Fraldatuses

~

ln lsolation

Naituse ,Eraldatuses” keskseks t88ks ning
matteliseks lshtepunktiks on [ja Kabakovi pilt-
jutustus ,Aknasse vahtiv Arhipov”, mis kujutab
Avrhipovi-nimelise tegelase sattumist haiglasse,
kus eraldatus ja iiksildus ta meeleseisundile iha
laastavamat maju avaldavad.

Eelmise aasta kevadel sattusime ootamatult
Arhipoviga sarnasesse olukorda. Pandeemia résvis
meilt avatud maailma ja senised voimalused.
Teadmata ajaks koduseinte vahele eraldatuna jalgisime
esi&ﬂgu ﬂnuvig& aknast juhusﬂikke m&iﬁduj&i&l ja iga~-
péievmseﬁﬁl situatsioone, lewid aja mbsdudes ja tiksinduse
stivenedes muutus aken piiriks isolatsiooni ja vabaduse
vahel. Aknast ei paistnud enam ainult silmaga nihtav,
vaid seal peegeldusid ka meie unistused ja igatsused.

Kabakovi albumi kérvale valitud teosed on
loodud erinevatel aegadel erinevates kohtades ning
kuwjutavad erinevatest p@hjustest tingimaﬂ eraldatust.
Neid ksiki tthendav aknamotiiv kéneleb tihtaegn
nii isiklikust kogemusest — igaithe aknast avanev
vaade — kui ajastu-~ ja kontekstiiilesest eraldatusest.
Kutsume niitusekiilastajaid koos kunstnikega aknast
vilja vaatama ja métisklema selle unikaalse ajaloolise
olukorra tile, kus sraspidisel viisil on just isolatsioonist
saanud see, mis meid k&iki ithendab, tehes seda v&ib-
olla isiklikumalt kui tikski muu olukord varem.

19.00.—
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The central artwork and conceptual starting point of
the exhibition In Isolation is llya Kabakov's visual
narrative 1 he L@@[[@ing=@ut=dm=mmdow Arkhipov,
which is about a character named Arkhipov who is
hospitalised, where isolation and loneliness have an
increasingly devastating effect on his mental condition.

Last spring, we unexpectedly found ourselves
in a situation that is reminiscent of Arkhipov's. The
pandemic robbed us of the open world and the oppor-
tunities that we had always enjoyed. Isolated inside
the four walls of our homes for an unknown length of
time, we at first enthusiastically followed the random
passers-by and everyday situations from our windows,
but as time passed and loneliness intensified, the window
became the border between isolation and freedom.
The window not only showed what was visible, but in
it were also reflected our dreams and yearnings.

The works that have been selected to accompany
Kabakov's album have been made in different times
and in different places, depicting isolation as a result
of different factors. The motif of a window that unites
them reveals a personal experience — the view that
opens from everyone's window — as well as isolation,
which transcends eras and contexts. We invite the
visitor to look out of the window together with the
arfists and to contemplate this unique time in history,
when in a weird way isolation has become the thing
that unites us all and maybe manages to do so in a

more p@rsc@nmﬂ manner than any situation ever has.




1 ILJA KABAKOV (1933)
Alknasse vahtiv Arhipov, 1972~19 74
51,5 x 34,8
Graafika

Tartu Kunstimuuseum

[lja Kabakov on 1970. ja 1980. aastatel vilja

kwunenud pérandaaluse kunstiliikumise, nn Moskva
kontseptualismi rahvusvaheliselt tuntumaid esindajaid,
kes on oma loomingu olulise méjutajana nimetanud
ka Ulo Soosterit.

1970. aastatel sai Kabakovi loomingus alguse
periood, kus ta uuris teksti ja pildi koosmaju.
»Alknasse vahtiv Arhipov” kuulub albumite seeriasse
»Kiimme tegelaskuju®. Need on pildilis-tekstilised
lood lihtsatest inimestest, mis léppevad enamasti
traagiliselt. Tagantjirele on Kabakov pildiahelatena
kujutatud homo sovieticus'e sisemonolooge nimetanud
oma peas foimunu inventuuriks ning sealt leitud
stigavalt isiklike fundmuste siistematiseerimiseks.

