gleznu kvalitate ir sakusi pasliktinaties vai ari darbi ir
tikusi eksponéti nepabeigti. Un tad es atskartu, ko isti nozimé “Ziemelvalstu” - ta ir literara
neértibas forma.”® Tas ir musdienu viedoklis par to, kas veido ziemelniecisko jutigumu. Tas
pierada, ka Ziemelvalstu gleznotajiem joprojam ir gratibas ieklauties sociala konteksta,
jo Sie makslinieki sava batiba vél arvien ir atskirigi. Pérs Kirkebijs 5o tendenci ari dévé par
manierismu. Vins atsaucas uz véstures periodu 16. gadsimta beigas, kas tika uzskatits
par renesanses deformétu versiju. “Mana izpratné ziemelu manierisms ir koncentrésanas
uz materialu un formu, kas vélas iznicinat normalu “formu”. Tas ari ir iemesls, kapéc tik
daudziem Ziemelvalstu gleznotajiem nacas saskarties ar grutibam, kad vini pirmo reizi
iepazinas un tad vélak méginaja paklaut sevi civilizétajam veidam, kas raksturigs dienvidu
glezniecibas tradicijam. Daziem no viniem konflikts kluva tik liels, ka nebija citas iespéjas ka
vien meklét patvérumu garigas slimibas. Vai ari vini varéja klut par priekSsédétajiem kada
vietéjo amatnieku apvieniba”®

Saskana ar Péra Kirkebija teikto, Ziemelvalstu maksla nav raksturojama ar stingriem
harmonijas prieksrakstiem vai paklausanos priekSstatiem par skaisto. Tai nepiemit forma,
bet gan centieni tadu sasniegt. Acimredzot ta nekad nav pilniga, bet vienmér atrodas
procesa, jo tiekSanas ir kustiba. Ta ir ilgoSanas, tapSanas process... Tadél Ziemelvalstu
maksla pastav vél Sodien.

2 Facetter af nordeuropeeisk kunst. Senderjylland Kunstmuseum 1999, p. 54.

BWilliam Gelius m. fl.: C. £, Hill. Ribe Kunstmuseum 1997, p. 48

4 Per Kirkeby: Nordisk manierisme. Article in Jyllands Posten the 17th of September 1996
>Turpat.

p*

Tenderas Makslas muzejs / The Art Museum in Tender

Darbs Ziemelvalstu makslas konteksta ir vissvarigakais Tenderas makslas muzeja darbibas
princips, kas veido pamatu muzeja kolekcijas un ipasu ekspoziciju attistibai. Tas atspogulo
gan nacionalo, gan starptautisko perspektivu, kas attaisno muzeja pastavésanu. Més
ceram, ka Laikmetigas makslas muzejs Riga atradis stabilu pamatu un spés doties pretim
daudzsolosSai nakotnei.

Vélot veiksmijaunajam makslas muzejam Riga,

Anne Blonda, Tenderas Makslas muzeja kuratore
Ove Mogensens, Tenderas Makslas muzeja galvenais kurators
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What is Nordic Art?
The Art Museum in Tonder attempts an answer

Tenderas Makslas muzejs / The Art Museum in Tonder

SoutherndJutlandis aborderregion whose historicidentity has been marked by alternating
Danish and German rule as well as by its own regional history. The current border was
established in 1920; and in the following 95 years Southern Jutland has been the most
southern region of Denmark. Some years after Southern Jutland’s re-unification with
Denmark, a Museum was established in 1923 in the border town of Tender. The primary
function of the Museum was to document and exhibit the rich tradition of craftsmanship
from the region as well as exhibit its most important works of art. The art collection of the
Museum was accreditedin 1950 as a nationalmuseum. In 1972 the Museum was designated
to become a regional art museum: the Art Museum of Southern Jutland in Tender. This art
museum’s main objective was going to be “..to illuminate important aspects of Northern
European art with a special focus on Nordic visual art through the museum’s permanent
collection as well as through acquistions.” The goal of the Museum is to generate interest
and share knowledge about art through its permanent collection and exhibitions. It was
decided that Danish Surrealism should be the major focus area of the Museum collection
from the 1970's, 80's and 90’s in order to distinguish the Museum from other Danish
museums with collections of Danish art. This aspect of the Museum'’s collection strategy
is now largely completed.

In 1999 the Museum entered a new era. The architect Niels Frithiof Truelsen was selected
to design a new Museum building that would provide an optimal exhibition space to
present Nordic art. The Museum building that he designed is approximately 2,000 square
meters. [t containstwo large exhibition halls, six exhibition galleries, two smaller exhibition
rooms and a large lobby area. The Museum is designed as a sort of "exhibition machine”
whose construction and spatial arrangement provides the optimal exhibition space for
the presentation of contemporary Nordic art. The exhibition halls are characterized by
high and clearly defined spaces that express aesthetic purity as well as functional quality.
Here is a space where art is able to be shown as it should be shown in an atmosphere
conducive to serious reflection. Truelsen said: "My aim is to design a house for art; not an
artificial house”.

The Museums’s Rotunda is a unique building that functions as a space connecting the
Museum collection with the old Museum Of Cultural History building from 1923. The
inspiration for this unique architectural space is from the Pantheon in Rome.

Southern And Northern Europe

In 1972 the ambition level of the Museum was raised to a new height. The ambitious premise
of the Museum'’s focus on Nordic art must also be viewed in relation to its location. The
Museum’s geographic location is close to the Danish-German border. This location can be
conceived as functioning as a portal to the Nordic countries. This has been the traditional
term when referring to the countries of Denmark, Finland, Iceland, Norway and Sweden.

The goal of The Art Museum in Tender is first and foremost to investigate the periphery,
"the spirit of the place”, if you will, of this marginal region of Europe. This is an area that
first attracted the attention of art historians from 1900 up until the present day. Seen in
this context it has been possible to study international art movements like Cubism for
instance and see how they have inspired and been interpreted by artists from the Nordic
countries. The most interesting area of research for the Museum consists of investigating if
there are works of art or artists whose chief concern is based on characteristics that might
be defined as a Nordic sensibility. Is there a particular form of expression that defines or
characterizes that which is Nordic? The director of The Art Museum in Tender, Ove Mogensen
writes: "Obviously that what precisely characterizes the "Nordic” can not be reduced to
a single simple definition. Art grows out of life that is lived. Life in Northern Europe has
been influenced by singular aspects of culture, climate, and geography that are peculiar to
this region. These various aspects leave their traces in the works of art created there. This
justifies a study of these unique characteristics and an ongoing research to illustrate and
identify them™!

T Ove Mogensen and Anne Blond: Kunstmuseet i Tender og Hullernes mysterium in: Under Faelles Hat. Arbog for Museum
Senderjylland 2008, p. 11-12
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The Nordic region no longer officially consists of a single culture as was the general
viewpoint right up until the Middle Ages.? Yet as Kirsten Hastrup has written in the
introduction to The Nordic World: ".. there is always something that seems to connect
the Nordic countries together into some sort of common culture. It is something with
which the Nordic people are able to identify themselves also in relation to others”2 The
Roman historian Tacitus (approx. 56-120 A.D.) describes in his work Germania (from 98
A.D.) the landscape, climate, customs and mentality of a Northern Region that was not
under the control of the Gauls. This can be regarded as the area that constitutes Northern
Europe today. This is a viewpoint also proposed by the Danish art historian Eric Fischer.
He writes: "... within Western Europe what constituted a Nordic region was the area that
never became Roman, Carolingian, Catholic or part of the Austro-Hungarian Empire. If
you look at a map showing the spread of the Protestant Reformation it reveals that it
occured primarily in the areas that never belonged to the Roman Empire or later were part
of Charlemagne’s Empire. In the most simple terms then the Reformation can be viewed
as a revolt against the Roman Empire.” In this way he sees religion as the decisive factor
in determining the border between Northern Europe where Protestantism took root and
Southern Europe that remained Catholic. In Christian art from the Early Renaissance there
already exists a split between a Southern European-Italian style of art and a Netherlandic
and Nordic style. The Italian Renaissance had its basis in a Classic Idealist vision of the
human figure. The Netherlandic Renaissance placed its emphasis on a Realist rendering of
the human figure. After the initiation of the Reformation in Europe it became obvious how
great a difference there was between Protestant and Catholic aesthetics. The Reformed
North removed most of the art from the churches in an attempt to channel faith away
from external forms and focus on a more internal form of devotion. The Catholic Church
in Southern Europe began constrution of Saint Peter’s Cathedral in Rome. The attributes
of the faith were to be manifested in the form of religious sculpture and grandiose fresco
decorations on the church ceilings. This was a much more external based demonstration
of religious faith.

At the end of the 18th century Northern European art diverged even more from Southern
Europe. The Danish art historian Allis Helleland wrote: "In the Northern Protestant part
of Europe Neo- Classicism with its cultivation of reason, regularity and its interest in
harmony never gained a serious foothold. People in the North had lived for centuries as
individuals and lived outside urban centers in thinly populated areas in close contact with
God’s own nature. They lived outside the protective reach of the Catholic Church and were
used to taking things upon themselves as individuals”>®

At the beginning of the 19th century landscape painting emerged as a new and sucessful
genre in art. The epi-center for the new landscape painting was Northern Europe. The

2A.D.Jorgensen: 30 Forteellinger af Nordens historie. Sesam 1998, p. 405: “...the Nordic dioceses were one church province, Saxe,
Snorre and the Holy Birgitte agreed on viewing the Nordic people as one unity.”

