fodela 1, dala 1. iedala 00001

Mulkosanos ieliekot padinas, iegist filozofiju. lepérkoties ar fraku veikald, ieraugam iepirksanos. Balia zale ir padinas. Punvitis ir pédinas. Mitrévics ir pedipas.
Runkovskis i padinas. Ko més ieraugam?@ Ka més esam pilni viltus parliecibas par to, ka més visu zinGm un redzom. Ka més it ka visu laiku esam un piedalamies
interesanta dzivé. Ka musu ilzijos un sapni ir tikai daja no daudz lielaky ilaziju un sapnu un varas kosmosa, kuri rinko neatkarigi no mums.Ka misu acis nav brivas,
tapat ka misu domas un dvéseles. Ka domaianas redze jeb filozofija ir maka ieraudzit pédinas péc pédinam.

Nodala 433, dala 2. iedala (05644

Purvida gleznas ari sizetiski ir lidzigas “jusmas un prieka pilnagm dziesmam”, kur darbojas palu Udeni, bérzu birzis, kistoda sniega blaki, ziedosi koki, ezerp'uaia rusieni,
upju stavie krasti...Un vai gan ari §i uzskaifijuma aspekia més nevaram teikt gan por Purvisa, gan Mitrévica veikio, ka to d?:ﬁdcrbu “gtiskais skanéjums” pauz “célu
uzvaras prieky, svinigumu un varonibas cildingjumu®. Un vai tas, paradoksali, nesaskan ar pasa Purvisa feikio, ka “galvenais, loi uz audekla bitu jitama daba, bet

s kel Nodala 12, dala 12, iedala 00013

— Adas, graudi, bérzi, lins — visam gribas pieskarties. Viss veicina fakfilas (pieskariena enerdijas) sajitas. Ari Purvisa gleznu virsma, ka jebkura gleznu virsma, ir tada,
kurai allaz gribas pieskarties, lai it ka sajustu 1as foktiru, materialu. Jo 1 ir ilizijas materializ&Sana. Ari dabiskie materiali ietver kados iluzijos moterializésonu. Izstade
ir pilna ar fieksmém pieskarties. Ar du apvilkias kolonnas ir ka slepenu tieksmju altari, kuriem, jo Jauty, cilveki varbit gribétu pieglaustos ka pieligsmé.. Ataviska prieka.

Tapot izstade ir pildita asam, materidlam graudu, ddas smarzam. Bet 1 jou cita runa.
Dala 47, nodala 35, iedala 98701

Kas ir graudi? Ari daudzums un virsma. Ari gaismas un kustibas raksturs tojos. Ari telpas intensifikacijas princips. Ari tiesibas veidot savu ainavu. Ari masa, kuru “jit”,
Ari daudzuma neskaidrd “kiipéiana”. Ar acim var mérit lietu ori ka tadu, bez 1as funkcijam. Ir milzigs tadu vizualu méru spekirs, kurd var konkretizé! tavu garigi
emociondlo stavokli vidé un sekojosi — pasaulé. Graudi ir daudz un vienmuli, un priecigi ar mums neredzamo kusfibu ka tads skudrupiznis. Un es vél un vél varu fei
— ir jaalrod tas, ko més redzam un ir jGredz tas, ko més redzam. Hugo Vitols 1975. gada eseja par Punviti "Marta pali® eksaltéti un gan citd konteksta raksta —
“Punvitis, 1apat ka vina doinoldji senci, redzéja dabu. Redzéja fiesi, intensivi koncentréti, absolita skaidriba — vanaga acim.” Ari graudi vor bt redze...

