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OLEMISIMESTUS

Sissevaade eesti graafikasse

Joonistamine ja graveerimine on olemuslikult kiillaltki erinevad tegevused: tiks spontaanne ja hoogne, teine —
tipne to6, mille juures thtki tehtud kriipsu enam kustukummiga ra votta ei saa. Samal ajal on monedel graafiku-
tel, kes oma pilte ju reeglina metallplaadilt paberile triikivad (enamasti mustvalgetena), paradoksaalsena tunduv
taotlus teha nii, et mulje sellest graveeritud kujutisest oleks niisama hoogne, spontaanne ja vahetu, nagu on paris
joonistus. Monedes graafikatehnikates on see lihtsam — néiteks kantakse pehmelakis kujutus pehmele pinnale,
mis lubab kel hoogsalt liikuda, nagu pliiatsiga paberil. Varasematel sajanditel on graafika koige tihtsam omadus
olnud ikka tipsus, sest algselt oli selle niol tegemist paljundusvahendiga ja hinnati tipsust voimaldavat kova-
lakilist oforti. 20. sajandil on see tapsustaotlus aga monedel puhkudel vilja joudnud oma vastandini. Ilmselt ei
suutnud ka graafikud vastu panna joonistamise volule ja hoole. Mis ei tihenda, et omamoodi ja hoopis teistlaadi
ilu ei peituks ikkagi ka eksaktsuses. Joonistuslikus graafikas saame siis tulemuseks pigem tundliku ja stigavalt
emotsionaalse pildi; tapisgraafilises aga sellise teose nagu on $ed6évrid kullassepakunstis.

1970. aastatel domineeris Eesti graafikas peamiselt estetiseeriv suund, milles kunstnik maaras enda jaoks
kindlaks "ilu reeglid" ja hakkas neid siis hoolikalt ja tapselt jargima. Samal ajal hakkas osa kunstnikke stirrealistli-
ku ebakonventsionaalsusega lilkuma pigem sellise reegliteta, joonistuslikuma enesevéljenduse poole, eelistades
kasutada avarat, ohuna helendavat paberipinda kui vaba ruumi, millesse fantaasia vois tujukalt sukelduda ilma
kompositsioonile motlemata. Niisuguseid pilte tegi varalahkunud graafik Marju Mutsu ja talle jirgnes hulk ta
loomingust inspiratsiooni saanud noori kunstnikke 1980. aastatel.

Eesti viljapaistev graafik ja kunstiinstituudi 6ppejoud Vive Tolli, kes 1987. aastal Kanadas kais, tootas vei-
di aega Toronto Open Studio graafikatockojas, kus teda tllatas viga lidne graafikute trikkimisviis. Kunstnik
kirjeldas seda: "Ta hakkas trikkima ja ei lopetand, kogu aeg tegi midagi juurde. Proovis, tegi jille, vahetas vir-
vi. See vottis tal palju rohkem aega kui plaadi tegemine." Sellal oli Eestis veel tldiseks tavaks graafikameistrile
to6deldud plaat ile anda ja tellida teatud arv tommiseid, mille laitmatu teostus oli siis meistri tlesanne. Tritk-
kimine oli rohkem tehniline t56, mitte looming. Vive Tolli hoomas peagi selles erinevuses peituvaid voimalusi
ja koju tagasi joudes ttles thes intervjuus, et tal on nitd tahtmine graafikat teistmoodi tegema hakata. Mida
ta ka tegi: kunstniku loomingut vaadates voib mérgata aasta parast toimunud tleminekut taiesti abstraktsesse,
suureformaadilisse loomingusse; jargneval kahel aastakiimnel tegi ta hulga oma teoste paremikku kuuluvaid
toid — abstraktseid ja monumentaalseid, soovitamise- ja trikiprotsessi voimalustega arvestavaid ning nendega
julgelt improviseerivaid pilte. Kuna ta oli sel ajal ka kunstiinstituudi populaarne graafikadppejoud, siis mojutas



taloominguline uuenemine (lisaks sellele reisile ka teiste kontaktide, samuti kaasaegse kunsti visimatu jilgimise
ning edasiandmise tulemusena) ka tervet tema jilgedes tulnud graafikute pélvkonda.

Marju Mutsu andeka kaasaegsena ammutas siirrealismist uudishimu keha-maastiku vastu, ja eemaldus selle-
ga estetismist, ka Silvi Liiva, kes samuti Kunstiinstituudis joonistamist opetas. Temagi opilased on radkinud, et
oliviga edasiviivja raputav olla ta opilane, sest kunstnik tahtis koigest hingest noorte kunstnikuande n-6 "kaima
likata’; temas oli palju ausust, tuld ja nakatavalt positiivset energiat. Noortele, kellel oli vaja eneseusku leida, oli
tema impulsiivne opetamismeetod lihtsalt nakatav. Tookord veel algajad eesti graafikud said vaimset toitu ka
sellal meieni joudnud uusekspressionismi mojudest. Nimetatud kunstivool sai alguse peamiselt Ida-Euroopast
parit ja lainde emigreerunud kunstnike ahistuse hingevaludest ja rangete seaduste eiramise sunnist, mis viis uut-
moodiloova, peaaegu hoolimatuseni vaba eneseavalduseni kunstis.

Tanaseks on joudnud keskikka see polvkond, kes alustas aktiivsemat naitustel esinemist 1980. aastate lopu-
poolel, ja on praegu koige loomingulisemas eas. Nende korval muutus ka estetiseerivas laadis tootanud graafi-
kute looming: neiltki hakkas tulema hoopis ekspressiivsemaid toid. Hiljem ei ole eesti graafikasse enam juurde
kasvanud niisugust rithma kunstnikke, kelle loomingus peituks midagi, mis neid koiki omavahel loomulikult
tihte seoks. 1990. aastatel muutus kunst tildse laiemas mottes ja praegu ei peeta mones ringkonnas enam "maali-
jaist"ja "graafikutest” raakimist tlldsegi heaks tooniks. Kunstiakadeemias hakati disaini, arhitektuuri, fotograafia,
kunstiteaduse ja erinevate tarbekunstialade korval opetama nn "vabu kunste’, mille alla kuulusid maal ja graafika
ttheskoos; kumbki neist iseseisva erialana ei tundunud siis aktuaalne. Graafikatehnikaid saavad soovijad siiski
ka praegu 6ppida ja on veel neidki, keda sedasama "head tooni" veidi trotsides "noorteks graafikuteks” voiks
nimetada.

Eesti graafika hakkas Marju Mutsu, Silvi Liiva ja Vive Tolli ning teistest nimetatud mojudest saadud impuls-
side ajel 1980. aastate Iopust arenema suureneva improvisatsioonilisuse poole, selle reeglid avardusid. Kunstnike
usaldus intuitiivsete viljendusvotete vastu kasvas ja valmisid t66d, mille tekkimises on sarnasust loodusvormide
iseenesliku kujunemisega. Kunstis oli varjul pooleldi teadvustamata soov sellise loomulikkusega vaatajale lihe-
male tulla; talle omasemaks, armsamaks saada. Just selle n-6 kaheksakiimnendate graafikapolvkonna juures on
ehk koige rohkem pohjendatud jutt kunsti joudmisest meditatiivsusse, selle tekkimisest libi kunstniku stigavai-
ma isikliku tunnetuse, milles looja jouab lihemale reaalsele maailmale. Kunstnik viljendab mottelisi seoseid
oma keha ja seda tmbritseva ruumi vahel, ning see on hoomatav teoses; sisseelamises iseendasse ja oma spon-
taansesse kaeliigutusse, millega t66 on tekkinud. Kunst koneleb vaatajaga selles keeles, mis on vilja kasvanud
kehatunnetusest. Kunstniku professionaalse kaeliigutuse eheduses on varjul voimalus avada oma té6ga emot-
sionaalne suhtluskanal vaatajani, milles on tiks voimalus leida tee tema siidamesse. See on koige avatum kanal

tldinimlikule suhtlusele, sellega saab vabastada kaasinimese mottekrambist, lepitada koige tildisemas mottes
tanapaeva voorandunud indiviidi. Inimesed tulevad néitusele selleks, et votta vastu vaimne laeng veenvailt, usu-
tavailt, puhastunud mottega piltidelt. See uus polvkond kunstis ei tegelnud teooria ja esteetikaga, vaid ainult
sellega, mida ta ehedalt ja toeliselt hoomas, ja mida suutis ka teiste jaoks hoomatavaks teha. Ta uskus, et kunstni-
ke lesandeks on maailmale néidata, kuidas koik meie timber on elus ja hingestatud, kuidas pilti kujundav kasi
voib isiksuse omadusi nii ehedalt peegeldada, viljendades roomu, kurbust ja teisi emotsioone. Graafikakunst,
mis on tehtud tundliku inimese poolt ja adresseeritud tundlikule vaatajale, aidates tal vabaneda voorandumise
krambist, evib hoolivust, méistvust ja avatust — parimat, mida kultuur inimesele pakkuda voib.