3Kirsten Hastrup (red.): Den nordiske verden bind 1. Gyldendal 1992, p. 12-1

4Erik Fischer: Hvor fjerene falder. Frimodige betragtninger omkring faenomenet nordisk in: Melankoli. Nordisk romantisk maleri.
Aarhus Kunstmuseums Forlag, 1991, p. 12-13

SAllis Helleland: Sindbilleder in: Melankoli. Nordisk romantisk maleri. Aarhus Kunstmuseums Forlag 1991, p. 15

two most important painters of the new genre were the English painter J.M.W. Turner
(1775-1851) and the Northern German painter C.D. Friedrich (1774-1840); both of whom
proved to beinfluentialartists. Landscape painting appealed much more to the Protestant
North than to the Catholic South. It suceeded in awakening their religious feeling in
contrast to Christian Humanisticonography. The American art historian Robert Rosenblum
describes it as such: "Yet in the Protestant North, far more than in the Catholic South,
another kind of translation from the sacred to the secular took place, one in which we feel
that the powers of the deity have somehow left the flesh-and-blood dramas of Christian
art and have penetrated, instead, the domain of landscape.”®

National Romanticism and Kierkegaard’s
Concept Of The Self

In the period from 1885- 1905 the Nordic countries witnessed the flowering of a special
genre of landscape painting based on national and romantic precepts. Seen in a historical
perspective the period can be viewed as the culmination of a century which saw the
foundation of various nationalstatesinthe Nordic region. Priorto this there was aflirtation
with the idea of establishinga common Nordic/Scandinavian union. However this concept
failed politically. However it resulted in a desire to strengthen Nordic identity primarily
through culture. In the visual arts there was a focus on Nordic pre-history in the form of
mythological and historical scenes as well as motives from folk culture. However it was
the celebration of the pristine Nordic nature through landscape painting which quickly
emerged as a popular means of expressing a unique Nordic sensibility. The Swedish art
historian Lars Olof Larsson explains this by describing how nature and the landscape thus
remained:” ...untouched by any type of social or political conflict; timeless and identifiable
for all. It was a common denominator for generations, classes and groups and bound the
nation together as a whole"’

The National Romantic landscape genre finds it expression in all the Nordic countries with
painters such as the Norwegians Kitty Kielland and Eilif Peterssen and the Swedish Prins
Eugen, the Danes Vilhelm Kyhn and Harald Foss and the Icelander Thérarinn B. Thorlaksson.
Amongst Finnish painters Akseli Gallen-Kallela and Albert Edelfelt are the mostimportant.
National Romantic landscape painting is at one and the same time political and apolitical,
national and Nordic, religious and secular. It is perhaps best described by the Swedish
painter Ola Billgren (1940-2001) : "Romantic Landscape painting discovered the landscape.
Or put another way it combines the traditional great themes such as mythological and
religiousscenesand combinesthemwithapuresense of beingonewith nature. ltascribes
to the panorama of nature an universal psychic space in its purest manifestation”®

®Robert Rosenblum: Modern Painting and the Northern Romantic Tradition. Friedrich to Rothko. Thames & Hudson, 1973, p. 17
7Lars Olof Larsson: Landschaftsmalerei zwischen Nationalromantik und Symbolismus in: Sprache als Kosmos der Seele. Mittel-
rhein-Museum Koblenz & Kunsthalle zu Kiel, p. 27

8 Facetter af nordeuropeeisk kunst. Senderjyllands Kunstmuseum 1999, p. 73

21



22

It lays the foundations of a Nordic based art since it activates emotion and sensitivity and
the feeling of a cessation of chronological time. It awakens the consciousness of stillness
and a sense of infinite space. Yet on one point it is atypical for Nordic sensibility in its
acknowledgement of longing as a phenomenon in which fulfillment is actually attained. It
thus becomes an expression of experiencing a sense of wholeness.

In decided contrast to this is the much more characteristic notion of Nordic longing as a
process that is never able to attain fulfillment. This is reflected in the more typical Nordic
idea of constant doubt as to whether humanity is ever able to achieve a sense of harmony
within itself. This state of constant unease and to always journey on an uncertain path
towards fulfillment is something the Danish philosopher Seren Kierkegaard (1813-1855)
described in his work entitled "The Sickness Unto Death” and which he called the state of
"becoming the Self”. This text contains the famous existential description of humanity as
consisting of the Self- and the self as a synthesis between the inevitable reality of human
existencewhich consists of the awareness of infinity and our own finite nature.® Tobecome
one self is to relate to this dialectic while maintaining harmony in order to avoid despair.
Thus humanity is fundamentally in a state of despair (consciously or unconsciously) so
that becoming one self is in its very substance a form of process that can first be realized
through a meeting with the Divine. Humans can not refrain from becoming the self since:
" So far as the Self does not become itself it does not exist; and therefore in not becoming
one self oneisin despair”™®

Kierkegaard maintains that humanity is in a state of becoming in its striving after wholeness.
In this struggle the individual is alone and can only look within. There is no dogma, no self
evident truth. You are alone in your life.

Unease, despair, loneliness and anxiety often follow in the wake of the process of becoming
one self. This has meant that some of the most important Nordic painters suffered from
fragile psychological states of mind and often from mental illness. Painters like Lars
Hertervig (1830-1920) and the Swedish artist C.F. Hill (1849-1911) are prominent examples
of this. However the most famous fragile psychological state of mind belonged to the
artist Edvard Munch (1863-1944). He is undoubtedly the best example when describing
the state of despair as outlined by Seren Kierkegaard in his existential philosophy. He is one
ofthe mostimportant painters seen as exemplifying a Nordic sensibility. He demonstrates
this masterfully in a serioes of pictures that entitled "The Frieze Of Life” which contains
such well known paintings as "Madonna” 1894/1895 and "The Scream” 1893.

9Soren Kierkegaard: Samlede veerkerbind 15. Gyldendals Bogklubber 1991, p. 73
©lbid. p. 88

The Expressionist Artists

In contrasttohis Southern European artist colleagues at the beginning of the 20th century,
Edvard Munch is an example of how Nordic artists normally do not start out with any pre-
conceived artistic intentions. Nor does he or she belong to a group of artists in order to
discussintentions, techniques or publish manifestos as was the case with Southern artists
like the Impressionists, Pointilists, Synthesists, Fauvists as well as the later Cubists and
Futurists and many others as well. Art historians have thus been forced to classify artists
similar to Munch and generally employ the term Expressionists to describe them. This is
quite a broad definition and is perhaps best described by the British art historian Herbert
Read who discusses Nordic artists in the following manner: "Implicit in this Northern
attitude is (..) a tendency to individualization and fragmentation. The ‘personality’ is not
cultivated for its social values; instead the ‘individual’ becomes conscious of his isolation,
his separateness, and he may intensify this consciousness to a state of self-denial or self-
contempt (we see this clearly in the tragic life of van Gogh). But the more normal outcome
of such individuation is the willing isolation of the artist, and his reliance for motive and
inspiration on his own subjectivity or introspection. (...) This Northern tradition is in itself
complex but one factis decisive - the classical acceptance of the organic world as a serene
setting for human efforts, and art as an harmonious reflection of this world 8the gay and
soothing arm-chair ideal of art which Matisse was to adopt) is not sufficiently expressive
for it; (...) Hence that tendency to restless abstraction which has always characterized
the historical development of art in the North, and which has reappeared with redoubled
intensity in our own harsh times.."™ This rather long quotation gives a precise description
of the content of Nordic art from the beginning of the 20th century up until the period
that was contemporary with Herbert Read during the 1940’'s and 1950's. Not everything
is new here. Nordic art still has difficulty in dealing with objective reality and results in
pictures where the view is turned inwards. This is due to the fact that the artist chooses
a subjective point of view. The new development here is an increased tendency towards
abstraction.

This occurs and reaches its climax during the 1950's when a wave of abstraction washed
over the art scene in general - and in Denmark it was best exemplified by the painter
Asger Jorn (1914-1973). Jorn was not afraid to place his work within the context of
a Nordic art tradition. He writes: "Standing watch over Nordic art means in effect to
constantly hold it down and only allow it to grow unnoticed and underground. But why
should we do this? It is because Nordic art is a dangerous form of art. Yes, maybe it is
the only form of art that exists that can be considered dangerous since it concentrates
allits power within our own selves”™? Asger Jorn is able to clarify here how a subjective
point of view which has its roots in Protestantism, Romanticism and Existentialism is a
completely integral aspect of Nordic art. He makes no attempt to disguise the fact that
he regards his own creativity as being a part of this tradition.

"Herbert Read. A Concise History of Modern Painting. Thames & Hudson 1974, p. 56 and 53
2 Asger Jorn: Alfa & Omega. Meddelelser nr. 5 fra Skandinavisk Institut for Sammenlignende Vandalisme. Borgens Forlag 1963/64,
p.157
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Does Nordic Art Exist Today?

Ove Mogensens / Ove Mogensen

After this highly Expressionistic period there followed a movement in the 1960's that
art historians have called Post Modernism. This is an era where art mainly consists of
fragments and references borrowed from earlier periods of art history. This is pretty
much the situation in which art finds itself today. Internationalism and globalization have
made art more spacious and borderless. Post Modernist sampling allows art to expand by
granting it an even greater latitude. What have been the conditions of growth for Nordic
art since the 1960's? Has globalization and the consequent denial of any form of national,
regional or geographic identity devoured Nordic art’s source of existence? Then there is
the million dollar question posed by the gallery owner Angela Vetteses: ... is it true that
there still exists some form of Nordic sensibility despite the contemporary global melting
pot?” One quick response at answering this would be: Yes! Post Modernism did have an
effect on Nordic art. But this might actually be the reason why it was not devoured by
globalization. It has been able to re-cycle the past and take its inspiration from different
forms of expression within the development of Nordic visual art. Another possible reason
that a particular form of "Nordic” sensibility still exists is due to its basis in the emotional
life of theindividual. Itis difficult toimagine that this premise willnot exist forever. Another
aspect is the Nordic artist’s relationship to the surrounding nature. This, by contrast, is
seriously in danger of disappearing.

