ABSURDA KARTES UN DZIVES PEDAS

PETERIS BANKOVSKIS

“Mums nepieciesams iluzionists, kurs zina, ka visa maksla pirmam un
galvenam kartam ir trompe-{‘oeil (optiska ilGzija), ari trompe-ia-vie
(dzives ilGzija), tapat ka visa teorija ir trompe-le-sens (nozimes iluzija);
ka visa gleznieciba, ta vieta, lai batu pasaules izteiksanas veids
(tadéjadi automatiski pienemot, ka ta ir “autentiska”), isteniba veidojas
no lamatam un slazdiemn, kuras varétu iekrist vien visai naiva nozime.
Caur ilGziju no jauna jaatklaj kada fundamentala kardinasanas
forma.”

Sis Tsais teksts katalogam nebus ista vieta spriesanai par Bodrijara
attiecibam ar estétiku un ilGzijam. Citéjam Soreiz divu vardu de|.
Pirmais no tiem ir ari citata pirmais: mums. Kas gan ir Sie “meés”, kam
viss turpmakais tik Joti nepiecieSams? Vakareiropas intelektuali, kuri
tad, nosakot, kurs ir iluzionists, kur$ né, veido prioritates makslas
hierarhija, respektivi tirgu? Varbut “més” ir eiropeiskas civilizacijas
parnemtu civiéku absolUtais vairakums, kam vizualas makslas
aprobezojas ar attéliem bulvaravizés un TV reklampauzém? Vai,
parmetot tiltu uz masu realitati, “més” ir tie dazi, kas vispar sad un tad
palasa Rietumu intelektuaju saceréjumus (trompe-le-sens]?

Otrais mus intereséjo3ais vardis ir kdrdinasana (Ciriné iznakosa
zurnala Parkett divwalodu tekstos attiecigi: Verfuhrung [vac.) un
seduction (angl.)). Ta vien 3kiet, ka 3is vards konkrétaja teksta,
iespéjams, ienacis automatiski, bet vispar it ka generalizé kadu gluzi
vai globalu sajatu: proti, vél viena “paradize” ir beigusies — eiropeiskas
civilizacijas Lielo ilGziju paradize, — un Cuskas vieta nu kardinasanu
veic Mazas ilUzijas, ko, ja vélas, var saukt ari par makslu.

Fokusa attaluma mainisana, saglabajot vienu skatpunktu, |auj
kombinét mikro un makropasaules impulsus dazadas ritmiskas
struktaras. Jo biezi mUsdienu maksla ta tiek panakts kaleidoskopisks
raibums un nirbona, kam piedéveé postmodernisku formu
daudzveidibu. Bet var but ari citadi: fokuséjumam mainoties,
saglabajas tas pasas strukttras un attiecibu rezgi. Ta tas, iespejams, ir
agro viduslaiku Eiropas maksla, ta, varbut, — klasiskaja Kina un
Japana.

Ko 3olaiku Eiropas maksla var nozimét sada pieeja? Vai ticibu
Austrumu konteksta? Vai bégianu (no grustosas “paradizes’
eskeipisma? Vai — vél vienu iluziju?

Liga Purmale savas glezniecibas virzibu manifesté jau ar darbu cikla
nosaukumu: “Cetras variacijas par Busona Josas (1716 — 1783) dzejas
motiviem”. Acimredzot vina tic, ka spéj redzét pasauli no 18. gs.
japanu dzejnieka skatpunkta. Saprotams, 3ada ticiba jebkuram (pat ja
vind butu japanis) Sodien ir vairak gan ticibas griba, kardinajums no
“vinpasaules”. Bet, ja to ka instrumentu izmanto tagadnes un 3ejienes
realas dabas ainavas kontemplacijai, tad var rasties $adi “dekorativi
aizvirtni realitates logiem”, par kadiem var nosaukt skaistos, magiski
kapinata pasiedvesma raditos Ligas Purmales ainavgleznojumus.