Ehkki Kabakovi album on kuraatorite poolt
armastatud ning kunstipublikule varasemast tuttar,
vasrib see taas kord esiletsstmist. Album toob vaataja
ette loo Arhipovist, kes satub teadmata pohjustel
haiglasse. Veetes paevi h&igﬂ&vo@«ﬂisy vaatab ta
aknast aias jalutavaid haiglakiilastajaid ning eemalt
paistvat raudtecjaama. Arstid ei anna patsiendile
elulootust ja sedamésda, kuidas muutub Arhipovi
tervislik seisund, muutub ka teose visuaalne narratiiv.
Haiglapalati aknast avanev realistlik vaade asendub
nigemustega kuni Arhipovi stimboolse vabanemiseni
teispoolsusesse.

Kabakov on ,, Kiimne tegeﬂ&sﬂ&uﬁu“ viimast
peatiiklki kirjeldanud ka kui teadvusest otse valgusesse
vaatamist. Mida intensiivsemaks muutub valgus,
seda ebamiirasemaks sulavad teadvuse piirﬁ@@ne&,
luni kaovad jasgitult — nagu vaadataks slaide vastu
jarjest eredamaks muutuvat valguskiirt. Olles silmitsi
ajalikluse ja kaduvikuga, hakkame vagrtustama ka
seda, mida oleme seni pidanud iseenesestmaistetavaks.

Orriginaalis 50. graafilisest lehest koosnev teos
on naitusel viljas koopiana. Seetsttu saab mahukat
graafikamappi tervikuna eksponeerida ning albumina
sirvida. [nspireerituna [lja Kabakovi teosest , Aknasse
vahtiv Arhipov”, on niituse libivaks kujundiks aken,
mis asetab vaataja kunstnikuga samasse vaatepunkti
ja tunnetuslikku eraldatusesse.

1 ILYA KABAKOV (1933)
The Looking-out-the-¥Window Arkhipov,
1972-1974
51.5x34.8

Printmaking
Tartu Art Museum

llya Kabakov is internationally one of the most well-
known members of the underground art movement
“Moscow conceptualism”, Wﬂnich formed in the 1970s
and the 1980s. He has named Ulo Sooster as one of
the artists who significantly influenced his art.

In the 1970s, a period in Kabakov's oeuvre began
where he explored the concurrent influence of texts
and images. The Looking-out-the-Window Arkhipov
is part of the series of albums Ten Characters. These
are stories combining texts and images about simple
people, usually ending in tragedy. These internal
monologues of Homo Sovieticus shown as chains
of images have been described by Kabalkov as taking
inventory of the things happening in his head, syste-
matising the deeply personal feelings he found there.

Although Kabakov's album is beloved by curators
and is &ﬂremﬂy well known to the genermﬂ public,
it deserves to be highlighted once again. The album
tells the story of Arkhipoy, who finds himself in
a hospital for unknown reasons. Spending his days
in bed, he observes from his window visitors to the
hospital passing by in the garden and the railway
station in the distance. The doctors don’t offer him
any hope of survival and as the state of Arkhipov’s
health changes, the visual narrative of the work is
also transformed. The realistic view from the hospital
window 1s replaced by visions, concluding with the
symbolic liberation of Arkhipov in another world.

Kabakov has described the last chapter of Ten
Characters as looking straight from consciousness into
]lﬁg]ht The more intense the ﬂight becomes, the more
ambiguous the contours of the consciousness become,
untfil it dissolves and is completely lost: as if you were
looking at transparent slides against a beam of light
that becomes increasingly brighter. Facing temporality
and mortality, we start valuing even those elements
that we have previously taken for granted.

The work, which originally consisted of 50 prints,
is being shown at the exhibition as a copy. That allows
us to exhibit the substantial folio of prints in its
entirety and it can be browsed as an album. Inspired
H)y The Looking-out-the-Window Arkhipov, the
recurring visual element of the exhibition is the
window, which provides the viewer the same viewpoint
and perceptual isolation as the artist.