Nodala 134, lala 13, iedala 00001

Izstade ir slani, kuros tiedi vai nefiedi redz istenibas apdomasanas [izjusanas) dozadas strukfiras. Purvita gleznieciba — redlismu, impresionismu, puanfilismu, jigendu,
sezanismu... Tas viss ka redzes gatavas sistémas, kurds iespéjamos individualas varidcijas. Mitrévicam, principa, tas pats, tikai pievienojot visam kadu prievardinu —
‘nec” vai “post”. Teiksim — neoklasicists, neofundamentalists, necimpresionists ult. +ﬁ an toda vardu spéle... Tadu ari tas viss ka lielos redzésanos sistémas
raksturojums. Un abi turpina “latviesu redlistiskas un demokraliskas makslas affisiibu”. Vel dazi nozimju centri, ap kuriem cirkulé izstadé sostopamais. 1.7a ir zinama
redzéSanas metode, kurai ir ari cits opzim&jums — tautiskums. Saldena, mija, sfiepti sentimentala redze. Tas ir neizbégami, jo fadi ir izlietojamie materiali — ar fo
“nostavéjuos” semantiku, “@fisko” gaismu utt. Bérzi, graudi, aitados ir fautiska klasika. Purvitis ari. Ta ir vienkarsa, vingra un fundamentala domasana. Katrs dabiska
louksaimnieciska) materigla pielietojums neizbégami saistas ar fautu, lautisko. Izstades gribas akis ir tikai fo visu “iz- stadit” prieksa... 2.lzstadé nevar nerundt par
simboly un mitisko vértibu centru. Var jau izstédé ar simbolu palidzibu “doma lidot zelta spamiem”, sak, bérzi — pavasara un jaunas meitenes simbols; seklas grouds
— upura un cilvéka atdzimianas simbols; jgrada — upurdzivnieka, labestibas, nevainibas, 3kistibas simbols... Ta ir vienkario lietu ilgas esibas magija. Ir pilnigi [Otoms
tas blivais, simboliskais lauks, kurs §is lietas apnem. Més, izstadi veidojet, fo opzingjamies, bet, galvenais tomér bija cits — paradit, ka §im lietam ir to “personiska”,
"dveseliska” dzive ka to dabiskas formas mirkligais uzplaiksnijums. 3. Var nozimju sféra izdalit prakiiski pieliefojomo centru. Diez vai kads izstade pabijis cilvaks
nenodomaia,sak, ko vind daritu, ja vina riciba bitu visas §is Gdas, graudi, lina audumi. Vi ,protams, 1as praktiski izmantotu, tas ir — iznicindtu fo esibu, liekot 1am

kalpot. Més vienkarsi o nedarijam, paradot, ka Sis lietas ir lidzvértigas Purvitim,
Nodala 8 dala 8. iedala 00008

lzstade visfiesakaja veida ir saistita ar vides stavokli arpus muzeja. Tas goismas rakstury, kura ienak pa logiem. Ar gadalaika meteorologiskiem apstakjiem. Ar
pavasarim I:()nemﬂuéu psihopdtisko notikumu rindu, ar divaino, dimakaino igﬁunm. Ari pati Balta zale top redzama. Visas balio aizkaru krokas, stuka pukes uz
griesfiem, ie akmentini grida un kolonnas, brings durvis or aplodu ritmu utt. Viss pierada, ka ir vizuglo vériba, bet vai tas nozimé, ka tas viss ir makska.
Maksla i radit situaciju, kad paradas & vizuala veriiba. Maksla ir radit citu redzi. Materials <viela <redze <doma.

P.S.Kada anonima kartolékas lietolgja atstatais pieraksts uz 00034, iedajos 18. dajos 121. nodalas brivajam malam, kurs, liekas, domats ari citu karotékas
lietorgju ievéribai:Kartotekas nedrikst bt raksfitas kategoriska toni. Kartotgkas nov manifesti. Ta nav neupahidcmu[é ieredze. Tas ir n:emiﬁgi uzbudfncniis Ineume{rkm:as
stavoklis. K& karsu spéle. Tapéc kartoteky iedalas, dalas un pat nodalos jatur vienmér sajaukia siavokli. Tikai tad & kartofeka iemiesos sevi milestibu un patiesibu.
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Some files from the exhibiftion’s compendium
"Janis Mitrevics ehxibirs Vilhelms Purvitis . . . " Ivars Runkowskis

Introduction. A quide to the usage of the compendium.