Ar “dekorativismu” 3ai gadijuma (un runajot par latviesu glezniecibu
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MAPS OF THE ABSURD AND TRACES OF LIFE

PETERIS BANKOVSKIS

“We are in need of illusionists who know that art and painting are
illusion — as far, that is, from the intellectual critique of the world as
from aesthetics in the strict sense (which presupposes a deliberate
distinction between the beautiful and the ugly) - illusionists who
know that all art is first and foremost a trompe-I‘oeil (an optical
illusion), a trompe—la-vie (a life-illusion), just as all theory is a
trompe-le-sens (a meaning-illusion), that all painting, rather than
being a kind of expression of the world (and therefore allegedly
“authentic”), actually consists in setting lures, traps in which meaning
would have be rather naive to get caught. One must rediscover
through illusion, a fundamental form of seduction.”

This brief text to the catalogue would not be the right place to
discuss the relationships of Baudrillard with aesthetics and illusions.
This time the quotation was chosen just because of two words. The
first one is the first also in the quotation: we. What is this “we”, who
so badly need all that follows? West European intellectuals who, Dy
determining who is an illusionist and who is not, set up priorities i
the hierarchy, i.e. in the market of art? Maybe “we” is the absolute
majority of people, overwhelmed by European civilisation, for whom
visual art does not go further than pictures in the gutter press and TV
ads? Or, to span a bridge to our reality, “we” are those few who
now and then read the writings of Western intellectuals
(trompe-le-sens)?

The other word of our interest is seduction (the German word in the
bilingual magazine Parkett, published in Zurich, is ‘Verfurung). It
seems that the word might have entered the specified text
automatically, yet in its broad sense it generalises an almost global
sensation: one more “paradise” has come to an end — the paradise of
the Great lllusions of the European civilisation — and seduction now
is the part of the Small lllusions which, if one pleases, can also be
called art.

Changing the focus, however preserving the same vantage point,
makes it possible to combine the impulses of the micro and macro
world into a variety of rhythmic structures. In contemporary art it
often is a way to produce kaleidoscopic motiey and dazzle to which
the variety of postmodern forms is ascribed. However, it is also
possible that with the changing focus the same structures and
network of relationships are preserved. It could be like this in the art
of the early Medieval Europe, maybe — in classical China and Japan.

What could such an approach mean in European art today? A belief
in an Oriental context? A flight (from collapsing “paradise”) into
escapism? Or — one more illusion?

Liga Purmale manifests the trend of her painting already in the name
of the cycle: “Four Variations on the Motifs of Buson losa’s (1716 -
1783) Poetry”. Obviously, she believes in her ability to see the world
from the vantage point of the 18th century Japanese poet. Of

23



kopuma) nav jasaprot saloniska (kica) estétika, bet gan pat
visradikalakajas latvieSu laikmetigas makslas izpausmes aizvien
klatesosais kompozicionalais (iek3éjas strukturas) samers, ari —
melanholiski kontemplativa pieeja. Ligas Purmales gleznieciba
sakotnéji (septindesmitajos gados) veidojas amerikanu fotorealisma
ietekmé, tacu jau tad ta vieta, lai, bezkaisligi ar aerografu krasojot
palielinatas gadijuma rakstura fotografijas projekcijas, runatu par
attéla iepriek$nolemto eksistencialo atsvesinatibu, par cilvekvides
naidigo vienaldzibu, vina izvéléjas citu ceju. Liga Purmale
priekdmetisko, vielisko pasauli uztvéra ka izaicinajumu, ka vizualo
barjeru un ka tadu to ari veidoja gleznu plakneés, ilgstosi neskaitamas
planas kartas liekot krasslanus, kas rezultata radija caurspidigas
vibracijas barjeru, tadu ka telpu deforméjosu un atstarojosu ekranu
subjekta un objekta diskursivaja saikné. Sis “ekrans” gadu gaita,
aizvien blivak atstarojot un kondenséjot informaciju, radijis pasreizéjo
Ligas Purmales un ainaviskas reprezentacijas attieksmju rezultatu —
“ainavas”’, kuras atpazistamo (kaut vai deforméto vai kodéto)
elementu klatbatne tuvojas nullei. Tadejadi zad nejausibu un
subjekta — telpisku strukttru koliziju spekulativas analizes -
nepieciesamiba. Par noteicoso kjast gleznas telpas relativais blivums,
kam vieliskumu pieskir krasas un gaismas intensitates maina, nevis
pieredzé apjausamie makonu, saules vai meza ieloka apveidi.