Many of the major works in the collection of The Art Museum in Tender have been created
after1960. These works of art can be regarded as Post Modernist in their formand content.
They either recycle or are inspired by different forms of expression that are characteristic
of the development of Nordic visual art.

One of the most important artists born in the Nordic region and one of the best examples
of contemporary Nordic art is the Danish painter Per Kirkeby (born 1938). He is known for
his ambivalent relationship to the idea of "Nordic” art. On the one hand he despises the
term especially when it is used in the context of marketing terminology.® He feels that it
sounds like kitsch andis nothing morethanacliché. Yet onthe other hand he acknowledges
the existence of a particular means of Nordic form of expression which he himself has
experienced on severaloccasions. This has beenthe case when his paintings were exhibited
together with the work of German artist colleagues. He writes: "It wasn't the fact that |
didn’t have the will. It was just that my paintings themselves didn't have the will. It wasn't
that they didn't contain figurative elements. It just looked as if they didn't. It just seemed
as if they didn't function as figures. Figurative delineation with the application of color:
this is what constitutes the great classic style of Southern European painting. When my
paintings were hung together with the works of my German friends they looked as if they
were in the process of deterioration or else had never been taken to completion. So then |
realized that this was what the "Nordic” was allabout; a literal form of uneasiness”™ Thisis
a contemporary view of what constitutes Nordic sensibility. It proves that Nordic painters
still have difficulties when it comes to fitting into an objective or social context. He or she
is still fundamentally different. Per Kirkeby also calls this tendency "Mannerist”™ He refers
to the historical period that evolved at the the end of the 16th century. It was considered
to be a deformed version of the "Renaissance”. "That which | call Nordic Mannerism is a
drive towards the materialin painting itself. It is a drive towards a type of form that wishes
to destroy normal "form”. That is why so many Nordic painters experienced difficulties
when they first met and then later attempted to subjugate themselves to the civilized
form that is characteristic of the great Southern tradition of painting. For some of them
the conflict became so great that there was no other possibility than to seek shelter
within the shadow of mentalillness. Or else they could become the chairman for the local
craftsmen association”’®

According to Per Kirkeby Nordic art does not distinguish itself through a stringent sense
of harmony or a submission to a concept of beauty. It doesn't posess a form in itself but
a drive towards form. This is apparently never complete but in a state of process; since a
driveinitselfis a movement towards something. It is a longing; a process of becoming... So
Nordic art still exists to this day.

B Facetter af nordeuropeaeisk kunst. Senderjylland Kunstmuseum 1999, p. 54

“William Gelius m. fl.: C. F. Hill. Ribe Kunstmuseum 1997, p. 48

>Per Kirkeby: Nordisk manierisme. Article in Jyllands Posten the 17th of September 1996
©1bid.
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Working withinthis Nordic frame of referenceisthe mostimportant means of profiling The
Art Museum in Tender. It forms the basis for the development of the Museum collection
as well as the basis for arranging its special exhibitions. It reflects both a national and
international outlook that justifies the Museum’s existence. It is our hope that the coming
Museum Of Modern Art in Riga finds its "own legs to stand on” and will be able to walk
forward to a promising future.

Best of luck with the new art museum in Riga.

Anne Blond, Curator The Art Museum in Tender
Ove Mogensen, Chief Curator The Art Museum in Tender
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Atbrivot nedzivo dabu:
Tenderas Makslas muzeja Danija laikmetigas makslas kolekcija

Danijas dienvidos, netalu no Tenderas, atrodas Augustenborgas pils. 1793. gada Fridrihs
Sillers nosutija hercogam Fridriham Kristianam Il uz pili vairakas véstules, kuras ieskicéja
fascingjoSuutopiju-armakslas palidzibu padarit cilvéku brivu. Kad 1794. gada Kopenhagena
Sillera véstules sadega ugunsgréka, Sillers noléma tas atjaunot. Traktats véstulés “Par
cilvéka estétisko audzinasanu” ir Kanta estétikas kritiska revizija, kura skaistais vairs
netiek atstats subjektiva vértéjuma zina, bet gan, drosmigi tiecoties uz pretnostatijumu
objektivaja, sasaistits ar jedzienu “briviba”: “Maksla ir brivibas meita.” (Sillers, 2. véstule).

Sillera stingra parlieciba, ka maksla spéj cilvéku atbrivot no “destrukcijas”, “veikalnieciskuma”
un “sadrumstalotibas” drizak tika noraidita neka atbalstita. Rakstos par estétiku, sakot
no Hégela un Sopenhauera lidz pat Adorno un Liotaram, nav talak attistitas idejas
par audzinasanu, kuru pamata butu Sillera estétika. Filozofi pretrunigi vértéja Sillera
méginajumus, ka vins rakstija kada véstulé Kristianam Gotfridam Kerneram, no sistémiskas
pieejas, logiskas domasanas un racionaliem argumentiem, parmest “tadu ka tiltu uz poétisko
izteiksmi”. Filozofi apSaubija vina traktatus dzejnieka poétiskas dzinas dél, parmetot lielo
daudznozimibu, lai gan Sillers tadéjadi uzsvéra nozimju daudzveidibu.

Sillera estétikas $eit netiek cildinata tadél, lai Tenderas Makslas muzeja darbu izstade Riga
pilditu kadus pedagogiskus uzdevumus, lai gan $ads blakusefekts, domajot par Laikmetigas
makslas muzeja izveidi Latvija, butu tiri vieta. Un faktam, ka Augustenborgas véstulu
adresatam, hercogam Fridriham Kristianam II, Sagada septembri tiek atziméta 250 gadu
jubileja, drizak ir otrskiriga loma. Svarigi ir masdienu makslinieku izteikumi un prieksstati.
Laika, kad postmodernisma filozofija konstatéjusi utopiju galu, plastiska kirurdija apsola
skaistumu ikvienam, Siizstade apliecina, ka makslinieki joprojam strada pie “lielam” témam,
lai neatstatu makslu nejausibas, dizaina un izklaides zina.

lzstades centra ir diza danu gleznotaja Péra Kirkebija desmit gleznas. Turklat dekaloga ar
nosaukumu “Desmit plaknes” makslinieks dod “brivibu nedzivajam”. Kirkebijs gleznosanai
izmanto plansetes no sapresétas “nedzivas” kokskiedras. Salidzinajuma ar audeklu, mezonits
ir lets materials, ko makslinieki labprat izmantojusi krizes laikos. Pieméram, Zans Miro
gleznoja uz mezonita Spanijas Pilsonu kara sakuma. Lai gan Pérs Kirkebijs uz S materiala saka
gleznot jau Eks-Skolenjeb Eksperimentalas makslas skolas laika, kad 19671. gada to izveidoja
ka alternativu Kopenhagenas Makslas akadémijai, vins uz ta gleznojis ari pavisam nesen.

Uz desmit mezonita planSetém atainotajiem koka gabaliem nav nekadas “augstakas”
vértibas. VEl lielaku parsteigumu sagada tas, ka Kirkebijam izdodas tos izvilinat no tumsa
fona - tadéjadi gleznosanas maksla “vissikako prieksmetu transformeé bezgaligaja” (Sillers,
23.véstule).

Tapat ka Kirkebijs, ari Bazelics savas gleznas sizetu - jatnieku - izcel no tumsas. Apgriezot
ar galvu uz leju tradicionalo valdnieka télu, 51 ﬁgUrva veido fenomenu, kas lidzinas epifanijai
(dieviSkajam starp cilvékiem), tadéjadi, saskana ar Sillera estétiku, klustot par “paradibu”.
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Kirkebija un Bazelica maksla, lai arT konceptuali atskiriga, ir Tenderas Makslas muzeja
laikmetigas makslas kolekcijas nozimigaka sastavdala. Abi makslinieki ir piedalijusies
daudzasizstadés pasaules slavenakajos muzejos, unvinu darbiatrodas 5o muzeju krajumos.
Kirkebijs piedalijies septitaja un devitaja, bet Bazelics - piektaja, sestaja un septitaja
documenta izstadé. Abu makslinieku darbi reprezenté muzeja starptautiskas ambicijas un
nosaka limeni, péc kura vertét jaunieguvumus.

Ta nav nejausiba, ka izstadé parstavéti divu tik neiedomajami atskirigu makslinieku -
Tuomo Manninena un Tomasa Banga - darbi. To apvienojuma un kvalitates garants ir
neapSaubams lietpratéjs - starptautisku izstazu organizators un documenta 5 kurators
Haralds Scémans. Vins savulaik aicingjis abus maksliniekus piedalities divas avangardiskas
izstadés - Tomass Bangs piedalijas legendaraja 1969. gada “When Attitudes become
Form”un Tuomo Manninens 2001. gada piedalijas Scémana kurétaja 49. Venécijas makslas
biennales centralaja izstadé “Plateau of Humankind”,

Tenderas Makslas muzeja ekspozicijairari citimakslinieki, kas savu darbuizteiksmes spéku rod
materialitaté: Kains Tapers, Pérs Inge Bjerlo, Rafaels Reinsbergs un Sigurdurs Gudmundsons.
Zimigi, ka kolekcijas redzesloka ir ne vien Danija, bet ari centieni rast salidzinajumu
starptautiska méroga. Dienviddanijas muzejam ir izdevies izveidot augligu dialogu ar vacu
kaiminiem - ar Emila Noldes muzeju, kas atrodas nepilnu 10 kilometru attaluma, un Makslas
muzeju Flensburga. Parrobezu sadarbiba neapsaubami ietekméjusi Tenderas kolekciju. No
kadas Vacijas apkaimes, kas agrak bija Danijas Karalistes dala, kolekcija nonakusas izcilas
gleznas, proti, Valtera Stérera un René J. Gofina nozimigakie darbi.