[lja Kabakov, Alknasse vahtiv Arhipov / llya Kabakov, The Looking-out-the-Window Arkhipor,
1972-1974, TKM / TAM



Andres Tolts, Hiiljes ja toalill / The Seal and the House Plant, 1984, EXKM / AMIE

2 ANDRES TOLTS (1949-2014)
Hiiljes ja toalill, 1984
140 120
@hv [6uend

Eesti Kunstimuuseum

Andres Tolts oli ﬂis&ﬁnih&riduseg& maalikunstnik,
legendaarse kunstnike rithmituse Soup ‘69 asutaja-
liige ning 1970. aastatel populaarse ajakirja ,, Kunst
ja Kodu* toimetaja. Loometee aﬂguses kisitles ta
popilikke teemasid, millest vottis loomingusse kogu
eluks kaasa mangulise ruumikasitluse, kitsilembuse
ning absurditaju argisuse suhtes.

1980. aastatel valminud maalide iihisosaks
on kummastatud ruum, kus sisustuselementide
ja pealtniha juhuslike esemete vahel valitseb
ebareaalsena mojuv tasakaal. Toltsi maalidele on
omane ming reaalsuse ja teatraalsusega, ruum on
nagu histi valgustatud lava, kus v6ib kohe alata
etendus.

Maalil ,,Hiiljes ja toalill* nieme akent, mille ees
rippuval alusel paiknevad korvuti roheline toataim ja
kaks vaikest kaktust. Alkna ees porandal lesib hiiljes.
Kuna kujundite algtshendust teadis ainult kunstnik
ise, saame vaatajatena seda vaid oletada. Véimalik,
et kolmnurkne kompositsioon potililledega on viide
mehekesksele hiskonnakorraldusele, v61 jaljendab
loomade ja taimede eraldamine nende loomulikust elu-
keskkonnast linnaruumi suletud inimese suhet
loodusega.

Naituse ,,Eraldatuses” kontekstis pakub teos
dratundmist oma sunnitud olemise ning esilekerkivate
paralleelidega. [solatsiooni tingimustes oleme voinud
end funda nii toataimena kui ka joude lesiva hiilgena
stirreaalses, tardunud ajas. Selliselt vaadatuna majub
Toltsi pea 40 aastat tagasi valminud teos humoorika
kommentaarina ka tinasele pé‘i@vaﬂeu

2 ANDRES TOLTS (1949-2014)
The Seal and the House Plant, 1984
140 x 120

@iﬂ omn canvas

Art Museum of Estonia

Andres Tolts was a painter educated in design. He
was a founding member of the legendary art movement
Soup ‘69 and the editor of the popular journal Kunst
ja Kodu [Art and Homel in the 1970s. At the
beginning of his career, he mainly used pop art themes,
which led him to always approach space playfully, to
love kitsch and to see the everyday through the absurd.

His paintings from the 1980s share a bizarre
space where elements of interior decoration and
seemingly random items are balanced in a manner
that feels unreal. Tolts’s paintings are characterised
by the play of reality and theatricality; the space is
like a well-lit stage where a performance may start
at any moment.

The painting The Seal and the House Plant
shows a window in front of which hangs a shelf with
a green house plant and two small cacti. Below the
window on the floor, a seal reclines. Since only the
artist knew the original meaning of these symbols,
we can only guess at his intention. [t is possible that
the triangular composition with the house plants is
a reference to the male-centric social order, or the
separation of animals and plants from their natural
habitats might mimic the relationship with nature
that people enclosed in an urban space have.

In the context of the In Isolation exhibition,
the worlk, with its forced situation and the parallels
that can be drawn, offers us a sense of recognition.
During our isolation, we sometimes might have felt
both like house plants and like seals reclining leisurely
in a surreal and frozen time. Approaching it from
this perspective, Tolts’s painting from nearly forty
years ago feels like a humorous commentary on the
present day.