Ar Dace Liela izmanto “skatienu no pagatnes”, pareizak sakot,
iedomu par tada iespéjamibu. Vinas gleznojumu sérijas Daugava
pamata pasas bérnudienu Ziméjums un allaza atgrieSanas pie upes
un vijnu attélojuma nav vis realistiskas ainavglezniecibas recidivs, bet
gan gluzi vai modernisma klasika (Dzeimss DZzoiss) balstita variacija
par cilvéka (pasas) dzivi ka par upes pladumu, kur konkrétas gleznas
ir tikai krasta pamestas spogula lauskas, varbut pat izlietotas
tramvajbiletes, konfek3u papirini utt. Fotorealistiskais reprezentacijas
veids, kas Purmalei ir tikai kadreizéjs impulss, Daces Lielas udens
gleznojumos ir batisks. Sie gandriz monohromie zilpelékie vijnotas
virsmas kadréjumi daza glezna komponéti slipi, it ka akcentejot
fotografiska skatijuma nejauso raksturu (kamerai sastpojoties, slédzis,
vienalga, nostrada un uz filmas iekodé vienaldzigu gadijuma kadru).
Savadi atsvesinati skiet ie vilnu attéli (portreti). Aréji, formali tos
iespéjams salidzinat ar Nujorkas makslinieces Vijas Celminas
analogiem darbiem. Tacu Celminas Gdensvirsmu gleznas ir daja no
visparéjas objektivizéti atsvedinatas, dehumanizétas “klusas dabas”
estétikas, kamér Dace Liela Udensgleznas izliek apskatei ka fonu, ka
visur esodas, pirmatnéjas adensdimensijas atgadinajumu. Batiska ir Sis
dimensijas klatbutne vinas postmoderni klasicistiskajos figuralajos
darbos, kas veido vinas kopveikuma (oeuvre) galveno daju. Bet
atsevidki skatits, ka 3aja izstadeé, “fons” kjust par prieksSplanu, par
monotoni konceptudlu, linearu glezniecisko strukturu, par
reprezentaciju iegrozojosiem krastiem.

Aleksandrs Busse deklaré, ka vina gleznieciba ir pasatklasmes
instruments, budista pasaulizpratnei tuvs celS uz apskaidrotu apzinu.
Makslinieks uzsver, ka, velkot linijas, ritmisko kustibu rezultata vins
nonak savdabiga apzinas stavokli, ko pats nosauc par dinamisko
meditaciju, kad subjekts (A.Busse) saplust ar objektu (gleznu).
Rezultats — glezna — tad ir gan process, gan méginajums fiksét So
apzinas stavokli nekustiga plakné.
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course, such belief in anyone (even in a Japanese) today is rather a
will of belief, a temptation from “the other world”. However, used as
an instrument for the contemplation of the real landscape of here
and today, it may lead to the creation of the “decorative shutters on
the windows of reality”, as one can call the beautiful landscapes of
Liga Purmale, created in @ magically elated self-inspiration.

The “decorativism” in this case (and in Latvian painting as a whole) is
not the salon (or kitsch) aesthetics, but the compositional balance (of
the inner structure), omnipresent even in the most extreme
manifestations of contemporary Latvian art, as well as the
melancholic contemplative approach. The painting of Liga Purmale
initially (in the 70ies) was formed under the influence of American
photo-realism. However, even then, instead of using aerograph to
paint enlarged projections of incidental photographs and speaking
about the predestined existential alienation of the picture, about the
hostile indifference of human environment, she chose a different
way. Liga Purmale perceived the figural, material world as a
challenge, as a visual barrier, and as such created it on the planes of
paintings by continuously applying numerous thin layers of paint,
which created a transparent barrier of vibration, a kind of a
space—deforming and —reflecting screen in the discursive link
between the subject and object. In the course of years this “screen”
reflected and condensed information more compactly and created
the present result of Liga Purmale’s attitude towards landscape
representation — “landscapes” in which the presence of recognisable
(even deformed or coded) elements nears zero. Thus disappears the
necessity in contingencies and the subject — speculative analysis of
collisions of spatial structures. The relative density of the space of
painting becomes decisive, it is endowed with materiality through