Tenderas kolekcija ipasa uzmaniba veltita glezniecibai - zviedra Olas Bilgréna, dana
Troelsa Versela, norvéga Olava Kristofera Jensena un brita lana Makkivera gleznas veido
izsmalcinatu télotajmakslas izlasi. Vini visi kopa akcenté makslas karaliskas disciplinas -
glezniecibas - Ipaso kvalitati, proti, tas spéju, neatkarigi no materiala un tehnikas, nevis “ar
stingram vazam piesaistit pie realitates”, bet gan blt atvértam “iztéles nerealajai valstibai”
(Sillers, 26. véstule). Vérts piebilst, ka tiesi Marks Rotko labak neka jebkurs cits iedzivinaja
30 Sillera domu. Lieliski, ka pirms diviem gadiem atklataja Marka Rotko Makslas centra
dzimtaja Daugavpili ir skatami vina meistardarbi.

Izciliem makslas darbiemir daudz lielaka ietekme neka tikstosiem apceréjumu par estétiku.
Muzejs, kas sadus darbus kraj un izstada, ir ista skatisanas skola. Lai estétiska audzinasana
veiktos, apmeklétaji jau pie ieejas jamudina savu personisko gaumi “nodot garderobé”. Tad
var gadities, ka péksni pamostas lidz Sim nepamanita makslas izpratne. Muzeja uzdevums
ir atklat makslu plasakai publikai. Vislabak tas izdodas, ja apmeklétaji netiek pamaciti,
bet gan neuzkritosi atbalstiti, rosinot makslas darbu uztvert no cita skatpunkta. Makslas
muzejam Tendera, kur dzivo 38 000 iedzivotaju, tas veicies parsteidzosi labi. RUpiga darba
tas izveidojis ap 1300 cilveku lielu makslas draugu pulku. lecerétajam Latvijas Laikmetigas
makslas muzejam, kas atradisies starptautiska metropolé, javél doties lidziga veiksmes
cela - ar septinjadzu zabakiem.

Norberts Vébers, izstades kurators

Setting the Lifeless Free:
The Collection of Contemporary Art of the Museum in Tonder,
Denmark

In southern Denmark, not far from Tender, lies Augustenborg Castle. In 1793 its resident,
Duke Friedrich Christian Il, received a series of letters from Friedrich Schiller in which he
outlined a fascinating utopia - the liberation of man through art. After these letters were
destroyed by fire in Copenhagen in 1794, Schiller began a new version. The result, Letters
on the Aesthetic Education of Man, was a critical revision of Kant's aesthetics. Rather than
leaving beauty up to a subjective judgement of taste, Schiller daringly linked it with the
concept of freedom: “Art is the daughter of freedom,” he declared (Schiller, Letter 2).

In subsequent years, Schiller's stringent ideas concerning art as a possibility of liberating
mankind from “disorder”, “the commercial spirit” and “dismemberment” attracted more
criticism than approval. The writings on aesthetics by Hegel through Schopenhauer to
Adorno and Lyotard did not adopt the educationalidea at the basis of Schiller’s aesthetics.
Philosophersthought the way Schiller systematically attempted, by way of logical thinking
and rationalargumentation, to “build a bridge to poetic production” - as he putitin a letter
to Christian Gottfried Korner - was ambivalent. The author’s poetological thrust made his
discussion dubious in philosophers’ eyes, and they accused him of a lack of clarity, despite
the fact that Schiller was out to suggest a richness of meaning.

The praise of Schiller’s aesthetics outlined here is not intended to suggest an educational
purpose for the exhibition of works from the Tender Museum in Riga, although a side
effect of this type would not seem irrelevant for the planning of a new museum of
contemporary artin Latvia. The fact that this year marks the 250th anniversary of the birth
of the recipient of the Augustenborg letters, Friedrich Christian Il, would seem more like a
marginal note as well. Basically, the point here is statements and ideas advanced by artists
of the present day. While the philosophy of post-modernism declares the end of utopias
and plastic surgery promises beauty for all, the present exhibition shows that artists are
still addressing “great” subjects and themes, rather than abandoning art to arbitrariness,
design or entertainment.

Conseqguently, ten paintings by the major Danish artist Per Kirkeby form a focus of the
exhibition. As if it were a decalogue, Kirkeby “sets the lifeless free” in Ten Panels. The
painting grounds consist of dead wood, shredded, mixed with adhesive, and compressed
into panels under high pressure. By comparison to canvas, masonite is a cheap product
which artists have often used when money was short. Joan Mir6 painted on masonite at
the start of the Spanish Civil War. Kirkeby began using it at the Eks-Skolen, an experimental
art school founded in 1961 to counter the Copenhagen Academy, and continued to paint
on it untiljust recently.

Kirkeby's ten masonite panels depict pieces of wood, objects that do not represent any
“higher” value or meaning. Itis all the more surprising the way the artist manages to make
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them emerge from the deep-space darkness of the background and, thanks to his painting
skill, transforms “the pettiest object into an infinite one” (Schiller, Letter 23). Like Kirkeby,
Georg Baselitz pulls his subject, a horseman, out of darkness. He turns the traditional
image of the equestrian statue upside down, changing the figure into something that, like
an epiphany, becomes an “appearance” in the sense of Schiller’s aesthetics.

For all their differences in approach, the art of Kirkeby and Baselitz holds key meaning
for the collection of contemporary art in Tender. Both painters have participated in
prestigious exhibitions in the great museums of the world and are represented in their
collections. Kirkeby exhibited at Documenta 7 and IX, and Baselitz at Documenta 5, 6 and
7. The works of the two artists represent the high international ambitions of the muiseum
and set standards against which new acquisitions must measure themselves.

It is no coincidence that two further artists are represented in the present show whose
workis sodifferentthatitis hardtoimagine any common trait - the photographs of Tuomo
Manninen and the installation by Thomas Bang. The link and guarantor of quality in this
case is someone of great competence: Harald Szeemann, international exhibition curator
and head of Documenta 5. He has invited the two artists to two pathbreaking exhibitions:
Bangin 1969 to his legendary “When Attitudes Become Form,”and Manninen in 2001to the
central show at the 49th Venice Biennale, “Plateau of Humankind.”

Further correspondences can be found in the selection from the Tender Museum of Art,
suchasintheworksofartiststhat derivetheirexpressivenessfromtheirmaterialcharacter:
Kain Tapper, Per Inge Bjarlo, Raffael Rheinsberg, and Sigurdur Gudmundsson. It becomes
obvious that the collection not only focusses on Denmark but stages international
comparisons. This museum in southern Denmark has succeeded in instituting a fruitful
dialogue with its German neighbours, whether in the area of Classical Modernism with
the just over 10 km distant Emil Nolde Museum, or in that of exhibitions jointly conceived
with the Museumsberg Flensburg. This cross-border cooperation has had its effect on the
Tonder collection. This region in Germany, formerly part of Danish territory, has enriched it
with outstanding paintings, such as key works by Walter Stohrer and René J Goffin.

The selection from Tender accords a great deal of space to paintings, and provides an
exquisite range of works in this genre, by Ola Bilgren (Sweden), Troels Worsel (Denmark),
Olav Christopher Jenssen (Norway), and lan McKeever (England). All of these underscore
the special quality of a key discipline of art, namely the ability, regardless of material and
technique, to avoid being “strictly chained down to the real” but to remain open to “an
unsubstantialrealm of imagination” (Schiller, Letter 26). At this pointitis worth mentioning
that it was Mark Rothko who, like hardly another artist, breathed life into this idea of
Schiller’s. Latvia is extremely fortunate in being able, since the opening of the Mark Rothko
Art Centre two years ago, to show masterpieces by this artist in his birthplace, Daugavpils.

Outstanding works of art have a greater effect than a thousand aesthetic explanations.
A museum that collects and displays such works is a true school of seeing. In order for an
“aesthetic education” to succeed, viewers should be encouraged from the start to leave
their personal taste “in the cloakroom”. Then it can happen that an understanding for art

that was “not on their radar” can be awakened. It is a museum’s task to communicate art
of this kind to the public. This is best achieved not by lecturing viewers but by encouraging
them, without pressure, to try out different points of view. The museum in Tender,
a community of 38,000, has succeeded surprisingly well in doing this. With its very
ambitious work it has been able to build a supporters group with almost 1,300 members.
Itisto behoped that the Latvian Museum of Contemporary Art, located in aninternational
metropolis, will be able to tread the same path - in seven-league boots.

Norbert Weber, curator of the exhibition
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Georgs Bazelics

Georgs Bazelics ir viens no veiksmigakajiem musdienu maksliniekiem. Vina darbi atrodas
daudzas slavenas kolekcijas visa pasaulé. Bazelics dzimis 1938. gada bijusaja VDR. 1956.
gadavins uzsaka glezniecibas studijas Berlines Makslas augstskola, tacu “sociala brieduma”
trukuma dél tika izslegts no tas. 1958. gada Bazelics parcélas uz Rietumberlini, kur vins
noliedza tolaik turvaldoso informalomakslu (informal art) tieSi tapat ka vins Austrumvacija
bija noliedzis socialistisko realismu. Vina figurala gleznieciba ir raupja, un tai raksturigi, ka
makslinieks kops 1969. gada savus gleznu motivus apgriez otradi, “ar kajam gaisa”. Gleznas
netiek apgrieztas otradi izstadg, bet tiek jau gleznotas a¢garni. Tada veida Bazelics uzsver
glezniecibas neatkaribu attieciba pret attélojamo objektu. Makslinieks biezi pievérsas
“tipiska vaciesa” témai. Vins glezno varonu figlras, mezu, vacu gerbonu érgli, ka ari
romantiskus dzimtenes varonus, pieméram, Rihardu Vagneru. Ari “vientula bruninieka” téls
ir saistits ar So tému. Aiz gleznas italiska nosaukuma “Carlo Maggio” slépjas vina Saksijas
tautieSa un slavena indianu romanu autora Karla Maja (Karl May, 1842-1912) vards.