Graafika headus on ikka suuresti soltunud ka tehnilisest sissetodtatusest, erinevalt teistest kunstivormidest
nimetatakse siin looja tileminekut teisele tehnikale kohe katsetamiseks ". Ka need graafikud, kes teostavad oma
toid digitaalselt, on pidevalt edasiarenevate voimaluste seas arendanud vilja oma alimalt isikuparase laadi, mis
toetub paljuski teatud tehnilisele kombinatoorikale. Tehniline perfektsus on viga tihtis ja mitmed kasutavad
digitriikki koos mone traditsioonilise mehaanilise vottega. Eesti graafika on ka praegu parimas mottes graafiline
ja sellest hoolimata, aga voib-olla just tanu sellele, ka sisuliselt peen ning vaimselt tundlik.

Kuna aastatelt koige kipsem polvkond eesti graafikas niitab jatkuvalt oma himmastavat tookust ja elujou-
du, ei saa me jitta koigepealt nimetamata niisuguseid meistreid, nagu Vive Tolli ja Evi Tihemets, kes hakkasid
naitustel esinema 1950. aastate lopul ja teevad seda raugematu innuga kuni tinaseni. Molemi isikuparane laad
on aastakiimnetega arenenud ja muutunud, mones mottes on nad vastandid. Kui Vive Tolli oli kuni abstaktseks
muutumiseni meie rikkaliku mitoloogiapirandi ja linnamiljo6 poeetiline laulik, siis Evi Tihemets on alati suut-
nud elaanilt ammutada erinevaist liane kaasaegseist kunstivooludest, sealhulgas POP-kunstist, kuid jaida koigi
nende mojude vooluvees ometi ka eksimatult iseendaks.

Koige lummavama ideaalmaailma on aastatega tiles ehitanud Mare Vint — esteetilise utoopia linna- ja par-
givaadetega, varemete, sildade, piramiidide, piloonide ja obeliskidega. Need tuletavad meelde loodusemehe
Fred Jussi sonu: "Me vajame vaikust nagu puhast ohku." Esteetilises kunstisuunas on mitmeid teisigi ilusate,
peente ja fantaasiarikaste kujunditega pilditasapinnal (sest tsentraalperspektiivist loobuti juba koos realismi
hiilgamisega) mingivaid autoreid, kellest igaiiks arendas aastatega vilja oma kordumatu viljenduskeele. Nende
hulka kuulub Naima Neidre, kelle tilipeene joontevorgustikuga kaetud t66d on peaaaegu, kuid mitte péris abst-
raktsed; labi selle joonestiku vaataksime otsekui veealust maailma, milles liiguvad ainult sinna kuuluvad olendid
ja holjuvad vesikasvud. Benjamin Vasserman tegi omal ajal veenvaid simmeetrilisi, ebareaalsetena mojuvaid
nattiiirmorte; praegu tootab ta sama pihendunult arvutigraafikaga, esinedes oma toddega edukalt rahvusvahe-
listel naitustel. Ka Vello Vinn teeb pilte, mis on kriips kriipsult nonda tapselt kokku pandud, et need sarnanevad



filigraansetele puzzledele, sageli kuuluvad kompositsioonidesse ka pildilikeks mérkideks tihendatud sonad. Uk-
sikasjadeni libimoeldud teostele lisab osav sonademing tihti humoorika niiansi. Maret Olvet hakkas aktiivselt
vabagraafikat tegema alles 1990. aastatel, ja on tanini jainud geomeetriliste abstraktsete kompositsioonide juur-
de, mis on varvierksad ja isegi Iobusad, huvitavaks teevad neid ka hstivalitud pealkirjad.

Marje Uksine likus varem samuti esteetilises ruumis, kuid tiheksakiimnendatel hakkas ta jark-jargult eksp-
ressiivsema ja abstraktsema kunsti poole kujunema ning praegu voib ta omaparasel viisil olla tihes ja samas pil-
dis korraga graafiline ja maaliline. Ta to6del terendavad, ujuvad, poorlevad voi holjuvad otsekui pimedas ruumis
mojukad abstraktsed kujundid, mis ammutavad lisajoudu ka ilmekast kontuurist. Vahel tundub mulle, et nende
monumentaalsete vormide inspireerijaks vois olla Rauchenbergi graafiliseks arendatud lopsakas pintslitomme,
kuid ilma irooniata — lihtsalt kujundina, mis hingab omaenda hingamist kunsti ja fantaasia vahepeal.

Silvi Liiva loomingus leiame ikka ja jille inimese maastikust, monumentaalsena oma tiksinduses; kord on
peategelaseks figuur ja loodus selle taustaks; siis on jille maastik tahtsam, jttes inimesekesed tahaplaanile sta-
tistideks. Suurenevates formaatides abstraktsed mustvalged teosed on inspireeritud imestunud silma voimsatest
looduselamustest, mille on tekitanud I6pmatud lumevaljad voi raske vihm; vireleva pinnaga veekogud, tahistae-
vad, dike voi virmalised.

Ulle Marks on hinge ja keha puudutava joonistamise meetodit tolgendanud tthes Ojamaal toimunud
workshopis valminud néitusega, millel eksponeeris keskaegse paksuseinalise maakiriku porandal hulka kipsi va-
latud heledaid kaejalgi, mis laotusid seal laiali nagu linnutiivad 6hkutousul. Ta on teinud ka palju pogustundlikke
joonistusi ja graafilisi lehti taimedest, tuulest, veest, kividest. Pole voimalik unustada ta suurtel poollabipaistvail,
laestrippuvail kalkarullidel holjunud joonistusi; naiteks valge liilia oie nartsimisest paev paeva, tund tunni jarel.
See pimestavast ilust kahkja tolmuse tombuni viinud areng mojus kummastavalt nagu koik ajalikkuse-surelik-
kuse metafoorid.

Teine loodustunde vahendaja peamiselt suurtel kuivnoela tehnikas toodel on Virge Joekalda, kes on gravee-
rinud varakevadel mullapouest viljapressivat taimeidu niisuguse sisseelamisega, nagu oleks ta ise see taim. Tema
t66d on voimsad emotsionaalsed puhangud, millel maastik hingab riitmiliselt, nahtavalt, kuuldavalt. Tunneta-
vas joonistamises ei ole teist, kes seda empaatiavotet nii sugestiivselt valdaks. Kelli Valk teeb abstraktseid toid,
ehkki need voiksid olla ka tummade menbhirite laikivad peegeldused titinel veepinnal; teisal elamuste elektrilist
pinget libilaskvad nirvipeened vorgustikud. Sirje Eelmat inspireerivad inimestevahelised suhted, mida ta 6rna
kiega tlesmargitud kirjade, nihtavate vestlustena maastiku taustale projitseerib. Ta naeb sordiini all tema jaoks
tahenduslikke esemeid, millele heidavad valgust kuhugile peidetud lambid; mida salapérastavad kummalised
varjudemingud, rastrid ja kumavad faktuurid.

Kui Sirje Eelma nagemusis omandavad asjad eriskummalise aura, siis Kadi Kurema kies juhtub see inimes-
tega, kes ndivad valiselt olevat ametis koige tavalisemate igapaevaste tegevustega: nad istuvad puu all, jalutavad,
joovad kohvi, loevad lehte voi raamatut, likkavad lapsekaru, mangivad viiulit, soidavad jalgrattaga, proovivad
uut kleiti selga, magavad, kiiguvad voi tantsivad. Kurema kasutab "salarelvana’ viga vaikest formaati: pildi lahe-
maks uurimiseks tahaks luubi haarata. Koik oleks justkui enam-vihem selge, aga siiski on selline tunne, et mingi
oluline detail vois kaduma minna, mis selle Poial-Liisi maailma moistmiseks ilmtingimata vajalik on. See sunnib
meid ikka ja jalle nende piltide uurimise juurde tagasi tulema. Viimasel ajal lisandunud kontseptuaalne vote,
tabavalt valitud foto lisamine graafikatommisele, ainult siivendab nende matlike piltide poeesiat.

Viga ennastreflekteeriv kunstnik on Reti Saks, kes teeb pilte pilditegemisest; joonistamisest, jalgimisest,
kompamisest, motisklemisest, vaikivast tiksteisele otsavaatamisest, kohklemisest... Maie Helm on ikka joonista-
nud inimsilmseid lemmikloomi, méni neist voib osutuda ettarvamatuks toojaniks: voib selguda, et koerakeses
peitub draakoni alge, ehk harjutab tiks kala karkudel kondimist selleks, et maismaal paremini toime tulla. Merike
Sule-Trubert on olnud stirrealistlik joonistaja, praegu fotografeerib samas votmes, toob meelde Man Ray fo-
tomaailma. Kulliki Jarvila elab omaette eksootilises muinasjutumaailmas, teatri-, balleti- ja matdi-ilmas, kus
kappavad valged hobused, hiidnaine sammub libi mere ning luiged libisevad haaletult dle vee.