5 KAIKALJO (1959)
Nihtamatu, 2018
46x 30,5
Foto
Kunstniku loal

Kai Kaljo on enam tuntud kui video~ ja installatsiooni~
kunstnik, kuid tema meediumiteks on olnud erinevatel
perioodidel ka fresko, vitraa¥?, maal ja foto. Kaljo
loomingut iseloomustavad stigavalt labitunnetatud
sotsiaalsed teemad, poeetiline ja aus pildikeel. Terase
pilguga vaatlejana mirkab ta igapsevase kordumatust
ning elu mitmetahulisust. Kaljo tundlik hetketaju
viljendub ilmekalt fotoseeriates, mis tabavad #ilevust
ka na#iliselt tithistes, argistes pisiasjades.

Fotoseeria ,Nihtamatu valmis Mazzano
Romano kﬁﬂmﬂismteﬂﬁees viibimise viimasel nidalal.
Fotodel on kujutatud tardunud kaadritena tuules
lendlevate kardinatega akent. Kaheksa nidala jooksul
el raatsinud kunstnik ateljee akent mitte kordagi
kinni panna. ,Pildistasin ja joonistasin Mazzano
kindluse ilmselt kéige suuremast aknast avanevat
pidevalt muutuvat vaadet peaaegu iga paev: kord ujus
otse akna tagant mdsda pily, kord iillatas mind otse
akna alt jsest algav kahekordne vikerkaar, kord tsusis
selle iiksiku suurema puu tagant naeratades inimese
nioga kuu. Suvi kestis 1gavesti, kuni tthel pgeval sai

minu aeg l5bi.*

3 KAIKALJO (1959)
[nvisible, 2018
46 x30.5
Photo
Courtesy of the artist

Kai Kaljo is mostly known as a video and installation
artist, but during different periods she has also worked
in fresco, stained glass, painting and photography.
Kaljo's oeuvre is characterised by deeply exposed social
themes and a poetic and honest visual langnage. As

a keen observer, she nofices the uniqueness of the
everyday and the multi-faceted nature of life. Kaljo's
delicate sense of the moment is expressively shown

in this series of photos, which reveal solemnity in
seemingly trivial and everyday small details.

The photo series Invisible was made during the
last week Kaljo spent in the guest studio in Mazzano
Romano in [taly. The photos show still images of
a window with fluttering curtains. In eight weeks,
the artist tried not to close the window of the studio
even for a moment. “I took pictures and drew the
constantly changing view from probably the largest
window of the Mazzano castle almost every day:
sometimes a cloud would float by, sometimes a double
rainbow starting in the river below would surprise me,
and sometimes a moon with a human face would rise
Smiﬂing {T@m ‘[b)(e]l’]lin(dl a H&Tg(e ﬂ@n@ﬂy t][“e@q T]l’]l@ Sumimenr

lasted forever, until one day my time was up.”

Kai K&ﬂﬁ@v Nihtamatu / Invisible, 2@18y Kunstniku loal / C@umtesy of the artist



4 KARL PARSIMAGI (1902-1942)
Titarlaps ja kuu, 1936
50,3 x 39
O, papp
Eesti Kunstimuuseum

Pirsimse kunst on intiimne ja peenetundeline, ent
sundimatuna niiva hotaku taga on nirviline, heitlik
ja otsiv vaim. Uheks ta lemmikmotiiviks on inimene
mone vaikse tubase tegevuse juures, kestvas seisundis.
Inimest jasdvustades ei lange ta kunagi tiksikasjadesse
ega taotle tildjuhul ka valist sarnasust. Parsimae
modellid on lsdvestunud, iseendasse sulgunud
unistajad.

4  KARL PARSIMAGI (1902-1942)
The Girl and the Moon, 1936
50.3 x 39
Oil on cardboard
Avrt Museum of Estonia

péirsiméigiys art is intimate and delicate, but the
seemingﬂy relaxed attitude hides a nervous, fickle and
experimental spirit. One of his favourite motifs is a
person involved in a prolonged quiet domestic activity.
When he depicted people, he never revealed details or
brought in external factors. Parsimagi’s figures are
relaxed dreamers who have turned their gaze inward.