Georg Baselitz

Georg Baselitz (*1938) is one of the most successful artists of the present age. His works
can be found across the world in a large number of renowned collections. Baselitz
was born in the former GDR, and began his studies in fine art at the Berlin Weissensee
School of Art in 1956, but was later excluded from the course on the grounds of ‘social
immaturity’ In 1958 he moved to West Berlin, where he rejected the then prevalent ‘Art
Informel’ just as he had turned his back on Social Realism in East Germany. His rough
style of figurative painting has been characterised since 1969 by his habit of turning his
subjects upside down. Rather than revolve the canvas, his technique is to actually paint
upside down, often lying on the studio floor, through which he seeks to emphasise the
painting’s autonomy in relation to its subject matter. His preferred subjects are often
‘typically’ German themes, such as heroic characters, the forest, the eagle (the German
heraldic animal) and romantic figures from his homeland, such as Richard Wagner. The
‘lone horseman’ of this work is one such reference. Behind the Italian title of ‘Carlo
Maggio' lies the writer Karl May (1842-1912), his compatriot from Saxony who famously
wrote Western novels featuring American Indians.

Carlo Maggio. 2002. Audekls, ella, 180 x 140 cm
Carlo Maggio. 2002. Oil on canvas, 180 x 140 cm
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Tomass Bangs

Tomass Bangs (dzimis 1938. gada Danija) ilgu laiku dzivojis ASV un 60. gadu sakuma
ieklavies minimalistu un konceptualistu loka. Vins izstadija savus darbus kopa ar Karlu
André, Ri¢ardu Serru, DZasperu Dzonsu, Franku Stellu, Solu Le Vitu un Brasu Naumanu.
1969. gada Tomass Bangs piedalijas Haralda Scémana legendaraja izstadé “ When Attitudes
become Form" Bernes Makslas hallé. Savukart 2013. gada - izstades atjaunotaja versija
modernas makslas centra Fondazione PradaVenécija. So izstadi veidoja Dzermano Celants,
Tomass Demands un Rems Kolhass. Funkcionalo likumsakaribu apSaubamais raksturs un
trauslums, ka ari psihologiskie stavokli ir temati, pie kuriem Bangs atgriezas ik pa laikam.
2002. gada ir veidots darbs “Septini méginajumi izveidot piemérotu perspektivu”. Darbs
“Méginajums Nr. 5" kas ir skatams $aja izstadé, ataino aizkaru ka priekSmetu, kas atdala
privato telpu no aréjas. Atdalosas auduma strémeles, kas ka domuzimes tiecas uz skatitaju,
notur izvirpots stienis, kas atrodas uz divaini izrobotas aluminija pamatnes. Tas ir lidzigi ka
absurda kamerizradé -neizdodas rast isto perspektivu, jo aiz melna priekskara, kura izzad
auduma strémeles, skatu aizsedz nakamais priekskars.

Thomas Bang

Thomas Bang (*1938) has lived in the United States for many years and in the early 1960s
formed part of the artistic group working in the fields of Minimalism and Conceptualism.
He exhibited with many of the protagonists of these movements: Carl André, Richard
Serra, Jasper Johns, Frank Stella, Sol LeWitt and Bruce Nauman. In 1969 he was involved in
Harald Szeemann’s legendary exhibition “When Attitudes become Form” in the Kunsthalle
Bern, as well as inits restaging in 2013 by a team under Germano Celant, Thomas Demand
and Rem Koolhaas at the Fondazione Prada in Venice. The uncertainty and fragility of
functional associations and psychological states are recurring themes in Bang's work. The
work “Seven attempts to create a suitable view" was produced in 2002. “Attempt No. 5",
shown in this exhibition, is concerned as are the other ‘attempts’ with the idea of a curtain
separating the sphere of the private space from the external. Torn strips of fabric seem
ready to move towards the observer like punctuation dashes, but are symbolically held
in place by a turned wooden pillar standing on a strange jagged aluminium base. Like an
absurdist chamber play, any attempt to gain perspective is unsuccessful, as behind the
black curtain from which the strips have been torn another (red) curtain obstructs the
view.

Méginajums nr. 5. 2002. Instalacija, jaukta tehnika, 215 x 310 x 614 cm
Attempt No 5. 2012. Installation, mixed media, 215 x 310 x 614 cm
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Ola Bilgréns

Ola Bilgréns (1940-2001) darbojies stajmaksla, scenografija, makslas teorija un kritika.
Vina darbi atrodas Pompidu Makslas centra Parizé un Stokholmas Modernas makslas
muzeja. Olas Bilgréna sava maksla ir norobezojies no modernajiem stravojumiem. 60.
gados vinam raksturiga fotorealisma maniere, vina gleznas jutama spéciga talaika filmu
estéetikas ietekme. Vins risina sabiedriski politiskas témas, kuras papildina ar abstraktiem
elementiem, aktualizéjot jautajumu par attiecibam starp makslu un realitati. 80. gados
Bilgréns glezno lielas impresionstiskas panoramas, atdzivinot atminas par romantiskam
ainavam, ari lielpilsétas skatus, kuros bagatigas noskanas aizstaj masu mediju estétika. 90.
gados vina darbos priekSmetiskie motivi izzad un paradas metafiziska krasu gleznieciba.
1987. gada gleznotas pilsétas ainavas, kuru aizskalojusi abstrakta struktara, nosaukums
ir “Terrain Vague*“. Sis izstades gleznu “Hotelroom, Barcelona“Ola Bilgréns uzgleznoja isi
pirms naves 20071. gada. Pie klavierém salikusais pianists, it ka pats makslinieks, izzad lidz
kvélei nokaitéta sarkana krasa.

Ola Bilgren

Ola Bilgren (1940-2001) worked as an artist, stage designer, theorist and critic. His
works can be admired in many galleries, including the Musée National d’Art Moderne in
the Centre Pompidou in Paris and in the Moderna Museet in Stockholm. Ola Bilgren’s art
stands largely apart from the main artistic movements of his time. In the 1960s, Bilgren's
approach to painting was photorealist, using pictorial strategies strongly influenced by
contemporary film aesthetics. His work deals with sociopolitical topics, which he expands
on by incorporating abstract elements, raising questions about the relationship between
art andreality. Inthe 1980s he painted large panoramas evoking romantic landscapesin an
impressionist style, including cityscapes whose atmosphere is fractured by the aesthetics
of mass media. Finally, in the 1990s, figural motifs gradually gave way to a metaphysical
approach to the use of colour. A cityscape from 1987 that appears to be in the process of
being swept away by an abstract structure is entitled “Terrain Vague”. The picture in this
exhibition, “Hotel room, Barcelona”, was painted in 2001 shortly before Bilgren's death.
The pianist, slumped over the keyboard, also represents the artist as he fades away into
the glowing redness.

Viesnicas numurs, Barselona. 2012. Audekls, ella, 110 x 140 cm
Hotelroom, Barcelona. 2012. Oil on canvas, 110 x 140 cm
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Pérs Inge Bjerlo

Pérs Inge Bjerlo (dzimis 1952. gada) veido ziméjumus, grafikas, skulpturas un instalacijas.
Vins ir nozimigs Norvégijas makslas parstavis. Instalacija “/nner Space*, kuru vins izstadija
1984. gada Henie Ostad makslas centra Oslo, pirmo reizi iepazistinaja norvégu publiku
ar 5o telpisko makslas formu. Savukart péc gada darbs “/nner Space I“bija prezentéts 18.
Sanpaulu biennalé, bet “inner Space /1/“1988. gada parstavéja Norvégiju Venécijas makslas
biennalé. Bjerlo instalacijas nav noslégti vai pabeigti darbi. Laika gaita makslinieks tos
parveido, attista un lidz ar to lauj ari turpmak sekot lidzi iek$éjai telpai. Parsvara Bjerlo darbi
ir attiecinami uz pasu autoru. Vina telpiskajiem inscenéjumiem - pasportretiem raksturiga
trauksmes pilna, smaga un druma noskana. Makslinieks biezi vien strada ar rapnieciskiem
materialiem - téraudu, kabeliem, stiklu, gaismekliem, gumiju. Makslinieks atgriezas pie
vieniem un tiem pasiem biomorfu konstrukciju motiviem, veidojot, pieméram, biedéjosu,
galvaskausam lidzigu metala ieeju Lillehammeres Olimpisko spélu pazemes ledus hallé.
Tikpat baisi iedarbojas ari abas Sis izstades skulpturas - neierasti parméru izliekti kermeni,
kas veidoti no roza un melna rupnieciska kaucuka.

Per Inge Bjorlo

PerInge Bjorlo (*1952) produces drawings, graphic art, sculptures and installations, and is a
major figure of Norwegian art. The installation “Inner Space”, first displayed in 1984 at the
Henie Onstad Art Centrein Oslo, introduced the Norwegian public to this space-orientated
art form for the first time. “Inner Space I” was shown one year later at the 18th Sdo Paulo
Biennale. In 1988, he represented Norway at the Venice Biennale with his “Inner Space IlI".
Bjerlo’s installations are in no way self-contained or finished works. Over the years he
has altered and extended them, thereby allowing new inner spaces to emerge. Bjoerlo’s
work is crassly and oppressively self-referential. His self-portraits, like his spatially-
invasive installations, have an unsettling, heavy, dark mood to them. He often works with
industrial materials, such as steel, cable, glass, lighting elements and rubber. Biomorphic
constructions are a recurring motif in his art, such as the somewhat ominously seeming
steel entrance to the underground winter sports stadium designed for the Lillehammer
Winter Olympics, resembling an open skull. The two sculptures in this exhibition, with
their strangely bombastic, bulging bodies, made out of pink and black industrial rubber,
are equally weird.