We presume that a union of visual form creates a thinking field. In this case the conceplual capacity creales another, lets say, @ landscape level with changes in re

of the seasons. We take things that are real and understandable to everyone i.e. grain, linen fabric, linen twine, sheepskins, cowhides, birch logs. They are placed
inlo certain visual thinking nicies, and info big compositional “frames”. Without losing either its materiality nor its meaning, everything becomes different, Perhaps we
could also say, it transforms into a movement of form, where form is light, materiality, also textare, colour, thythm. In o word, everything that comes into the eye as free
sight. It is only in this moving space of forms (as if immaterial, but ncﬂess real] can live that, which we constantly re-perceive as the spiritual. We “invited” Wilhelms
Purvifis 1o participate in this exhibition, as his name is one of the symbols of Latvian art and quality. We dont provoke, contrast, nor change his paintings. We onk
seek fo prove that this moving form area is unifying both as in art, and as in redlity. In the elements of his paintings, Purvitis, in his time, Ihinaeand feels the same wi
these substances, that Mifrevics, who wishes to point out — look, this is what o landscape of grain looks like in @ museum, or, look, here is a sized canvas the some
@5 a painting. The exhibition’s form is “the results of a labyrinth of moving meanings” and the beginnings of o spiral of new thinking for us. An interplay on emotional
and intellectual levels. Going through the exhibition, you will see your own reflection now and then on thin perspex. You will notice that every detail of this hall becomes
‘arl. And you will notice that this hall actually has no walls ot all. We take the White Hall of the State Museum of Art and want to prove that its “spirit” ir receplive to
various new modes of thinking, new views on history and the reality which we inhabit. Because, the very function of this hall is 1o see thought.

We hope that this exhibition will be a thoughttul, enlightened pleasure.
ter 1. fArticle 1. Section 0001

Putting play into parentheses, we get philosophy. Shopping in a tuxedo, we see shopping. The \/\ll]wire Hall is a parenthesis. Purvitis is o parenthesis. Mitrevics is a
parenthesis, Runkovskis is a parenthesis. What do we see? That we are full of the false conviction that we know and see everything, That we are supposedly living an
interesting life. That our dreams and illusions are only port of @ much larger world of dreams, illusions and power which rotates iné::a;::erla:leﬂrntlg..r of us. m,::t our eyes are
not free, just as our thoughts and soul are not free. That a thinking vision, or philosophy, is the art of seeing one parenthesis after another.

Chapter 13. Article 2. Section 00145.

Since the age of Purvitis, the museum visitor came into the White Hall in order fo look at “clips” of real life and dreams, feelings caught in small, recatangular frames;
now this same material is shown as a thought, as a form, as a method. Shown — not against Purvitis, or in complement to him, but rather in order 1o extend and
embody a naive, idealistic dream about the possibilities inherent in light, smell and in movements of the soul — love, heroism. In some sense the exhibition “extends”
Purvilis paintings, deriving the materials of the exhibition from the material imuﬂe of his paintings, which we might term the paintings’ “substance”. This ferm might
encompass a broad spectrum, including nofions concerning the meaning afiac eg to the pcinlec? image, or the paintings’ purely formal construction, or its symbolic
field, etc. But we may also say that history may be read only in today's language. History consists of the pc:mm strands discernable within the boundaries of an
individual lifefime. That which is held in common and that which connects us directly and visually with the past land also with the future] is matter and its presentation

| i Chapter 2. Article 24. Section 00089,

Mitrevics exhibits large, primed linen canvas stretched on frames. Thin plastic sheets hang in front of them, reflecting the spectator’s moving outlines. And right tthere

— Punvitis' paintings — windows. A sequence of transformations is created: mirror — ion — window — picture plane — illusion. So where is the ren?ism here?
The only conclusion is that realism is matter and sight (the eye in the material), and in any case it is naivete. Of all these, it is sight that is the most objective. Matter
fepresents only the quantity of emotions within g.rc:u,ELut their positive manifestation is in love, Mitrevics simple canvas are equivalent to Punvitis' paintings, because both

