PAR JURA PUTRAMA ENERGETISKO EVOLUCIONESANU

Jura Putrama maksla ir emocionala un doma preciza. Vina vairdk neka vienu deka-
di akfivas makslinieciskds darbibas laiks ir bijis saspringts, medijos, @mas un
noskanas dozads. Makslinieks - macits grafikis ar akadémisku izglifibu - gadu
gaita ir saglabajis uzticibu gan zZim&jumam, gan grafikas tehnikam. Taéu latvijas
laikmefigas makslas vidé Juris Putrams ir pazistams ka “robezparkapéjs’, ka
makslinieks, kurs, meklgjot saviem vésiijumiem atbilstodus izteiksmes lidzek|us, jau
80. gadu vidi ir pievérsies latviesu makslai nefradiciondliem medijiem.
Makslinieks ir gan veidojis instalacijas un objektus, gan daringiis lielformata glez-
nas uz metdla, gan ari si@daiis ar foto un video. Tehniku uzskaifijums Tsteniba ir
nebitisks attiecibad uz Jura Putréma dailradi. Te piebilstams vien tas, ka no grafika
macibu laika un no pasa rakstura Tpasibam izriet makslinieka ripigums un prasme
pasam “izgatavot” vai uzkonstruét ikvienu ieceréto lietu.

lietas 3aj@ pasaulé Juri Putramu interesé maz. Tas, kas vinu interesé, ir nosactti
apziméjoms ka “energijas”’. So “energiju” vairak vai mazak abstrakiais kon-
teksts ir nodarbingjis makslinieku kops 80. gadu sakuma. lesakuma tas bija
trulais padomiju kontfeksts, un jofigs radoss cilveks biezi vien reagéja uz 3o
trulumu, pats izvirzol “pret” programmu aréja@ absurda paradibam. A Juris
Putrams folaik atradas iekséja disidentisma stavokli, un makslinieka darbi atbalso-
ja vina negafivo reakciju uz domas klisejam un pila psihologiju. Sakuma tie bija
plakati, jo tolaik padomiju Latvijas Makslinieku savieniba plakatistu sekcija valdijo
saméra briva gaisotne un vecakie kolegi (G. Sénbergs, G. Kirke u.c.) mudingja
talaika talanfigos jauniesus izpausties $aja zanra. Interesanti, ka toreizéjie akfivie
un mekl&josie iesacéji - Juris Putrams, Ojars Pétersons, Andris Breze, Ivars Mailitis
- vispirms kjuva pazistami k& plakatisti. Interesanti 1adé), ka nedaudz gadus vélak
vinus visapiverosi {un nepareizi) centds nosaukt par “supergrafikiem, bet vél péc
desmit gadiem - par “instalatoriem”’. Tacu istenais Jura Putréma cels ir tads, ka
1995. gada vins sapem balvu Latvijas Kultiras fonda rikotaja plakatu konkursa
“Uma" un tajd pasa gada veido gan neliela formata zim&jumus, gan liela izméro
brivdabas obijektus.

Atminoties 80. gadu saGkumu, jateic, ka liela loma Jura Putrdma darbiba bija
draudzibai un maksliniecisko uzskatu tuvibai ar jau minétajiem jaunajiem mak-
sliniekiem. Vini kopa saka maizes darbu Maskava, noforméjot vissavienibas
Tautas saimniecibas sasniegumu izstadi, un kopa vini ierikoja darbnicu bijusaja
Rigas Kuznecova porcelana fabrika. Tur ari tapa J. Putrama, O. Pétersona,
A. Brezes, K.Gelza, ka ari . Gailana pirmas lielfforméata [apméram 200 x150 cm)
sietspiedes. Tas talaika saméra konservafivajai un pasaules makslas norisés
nekompetentajai kritikai deva iespéju - it ka neitralizéjot 5o makslinieku darbibu -
jauno meistaru lielformata darbus nodévét par supergrafikam, bet pasus - par
“jauno, skarbo vilni”. (Latvijos péckara makslas vésturé iesvéfitie zina, ka par
“skarbo vilni” tika dévéti komunistiskajom rezimam uzticigie gleznotaji, kuru darbi
bija viennozimigi tematiski, ekspresivi redlistiski un “dzivi apliecinosi”’.) Savukart
Jura Putréma un vina kolégu darbu téli bija metaforiski cinitaji ar apkartéjo Jaunumu
un stulbumu, tie bija absurda izteicéji eksistenciald nozimé. Ne velti
(Rietum|)Berlines kuratore Barbara Straka, uzaicinot (ari) Juri Putrému piedalities pir-
majd latviedu laikmefigas makslas manifestdcija Grzemas - izstade "Riga - latviesu
avangards”, 1988. gada raksfija : “ .. Putréma t&li svarstas krasu pretstatu
pasaulé starp tumsu un gaismu, kritienu un lidojumu, kopibu un vientulibu.