Galvaskauss - roza kaucuks. 2012. Kauc¢uks, 100 x 97 x 96 cm \1
The Skull - Pink Rubber. 2012. Rubber, 100 x 97 x 96 cm

Galvaskauss - kaucuks. 2012. Gumija, 100 x 97 x 96 cm \2
The Skull - Rubber. 2012. Rubber, 100 x 97 x 96 cm
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Reneé J. Gofins

1951. gada Diseldorfa dzimusais makslinieks kop$ 80. gadu sakuma piedalas daudzas
izstadées, galvenokart Danija un Vacija. Vina darbu retrospektiva skate “Dirt and
Imagination” notika 2012. gada vienlaikus Flensburgas un Tenderas Makslas muzejos.
Gofins intereséjas par kultdram arpus Eiropas, it pasi par Azijas valstim. Vin$ daudz celo
un studé etnologiju, ipasi Dienvidaustrumazijas kultGru un valodas. Gofina spilgtajos,
daudzslanainajos abstraktajos gleznojumos izmantotas dazadas iespéjas stradat ar krasu -
pilinatas, uzgaztas, uzvilktas, uztrieptas, izpludusas, fragmentaras, plustosas, izstieptas
krasas paradas uz audekla traipa, palts vai svédras veida. Sarezgitais krasu tiklojums iegdst
savu spidigo, gludo virsmu, klajot pari vairakas akrila krasu kartas, nevis parklajot virsmu ar laku.

René J Goffin

René J Goffin (*1951) has exhibited his work on numerous occasions since the early
1980s, primarily in Denmark and Germany. A retrospective of his work entitled “Dirt and
Imagination” was shown simultaneously in the museums of Flensburg and Tender in 2012.
René J Goffin's work is characterised by an extensive confrontation with cultures outside
Europe, particularly Asian culture, which he has sought in the course of many travels and
further study of ethnology and the Austronesian languages. A key feature of Goffin's art
is the way in which the artist tests the boundaries of paint itself, making use of its fluidity
or density to communicate through his art. Whether dripped, dropped, drawn, raked,
flowing, halting, floating, buoyant or sunken, the colours appear on the canvas as spots,
pools and streaks. Rene Goffin describes his use of strong colours and literally multi-
layered, non-representational art, as ‘dense’ painting. This complex paint texture owes its
glossy appearance not to a final coat of varnish but the superposition of many layers of
acrylic paint. Underneath the reflective surface the painting reigns sovereign, subject only
toits ownrules.

Darbs 1123. 2014. Audekls, akrils, 150 x 180 cm ™.
Work 1123. 2014. Acrylic on canvas, 150 x 180 cm

Darbs 1029. 2010. Audekls, akrils, 200 x 180 cm \2
Work 1029. 2010. Acrylic on canvas, 200 x 180 cm
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Sigurdurs Gudmundsons

Sigurdurs Gudmundsons dzimis 1942. gada Reikjavika. ledvesmojies no Fluxus makslinieka
Ditera Rota, kur$ 60. gados bija parcélies uz Islandi. Toreiz Gudmundsons izméginaja visas
iespéjamas makslas jomas: fotografiju, performanci, glezniecibu, télniecibu. Vins ari
sarakstijis un izdevis tris romanus. Plasak pazistams Gudmundsons kluva ar saviem foto
darbiem “Situacijas”, kuri 1980. gada bija izstaditi Stedelijk muzeja Amsterdama un péc tam
prezentéti un kolekcionéti visa pasaulé. Makslinieks dzivojis un stradajis vairakas vietas -
Amsterdama, Dienvidzviedrija, ar Vacijas Akadémiskas apmainas dienesta (DAAD) stipendiju
vins uzturéjies Berling, rakstot pirmo romanu, tad devies uz Lisabonu. Tagad vin$ parsvara
dzivo ostas pilséta Sjamena Kinas dienvidos. Gudmundsona makslas darbiem ir neparasti
skaidra forma. Tomeér tie saglaba noslépumu un iedarbibas spéku. Skulptura “Sarkana zale”
irizgatavota kinieSu lakas makslas tradicija. Saja procesa makslinieks izmantojis lakas koka
svekaino sekrétu. Veidojuma “galva” ir noliekusies ka stiebrs véja. Ka Sis sarkanbrunais
objekts butu jauztver? Gudmundsons sniedz Sadu noradi: “Sajutas ir precizakas neka prats.”

Sigurdur Gudmundsson

Sigurdur Gudmundsson (*1942) began as a conceptual artist. In the 1960s, inspired by
the Fluxus artist Dieter Roth who had emigrated to Iceland, he started working in every
possible artistic mode of expression: photography, performance art, sculpture and
painting.Heisalsoactiveasawriterandhas published three novels. Gudmundsson became
famous for his photographic works called “Situations”, which were collated and displayed
in the Stedelijk Museum in Amsterdam in 1980, and subsequently in museums across the
world. He himself has worked and lived in many places: initially based in Amsterdam, he
has had a studio in south Sweden and a DAAD residency in Berlin, after which he moved
to Lisbon to write his first novel. He now lives primarily in the Southern Chinese port of
Xiamen. Gudmundsson’s works of art are unusually clear in form. Nevertheless, they
possess a mysterious quality and have the power to assert themselves visually and
imprint themselves on the observer's consciousness. The sculpture “Red Grass” is made
using Chinese lacquer art, a process for which the raw material is a resin secreted by the
lacquer tree. The figure bends its “head” to the side like a blade of grass in the wind. What
exactly is this reddish-brown object intended to represent? Gudmundsson has provided
the following advice; he claims: “Feeling is more precise than understanding”.

Gaismas stasts. 2012. Audekls, ella, metals, stikls, 145x 280 cm \1
The Story of Light. 2012. Oil on canvas, iron, glass, 145 x 280 cm

2
Sarkana zale. 2012. KinieSu lakas tehnika, 133 x 70 x 55 cm AN
Red Grass. 2012. Chinese lacquer work, 133 x 70 x 55 cm
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Olavs Kristofers Jensens

Olavs Kristofers Jensens (dzimis 1954. gada) kop$ 1977. gada piedalas daudzas muzeju
izstades. 1992. gada bijis documenta 9 dalibnieks. Jensenam raksturiga biomorfa formas
izteiksme, kas skaidri asocig€jas ar dabu. Vina gleznam piemit plusto$s un improvizéts
vieglums, kas Skietami izriet no nekontroléta, automatiska darba stila. Turklat Jensens
attista formas, kas atgadina Sunas, digstus un Skiedras, vin$ atklaj pasauli, kas atrodas
arpus cilvéka redzes lauka. Jensena darbs ir lidzigs pétnieka darbam, kas censas atklat
likumsakaribas, kas citadi paliktu neizpétitas - tiklojumi, kamoli, rezgi un formas, kas
lidzinas otas triepienam, aiz kuram Skietami slépjas Sifréts vestijums. Sis izstades abas
gleznas ir raksturigi vina makslas pieméri. Jensens savus darbus sauc par rezonanses
plakni tam, ko meklé talés, nojaus nakotné vai saklausa pagatnes vargajas skanas. Norvégu
mednieki senos laikos lapsam un vilkiem domatai ésmai pievienoja augu indi, kas navejosi
iedarbojas uz dzivnieku centralo nervu sistému. Indi ieguva no stipri sazarota kérpja, kura
nosaukums ir Letharia.

Olav Christopher Jenssen

Olav Christopher Jenssen (*1954) has been represented in numerous museum exhibitions
since 1977, including the 1992 documenta IX. Jenssen’s work makes use of biomorphic
forms, establishing clear associations with nature. His images have a flowing, improvised
lightness to them, which seems to indicate an underlying uncontrolled, automatic way of
working. This allows Jenssen to develop shapes suggestive of cells, microorganisms and
fibres, revealing a world beyond the capabilities of the human eye. Jenssen's approach
is like that of an explorer whose inquisitive eye constantly seeks connections that are
otherwise hidden, such as webs, balls of knots, lattices and shapes that are suggestive
of brushwork and thus appear to contain an encoded message. Both paintings in this
exhibition are typical examples of his artwork, which he once described as “a sounding
board for that which man seeks in the distance, presages in the future or hears faintly from
the past”. In former times, Norwegian hunters set out bait for foxes and wolves containing
aplant-derived poison that killed by paralyzing the central nervous system. The substance
was obtained from a multi-branched lichen called “Letharia”.

Letharia. Glezna nr. 24. 2012. Audekls, akrils, 265 x 245 cm \j
The Letharia Painting No 24. 2012. Acrylic on canvas, 265 x 245 cm

Satikt / saglabat. 2012. Audekls, akrils, 245 x 245 cm \2
Appointment / Maintain. 2012. Acrylic on canvas, 245 x 245 cm
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Pérs Kirkebijs

Pérs Kirkebijs (dzimis 1938. gada) ieguvis doktora gradu geologija un tikai péc tam sacis
nodarboties ar makslu Kopenhagenas Eksperimentalaja makslas skola. Sakuma Kirkebijs
veidoja grafikas darbus, 8 mm filmas un instalacijas, piedalijas hepeningos kopa ar Jozefu
Boisu, Henningu Kristiansenu un Bjernu Nergardu. Kops 70. gadiem Kirkebijs nodarbojas ar
kiegelu skulptdram un glezniecibu. Vins vairakkart piedalijies Venécijas makslas biennalés,
ka ari izstadés documenta. Ar izteiksmigiem zestiem bagatais Kirkebija gleznosanas stils
Skiet emocionali spontans, tomér tam nav nekada sakara ar sentimentalitati. Makslinieks
apzinati ir attistijis savu glezniecibu, pamatojoties uz racionalu dialogu ar dabu, turklat
nevéloties to kopét, bet gan nemot to par paraugu. Savukart krasa vinam ir lidzeklis, lai
no daba gutajiem iespaidiem veidotu kompozicijas. Lielformata glezna “Ludvigsbakke*ir
daudz atsaucu, pieméram, uz ainavam raksturigajiem horizontaliem krasu klajumiem, kuri
augséja mala veido horizonta liniju. Gleznas nosaukums sasaucas ar tada pasa nosaukuma
impresionistisko Hermana Banga romanu “Ludvigsbakke”, kura darbiba risinas idilliska
muizina Jitlandé, vieta, kur viens péc otra ilgojas divi milétaji.