5 KARL PARSIMAGI (1902-1942)
Tidruk ja kuu, 1939
46x 33
Oli, 1uend

Tartu Kunstimuuseum

Tartu Pallase kunstikooli iiks huvitavamaid ja
virvikamaid autoreid Karl Parsimigi maalis igatsevalt
kkuu poole vaatava tiitarlapse, kui elas Pariisis. Kuun
ilmus Parsimie tssdesse esmakordselt 1985. aastal
t66s ,, Kirves ja kuu”, mis on viide Mart Raua
samanimelisele romaanile. Kirves stimboliseerib Rauna
romaanis praktilise talupoja robustset materialistlildku
ellusuhtumist. Kirvele vastanduy kuu aga kehastab
eksistentsiaalses tiksinduses elava kunstnik Vidriku
mentaliteeti. Raamatus v6ib &ra tunda tolleaegse
rahvusvahelises poliitilises teadvuses iiles kerkinud
konflikti materialismi ja idealismi, rahvamassi ja
tiksikindiviidi, rikliku totalitaarsuse ja isikliku

wﬁba&u se V&h@]l o
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5 KARL PARSIMAGI (1902-1942)
The Girl and the Moon, 1959
46x 33

il on canvas

Tartu Art Museum

Karl Parsimagi, who was one of the most interesting
and colourful authors to emerge from the Pallas Art
School in Tartu, painted this girl looking longingly at
the moon while he was living in Paris. The moon first
&ppe&r@«ﬂ 1n pé‘irsim&giys oeuvre in his 1985 The Axe
and the Moon, which refers to Mart Raud’s novel of
the same title. In that book, the axe sym“mﬂises the
robust and materialist approach to life of a practical
peasant. [ he moon, in contrast, embodies the menta-
lity of the artist Vidrik, who is living in existential
loneliness. It is possible to see in the book reflections
of the international political conflicts of the time
between materialism and idealism, the crowd and the
individual, state totalitarianism and personal liberty.

A

Karl Parsimagi, Ttdruk ja kuu / The Girl and the Moon, 1939, TKM

/ TAM

11



m«) Sooster, Vaade merele akendest / View of the Sea from the Windows, 1968, TKM / TAM
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6 ULO SOOSTER (1924-1970)
Vaade merele akendest, 1968
53,8x77,5
O, vineer
Tartu Kunstimuuseum

Ulo Sooster tegutses kunstnikuna nii Eestis kui

ka Moskvas, méjutades oma avangardsete ideedega
molemat kunstiringkonda. Sooster oli Hitumaalt
parit Pallase taustaga kunstnik, kes pirast kooli
lopetamist noukogudevaenuliku tegevuse eest vahistati
ning poliitvangina viieks aastaks Pohja-Kasahhi
toslaagrisse saadeti.

1955. aastal naasis Sooster Eestisse, kuid ei
leidnud siin asu. Pshjuseks vaisid olla nii poliitilised
erimeelsused kui ka vangilaagris kohatud naise
Lidia Moskva paritolu. 1956. aastal kolisid nad

Moskvasse, kus Sooster kohe ka méttekaaslasi leidis

ning néukogude porandaaluse kunsti juhtfiguuriks
kujunes. Tema uudsed ideed ja voitlejahing olid
pidevalt vastuolus ja konfliktis riigi ideoloogiliste
normidega, mida ta pidevalt riklkus.

Soosteri loomingulisel teel oli erinevaid perioode,
eriti vaimustas teda siirrealism, selle sitmbolikeel
ja verbaalsed véimalused ning pilt-pildis-motiivid,
mis 66nestasid tavaarusaama piirist, mis lahutab
pildiraami sees olevat pildivilisest maailmast.
Elu lopuaastatel ta aga hiilgas stirrealismi ning
pﬁ&ira]lus maalilisema keele ]px[m}lcev millest kﬁlfiguvm]l
lsbi mottepildid, mis on suuresti seotud lapsepslve-
milestustega Hitumaalt. Ts8desse ilmusid uuned
eksistentsiaalsed probleemid ning aja- ja igaviku-
kasitlused. Soosteri viimased maalid pihivad surmast.