Apnémiba, ar kuru “Zinnesis” [viens no J. Purama 1986. gada lielformata grafiku
éliem. - H.D.) lidzigi Prometejom pasarga sveces liesmu no izdzisanas un iznes fo
vél tumsaija nakotng, liecina par 3is makslinieku paaudzes paljavibu un pasapzinu
Putrdma grafikas “‘Zinnesis" un “Pretnis’’ tapéc uzskatami raksturo latviesu avan-
garda situaciju un poziciju koordinatas. |

Makslinieks lidz pat Q0. gadu sakumam ir ieintereséts G saucamajd sociali akf
vaja vesfijuma. Vina ekspresivajiem figuralajiem téliem raksturigs Siwdt’.lbiil_}\j.
literGrisms, kurad tomér paliek vieto skafitaja brivai interpretacijai. Tiek r11eia'.|-5;rc1
jauna veida komunikdcijas ar publiku, un kada vosaras pécpusdiena Juris Putrams
izdala garamgaiéjiem savas grafiku lopas. Kopd ar domubiedriem kadreizéjas
pavasara Makslas diengs 1986., 1987. un 1988. gada vins riko izstades Rigas
dzelzcela stacijas gajéju parejas tuneli. : h
@0. godu sakuma mdakslinieku spécigi ietekmé iepazisands ar haosa feorijas
jaunakajiem darbiem - tie ir O. Tollera, |. Prigozina un |. Stengersas sacergjumi
Sakot stradat ar datoru, veidojot kompijutergratikas, pamazam zud vina darbos
ietvertas lielas, klasiskas opozicijas - tumsa un gaisma, pietuvingtais un attaling-
tais un ta joprojam. 1990. gada pédéjo reizi notiek “liela cina” - izstadeé "Latvija
20. gadsimta kilenis. 1940. - 1990. gads' Juris Putrams rada divus pretspékus.
Viens metala kamikadze krit prefi iznicibai, censoties iznicindt citus, bet sarkanais
ugunskrupis fiecas uz atdzimsanu.

Turpmak notiek visas ieprieksgjas atticksmes parvértésana. Nevarétu teikt, ka Tpasi
mainds Jura Putrama rokraksts. Mainas konteksta apjauta un lidz ar to darbu ide-
ias; fas, protams, nevar neatsaukties uz izteiksmes formalo pusi. Tada pati - smak
ka, trausla un nofeikta - paliek “putrémiska” zim&jumu linija, taéu tagad 1a ir
lakoniskaka. Tikpat rOpigi nostradati ir “'putr@miskie’” objekti, tacu tagad fie top
vienkarsaki un skaidraki. Forma labdkajos Jura Putrama darbos izstaltojas lidz sim-
boliskai un vienlaicigi poétiskai zimei. Zimju skaidriba un vienkarsiba nenozimé
domas vienkarsosanu. Tiesi otradi - jaunais konteksts ir uzdevis papildjautGjumus,
uz kuriem var atbildét tikai jautajumu vai, lielakais, kaismigu ceribu veida. Pasaule
ir mainiga, pasaule ir alvéria, pasaule censas passakartoties. Musu laiks, t.i., lielo
parmainu laiks, kuru kads triviali gribétu raksturot k@ smago parejas posmu no
socialisma uz kapitalismu, ka péksnu idedlu zudumu tirgus ekonomikas pluralisma,
nebit nav trivials un parlieku smags domajosam un falanfigam cilvekam. Gara br
vam maksliniekam 3is laiks ir devis unikalas salidzingsanas iespéju. Agrakie
socialie ramiji partop bezramju domasanas pliduma. Juri Putr@mu neatstaj kadreiz
vinu intereséjosie t&li, pieméram, hameleons. Tomér savulaik makslinieka
hameleons skita esam kadas negafivas pielagosanas simbols, turpretim tagad
doudz abstrakiaka hameleona piesaukiana atgadina cirkulaciju, atvértibu un biezi
vien neapjaustu un nekontrol&jamu mainibu.