Per Kirkeby

Per Kirkeby (*1938) graduated in geology before starting work as an artist at the
Eksperimenterende Kunstskole in Copenhagen in 1962. Initially, he produced graphic art,
8 mm films and installations, and participated in happenings with Joseph Beuys, Henning
Christiansen and Bjern Ngrgaard, amongst others. Since the 1970s, he has primarily worked
in the oeuvres of brick sculpture and painting. He has taken part on several occasions at
the Venice Biennale and was represented at documental 7 and documental IX. Kirkeby's
gesturally expressive style appears to exude spontaneous emotion, but is in no way
sentimental. His painting emerges from a carefully judged dialogue with nature, using it
as an ideal, rather than attempting to represent it. Colour is his main medium, through
which he conveys his impressions of nature. The large scale painting “Ludvigsbakke" is rich
in references, for example in the horizontal layering of “landscape cuttings”, which form
a horizon at the upper edge. The title refers to the impressionist novel by Herman Bang
published as “Ida Brandt” in English, set in Jutland in the idyllic manor house Ludvig's Hill,
a place of yearning for two lovers for whom old certainties no longer hold true.

Ludvigsbakke. 2010. Audekls, ella, 355 x 400 cm \1
Ludvigsbakke. 2010. Oil on canvas, 355 x 400 cm

Desmit plaknes. 2002. Mezonits, ella, krits, 122 x 122 cm \2
Ten Plates. 2002. Chalk and oil on masonite, 122 x 122 cm
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Tuomo Manninens

Tuomo Manninens dzimis 1962. gada Jiveskilé, Somija. 20071. gada Venécijas biennalé vins
pirmoreiz piedalijas starptautiska makslas skaté. Haralds Scémans vina grupu fotografijas
ieklava izstadé “Plateau of Mankind”. Manninens ir uznémis grupu fotografijas daudzas
pasaules pilsétas - Katmandu, Lisabona, Pariz€, Havanna, Soveto, Sanktpéterburga u. c.,
aizvien paplasinot tému. Laika gaita izveidojusies iespaidiga grupu fotografiju klekcija,
kas péc apjoma un ambicijam varétu lidzinaties Augusta Zandera ciklam “20. gadsimta
cilvéki”. Aplukojot fotografiju, kuru Manninens 1997. gada uznémis Riga, klust skaidrs, ka
vins strada. Vispirms vins loti rupigi izvélas fonu (pieméram, svaigi nokrasotu majas fasadi),
atrod pareizo apgaismojumu un izvieto savas fotografijas personazus (remontstradnieku
grupu) uz priekdu vérstas bultas forma. i cilvéku grupa nav uznemta ikdienas darba, bet
gan ka jauncelsmes avangards. Dokumentalitate it ka atkapjas, un sakas izrade, kuras
aktieru meistariba ir loti atkariga no Manninena izcila rezijas darba. Sergejs Eizensteins
kadreiz sacijis, ka vinam ir vienalga, vai filma balstita uz dokumentu vai fikciju; laba filma
esot par patiesibu un nevis par realitati.

Tuomo Manninen

Tuomo Manninen (*1962) made his first international appearance at the Venice Biennale
in 2001; he was invited by Harald Szeemann to show his group photos as part of the
“Plateau of Mankind” exhibition. The artist has taken pictures of groups in numerous cities
across the world including Kathmandu, Lisbon, Paris, Havanna, Soweto and St Petersburg,
continually developing the theme further. An oeuvre of group photos has gradually
emerged resembling August Sander’s cycle “People of the Twentieth Century” in nature
and scope. The shoot carried out in Riga in 1997 typifies his working approach. First, he
selects the backdrop with extreme care (in this case, the newly painted facade), sets up the
lightingand positions hisactors (herethe band of decorators)infrontinanarrow formation.
The group is not shown at work but rather as the vanguard of a renewal movement. The
documentary element fades into the background initiating a performance with a playful
quality which owes much to Manninen’s outstanding directing abilities. Sergei Eisenstein
once said that he did not care whether a film was fictional or a documentary: a good film
isabout truth and not about reality.

Véja bralu ordenis (Riga). 1997. Fotografija, 120 x 120 cm \1
Véja bralu ordenis (Riga). 1997. Photo, fine art print, 120 x 120 cm

Haré Krisna (Riga). 1997. Fotografija, 120 x 120 cm
Hare Krishna (Riga). 1997. Photo, fine art print, 120 x 120 cm \

Remontbrigade (Riga). 1997. Fotografija, 120 x 120 cm \
Renovation Team (Riga). 1997. Photo, fine art print, 120 x 120 cm
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Skurstenslauki (Tendera). 2012. Fotografija, 120 x 120 cm \1
Chimney Sweepers ( Tender). 2012. Photo, fine art print, 120 x 120 cm

Sakenborgas pils personals (Tendera). 2012. Fotografija, 120 x 120 cm \2
Staff of Schackenborg Castle (Tender). 2012. Photo, fine art print, 120 x 120 cm

Ugunsdzéséju brigade (Tendera). 2012. Fotografija, 120 x 120 cm \3
Fire Brigade (Tender). 2012. Photo, fine art print, 120 x 120 cmm

Apbedisanas birojs (Tendera). 2012. Fotografija, 120 x 120 cm \4
Funeral Home ( Tender). 2012. Photo, fine art print, 120 x 120 cm
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Latvijas Modelu asociacija (Riga). 1997. Fotografija, 120 x 120 cm\5
Latvian Model Association (Riga). 1997. Photo, fine art print, 120 x 120 cm
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lans Makkivers

lans Makkivers (dzimis 1946. gada) saka gleznot 1969. gada, kad bija pabeidzis anglu
literaturas studijas. Budams autodidakts, vins tomér ir viens no svarigakajiem Lielbritanijas
abstraktas makslas parstavjiem, ka ari viens no nozimigakajiem savas paaudzes
maksliniekiem. Vina darbi atrodami daudzas publiskas makslas kolekcijas, tostarp Teita
galerija un Britu muzeja Londona, Modernas makslas muzeja Viné, Metropoliténa muzeja
Nujorka un Luizianas Modernas makslas muzeja Humlebeka, Danija. Makkivera darbi ir
abstrakti, to neregularajam un vienkarSajam formam piemit organiska savdabiba. Tie
atgadina aizplivurotas atminas par dabas paradibam. Krasu paleti parsvara veido plana
slani uzklats melnais, baltais un pelékais tonis. Krasas parklaj cita citu, veidojot plankumus,
linijas un svédras, starp kuram it ka izlauzas gaisma. Pie gleznu cikliem un atseviSkiem
darbiem Makkivers biezi vien strada vairakus gadus. 1998.-1999. gada vin$ uzgleznoja
darbu ciklu ar nosaukumu “Assumtion*. “Hipotézes” attiecas uz tadiem gruti aptveramiem
fenomeniem ka elpoSana, paradisanas vai pasa éna, kas ir ari 5ai izstadé redzamas gleznas
nosaukums. Kermenis rada énu un met to pats uz sevi. Makslinieka roka tikai seko $ai énai,
kas ir dala no vina apzinas, no vina “es”.

lan McKeever

lan McKeever (*1946) started painting in 1969 after graduating with a degree in English
Literature. In the UK, the self-taught artist is considered one of the most significant
representatives of abstract painting and a leading painter of his generation. His works
can be found in numerous public collections, including the Tate Gallery and the British
Museum in London, the MuMoK in Vienna, the Metropolitan Museum in New York and
the Louisiana Museum in Humlebask. McKeever's works are abstract and employ simple,
irregular, organic shapes which act as veiled reminders of natural phenomena. Paint is
applied primarily in thin layers of black, white and grey, which are superimposed to form
lines, specks and streaks, through which shimmers of light can be glimpsed. McKeever
often works in series and on individual works over the course of several years. From 1998~
99 he created a group of paintings called “Assumptio”. His ‘hypotheses’ concern elusive
phenomena such as breathing, appearance and self shadow, the last being the subtitle
of the work in this exhibition. A self shadow is created by a body out of and through itself,
while the painter’s hand follows the shadow, forming part of consciousness and the own
Self.

Assumptio VIII (pasa €na). 2012. Audekls, ella, akrils, 245 x 330 cm
Assumptio VIII (self shadow). 2012. Oil and acrylic on canvas, 245 x 330 cm

57



58

Rafaels Reinsbergs

Rafaels Reinsbergs (dzimis 1943. gada) ir daudzkart godalgots makslinieks, 1984. gada
sanémis vacu kritiku balvu. Vins specializéjies nevis uz rezultatu, bet gan uz uztveri. Kop$
parcelSanas no Kiles uz Berlini (1977) vina nenogursto$as pastaigas vienmer vainagojas ar
jauniem atradumiem, ko kads ir izmetis, atstajis vai vienkarsi nav pamanijis. Radot savu
makslu, Reinsbergs sakarto atradumus izstadém muzejos vai briva daba. 1979. gada vins
noléma katru izstadi veidot uz vietas, lai beigas butu darbi par katru lielpilsétu - Berlini,
Parizi, Romu, Londonu, Amsterdamu, Tokiju, Pekinu, Nujorku. Ari par Rigu, kur vins 1995.
gada piedalijas Helénas Demakovas kurétaja izstadé “Piemineklis”. Darbs “Potsdamas telpa”
no Tenderas Makslas muzeja krajuma veidots no tuksam granatu ¢aulam un dekorativa
karoga, uz kura sakotnéji bija uzlimétas Sarkanas armijas varonu fotografijas. P&c Vacijas
atkalapvienosanas karogs tika uziets kadas armijas kazarmas. Reinsbergs sarindoja tuksas
kasetnes klasisko kolonnu forma un ka atbilstoSu fonu pielika pie sienas tukso kartona
karogu. Ta vin$ atbrivo priekSmetus no to sakotnéja nozimi zaudéjusa militara merka un
veic simbolisku atbrunosanas aktu.