Inga Heamigi on tugeva sotsiaalse nirviga kunstnik. Omal ajal tegi ta varvilisi litosid, humoorikaid illust-
ratsioone, plakateid. Viimasel ajal aga on tulnud valja kontseptuaalsete toodega, millest esimene oli joonistuses
dokumenteeritud jutuajamine vanaproua Maarja Hankoga. Monikord lasevad korges eas inimesed oma elul
silme eest labi libiseda nagu filmi, ja selle filmi on kunstnik — tiiendades joonistusi juurdekirjutatud tekstidega
— vaatajani vahendanud, tehes seda tipse ke ja tabava psithholoogilise haalestusega. Oma koige viimases t60s
astub Inga Heamigi dialoogi maailma vapustanud Charlie Hebdo tragoodiaga. Ta kirjutab naituse saatetekstis:
"Kolm kuud tagasi ei teadnud ma veel, et tthe viikese grupi inimeste jaoks on kunstnikud koige ohtlikumad
vaenlased ja pliiats — surmav relv" Ingvar Toomas Heamie tehtud fotod on organiseeritud motlemapanevaks
kompositsiooniks. Alustanud 1980. aastatel ekspressionistina, on Inga Heamagi kujunenud 21. sajandil sotsiaal-
selt motlevaks kunstnikuks, kellena kujutab endast thenduslili koige noorema ja kiipse polvkonna vahel graa-
fikas.

21.sajandil on riburada, enamasti thekaupa, nooremaid graafikasse juurde tulnud. Igatiks neist on kaasa too-
nud midagi eriparast. Esteetilise ja ekspressiivse koolkonnaga ei ole seal enam palju tihist. Kuidas need viimase
poolteistkimne aasta jooksul elu- ja kunstikiipseks saanud inimesed maailma nievad? Nende kasvamise ajal on
ohk olnud pilgeni tiis informatsiooni; samal ajal on ehk puudu olnud vaikusest, mida 20. sajandi kunstnikud
veel heameelega kuulasid. Noored motlevad teisiti, ettevaatlikumalt, abstraktsemalt, ometi on ka siin tegemist



pohimotteliselt samasuguse lahknemisega, millega varem: ttheltpoolt valdavalt looduslihedasema, teiseltpoolt
abstraktsemalt-kontseptuaalsemalt haalestatud motesuunaga. Niteks Kaija Kesa joonistab taimi ja seemneid
— viimased mojuvad tema silma all peaaegu maagiliste objektidena. Tema omaniolises kserokoopiatehnikas
tehtud t66d puudest, mille okste vahelt voolavad libi paikesekiired, on nii libipaistvad, et toovad meelde kuu-
ma suvepdeva selle vireleva 6huga. Gudrun Heamigi otsib ennast visandlikus joonistuses — kiillap aitab see
vote tal kinni hoida reaalsusest, mis voib ju kergesti virtuaalkeskkonna taha dra kaduda. Uheltpoolt nieb ta asju
globaalselt ja joonistab abstraktselt olendeid, maja- voi vorgusarnaseid vorme, mis keerlevad peades ja peade
imber; teiseltpoolt piitiab neid visalt sobitada paris maailmaga, mis eksisteerib kiegakatsutavalt siinsamas meie
imber. Britta Benno on pithendunud Madonna-teemale, dialoogile harmoonilise Rafaeli ja rahutuma Jacopo
Pontormoga. Tanapieva kunstnik naeb realistlikumalt jonnakaid lapsi ja ema, kes piiiab olla kannatlik, kuid
kellel on ikka palju koduseid toid pooleli.

Tarrvi Laamann suudab puuloiketehnikas trikkida peaaegu puhast maalilisust, roomu kaleidoskoopilisest
varvist ja vormist — voib-olla on need muusikalised ritmid visuaalis? Toomas Kuusing kasutab abstraktsiooni
asemel pastissi, laenates kunstiajaloost vastavalt meeleolule ja tehes nende laenudega linoolldikeid. Ta on innus-
tunud hollandi maalikunstist: puuviljadega koormatud natiiirmordisarnaste kompositsioonide esiplaanidel
lebasklevad inimfiguuridki sarnanevad pigem aedviljadele, nautides oma olemasolu tisna ebavaimse lihalikku-
sega. Monikord on inimkehaga tegelaste kaela otsas sea- voi kaelkirjakupead. Uks meeldejaédvamaid on kohvi-
kustseen kaabus vanamehega immarguse laua taga; meeleolus on Edward Hopperi laadi eksistentsiaalset tih-
just. Hollandlaste korval paistabki Kuusingu teiseks inspireerijaks olevat Ameerika metsik lads: sellele otseselt
vihjavate kauboikaabude korval on hoomamisi tunda ka varjatud agressiooni, omavahel sobimatute maailmade
vagivaldset segunemist, mida kehastavad zoomortsed tegelased. Ka valmilik "Janeste jutlus lovidele” kuulub
sellesse zoo-antropoloogiliste maistupiltide seeriasse, mis peab opetama tinase maailma ohtlikus 6hustikus nii
mondagi soprusest ja vaenust, sojast ja rahust.

Rangemalt ja geomeetrilisemalt mojub Lembe Rubeni napisonaline, humoorikas stiil kriipsujukude moodi
jooksvatest, istuvatest, kitkitavatest ja kummalise riitmiga omavahel suhtlevatest figuuridest. Skemaatilisust poh-
justab ka tehnika: autor trikib traadist painutatud $abloonidega, neid kord-korralt imber paigutades ja sel viisil
mitmesuguseid teemasid kasitledes — peaaegu alati huumorivotmes. Kunstnik katsetas akadeemia loputéos ka
joonisfilmi tegemist, mangides multiplitseeritud kujunditega, mis olid teostatud oforditehnikas. Tott-6elda mee-
nutavad ta praegusedki pildid oma ringisebivate tegelastega pisut multifilmi. Ka Arne Mesikapp trikib sabloo-
nidega, mida on omal ajal kasutatud trikitoostuses, kunstnik tolgendab humoorikalt klassikalist miitoloogiat
t66des, nagu "Leda’ja "Danae’.
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Kogenud virtuaalkunstnik on Lilli-Kroot Repnau, kes alustas programmivigadest inspireeritud arvuti-
kunstiga ning on viimasel ajal teinud linnavaate-tehiskeskkonna teemalisi, huumoriga viirtsitatud fantaasiarik-
kaid t6id. Kalli Kalde, maalijana tundlik, lopsakas ja varviroomus, on teinud graafilisi trikke vinailplaatidelt ja
pooljuhtskeemidelt, eksperimenteerides taaskasutusega — viimasel ajal on see viga aktuaalne teema.

Lauri Koppel kirjutab enda kohta, et ta tegeleb paranoilise detailisuurendusega, kasutades industriaalse mai-
guga tehnikat offseti eesmargiga saavutada taielik isikuparatus. Seda taotlust sonastades on ta joudnud vastasaar-
musse vorreldes eelmise polvkonna sooviga elada sisse ehedasse kieliigutusse, mis pidi viljendama voimalikult
taielikku isikupara. Sellega on tiks ring tais saanud: paike on tousnud ja jille loojunud; keegi on kuulanud vaikust
jakeegijalle miira. Nagu kirjutati: ei ole midagi uut paikese all. On ainult unustatud, uuesti meeldetulnud ja tim-
bertootatud vana. "Uus” on illusioon, see annab optimismi edasipiirgimiseks nii neile, kes on tiis vastset joudu,
kui ka neile, kes voivad visima hakata.

Vappu Thurlow

".... Kunstniku pilgus leidub siiskiveel seda, teistel juba aastatega kadunud imekspanu, sest tema ei vaata enese iimber olevat
mitte lihtsalt silma, vaid ka siidamega. Mina néen seda imestust niisugusest vaatamisest siindinud piltides, graafilistes lehte-
des, mis aitavad mulgi uuesti hammastuda olemisest, ja igal hetkel uuesti sindivast maailmast."

Vappu Thurlow, OLEMISIMESTUS

Motlesin kaua, kuidas illustreerida Vappu Thurlowi OLEMISIMESTUSt, motlesin ka kaua kataloogi kaane
peale. Tegin viikse ajurtinnaku ja Iopuks leidsin tles selle kujundi, visuaalse pildi, mis voiks siduda neid kahte
viga erinevat maad. Kaanepildil on niha viikest (me oleme nii harjunud selle méttega, et oleme viga viike riik)
Eesti kaarti, mis on tasapinnaline, lapik, peaaegu 2D. Ka meie kultuur on kallaltki noor. Samas oma estampgraa-
fikas ptirgime magedestki korgemale. Armeenia on olnud aegu tagasi viga suur ja vana kultuuriga maa, millest
praeguseks on jiinud Eestiga vorreldav maa-ala. Nii olen ka kaanepildile projitseerinud Armeenia oma méigede
javana kultuuriga kui 3D-maa.