Pedsjie Jura Putrama aGra darbi - “Tresais kandls” brivdabas makslas izstade
“Firkspedvales sarunas’’ Pedvale (1994) un “Piemineklis Staburagam. Sidraba
tdens generators” izstadé Rigas pilsétas vidé ““Piemineklis” (1995) - ir pirmam
kartam skaisti. Joutajums par skaistumu mosdienu maksla var likties lieks un nekadi
nepamatojams. Tacu Jura Putrdma metdla obijekti ir skaisti tadeé], ka to uzlokosanu
acumirkli pavada izjita par ieceres skaistumu, célumu un mérkfieciou. Tie ir
vienkaréi, konkraiai vietai piesaistiti objekti ka komunikacijas iespéja starp ele
mentiem un garigiem un fiziskiem [imeniem. Vienkarsi metdla objexi ka
nedisonajoss papildingjums ainavai. Nevis daba pret civilizaciju vai otradi, bet
gan abas "kopa pret tumsu”'. lzsGpéts emociondls, izteikli potisks un visnolal
intelektuals akcents vide, kas nemifigi pasorganizéjas, Jura Putrama patoss Skiet
atkal atklajamies kada dualisma. Taéu tagad fas nav lielo pretstatu dudlisms, 1a ir
oasaules atvérfiba un mainiba plus cilvéka iejauksanas taja. Tragiskais, nolemfiba
saknotais prefstats pasreizéja makslinieka darbibas posma izpaliek. Jo cilvéka
iejaukands - radosas domas iejauksanas - mikro un makro procesos tiek paradr
ta ka energatisks, trausls dzipars. To var virzit individugla éfika, facu tG var ari
izpalikt. Cilveka ka nemifigi toposas un komunicéjosas bitnes atklasana man skiet
lielakais Jura Putrdma makslas nopelns. Bet &tiskais moments ir skaisti vienkarss -
labak ir iejaukties neka neiejaukties, ja vien mérktieciga komunikacija notiek smal-
ki, gudri un skaisti.

Heléna Demakova
Riga 1995



THE ENERGETIC EVOLUTION OF JURIS PUTRAMS

The art of Juris Putrams is emotional and precise in thought, His aclive
career. which has lasted for more than a decade, has been tense and variegated
in terms of medium, theme and mood. He is an academically trained graphic
artist who over the years has maintained his faith in drawing and the techniques
of grcphic art. In latvia's contemporary artistic milieu, Juris Putra@ms is known as
one who stretches the limits, as an artist who seeks appropriafe methods by which
to express his statements and who in the mid-1980s began to approach Latvian
art through non-raditional media. The artist has created installations and objects,
large-scale painfings on metal, as well as photo and video works. The list of tech-
niques is actually irrelevant in terms of Juris PutrGms’ work. One can only add that
his training and personal characteristics add up to a careful approach fo art and
an ability fo create or construct anything he wishes to bring to life.

Juris Putrams is not much interested in the things of this world. One might
say that he is interested in ‘the energies’ of the world. The more or less abstract
context of this idea has interested the artist since the early 1980s. At first it was
the stilted Soviet context to which sensitive and creative people often reacted by
offering an ‘anti’ programme to the expressions of external absurdity. Juris Putrams
was an inverted dissident at that time, and his works echoed with his negative
reactions fo cliched thought and the psychology of the masses. At first he worked
in poster art, because at that time there was relative freedom in the posterart sec-
tion of the Soviet Association of Avlists. Putrams, more senior colleagues (G. Sénbergs,
G. Kirke et al) encouraged the talented young people of that time to express them-

selves in this particular genre. It is inferesting that the active and searching begin-
ners of that time (Juris Putrams, Ojars Pétersons, Andris Breze and Ivars Mailitis) first
became known as poster artists. |t is interesting because several years later they

were generalized lincorrectly) as ‘artists of super-graphics’ and, fen years later, as
‘installators’. Juris Putrams’ frue road is that in 1995 he received a prize in the
latvian Cultural Foundation's poster competition ‘Urn’, but in the same year he was
working in smalHorm drowings and large-form open-air objects.