Raffael Rheinsberg

RaffaelRheinsberg (*1943) haswon many awardsincluding the 1984 German “Kritikerpreis”,
a prestigious national award in the field of the arts. He is an artist who specialises in
perception rather than production. Since leaving Kiel for Berlin in 1977, he has continually
been collectingthe discarded, abandoned or simply overlooked objects found inthe course
of his endless wanderings. Rheinsberg then arranges his findings for museum exhibitions
or public spaces. In 1979 he set out to create every exhibition actually in loco in order to
have works in every major city, including Berlin, Paris, Rome, London, Amsterdam, Tokyo,
Beijing, New York and also Riga, where he participated in the “Monument” exhibition
curated by Helena Demakova in 1995. “Potsdamer Raum” from the Tender Museum is
made from the empty cartridges and a decorative banner that, together with mounted
images of Red Army heroes, were left behind in a military barracks after the reunification
of Germany. Rheinsberg has arranged the shells in a classical column formation and added
the empty cardboard flag on the wall as a fitting background. He has freed these obsolete
objects from their military past and, in an act of disarmament, transformed them into an
aesthetic museum piece.

Potsdamas telpa. 2012. Instalacija, 700 x 700 cm
Potsdam Room. 2012. Installation, 700 x 700 cm

59



60

Valters Stérers

Valters Stérers (1937-2000) 60. gadu sakuma ar saviem izteikti figuralajiem darbiem
nostajas preti tai laika valdoSajam abstrakcionismam. Vins piedalijies daudzas nacionalas
un starptautiskas izstades un sanémis nozimigakos makslas apbalvojumus. 1962. gada
Stutgarte vins ieguva Jaunatnes makslas balvu. Stérers kaisligi aizraujas ar makslu, kurai
raksturiga asa spriedze starp izplanoto un spontano. Vina gleznu iedvesmas avots biezi
vienir teksti. Vinsiespaidojies no AntonénaArto, André Bretona, Adonisa un Unikas Cirniem.
Rakstu fragmentu linearais potencials un figiru nojausamie simboli veido kontrastu
ar krasu plusmam, kas uzslanojas un izspraucas cita citai cauri. Unikalie Stérera makslas
darbi neapSaubami ir ietekméjusi 20. gadsimta makslas attistibu. 1986. gada vins kluva
par profesoru Berlines Makslas augstskola un taja pasa gada parcélas uz bijuso lauku viesu
maju Solderupa netalu no Danijas robezas. 57 vieta minéta Stérera darba nosaukuma -
vieta talu no Berlines steigas, kur makslinieks atrod visu nepieciesamo darbam - plasu
apvarsni un mieru.

Walter Stohrer

Walter Stohrer (1937 - 2000) produced emphatically figurative works in the early 1960s
that set themselves apart from the prevailing abstract art of the period. He exhibited in
numerous national and international exhibitions and collected major art awards. As early
as 1962 he received the German Young Artist’s Prize for his painting in Stuttgart. Stohrer's
passionate style is marked by a complex tension between calculation and spontaneity.
The starting points for many of his works are often texts by writers with whom Stdhrer
feels a particular connection, such as Antonin Artaud, André Breton, Adonis and Unica
Zarn. The contrast between the linear potential of fragments of writing and character
outlines, and the overlapping pervasive streams of colour, gives Stohrer a unique position
in the history of twentieth century art and was not without its influence on it. In 1986,
Stohrer was appointed to a professorship at the Berlin University of the Arts and in the
same year acquired a former country hotel in Scholderup, not far from the Danish border.
“Scholderup” gives the title to Stohrer’'s work, a place far away from the hectic pace of
Berlin, where he finds everything (all das) all he needs: a distant horizon and peace and
quiet in which to work.

Solderupa un tas viss. 1993. Audekls, jaukta tehnika, 200 x 265 cm
Scholderup and all that. 1993. Mixed media on canvas, 200 x 265cm
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Kains Tapers

Kains Tapers (dzimis 1930. gada) ir Somijas pédéjo 50 gadu nozimigakais télnieks. Divreiz
(1962, 1984) vins parstavejis savu valsti Venécijas makslas biennalé. Makslinieks ir
sanémis daudzus apbalvojumus gan sava zemé, gan arzemeés. Vina darbi, lidzas cehu
télnieces Magdalénas Jetelovas devumam, ir musdienu koktélniecibas dizakais sniegums.
Tapera darbu pamattéma ir daba, vina iemilotais télniecibas materials ir koks. Vina koka
konstrukcijas ir veidotas no sistéma sakartotiem, salimétiem déliem. Sajas nepabeigtajas
baveés skaidri nolasama doma par to, ka cilvéks ir paklavis dabu. Talakas apstrades gaita
makslinieks pietuvina savu darbu dabiskam izskatam. Skulptura “Ménessgaisma” ir
tipisks Tapera darba stila piemérs. Sarkanigais pilars nav geometrisko aprékinu rezultats.
Makslinieks izcirtis to no koka bluka, tiecoties atklat noteiktu formu. Visbeidzot ar dabiskam
vielam - rusu, kritu vai krasu - Tapers izcel skulpturu saturu, akcentéjot virsmas fakturu.
Tapera darbu ipaSo spéku apliecina vina spéja ar formas palidzibu sakapinatas emocijas
reducét uz butisko.

Kain Tapper

Kain Tapper (*1930) is the foremost Finnish sculptor of the past fifty years. He has twice
represented his country at the Venice Biennale (1962 and 1984). He has won numerous
awards at home and abroad for his work which, together with those produced by
Magdalena Jetelova, represent the most significant wood sculptures of the contemporary
era. Nature is the leitmotiv which runs through Tapper’'s work and wood his preferred
medium. Itis apparent that his wood constructions are assembled from carefully arranged
planks of wood bonded together. Inthese roughly formed structures, man'’s subjugation of
nature is made explicit; however, further treatment by the artist returns the piece of work
to a more natural appearance. The sculpture “Moonlight” is a characteristic example of
Tapper’s artistic concept. The reddish column is not the product of geometric calculation,
but rather of the artist’s striving for a certain shape, carved from the woodblock with an
axe. Finally, Tapper finishes his sculptures using natural materials such as soot and chalk
or even paint, but without concealing the original traces of his working approach. Tapper’s
pre-eminent significance lies in his ability to reduce shapes to the essentials while still
evoking real depth of feeling.

Ménessgaisma. 2012. Koka skulptdra, 255 x 45 x 45 cm \j
Moonlight. 2012. Wood sculpture, 255 x 45 x 45 cm

L _ 2
Melnais véjs. 2012. Koka skulptira, 280 x 60 x 65 cm .
Black Wind. 2012. Wood sculpture, 280 x 60 x 65 cm

Trisstaris. 2012. Koka cilnis, 135 x 150 cm \3
Triangle. 2012. Wooden relief, 135 x 150 cm
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Troelss Versels

Troelss Versels (dzimis 1950. gada) ir starptautiski pazistams makslinieks. 2007. gada vins
parstavéja Daniju Venécijas makslas biennalé. Vina darbi ir Stokholmas Modernas makslas
muzeja, Nujorkas Modernas makslas muzeja un Vasingtonas Makslas muzeja kolekcijas.
Versels savos darbos konceptuali konfrontéjas ar glezniecibu - ar tas vésturi, témam,
koncepcijam un metodém. Jau izstades gleznu nosaukumi “Divas gleznas I” un “Divas
gleznas II" norada uz vina makslinieciskas pieejas dubultnozimi. GleznoSana ar raupjiem
otas triepieniem nenozimé atsauci uz ekspresionismam raksturigo zestu. Verselu interesé
otas triepiens ka pasvértiba. Lidziga veida abi makslas darbi ar nosaukumu “Divas gleznas”
apspélé gaismas fenomenu. Tajos ir saskatami ar gaismu saistiti motivi, pieméram,
reklamas izkartne vai kronlukturis. Maksliniekam nav svarigi attélot gaisma kermenus vai
apgaismojumu. Versels vélas panakt, lai gaisma naktu no gleznas, - énu saspéle pretgaisma
vai zilbinoss gaismas stars spoguli.

Troels Worsel

Troels Worsel (*1950) is an internationally eminent painter. In 2007 he represented
Denmark at the Venice Biennale. His works can be found in many museums, including the
Moderna Museet Stockholm, the MoMA in New York and the Washington Museum of Art.
As a painter, Worsel takes a conceptual approach to painting and deals with its history,
themes, ideas and methods. Even the titles of his pictures in this exhibition, “Two Pictures
I"and “Two Pictures II", allude to the ambiguity of his artistic concept. His use of broad
brushstrokes is not derived from a gestural rhetoric familiar from Expressionism; here
he is not attempting to make a personal statement - it is actually much more about
the brushstrokes themselves. The two works entitled “Two Pictures” deal with the
phenomenon of light in a similar way. We see motifs connected with light, such as the
advertising sign or the chandelier. However, the artist is not interested in representing
light sources or light conditions: Worsel is concerned with the luminescence emerging
from the picture itself, in the creation of shadow against a backlight or the glare produced
by a mirroring glass.

Divas gleznas I. 2007. Audekls, ella, 200 x 200 cm \1
Two Paintings I. 2007. Oil on canvas, 200 x 200 cm

Divas gleznas Il. 2007. Audekls, ella, 200 x 200 cm \2
Two paintings Il. 2007. Oil on canvas, 200 x 200 cm
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