Voib-olla on see liialt lihtne ja Gldistav kujund, aga sellise pildini on mind juhtinud need 2 aastat, kui olen
olnud seotud Eesti-Armeenia kunstiprojektiga.

Ootan viga meie kunstnike naituse toimumist Jerevanis. Minu erilised tinud Armanile, Tigran 1-le, Tigran
2-le, Sonale, Vappule, Laurile, Gudrunile, Ukule, Avele ja Leale.
Inga Heamagi
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Anynipjui qupdwuipp
Qhnwupnuiabtp lunnwljuwd ginupjbunwujui mywugpnipjui ytpuptpypug

Lum Inipjud, gowlupmipiniid n1 thnpwgpnipinilip h hugm G GY gnpoénitnipjwd mwnpptip dWbphg.
wnwghlip dtnph hiptwptpuywi wynhy pwpdnidhg, tpypnpnp” Ggpunipiniihg, npwbn ng dh ghd sh
Ywpnnn thnthnhuygty, wyu nhwpnid wihiwphb E nigpnidtp junwply b otioh” hywbu dwnhwmny wpyud
ghon:

Uwlw@ gpudhuyh npny Jupubtnbbp, nyptip mywgpnid Gh hptitlg untindwgnpénipinitdtpn
thnpughp Uhnwnt phptnitpny, dgunid GO hnpugpduo L myywsd wunmytinht wphunidnipinil no
bpnLiwnipinid hwunnpnt wwiny pneh ypu Gyupguoh wmbup: Uh pwlh mbtubhyuitp hunipjudp
phatnnid G uyn hftwpwynpnipinibp, ophtiwl™ thwihnil jwph wtuthiwb (vernis mou). tpp wwwmytpp
owoyynid k juph th pwlih ptipmny, dbnmwnulwb phptinh ypu @yupgh dtinpp htipwmnipjudp Eoupdynid.
Ghow wyliytiv, hiywtu Jwwhwny pyph Ypw tjwpbjhu: Gwnpn gupupewtttph thnpughp gpudhluygh
Juplinp hwnjw@hptitphg Ip 6gpunnipinian, pwigh wi twhwnbtujwo tp Ypyhonhtimyynn aywnihtnh
hwdwp L hwnjuwbtu pwpdap tp ghwhwwmynid odnpup: 20-pn nwph thnpugnnipjull qupgqugnidh
nipwgwy wy ninnnipjudp: Liwunhsitinn mupywo tht wtdhowjubnipjudp: Whniwdtiwyihy, wunytnh
6ognunipinilip npn Gywphsitinh hwdwp u wpdipwynp E: bpuuinid upbh F unul) dwdwbwuyhg
nwwahp gpudhuyh tpyne hhdwlwd dnnbgniddtph dwuhb. wnwehtin qquyni@ k, hinghnbw) W
wlidhpwlul, tpypnpnp Gwhipbwpnid Ewnwyt) hwigquidwliwhg dnntgnid:

bliy ytipwptpnid £ n6uyhlt mbintbghtinht, fumnwgh Gunphsitiph dté dwup 1970-wubitinht
gtinwghnwliwd nwnpngh Jugunid thh: Lpwblghg jnipupwbgnipp Hwlb) p ubihwiwb «glinbgynipyul
opkGpltinp», npnig w htmlinid kp hp unbindwgnponi pynihlitnnid: Uhliiing @ dwdwbwl Gywphgbtnh by
wy] junidp hwpnid En ynipntwhquih@: dhpghtlitinhu Ynnuihg whnbuytgh@ pninp hiwpwynnp Jubndbtnp.
pPnrh duytintup Gpwip wquunnptt Ehlt ognmwgnponiy, b yndwynghghw@ wyjiu juplinp nbip gp pwnnid:

Swwaghp gpnudphluyh wyu hudph wnwewdwnpwmhlitinhg Ukyp Uwpne Unigni@ (Marju Mutsu) kp, np
niiiigwy pwquwphy htnbnpnbbp: Ghwphgsitph wnwehtl funidpd hp «gbnkgynipjud opkbpltnny»
wmbhuihjuwbtu Huwlikg hwhiquiwbwhg dnntgnid, thiynbn ynipntwhunbtnh  hunwdpp hwiyws n
htpbwpbpuuinipjwuin:

Uqnbignipini Ypkny Uwpnt Unignihg (Marju Mutsu), Uhpdh Lhhywjhg (Silvi Liiva) b Jhyb
Snjihhg (Vive Tolli), 1980-wwittph tpynnpn Yhuh@ tphunwuwnn gpudhlibpn ujubght htmwpppnpyty
wnipntwihguny, Gpu hdwypnyhqughnd dnmbgdudp: Ungtunmwgbnitpp dgunid Ehlt wpmwhwynby
hntllg qqugunilplbipn. Gpuig wphwnmwipltn wykh dnntgud phwyub autiph jugdwynpdwin:
80-wwbbtph ytipehtt 90-wwhdtinh uygphlt yunkh kp hunutp dtp wpytunnid mbnh niitignn phwjutnt
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thunidlitph L nhwnnnh htw Yepwwpbnt thnpah dwuh@: <dwpwynp k, np dinhwnwghuwgh hwdwn wbwp E
aquti hnghwtiu Gtippwthwigh] fwntinhuyh unppp: Liwuphsitinp hwpgnud Ehi, ph htauytu ggu dwpdth
ni ppowyyunnh dholt Gtpph@t Juwn W hzwbu nu gnigunpt] wpytumh gnpdh’ atnph htpbwpbpuwubd
ouipdiwl thengny: Ywnn®y F wpynp ginupytumwiui jkgnih nnipu qu) wpybunwgbnh dupdtwluh
Gwlwynnnipynilhg, tpp tw wilndnpib wpmwhwymnidEnipwhunipynid, puhuhd jud wy qqugdniiplitin:
Uljwpgh dtinph ptwwinb wpdnudp h qnpnt” E pugh) nhnnnh W wpdtumh dhele hwnnppuygdw wihpp:

Qhwnuynn k, np Gyuphl nignyws vkl hwjwgpn oglih omwpyud dwpnni gt Gwiwwwphp nhwh
tw" wphuwphh ptwub Gwbhwmnnipnih: Wn Gyuphyitinp mupjws gtht ginughmnipjudp L wphowmnid
thlt wylwbu, hiswbu ggnid b h@ght hwjwwnnid thé: Lpubp wpytunh Gyumwlyp mbubnid Ehh wdkbn
Utilinwh ni ngbintit gnigunpbyn dke:

1987p.-ht Funntiwgh Gwbweduo gnudhlyy Thyk @nhb (Vive Tolli) wyghijtig Ymbwnw™ Snpninn, npntin
fpwl htwpwynpnipnil pbatngkg wphuwwmty "Open studio” wnytumwingnid: Lnwhg wphiwmbjunén
qupiwgptg GQunpgnihnil, npp Jhykd Gquwpugpnid B wjuybiu. «Swwgnpnipinip uuytg, © wn
nipwgpnid puquwphy gnpoénnnipinibitn juwnmwpytghl. thnpawpynidttp, gnyth thnthnhunipinil, Gnphg
nwwagnnipinil: @nid k, ph yepehlu wytih tpup dwudwbwy F wwhwienid, pwd thnpwgpnipiniip»:
Uhlyntn Euwmnbhuynid  thnpugpnnébpn wpnbl wjwpnni phptnn  hwbdabnid  Fhd mwywuwgpnn
Jupwbtwnitphl, npnig fuinhpp dh pwnp wiptph Gdnpitp paqunpyb p: Yw wpnkh yepuptpnid bp
wmthuthjulwd wphiwwmwiphl b unbndwgnpéwud nhpwgph dwu gp juqunid: Jhyk @npht (Vive Tolli)
piyniduyhlt tp hwdwpnid unmbndwgnpowlwd plpwgph thnthnhunipnilp wnwyt) hiphwpbpuww,
wquw nt qoujuul dnnbgdwdp: Gpp Gw Jhpunupéwy, hp hwpgwgpnygbtiphg dtynid kg, np
wyunthtim wy) Yepy Ewphimnbne: 64 wnwtu b wpkg. @qupegnihne wphowmwipitn@ niunidtwuhpbhu
wmbulnid tp, np 1988p.-hg twn hhdliwjwbnid yhpugwljubd gnpotp £ untinol: 64 np wykh uplnp E,
npwhu Gtnupytunh wjuntdhuwh nuwuwhinu, tw dtd wgntgnipinih gnpétig Gywnphyatph tphunwuwpn
utipinh Ypw, jnipwpwbygnip np htmwgw wwnhtbnhd qupqugntig hp nipny nép:

Uwpnt Unignih (Marju Mutsu) mwunuinuynn dwdwiwlwlyhg Uhpgh Lhhyw@ (Silvi Liiva) Wu
htnwgwy 1970-wwditnh ghnupybunwiud wjwinnypitnhg” nhikny wnipntwihgquih@: Gw dnybwbu
nuwuwywinnid kp b ntuwlinndiph hwdngdwdp pwn widhewwd kp ni npuwwd Fitpghw Ep thnhuwbgnid:

Gphunwuwnpndbtph hwdwn, nyptp dhpnibwynipyud hwintw hpttg hwydwd dby jujunbuwwud
mpuwdwnpyuénipjul Juphp nidkhb, Gpu nuuwywindwd hdyniuhy dbpennd wiywth gpuyghy n:

Pwugh hptitlg niunighsiinhg, 1980-wywbitnh@t tphwwuwpn  GQupheiitipp  ngtpbigynid  tha
bntpuwynbuhnthquhg, npp Wpbbpwd Gypnwughg  dwulwynpuwbu  Uplbpwd  Qhpdwbhwghg
Unplidnjwd Gypnww mbnuihnpujwsd Gwuphgtph 2tnphhy ulhgp wnwéd wpybumh ninnnipnid bn:
Tpwip wpmwhwjmnid thlt hptlg pwhuhén” dhwhuwuntyws unghwjwub hpunwpanipinibitphl no
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wuwwndwliwd dwunwbgnipjubp: Wuop twnhsiitph wn ubpniiinh Ghpyuywgnighybnp, nyptin hptbg
ninh uluty Fht Funnthwnid, wpnbd hwuni@ mwphpnid G4 b pwnm Yptwmhy: Oyptp twpuihtnid hwnpty
thi gtnughwwlwb nwypnght, wbih hwiftght ntwh fpuwptuhnithqup:

Swynp, Jtpohlt mwuphbtinh@ pstinp hwdwiptight Funntww® mywghp gpudbhluyh npnpup:

Qwenn muwugnnipiniiip fwl mEhudhyulw Jupybnnipyud wpynibp b dnpugpuwd inp mEhubhliw
jnipugtbyn tdwb Erpuybtphdtmh: 0Y wphuiwwnnid E pyuyhft mywgpnipjud htwm, thwdwdwbwy dhwuynid
E wihwnwlwd dnntgnid, npp pnhwipnipynitabbp nih wbthuihjuiwd hwdwnpnipnibitph hbwn:
Yuwnwpbjugnpdénidl wjumbn wihpuwdbtom k. npny Ghuphyitn pyught dbennbbpn hwdwnpnid & Gwl
wjwinuul mywugpuiwu tnubwlyabph htwn:

EFunnfwljul muywgpnipiniip pun gpudhwujuyl B iwugugnyd hdwumny, wt pwdujubd nipp b
qqujwlwi k:

Jhyt @nphit (Vive Tolli) L Eyh fdhhtidign (Evi Tihemets) funnfwwd thnpugnnipyul wjwg utinlinh
ttinuywugnighstitinhg &h: Gpyniub b wwn hiphwnmhy tninkgnid niétd™ nwyhd wnnidnyg hwljunhn: Uhly
wpunnpwlm ppowlin hyt Bnyhb (Vive Tolli) gnytpgnid Ep Fumntwju nhgupwbnipinidl nr punwpwyhd
wmbuwpwabtinp: EFyh Ghhitigp (Evi Tihemets) Whwwwbu hwnk) Fuinntinthunmwub pupddwin, dgumbtiny
wuwhb) hp wpytumhb plnpn) nyul ni ppwgbn Unntignidp hp atinttupud pninp Fpuwytinhdbmbbpnd:

Uhpyh Lhhguwyh (Silvi Liiva) wphluwmw@pitipnid ju dty Yhpyup® mqudwpn jud (unwybpuwtu) Yot
plinipju@ gpynid: Lw tppbdl phwwwmytph $nth ypw htpnu ud htpnunihh k, Gppbd@ b pbwbuph
E htipnuwwl: Wuwntn b gniiwdwoly hujuywlwb nupwntp, whapl ni gnip, tpyhdpn 1h E wuwnntpny
Ywd hjniuhuwthwyny: Uwpt dhtnp (Mare Vint) hpwjwb Fuptin b, nyd hp wphiwmwpbpnid junnigh £
hntwuub splwn wphuwph, bFuptnhiujud ninnwhw, npunbn jub punupuyht mbuwpwbitp, wyghitn
wybtpuyttipny, yudnipetitin, pnipglp, whintdtn W optijhuliitin: Lpw Gwpbtph ;nin Gtpdwyp hhptighnid
F funnfwgh tnwynpuwlwd dptin 8niuhh (Fred Jissi) htimlyw unuptinn. «Uklp Junphp nidkip pnipjud
wjliwtu, hbywhu dwpnip onh»: W) Gywunhsbtn, nypbp hwupnid &b ginughnmwlw ninnnipjuip, jhunid
Eh@ Gpw Gpgphn b hntwjhunwlwd ykh gqunuthwnpbtpn:

TLwhuw Lwynnkh (Naima Neidre) wphawwmwlipltinp hhptignid &4 unnpepjw fuwnwn dh wphuwnph® hp
pniuwwid n Yeinubwlwd wphuwnhny:

PEOywdht Jwutpdwbn (Benjamin Vassermann) dljunnid tp twmynipdnpunGbp thnpphy tpipwswthwulub
opjinlitinhg. uygpnid Gtw Yunnignid kp npubp: Wdd untnonid E wpumpuln pyuyhlt wphiwmwbpbbn,
npnlip Unpgutwlytbinh &4 wpdwlwgly dhowggquyhlt gnigwhwinbudipnid:

Jdbn Jhip (Vello Vinn) junnignid b upudhw, pupn Yndwnghghwtp, npnip tppbdd plingpinid o
pwntn® hpple Spwul: Lnw wphiwwmwtpltinp hnidnpught &4, hwikniuyhd ni qupdwging:

Uwpbwn Optwmp (Maret Olvet) mwwghp gpudhuyny uluby ' gpunyty 1990-wwbbbnhd: Wn
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dudwiwlywihg h ytp dw unbtndonid ' wljmhy gnyitipny Epypugwthuud wpunpuyghwitn: Uwupt
Niyuhdth (Marje Uksine) hwpnid kp ginughmwiw nunnght, wwluy 90-wywbitpht dw hwuyytg nhwh
wnwyt] wpnwhwjnyujub, wpunpwln nap:

Wuopn fpw wphiwmwbpltpn Yupnn &4 nhuytp dhwdwdwbwl pt” nputiu ghinubupsuywib, ph’
npwhtu gpnudhuubd: Ukdwdwyw) wpumpulm wunpdtpp Unpumwhuwynhy nipgugotpny dhdwowyug
wpumpwln yuwtpitnpn hwyniynid G, nnnid, wununynid jud hnunid Gpu mywgpnipinitdtph ypw,
unig $nlip npwlip wnwyt) muywynphy F nupabnid:

Wn utipinh Uty wy) Stpyuywgnighy’ Nt Uwppup (Ulle Marks), o wuwywptiq heun] 1980-wlwtabkph,
Aunpnid ni thnpwugpnid B wjwhuh tnwdnny, np wpnyniépp Junpkh E Yngk hnglinp thnpawnpyniditnh
hpwlwl wpmwgninid: Lpw hhpwupdwl wpuwwmwbpitinhg dtyp unbndyt)  Snpjuinnid: Twppup dnn
hwpnip whqud atnpp npnpdl) E ghwuh Yypw b wynuhuny wnwewlnid &l hp datnph nipugdtinp, W
wyn pwpwl whynipuwd ghwut pinphlitnp gnigunnpl) b dhewnwpud dninidtimwy Ghtnkgny
hwnwyh@: Ypwip Gdwd tht ghndhld Juigbws vyhmwl pomibitnh Gpudh: Tw Gjupnid B awul
pnyutip, pudh, onip, puptn: dhpetipu dw gnigunptg hp gpudhluljubt wphiwmwbpbtinp dndwpnph
qujundbtph ypw, npnp Juhaywd thd gniguupwhh wnwumnmwnhg. uwyhwwy opwpnipwdn optigon, dwd wn
dwd pnplinid kn: Uygpnid pjugling gintgynieinid, ypgnid™ ndgnyb gnilin” Yjuiphg ntwh dwh:

Llinipjwd i dnph dhole Uty wyp thelinpn EIhpgh 8njwinwb (Virge Jiekalda), ny dyunty EJwun quniwin
hnnhg Gnp nnipu Giwo ohitip: Apwd wylipwd gqguguniipught th. pYnid L, ph Guphyp Jtpuwypnud Euyg,
hty ggnid E djupdwynn ubpudp:

Lhh Jwjyh (Kelly Valk) unbndwgnponipynidiinp wpumpuwinm wwwnytpltp &b, npubn uwuyd
Yuntih Ewnkultb] phwdunp® optph by wpmwgnjweo dkthhpbtpny:

Uhpyt Epdugh (Sirje Eelma) ngtplsiwml wnpjnipp dwpnuyh@ hwpwpbpnipnibdbtnd &b, hyp tw
wwwmibpnd b oyuhwquig Gppapk@” phwwuph htnhd wjwinid abnwghp wwntph Gdwb: Gpw
whiwnw bpitpn nruuwynpyuwd G pupliyws judwtnny, unytpbbph ppwunny L wnljuydnn mbpunnipuyny:

Yunh Uniptdwh (Kadi Kurema) thnpugpnipini@itph phdwd dwpnuig wnopju Yyubph £ Gpwubp
funwéd Gh dwntiph wwl, unipf GG pudnid, ghpp GO Jupnnod, tpthuughtt G opnpnid, gnipwly Gl
Ojwugnid, ggbium Gl upnid, plnid G4, wwpnid Gl Whwnwbpitpp dniuitphg mwpptpynid & hptbg
thnpn swthbtipny. wytih jwy nhwbnt guiynipjud ntwpnid Juptih E nhnt) unpnpugnygny: Uwuyh
swthtiph thnppnipjul wuwwmawnny Lhihwninltnh wphuwphnid hég-np pul pug pnndbnt yupu ju: W
wwwmlwnny Gwuphl dinphg winpununiwnt gutynipinih E wnwowiinid:

Ntwmh Uwpup (Reti Saks) hiiphwntditmhy Gywnhg E, dw Gyupnid E Gyuptni, nhnbnt, huybgdw,
nhugbnt, wiwgbint dknhwmwghwih wypngtiu:

Uuyghk <bdhG (Maie Helm) gpuynid k& yhnwihbbpp, dwupnuyhlt wgpbpny pnwih yainwihbbpn:
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Gpptidl wnidtt hnidnpught opownwnd £ unwbnid. thnpphy Yeinuihitpp yepuoynid bl wy) buybbph’
onilipn” yhpwwh, Juwmni@® hptpmwyh, wiqud aniyp thnpanid thnpubp hpwunnpnipiniap” puytnyg hnp
dwupdth wdpugywod hwjmhlbbpny:

TLwpyhlinid Utphlhk Unyt Spniptpnp (Merike Sule-Trubert) ujnipntwjhunwiwd gdwbyunitp
umtinoniy, wydd wlgnid E jumnwnk Uwb OGjh néh bptwuyuud $nnnynjjudibnh:

Unithyh 8tpykpubd (Killiki Jarvela) wwypnid b hp hbphwpuyh@t hpuwinipyud dbe” jhgtbnitnh,
pwtinh ni puwnnpnith wphuwphnid, npntn Jud dipdwy dhtp nt jupwwbtn:

Wywhy hwdwnpnn Lnjp 8njwinuwyh (Loit Joekalda) hGuwwmwphwghwitpp Juwdws Gl Wyniptph
onpuithtih dwitplinypitph’ mwuptub onulitpny Ynéntinh, ptnth, Yph W wylih htw: Uwluyb Gw
hn wdpnne Ywbpn Gyhptg Gwhilwnupwd wpybunh niuniddwuhpnipjubip” hbnwgnnbkg $habn-
niqupuwl dunwpybunp b thwumwgnkg npuip:

bliiqu <twudtghh (Inga Heaméagi) wnytumnid jw pngdywo unghwjwlwuld yupn: Lw untndénid b
gniiimgtn Jphdwgpujud wphimmwipdbp, hnidnpugh@t Gupuqupnniddbp nt wwumwndbp, vwuygh
tpw Ybpehft wphuwmwiplitnp htmwpnphp Ynbgbwwmniwg gnpobp G4, hiywtu ophtwly th mwpkg Yane
Uwwupw <wliinjh (Maarja Hanko) htim qpnygp: Wu hwinhwiwb gdwiiunph ypw hwygtyh) £ ainwghp
wbtipum: Uh npnpuh wwh otip mpudwpnnp pantnid £, np hp yulph wahghh $hivh tdwb, hul @yunhsn
npunid Fuyn wundnipjud gpuyhy wybpwuppitnn:

bligw <btwdtqghh (Inga Heamdagi) ytpohl wphiwwmwbpn ghpywé tp wphuwuphp ghgwd dtpght
hpunwpanipynihtiinht™ Gwnth <tpnnjh (Charlie Hebdo) ypw Juwmwpywd whwpklpulud hwpdwldwbn:
Whiwnwiphlt Yhg mbpumnid tw gpnid k. «Gptip wdhu wnwy tu yghwnth, np dfwpnjubg npnpwuyh judph
hwdwp wnwyly yuwbquynp pRliwdhbtinhg &b tunphsitipp, L np dfwnhunp vwpuuhbh ghbp b»:

Lluphep gnigunphy b Gwle dh pw@h niuwdupbbkp, npnig htnhtwlyp hp npnh@” hhgyupbd E
1980-wjwdltpht hp unmbtnéwgnpéwlwd ninht Gw ulubg npwbtu Fpuwnpbuhnhuwm, uwwluwb wydd
winpunwninid E 21-ny nunph unghwyuul winhpbtpht, hiyd b Gpwd yuwynn onuy E nupainid wjwg
L Ypwnubp ubpnilinttnh dhel:

Jbpohtt mwulhhtiq mwphdtpht dbyp Wniuh htwbhg wuwywptq Gud Gphuwuwpn qpudhlabn:
Lnwbaghg jmipwpwiygnip@ Wywltg hp nipnyt nép, vwuwd ny dhip wogjw) nuph gbinupybunmwiu
wywbnnypitph htwn phnhwipnipnibbbp gnibh: Ghuphgbtph dhdwdwubnipyui tdwubh Gpubp hwlywo
Ll Yud nbuh phnipynilp, jud” Ynhghwywmniw) thnnidtbinht: Unwehl ppdph wpybunmwgbmbbtnhg FUwyw
Yhuwl (Kaija Kesa): Lwn umtindnid k' pnyutinh nr ubipdtiph gnudhluul wuwmytnhtp, npnip, pynid L,
pt tpu yupdbpnid Yhpwoynid &b juhiwuipnuwb hpbph: <tnhtwlh wphimwmwdpitphg gnigunnpyby
Ll @nintph ni whpllbph wpwiphg wplth fwnwquypitpny npnywéd dwntph gnbipt pwthwighly
wuwwdkibpn: Aninpnil <twdtighlt (Gudrun Heamagi) pynid k, ph hp onuyhlt thowuyph $nlthd wnywos
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Ltdpt Oniptd (Lembe Ruben) wwwlibtpnid b upubdwwmhl thnpphy, qwpéwh $haniptip, npnbp
nhinughl Jugnid G4, Gunwo i jud yuyqusé: Lpw nap juhugwsd E mbkhubhyuhg. Gw mywugpnid b
thnwnwiunhg wunpuunyws tunwdwitinhg, npuip hwpdwptgbbng wd wwndnipjwbinp, nph dwuhd
huinuynid E: Gw Gyupwhwit] B Gwll dnymdphd, npumbn pwdwmdwd mEhubhiuyny pugqduwunmlty
E wwwltpbtpp: Unbt UGuhltwyp (Arne Mesikapp) tnylwbtu oquwgnponid b juwwnpt wwwmpwumh
phptnitn, npnip hbynp dwdwbwl oguwgnponid tht wmwywgpnipyub dte, hull wydd uwmbtnénid t
hnidnpwjhl wppuwmwbpdtp, htywbu opnhiwy «LEnub» W «YPwbwywb»: Lhjh Ypnw Nbwhnd (Lilli-Kriit
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Jbwmpniwgnidp nbwnwbtph yupwinhy funpnpugdwl ypu:

20-pn nuph wpytunh wnweluyhlt junhptnh th® Gyunt), gowbyunpt), Gepyuywuglity, hnpugnby
Jud® qwbt) npwbghg ng Ukyn: Lwniph Unwwhih (Lauri Koppel) mbunnuljul gnignpnnidp wwnpwinyuygh
htim mwy Juulwoh wwl nptg ghnupybumwuwd wpnwhwjnnipjud nt thpuwywgdwd wpdtpp: Uklp
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Jwyni (Fhnipiny
Vappu Thurlow
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19-pn nwp, Gpp hugtipp Gnp-Gnp uluby tht plwlinipnid hwunwnmb) Funn@huwynid: Udkhugwun
hhpnnnipinihtipn Swpnnih hwdwjuwpwinid (uwb dwdwbiwl™ Anpuyun) niuwbwd hwy niuwbnnitph
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THE SURPRISED EYE

Some Ideas Concerning the Estonian Printmaking

In essence, drawing and engraving emerge from very different activities: the first one from a spontaneous, ener-
getic movement of the hand, the other — from exactness, wherein no line can be undone, once it has been made,
it cannot be erased like one erases a pencil line. But some printmakers, who print their works from an engraved
metal plate, have an aspiration to give the engraved and printed image a dashing, spontaneous look, as if it were
drawn on the paper. This can be easily done in some techniques, for example in vernis mou, where the image
is sunk into the soft layer of varnish on a metal plate — the artist's hand moves easily like a pencil on the paper
there. In the earlier centuries the most important quality of printmaking was exactness, since it was meant for
duplicating paintings, and the most highly valued technique was etching. In the 20" century the development
of printmaking took a different course. Artists were captivated by spontaneity. Nevertheless, exactness of the
image does have a value for some artists, too. Actually, one can talk about two main approaches in contemporary
printmaking: one that is sensitive, emotional and spontaneous, and the other that prefers meticulous approach.