looking back at the early 1980s one must conclude that the work of Juris
Putrams owes much to the artist’s friendship with the young arlists who are cited
above and fo the fact that all of them had corresponding artistic views. They all
began their professional careers in Moscow, working out exposition design for the
Exhibition of the USSR National Economy Achievements and together they estab-
lished a workshop at the onetime porcelain factory of Riga's industrialist,
Kuznecov. The first largeformat (200 x 150 cm) silkscreens of |.Putr@ms,
O.Patersons, A.Breze, K. Gelzis and also |.Gailans were done there. In those
days, when art crificism in the Soviet Union was conservative and poorly informed
about the artistic processes in the rest of the world. these works allowed critics to
dub the works ‘super-graphics’ and the arfists - the ‘new harsh wave’. (Those who
are familiar with postwar Latvian art history know that the ‘harsh wave' was orig:
inally a term used to describe those painters who were devoted fo the communist
regime and whose works were unquestionably thematic, expressively realistic and
‘confirming of life’). The images in the works of Juris Putrams and his colleagues
were full of metaphoric battle against the wickedness and stupidity which sur-
rounded them, they were the expounders of absurdity in an existential context.
When the curator Barbara Straka of (West] Berlin invited Juris Putrams to be among
those who participated in the first manifestation of contemporary Latvian art abroad
the exhibition Riga - latvian AvantGarde in 1988), she was correct in writing:
‘... Putrams’ images waver in the world of colour contradictions between darkness
and light, the drop and the flight, togetherness and loneliness. The defermination
with which the ‘Messenger’ (an image in a largeformat graphic work done by
Putr@ms in 1986 - HD), like Prometheus, protects the flame of a candle from being
extinguished and carries it o the broader world beyond festifies to the self-confi-
dence and frust of this generation of arfists. Putrams’ works ‘Messenger’ and
‘Pretnis’ can be viewed as characteristic of the situation and positional coordinates
of latvian avantgarde’.
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Until the early 1990s the artist was interested in socially active 1 1€55ages

- I - . e = - £ g N P TRT ibarmr
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teristics in which the viewer was nevertheless free to indulge his own interpreta
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One summer alternoon, Juris Putrdms could be found distributing leaflets of

graphic work to passersby. Together with his friends, he used to organize exhi
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bitions in the Riga railroad pedestrian tunnel (1986, 1987 and 1988) as part of

the Latvian Art Days celebration
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Also in the early 1990s, the artist was heavily influenced by his introdu

atest works in chaos theory (Toffler, Prigozhin, Stengers). He began fo
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er work - light and dark, nearness and distance efc. - began fo disappear. The

‘major battie’ was waged for the last fime in 1990. In an exhibition, lania. 20 th
Century Somersault. Years 1940-1990, Putrams exhibited two contradictory
torces. A metal kamikaze is shown fa

ing foward destruction while attempting to
destroy others, while a red fire foad is seen striving toward re-birth.

Putrams began to re-evaluate his views, although his ‘handwriting’ did not
change much. His sense of context was changed, however, and because this
changed his ideas for future works, the formal side of his expression, of course
changed as well. His drawn line continued to be fragile, thin and definitive. but
n later works it is more laconic. His works are still carefully detailed, but now they

are simpler and clearer. The form in Putrams’ best works metamorphoses into a
symbolic and poetic sign. The simplicity and clarity of signs does not mean tha
the idea is simplified. On the contrary, the new context has posed new questions
to which one can respond only with new questions or, at best, with fervent hope
The world changes, it is open and yearns for self-ordering. Our era, the time of
great change which some would seek to frivialize by describing it as a time of
transter from socialism to capitalism, a loss of ideals in the pluralism of market eco

and falented indi
y free arfist has received from this era an opportunity tor unpar

omics, is not at all trivial or Dve.'|'-f' burdensome to a ‘.|‘-Qi_:gi‘!‘{:.l
vidual. A spiritual

alleled comparison. The limitations of the previous social system have turned info
a limitiess flow of thought. Juris Putrams has not abandoned the images which he
once found interesting, such as the chameleon. But if the artist's chameleon was
once a negative symbol of blending, then now the much more abstract approach
loward the chameleon calls up visions of circulation, openness and frequently sub-
conscious and unconfrollable change

The loter outdoor works of Juris Putrams (the ‘Third Canal’ at the open-air
exhibition Firkspedvale Conversations in Pedvale (1994) and ‘A Monument 1o
Staburags: A Silver Water Generator’ at the Riga open-air urban exhibition
Monument (1995] are, first and foremost, beautiful. The matter of beauty may
seem irrelevant and unjustified in discussions of today's arf, but Putrams’ metal
objects are beautiful because to view them is to sense the beauly, nobility and pur
pose of hope. His works are simple and associated with a concrete location as
an opportunity of communication between the elements and among the spiritual
and physical levels of existence. They are simple metal objects which are