" the changing intensity of colour and light, not through the shapes of
clouds, sun or a corner of the forest, sensed by experience.

Dace Liela, too, uses a “look from the past’, better to say — an
imagined probability of such. Her series of paintings “Daugava” is
based on a drawing of her own childhood, and an intermittent
return to the portrayal of the river and waves is not a recurrence of
realistic landscape painting, but a variation, based almost on the
classics of modernism (James Joyce), of the life of man [herself) as a
flow of the river, where concrete paintings are just fragments of a
broken mirror, scattered on the shore, maybe even old tram tickets,
sweet wrappings etc. The photo-realistic representation, which for
Purmale is @ mere past impulse, is essential to the water paintings of
Dace Liela. Aimost monochrome bluish—grey frames of wavy surfaces
in some paintings are arranged slantwise, as if stressing the
incidental nature of the photographic vision (a sway of the camera,
yet the switch clicks anyway, producing an indifferent, incidental
frame on the film). Strangely alien are the pictures (portraits) of
waves. Formally, they can be compared to the analogous works of
Vija Celmins from New York. However, the paintings of water
surfaces by Celmins are a part of a general, objectively alienated,
dehumanised “nature-morte” aesthetics, while Dace Liela exhibits
the water paintings as a background, as a reminder of omnipresent,
primeval water dimension. The presence of this dimension is
essential in her figural works of post-modern classicism, which form
the bulk of her oeuvre. Yet, viewed separately, like in this exhibition,
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Glezna vai cits makslas fakts ka noteiktas ritualas darbibas rezultats
(citkart — blakusprodukts) nav nekas jauns. Dazbrid grati, pieméram,
noteikt, kur beidzas rituals un kur sakas mérktieciga makslas fakta
izgatvosana amerikanu action—painting vai senas Kinas hieroglifiskaja
maksla. Aleksandrs Busse tomér darbojas racionali, vina monohromie
svitrinu vilkumi, te sabiezinoties, te retinoties galvenokart horizontalu
un vertikalu kustibu rezultata, veido dazadi kalibrétus rakstus, kas
ritmizé un racionalizé skatitaja redzi/uztveri un liek noticét, ka 3o
gleznu veido3anai lietotas monotonds motoriskas makslinieka rokas
un kermena kustibas patieSam var novest zinama transa vai atklasmes
stavokii. Var teikt, ka i glezno3ana ir savdabigs teatris sev pasam,
teatris, kas attirits no uzslanojumiem un atgriezies sava sakotné — pie
ekstatiskam mistérijam noslégta, pat aizzimogota telpiska struktura. Ta
ka Busses makslinieciska izglitiba un lidzSinéja darbiba bijusi saistita
galvenokart ar teatri citiem, tad nav negaidits ari Sis teatris sev —
gleznieciba ka rituals.

Lai ko ari neteiktu Bodrijars un citi postmoderna teorétisma klasiki, 3o
tris gleznotaju darbus negribétos dévét ne par slazdiem, ne lamatam.
Liekas, vini 3ais gleznas netiecas notvert nozimi (dzives, makslas, pasi
savu), bet gan katrs savu ceju uz nozimi. Kas tad ir vinu gleznas — vai
tieS$am absurda kartes celam uz nekurieni? Vai varbut: cilvékam
apzinamaja realitaté pastavét nespéjigu elementardalinu dzives
pédas fotoplaté?

Péteris Bankovskis

* Jean Baudrillard, The Aesthetic lllusion.—Parkett, No.37/1993
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