»Vaade merele akendest” kuulub just sellesse
perioodi. Teos sarnaneb neli aastat varem valminud
m&&hg& yMuma T&Minn“ ([19(64 I)y ]kus ﬂéﬂbi miitirikihi
paistab Oleviste kiriku torn. Sarnaselt Kabakoviga
peidab Sooster oma teostesse allegooriaid ja
perspektitvinihkeid, mis juhatavad vaataja kiht-kihil¢
stigavamale pildi sisse. Aknad majuvad Soosteri
maalidel kui pé}ié{isud teise dimensiooni. Sﬁingeid{ ja
sﬁig&vaiﬁl silmadena n#ivaid avausi tdidab hiidlase
igatsetud meri.

6 ULO SOOSTER (1924-1970)
View of the Sea from the Windows, 1968
58.8x77.5
Oil on plywood
Tartu Art Museum

Ulo Sooster was active as an artist in Estonia and
in Moscow, influencing artistic circles in both with
his avant-garde ideas. Sooster was born on the island
of Hijumaa and studied in the Pallas Art School.
After graduation, he was arrested for anti-Soviet
activities and was sent fo a labour camp in northern
Kazakhstan as a political prisoner.

In 1955, Socoster returned to Kstonia but
couldn’t find his place here. This might have been
the result of political divisions but also because his
wife Lidia, whom he had met in the prison camp,
was from Moscow. In 1956, they moved to Moscow,
where Sooster immediately found numerous adherents
and became one of the leading figures of Soviet
underground art. His novel ideas and fighting spirit
were in constant conflict with the ideological norms
of the state, which he kept defying.

There are different periods in Sooster’s oeuvre.
He was especially inspired by surrealism, its language
of symbols, verbal possibilities and picture-inside-a-~
picture motifs that subverted the commeon idea of the
border that divides the world inside the picture frame
from the one outside it. However, in the last years of
his life, he abandoned surrealism and turned towards
a more painferly language filled with mental images
largely associated with his childhood in Hitumaa.
Existential problems and contemplations of time and
mortality started appearing in his works. Sooster’s
last paintings are meditations on death.

View of the Sea from a Window is from that
period. It is similar to the painting Old Tallinn
(1964) from four years before, where the tower of
St Olaf’s church is visible through a wall of the city.
Like Kabakov, Sooster included allegories and shifts

in perspective in his works, and these lead the viewer
layer-by-layer deeper into the picture. The windows
in Sooster’s paintings work like entrances to another
dimension. The gloomy and deep openings, which look
like eyes, are filled by the sea, which is longed-for

by a man from Hiiumaa.
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7 JURI ARRAK (1936)
K@s]kpé‘ievy 1969
70x100
O]liy [6uend

Tartu Kunstimuuseum

»Keskpaev” esindab Jiiri Arraku varast loomingut,
kui ta kuulus kunstirtthmitusse ANK ‘64, mille
litkmed stinteesisid popkunsti, stirrealismi ja
abstraltsionismi esteetikat. Ent Arrak on hiljem
selnud, et tudlengiim&y 1960. aastatel, olid talle

vihemalt alateadlikult tihtsamad suured emotsioonid.

Maalil ndeme sarnaselt Sooster: tssga kaht
avaust, kust paistab paikesepaisteline kuppelmaastik
sinise jirve taustal. Ruum on aga dhvardavalt tume-

Punamne mnng Simise ]lin& &]Hl ]pceituﬂ) mn&&gn Sm]lm]lusﬂik]kuu

Tekib kontrast sise~ ja vilisruumi vahel: ithel pool on
helgus, teisel pool stingus.

Nagu paljud teised kaasaegsed, nii tunnistab ka
Arrak Soosteri méju oma loomingule: ,, Aga iiks pilt
oli Oleviste torn libi aukude. See avaldas k@hut&y&t
méju. Niiiid ei teagi, kas renessansskunstist voi Ulo
Soosterist tekkisid minu piltidesse augud, kust ka
paistsid 1abi aukude mingid vaated.”
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7 JURI ARRAK (1936)
Noon, 1969
70 <100

Oi]l on camvas

Tartu Art Museum

Noon is a part of Jiiri Arrak’s early oeuvre, when

he was part of the art group AINK ‘64, which
synthesised the aesthetics of pop art, surrealism and
abstractionism. However, Arrak later said that

as a student in the 1960s he considered, at least sub-
consciously, infense emotions to be more important.