L

not in
conflict with their landscape. It is not a matter of nature versus civilization or vice
versa, but rather both of these entities standing against the darkness. The works
are an expression of painfully emotional, definitely poetic and rather intellectual
accenifs in an environment which is forever Se!';-c-rgon!ziru_ The pathos of Juris
Putrdms seems to be visible only in dualism. Now, however it is no longer the

dualism of the great contradictions; it is the openness and ma leability of the world
and the involvement of man therein. The tragic and inevitable contradiction is no
longer found in the artist's work. The involvement of man and his creative thought
in micro and macro processes is shown as an energetic yet fragile thread. It can
be moved by individual ethics or without them. The discovery of man as a cease-
lessly evolving and communicative creature is, it seems to me. the greatest achieve:
ment of Juris Putrdms’ art. But the ethical question is beautifully simple: it is better
to become involved than fo stay apart, provided that the purposeful communication
is carried out properly, wisely and beautifully

Heléna Demakova
Riga 1995
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Makslinieki ir ka suni, kas iezimé un
past@vigi uzrauga savus ipasumus, kur
viniem ir savi felisi, savi pieturas punki,
savi ikdienas apgaitas marsruti un svét-
dienas pastaigu vietas. Tur tie nemifigi
nopUlas, nostiprinGdami robezas un
ieviesdami savus past@vésanas nosaciju-
mus. Stila iemanu vai fehnisko lidzeku
lidzibas savukart apvieno maksliniekus
lielakos vai mazakos baros, kur valda
ipatnéji, izsmalcingti, bet arvien tie pasi
dabas likumi, kas nosaka atsevisku
ipatnu, sugu vai ginsu makslinieku
ipatsvaru dotaja regiond. Ta veidojas
makslas socialas virsmas topogratija, kur
masu mediji ir ka magistrales, tilti vai far-
vateri, kas savieno atskirigus apvidus,
salas un kontinentus. TG veidojas raiba
plansete, plakne, kuras reliefs nemifigi
mainds lidzi laikam, kas pakjauts vieno-
tam pulkstena ciparnicas iedalu un
kalendara lappusu skaita vai rGtojuma rit-
mam.Ta fas ir parasti

Neparasti ir gadijumi, kad makslinieks
makslu un tatad ari visus ieprieksminétos
makslas pastdvésanas nosacijumus
izmanto, lai pagatavotu kaut ko tady,
kam 3ajos topografijas planos nav
apziméjuma, kadu iracionalu dizaina
objektu vai mehanismu trauslu un grifi
tveramu stravu radisanai, no kuru staro
juma pasaule neklust ne labaka, ne slikia-
ka,- varbit vienigi piepilditaka. Neparasti
ir tie gadijumi, kad maksli-nieks savu terr-
toriju apzinds ka konstantu, jau izsenis
pastavosu lielumu bez specialas topogra
fijas apliecinasanas nepieciesamibas,
bez pretenzijam uz teritorialu ipasumu.
Tadam katrs pieturpunkts karté ir ka ver-
likale, un orientacijas iespéjas faj@ nosa-
ka 3o vertikaJu ilgums (jo grandiozus
attalumus astronomi un makslinieki méra
laika vienibas), ilgums ka suveréna laika
pulsacija.

Juris Boiko
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stantly watch over their territory where
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ney nave their retisnes, their retference

points, the routes of their daily rounds
and where they take their Sunday after-
noon walks. There, they are ever busy
J boundaries and sefting the con
ditions of their own existence.
Similarities of practisec technique and
technical means, likewise unite artists
into larger or smaller packs. These
packs are governed by, albeit unique
and refined but nonetheless. the same
laws of nature that determine the domi
nance of a particular individual, breed
Oor genus of artists within a given areq
In this Way we can see the Tu‘_}pa;)qruph:f
formation of the social surface where
the mass media are like highways
bridges or even shipping lanes that link

separate neighbourhoods, islands and

continents. Thus is formed a multi-
coloured planetable, a panel whose
contours are constantly changing with
time and are themselves governed by
the rhythm unifying a segment of @
clock dial with the pages or squares ol
a calendar.That's the way things are
usually.Unusual are those occasions
when an artist uses art, and by implico-
tion, all the aforementioned conditions
for the existence of art, 1o create some
thing that has no definition in these

topographic plans; some irrationaly
designed r.'JiZsi-:.?LI or mechanism for the
generation of a current fragile and diffi

radiation neither benetfits nor degrade:
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the world - maybe only makes it more

tull. Unusual are those occasions when
an artist perceives his territory as a con-
stant, whose size was defermined long,
long ago, with no need to confirm any
particular topography and with no pre-

tensions to territoria c:fw-'rucnl“-ilrj For
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this map is like a vertical line and orien
tation within this vertical line is deter-
mined by its length in time ( because

L
astronomers and artists measure great
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distances in units of time) - length as the

sovereign pulsing of time

Juris Boiko