Talking of stylistic trends, most of the Estonian artists in the 1970s were part of the aesthetic school: each one
of them elaborated personal "rules of beauty” and then followed these in later works. At the same time, another
group of artists took up surrealism. All possible rules were ignored by the latter, surface of the paper was used
freely and composition was not an issue. One of the pioneers of this group in printmaking was Marju Mutsu,
followed by a number of younger artists, who were inspired by her works. Technically, the first group with "rules
of beauty" took the meticulous approach, while the surrealist group was inclined towards spontaneity.

In the second half of the 1980s, younger printmakers became more interested in the surrealist, improvising
approach, influenced by Marju Mutsu, Silvi Liiva and Vive Tolli. Artists strove to express their feelings, the
works came closer to the formation of natural forms. At the end of the decade and at the beginning of the 1990s,
one could talk of a natural tendency in our art, and of trying to empathize with the viewer. Perhaps to meditate,
striving to get to the depth of the matter spiritually. Artists asked how to feel mental connections between the
body and environment, and how they could show these connections in an artwork. Is it possible to express these
connections through the process of creating an artwork, in the spontaneous movement of the hand? Can artis-
tic language emerge from the artist’s cognition of a bodily connection, when he genuinely expresses joy, sadness
and other emotions? Perhaps, natural movement of the artist’s hand could open up a channel of communication
between the viewer and artwork? Could looking at a picture help an alienated individual to find his way back to
natural cognition of the world? These artists were not involved in the theory of aesthetics, but they worked on
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what they sensed and believed. They saw art’s goal in showing that everything is alive and animated.

In 1987, an outstanding Estonian artist Vive Tolli made a trip to Toronto, Canada, where she had a chance
to work at the printmakers’ Open Studio. She was surprised to see how they worked there. Vive has described
it as following: "He started to print, and was going on with this for a long time. Trying, changing color, printing
again. Printing seemed to take more time than engraving." At that time, printmakers in Estonia used to hand over
a fiished plate to the printing master, whose task was to make a number of faultless prints. This was considered
technical work, not part of the creative process. Vive Tolli saw the breaking point in the changing attitudes to-
wards a more spontaneous, free and sensitive way of creating an artwork. After she had returned back home, she
said in an interview that she was going to work in a different way from that time on. And she did; studying her
work, we can see that from 1988 on she has made mostly abstract works. And what was even more important:
as a popular teacher at the Art Academy; she had a major influence on the young generation of artists following
her, each one of them developing a very personal style in the coming years.

A talented contemporary of Marju Mutsu, Silvi Liiva also distanced herself from the aesthetic trend of the
1970s and took up a surrealist interest for the body. She was a teacher too, and her students have said that there
was a lot of honesty and positive energy in her. For young people, who needed some encouragement in their
inclination towards spontaneity, her impulsive method of teaching was very catching,

Aside from their mentors, the young artists of the 1980s were also influenced by New Expressionism, an art
movement in West Europe, started by several artists, who had emigrated from East Europe, especially from East
Germany. They were expressing anguish from personal experiences, mixed with haunting social events and the
historical heritage.

Today, this generation of artists who started in Estonia then, has reached a mature age and is very creative.
Some, who were part of the aesthetic school before, have inclined more toward this expressionist trend. Un-
fortunately, fewer and fewer newcomers have supplemented the rows of Estonian printmakers in the last years.

Good prints are a result of technical proficiency as well. As soon as printmaker takes up a new technique, it
looks like he is experimenting, Everyone working with digital prints has also developed a very personal approach
that has a lot to do with technical combinations. Perfection is essential and several artists combine digital methods
with traditional printmaking; Estonian printmaking s very graphic in its best sense, it is often quite fine and sensitive.

Vive Tolli and Evi Tihemets are today members of the eldest generation in Estonian printmaking. Both of them
have a very individual approach; stylistically they are opposites. Before her abstractionist period, Vive Tolli used to
be a poet of the Estonian mythology and townscapes. Evi Tihemets has always been in the Modernist movement,
managing to maintain her own individual, light and elegant approach in all the experiments that she has undertaken.
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Silvi Liiva's works are about a lonely figure, man or (mostly) woman in the landscape. Sometimes he (she) is
ahero(ine) with the landscape in the background; sometimes the landscape is heroic. There are enormous fields
of snow; there is rain and water; the skies are full of stars or northern lights.

Mare Vint is the truest aesthete, who has built an enchanting ideal world, an aesthetic utopia in her works.
There are views of towns and parks with ruins, bridges, pyramids, pylons or obelisks. The silent whiteness of
her pictures reminds of the words of an Estonian thinker and writer Fred Jussi: "We need silence, just as we
need clean air." Other artists, who belong to the aesthetic trend, share the precision and high idealistic principles
with her. Naima Neidre’s works remind of a silent underwater world with its plants and inhabitants. Benjamin
Vassermann used to make meticulously organized still-lifes of small geometric objects; first he constructed
those objects. Now he composes digital abstract works, which have won prizes on international exhibitions.
Vello Vinn makes witty, complicated compositions, that sometimes include words as signs. His works are hu-
morous, puzzling, surprising. Maret Olvet started to make prints in the 1990s, and has ever since worked on
geometric abstractions in vigorous colors.

Marje Uksine used to be part of the aesthetic school, but in the nineties she started to evolve towards a more
expressive, abstract style; today her works can look simultaneously painterly and graphic. Large abstract images with
vigorous contours appear, swim, rotate or float on her prints, dark backgrounds gives these works a strong impact.

Ulle Marks, a representative of the generation that came in the 1980s, draws and engraves with such in-
tensity that the result could be called a true image of spiritual experience. One of her most memorable works
was made on Gotland. She pressed her palm on a piece of plaster about a hundred times, making impressions
of her hand; then exhibited these thin ephemeral plaster sheets on the floor of a monumental-looking medieval
church. It looked, as if a flock of white birds with stretched out wings had landed there. She also draws plants,
wind, water, stones. Lately she exhibited drawings on large scrolls of tracing paper hanging from the ceiling of the
Art Hall: a white lily withering away from day to day, hour to hour. At the beginning a dazzling beauty, eventually
a pale lump — from life to death.

Another intermediary between nature and mind is Virge Joekalda, who has made enlarged images of a
small plant pressing itself through earth in the early spring. There is an intense feeling in this: the artist seems to
be sensing vividly, what a plant could be going through while emerging from the seed. Kelly Valk makes abstract
works, but these could also be called landscapes with menbhirs reflecting on waters. Sirje Eelma is inspired by
relations between people, that she marks gently as handwritten letters in the background of landscapes. Her
works are illuminated by hidden lamps, plays of shadows and glimmering textures.

Kadi Kurema makes engravings of people doing most usual things: sitting under a tree, walking, drinking
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coffee, reading a paper or a book, pushing a baby carriage, playing a violin, trying on a dress, sleeping, swinging or
dancing, The works are different from others because of their very small formats: willing to see them well enough,
one might want to take a magnifying glass. One can see, but because of the smallness there is a fear to miss something
inportant in this Lilliputian world. This is why we would like to come back to these pictures, to look again and again.

Reti Saks is a self-reflective artist, who makes pictures of making pictures; of looking, drawing, observing,
touching, hesitating, meditating. Maie Helm draws animals, lovely pets with human eyes. Sometimes there is a hu-
morous turn of the plot, when the little friends become someone else: a dog turns into a dragon, a cat into an angel;
even a fish tries to make a difference by walking with little sticks attached to its body. Merike Sule-Trubert used to
make surrealist drawings, now she has switched to photocollages with a touch of Man Ray in her fantasies. Killiki
Jarvelalives in her own fairy tale realm, in a world of myth, ballet and theatre, whence white horses and swans come.

An active curator, printmaker and photographer Loit Joekalda makes installations, as well. They are concerned
with palpable surfaces of materials: of timber that has annual rings, of concrete, limestone etc. But his life-long devotion
is to primeval history: he has studied rock paintings of the Fenno-Ugric peoples, and documented these in frottages.

Inga Heamigi has a strong social nerve. She used to make colortul lithographs, humorous illustrations
and posters, but among her last works are some interesting conceptual pieces, eg her conversation with Maarja
Hanko, a lady of great age. Their meeting was registered in drawing, with handwritten texts added. Ata certain
point an elderly person lets one’s life go through like a film, and the artist has been able to catch the gripping
narrative of this. Inga Heamagi's last work deals with an event that receintly shook the world, the terrorist attack
at Charlie Hebdo. In the text accompanying her work she writes: "Three months ago I did not know that, for a
certain group of people, artists are one of the most dangerous enemies, and that pencil is a terrible weapon. The
artist has adjusted some photographs, taken by her son Ingvar Toomas, into a thought-provoking project. Since
she started in the 1980, she began as an expressionist, but has now switched to acute social issues of the 21st
century. That makes her a connecting link between the older and younger generation.