e Chapter 432. firticle 1. Section 05643

le's take os an example the cowhides. The brownoned, cured and tanned hides hung on fhe woll: 1) Have a specific, material “character” (for example: solidity,
Suppleness, tension|. 2) The material offers fo our sight a peculior surface [brown and smooth, somewhat shiny} and with itself brings to the entire exhibition space these
Qualities fhat it possesses as a suface — including the capacity o reflect light. 3) In addition — the hides create o specific conceplual field, associated with the
- Movement of memories, thoughts and dreams around such zones as death, life changes, the Middle Ages, armor, fine leather goods, efc. All these elements are
infermingled and may give rise to a logical sequence of emotions.
A \-‘iwoig imporiant aspect of the exhibition is the relationship of the brown hides to the “classical” brown tones of Punviis’ paintings. And, possibly most important —
the motion orﬁght to and from the animal hide surfaces. Movement of light which incarnates the invisible. That movement in the air, which is like the interval between
- WO visual slates. Between the light and the dark. One might even say that the space created by the exhibition is the culmination of traditional, tonal Latvian infing.
Purvitis paints flatly with color, but the calm light in his paintings and the reflective qualities of the glasscovered surface participate in this play of intervals. In this
aimosphere of intervals and anticipation, every delail becomes an event: every accidental bump, dent or scraich on the hide surface acquires meaning, in that it begins
1 play o Homletlike role, “counting the odds”. One might say of the exhibition, that it is an effort fo “count the odds”. A conscious show. And Purvitis' paintings are
0lso full of minor details — the minute whirls of brushwork, small textures and small, glinting fields of color. Purvitis works in that vein where he presents the whole
E’UH. but immediately also fragments it.- He is very humanly close 1o us, not so much because of his supposed “synthesis of natural imagery”, but rather because of
attention to every detail, oncﬁ his almost childlike enthusiasm. The same process applies to the adjacent “symbols”, the birch, the grain and the linen. There, too,
the scope of meaning seems fo encourage thinking along larger lines, but at the same time everything disintegrates into small nuances, thus showing the ambivalent
flature of symbols, Another possible comparison lies between the two spaces of illusion — the one in ﬂ?’e painted canvas and the one on the hides. The space created
!I_ﬁf the hide is amorphous, vast, indeferminate, deep as the depths of Igceurth* or again light and airy. In Purvitis’ painting the space is constructed so as to conform
9 a “rafional” vision. And we can see that Punvitis’ syle of painting is stiff and flat. He does not work with chiaroscuro gradations, he does not create the specific
llusion of matter. The core of Purvitis’ art is the independent, decorative movement of colour, which creates the desire 1o live. It is the desire 1o live expressed as a siff
- He “covers” the world with colour os if taking for granted that, without him, the world would be o huge, transparent glass wall. In his paintings, Purvitis moves
the different planes of the landscape just as Mitrevics in rﬁis exhibition does with the hides and the linen. Purvitis puts on a show. So does Mitrevics. This exhibition
consists of the shuffling of several different planes of illusion. Visually, conceptually, emotionally. It is like the image of continents moving on the Earth’s crust,

Chapter 2. Article §. bgectiun 00075.

About Mitrevic's canvas. The question is — what does it mean to paint something? What is this “something™2 If it means to record one's feelings, then o sort them and
niegrale them once more, then in principle it does not matter what one paints. Mitrevics' large canvas surfaces are transparently primed, shiny. Smud?ed. dirty.
However, they too reflect light and create {mc?!oe through inertia) the illusion of spatial movement. When we think about it, the canvas creates even the illusion of o
Window — only one which is turned toward, for instance, the sky [the cosmos). And again the rhythm of intervals becomes importani, intervals on a human scole —
the measure of space between the finiest details, which, however infinitesimal, remains infinitely far. We are reflected in the plastic squores placed over the canvos,
181 a5 the bich trees in Punvifis’ paintings are reflected in spring flood waters. In both cases it demonstrates that reulilg is double, each object possesses ifs equivalent

fion. For this reason, too, r&‘ fitle of the exhibition doubles back upon itself: “’janis Mitrevics exhibits Vilhelms Purvitis'... Ivars Runkovskis®. And reality is it most

in the nuances and details. In the exhibition there are, for instance, wide expanses of color fields in nuanced gray, brown, white. Mitrevics' canvases are
soncentrate of time, where “the responsibility of creating an image is left up to the intellect”. That is why the exhibition is simultaneously very sensual and very intellectual.
Punvits, 100, is an intellectual artist in whose constructed paintings only the nuances, premonitions and illusions are alive.