The painting, like Sooster’s, depicts two openings
that show a sun-bathed hilly landscape with a blue
lake. The room, however, is forbiddingly dark red and
something mysterious is hidden under a blue sheet.
This results in a contrast between the external and
the internal space, with radiance on one side and
gloom on the other.

Lilke many of his contemporaries, Arrak also
attests to Sooster s influence on his oeuvre: “But
there is a picture of St Olaf’s spire seen ﬂhr@ugh
holes. This was of immense i@ﬂuenceﬂ I don’t know
if it was Renaissance art or Ulo Sooster that
resulted in the holes in my works that showed

views beyond them.”

Jiirt Arrals, Keskpiev/ Noon, 1969, TIKM / TAM
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Nikolai K@rm&s«m @u / Nikola Kommashw Ywd 1962 TKM / TAM
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8 NIKOLAI KORMASOV (1929-2012)
Ou, 1962
72,8 100
O, lsuend

Tartu Kunstimuuseum

1960. aastad olid Kormasovi loomingus ksige
otsingulisemad. Kunstnikku inspireeris linnaruum kui
arenev ning moderne elukeskkond, mille juurde kuulus
ka vosrandumine ning tiksindus.

Nikolai Kormagov oli Eestis iiks joulisemaid
karmi stiili esindajaid. Sotsialistliku realismi
vilja vahetanud karm stiil oli kunstis iiks esimesi
sulaaja marke. Vilise paatoslikkuse asemele astus
kangelaste sisemine pinge ja introvertsus, stalinlikule
valele pandi vastu karm tsde.

Karm stiil kisitles inimese ja industriaalse
maailma vahelist suhet, kus tajud pi«h«ﬂ olema avatud
uutele ruumi ja aja moistetele. Unes maailmas,
kus elutempo misras automatiseerimine, jicti
individuaalsus kérvale. Uned ametid ja uus moraal
pidid kujundama wue inimtiiibi, Kunsti rolliks
oli sealjuures heroiseerida argipseva kujutades
kangelaslikle tulevikuehitajaid. Kormasovi ajastule
omaselt suure tildistusega maalil voib korraga tunda
nii pr@gressnnmetﬂust kkui ka hirmu vésrandumise ees.

Maalil v,@u nieme lume alla mattunud hoovi.
Perspektiivist saame aru, et tegemist on aknavaatega,
see on maalitud pigem iildistatult kui detailselt ning
sombustes virvides.

Meil ]kﬁigﬂ on aknast avanev vaade, mis kordub
pievast pieva. Aast&&eg&&e vaheldudes muuntuvad
detailid. Haljendavast suvest saab kuldne stigis, v6ib-
olla paistavad me akendest naabrite tuled. Viimasel
ajal oleme oppinud oma kodust vaadet eriti histi
tundma ning markama pisidetaile. V&i vastupidi,
aknast paistev on muutunud tapeediks, mis on
olemas, kuid mida ei panda tihele. Kormasovi w@u“
annab histi edasi just sellist meeleseisundit: vaadates
aknast vilja, kuid jiides oma matteisse, me ainult
markeerime uduselt viljaspool toimuva. Véime ainult
fantaseerida, milliseid matteid mﬁﬂgut&s Kormasov,
lsuid veime tagasivaatavalt selda, mis mured ja matted
on meie paid vallanud eraldatuses.

8 NIKOLAI KORMASHOV (1929-2012)
Yard, 1962
72.8 x 100

il on canvas

Tartu Art Museum

The 1960s were the most experimental period in
Nikolai Kormashov's oeuvre. The artist was inspired
by urban space as a modern living environment that
contained notes of alienation and loneliness.

Kormashov was one of the most vigorous propo-
nents of the “harsh style” in Estonia. This style, which
replaced socialist realism, was one of the first signs of
the Thaw in art. The outward spectacle was replaced
by the inner tension and introverted qualities of
heroes: Stalinist lies were pushed aside by grim truth.