In the last 15 years some young printmakers have entered the scene, one at a time. Each of them has an
original style, but no one has much in common with the aesthetic or expressive schools of the previous century.
But like most of the artists, they are still inclined either to a more nature-bound, or to a conceptual-minded
trend. Among the first ones, Kaija Kesa makes drawings of plants and seeds, that seem to turn into magic ob-
jects in her pictures. Once she exhibited almost transparent-looking xerocopy-images of trees with rays of Sun
pouring through the leaves and branches. Gudrun Heamiigi seems to be holding on to the fleeing reality in her
ephemeral sketches of figures on airy backgrounds; her characters are sometimes losing their heads, her houses
inauspiciously falling apart into strange Cubist shapes. There seems to be a kind of struggle between the poetic
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and rational potentials here with angular images taking place in people’s heads, while the artist herself is trying
to withdraw into a softer, more emotional shape of existence. Britta Benno has dedicated herself to the theme
of Madonna of harmonious Raphael and more precipitant Jacopo Pontormo. The contemporary artist'’s more
realistic eye catches children, who cry, and a patient mother, who is burdened with chores.

Tarrvi Laamann enjoys the pure pleasure of painterly art. He treats his woodcut compositions with land-
scapes, portraits and Klee-like figures, as if they were decorative patterns. Perhaps one could even say that there
are visible musical rhythms in his compositions.

Toomas Kuusing prefers pastiche: the characters of his linocut prints come from the Dutch painting, Hu-
man figures are lying against the backgrounds of rich still lives; in this context people, too, look more or less like
fruits. Sometimes characters with human bodies carry the heads of pigs or giraffes. There is a memorable cafe
scene among his works with an old man wearing a hat, sitting at a round table; the atmosphere reminds of what
we know from the works of Edward Hopper. The artist seems to be inspired by the American Wild West as well;
aside from the cowboy hats, a rather violent mixing of cultures is embodied by the zoomorphical characters.
"The Sermon of Hares to the Lions" is one of the parables he has illustrated, making allusions to contemporary
issues: friendship and enmity, war and peace.

While the young generation was growing up, air was full of information. There was hardly any silence, which had
been important for artistis in the 20" century. Lembe Ruben makes pictures with funny schematic little figures,
who are feverishly running somewhere, sitting or squatting. Her style depends on the technique: she prints with
templates made of wire, placing them according to the needs of the story she is telling, She has made a cartoon as
well, where the multiplied images were made in the etching technique. Arne Mesikapp also makes use of ready-
made lead-templates that were once used in typography, now he composes humorius works such as "Leda’ and
"Danae” with them. Lilli-Kroot Repnau is experienced in working with virtual images. Humor adds spice to her
works on the technical environment of town. Kalli Kalde, who is a luscious painter, has made quite technical-look-
ing prints with old vinyls and semiconductors. Experiments in recycling are very popular in contemporary art.

Lauri Koppel declares that he is focused on paranoic enlargement of a detail. In the 20" century the primal ques-
tion of art was: to draw, paint, represent, engrave — or not to do any of that. Associating visualization with paranoia,
Lauri Koppel questions the value of artistic expression and representation. We do not know any alternatives to this,
the queryis only theoretical. Do artists want to use their gifts? Well, they have to figure this out. So far as other people
are concerned — while someone is making pictures, there will always be an audience who likes to look at these, an
audience who prefers enjoying artworks to reading statements about someone’s personal, or professional crises.

Vappu Thurlow
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,There is an almost childlike astonishment in the artist’s mind, which other people have perhaps not retained. It
is because artists do not just look with the eye, but with the heart. This astonishment reflects in artworks. Look-
ing at these, one’s own surprise at existence comes to mind, as well as onetime reflections of the world being
born every second again."

Vappu Thurlow: The Surprised Eye

I contemplated design for the catalogue of Estonian exhibition ,The Surprised Eye " and eventually found a con-
nencting image between the two countries. Map of the small (we always think of Estonia as of a small country)
and flat Estonia seems quite ,2 D " from a birds-eye view. Its culture is new;, but aspirations go high. Armenia,
of course, used to be a large country with an ancient culture, but today its territory is comparable with that of
Estonia. So I have projected the two countries in one picture ,3 D . Maybe this looks elementary, but work on
the cooperative project between Armenia and Estonia in two years has inspired the image.

I'am really looking forward to our exhibition in Jerevan.

Great thanks to Arman, Tigran No 1, Tigran No 2, Sona, Vappu, Lauri, Gudrun, Uku, Ave and Lea!
Inga Heamagi
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ALLIK, PEETER (1966) BENNO, BRITTA (1984)
Enormous Arse — Our Attainment. Linocut. 60 x 80 cm. 2008 Madonna and Child (Rafael XI). Etching. S0 x 40 cm. 2014
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EELMA, SIRJE (1950) HARKES, HANNAH (1989)
The Lights XX. Etching, author s technique. 50 x 82 cm. 2014 Tongue. Screenprint. 29,5 x 28 cm. 2010
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HEAMAGI, INGA (1961), photo HEAMAGI, INGVAR TOOMAS (1990) HEAMAGI, GUDRUN (1989)
Je suis ... 1. Inkjet print, embossing. 30 x 60 cm. 2015 Hocus-Focus. Offset lithography. 42,7 x 59,5 em. 2011
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JOEKALDA, VIRGE (1963) JOEKALDA, LOIT (1951)
Blossoming I. Drypoint. Paper 108 x 79 cm (plate 100 x 70 cm). 2006 Petrified I1. Silkscreen. 74 x 102 cm. 1993
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HELM, MAIE (1958) JARVILA, KULLIKI (1954)
Month of leaves I1. Etching. Paper 18 x 22 cm (plate 11 x 10 cm). 1998 Rhinoceros. Drypoint, etching, 50 x 70 cm. 2012
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KALDE, KALLI (1967) KESA, KAIJA (1978)
Hoisting the Solar Wind Sail I. Offset lithography. 35 x $3 cm. 2013 Corydelis. Dry point. 45 x 45 cm. 2013
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KOPPEL, LAURI (1986) KUREMA, KADI (1963)
Yellow Click. 69 x 99 em. Offset lithography. 2013 Island of Manija. Lithography. 27 x 34 cm. 2010
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LAAMANN, TARRVI (1973)

Sugar Bus. Woodcut. 19 x 25 cm. 2015
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KUUSING, TOOMAS (1976)

Rabbits tell the lions about masters obligations. Linocut. 45 x 45 cm. 2008
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LIIVA, SILVI (1941) MARKS, ULLE (1963); KASS, JURI (1956)
It is Dawning, Relief print, drypoint. 65 x 95 cm. 2013 Calligraphy Coprinus comatus. Digiprint on canvas. 180 x 60 cm, canvas 250 x 60 cm. 2006
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MEEL, RAUL (1941) MESIKAPP, AARNE (1939)
You must not kill. 556-666. Artist book, mixed media. 29,7 x 21 cm. 2008 Three bears in the forest. Typography. 54 x 70 cm. 2014
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NEIDRE, NAIMA (1943)

Over the World. Digital print on canvas. 75 x 102 cm. 2014
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OLVET,MARET (1930)
Real Estate. Silkscreen. 76 x 56 cm. 2003
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PREKUP, MARI (1984)
US. Customs and Border Protection (from the current
series "Queues”). Woodcut on fabric. 107 x 185 cm. 2013
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PAUL, ILLIMAR (1945) REPNAU, LILLI-KROOT (1982)
Coloured YL2. Linocut. 70 x 50 cm. 2015 Conversation of the Culture. Offset lithography. 40 x 40 cm. 2012
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RUBEN, LEMBE (1974)
Choice 2. Author’s technique. 114 x 84 cm. 2012
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SAKS, RETI (1960)
Head Over Heels IV. Drypoint. 50 x 64 cm. 2009
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SULE-TRUBERT, MERIKE (1974) TIHEMETS, EVI (1932)
Love. Photo collage, digital print. 70 x S0 cm. 2013 Explosion. Drypoint, etching. 100 x 64 cm. 2010
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TOLLI, VIVE (1928) VALK, KELLI (1952)
Tilted tower. Etching. 80 x 57,5 em (plate 70 x 49 cm). 2002 The Sun is missing. Mixed media. 80 x 67 cm. 2012
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VASSERMAN, BENJAMIN (1949) VINT, MARE (1942)
Space VI. Digital print on canvas. 90 x 120 cm. 2014 Ancient towns XL. Silkscreen. 63 x 63 cm. 2009
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UKSINE, MARJE (1945)
Opening XI. Drypoint, mezzotint. 50 x 65 cm. 2014
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