The “harsh style” examined the relationship
between people and the industrial world, which
demanded that the senses be open to new ideas of
space and time. In the new world, where the speed of
life was determined by automation, individuality was
neglected. New professions and a new morality shaped
a new type of person. The role of art was to praise
the heroic builders of the future through depictions of
the everyday. Kormashov's painting, which has strong
g@neraﬂising tendencies, as beflits the era, shows both
his admiration for progress and his fear of alienation.

The work depicts a yard that is buried under
snow. | he perspective tells us that this is a view from
a window. [t is rather generalising, eschewing details
and using a sombre colour palette.

We all have a view from a window that is
repeated day after day. Details change with the passing
of seasons. Verdant summer becomes golden autumn;
we might see the lit-up windows of our neighbours.
Lately, we have learned our views from our home
windows by heart and we notice minor details. Or vice
versa: the view from the window has become a tapestry
that exists but goes unnoticed. Kormashov's Yard
conveys precisely this mood: looking out of the window
but contemplating our own thoughts, while we hazily
note the activities outside. We can only imagine the
thoughts in Kormashov's head, but these days we can
all say what worries and reflections have entered our
heads in isolation.
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9 ILMAR MALIN (1924-1994)
Uunes kodus, 1960
68 x 105
Oli, 1uend

Tartu Kunstimuuseum

[Imar Malin viljeles elu jooksul erinevaid stiile, kuid
saavutas enim tuntust portreede ja siirrealistlike
kompositsioonidega. Stirrealismiga telklkis Malinil
side 1960. aastate teisel poolel parast Stockholmi
Moodsa Kunsti Muuseumi kogude kitlastamist.
Malin oli ﬂﬁpetanuﬂl Eesti Riikliku Kunstiinstitundi,
kuid 1950. aastatel kunstikoolis programmtsdedest
lahtuvalt spetatu talle ei sobinud ning oma
kunstnikuidentiteedi leidis ta alles stirrealismi
avastades.

Enne siirrealismi p@@]le pﬁﬁr«]lumist vi]lﬁ@]les
Malin sarnaselt Kormasoviga karmi stiili. Eriti
silmatorkavad on sealjuures portreed, mis ei olnud
Malini jaoks mitte niivord voimalus kujutada inimese
olemust ja jouda talle lshemale, vaid pigem lavastus
v61 jutustus portreteeritavast koos maailmaga, milles
too elab.

Maalil on kujutatud kunstniku titart Lead
vaatamas aknast Tartu Kunstimaja hoovi Riia tinava
suunas. Laps on end sirutanud uue kodu aknalauale
ning paistab ponevusega jalgivat uut vaadet, kus taamal
kiib vilgas ehitustss. Vorreldes Kormaoviga on vaade

due optimistlikum.
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9 ILMAR MALIN (1924-1994)
In the New H@me, 1960
68 x 106

il on canvas

Tartu Art Museum

Thr@ugﬂmut ﬂms career Hm&r M&]l]l]l’]l W@]I"]lﬁ@& ]1]1]1

various styles but was best known for his portraits
and surrealist compositions. Malin’s relationship
with surrealism began in the second half of the
1960s, after visiting the collections of the Moderna
Museet in Stockholm. Malin had graduated from the
Estonian State Art Institute but the programmatic
structure of the curriculum didn’t suit him and he
only found his artistic identity when he discovered
surrealism.

Before turning to surrealism, Malin, like
Kormashov, painted in the “harsh style”. The
portraits are especially notable since Malin used them
not so much to depict the nature of people and get
closer to them but as a staging or a narrative of the
model of the worlds that they lived in.

The painting shows the artist’s daughter
Lea looking out of the window of the Tartu Axrt
House towards Riia street. The child is leaning on
the window sill of her new home and seems to be
inspecting with interest the construction taking place
in the distance. Compared to Kormashov's painting,

this view from the window is more optimistic.
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Hmar M&ﬂiny Uues kodus / In the New H@mey 196@, TKM / TAM
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