








JURI OKAS
1992




Tekstid / Texts
SIRJE HELME,
TAMARA LUUK

Fotod / Photos
JURI OKAS,
TOOMAS KOHY,
ERKKI VALLI-JAAKOLA,
HEIKI SIRKEL

Teksti toimetaja / Text editor
ANDRES LANGEMETS

Tolge / Translation
KRISTA KAER

Kujundus / Design
JURI KAARMA

Repro / Repro
PERIOODIKA
REPRO

Triokk / Print
AS PAKETT
trikikoda

t 146

© Jori Okas,

2000

ISBN
9985-9284-4-X

SEE RAAMAT
ON KIRJASTATUD
EESTI
KULTUURKAPITALI
JA
EESTI KEELE
SIHTASUTUSE
TOETUSEL

THIS BOOK IS
PUBLISHED
WITH THE SUPPORT
FROM
THE ESTONIAN
CULTURAL ENDOWMENT
AND
THE FOUNDATION
OF THE ESTONIAN
LANGUAGE



Juri Okas alustas oma loometege-
vust 1970. aastate algul, 1971. aastal
fikseeris ta oma esimese happening’i 8
mm-sele filmile. Lébi kogu kimnendi
liikus J. Okas kunstilooming jarsku
avardatud vialjadel, kuhu korvuti ja
dksteist mbjutades mahtusid improvi-
seeritud tegevused, selle fikseerimi-
ne filmidel, fotod ja eraldi filmikaad-
rid, mida J. Okas vormistas graafikaks
sigavtrikl tehnikas, environment ja na-
tuke maakunsti. Kogu rahvusvahelises
kunstielus 1960-1970 aastate vahetu-
sel tooni andnud tulevéark ulatus J.
Okase kaudu omal kombel delikaatsel ja
orgaanilisel viisil ka HEestisse, nil
et me véime lugeda J. Okast selle aja
Uheks moodsamaks kunstnikuks. 80. aas-
tatel J. Okas oma laadi oluliselt el
muutnud, vaid liikus edasi juba tege-
vuse algul valitud suunas, tdstes aga
samal ajal oma sisteemi keerukust, 1li-
sades sinna enam téhenduslikke vih-
Jeid, méngides rohkem illusoorsusega.
Pole véimalik jéalgida ja analuusida J.
Okast viljaspool oma konkreetset aega.
Ta on erakordselt tugevalt konteksti-
ga suhtlev kunstnik ning tema kunst
saab kasvada vaid konkreetsete suhe-
te, kujundite, nelide, ideede pinnalt.
Ta saab luua ainult selletdttu, et ta-
Jub véga tépselt tingimusi, mis talle
aja Jja ruumi poolt on néaidatud, ning

see, mis v46ib 100 aasta péarast ndrku-’

seks osutuda, on praegu tugevus; J.

Juri Okas started nis creative ca-
reer in the beginning of the 1970s,
and in 1971 he recorded his first hap-
pening on a 8mm film. During the whole

decade Okas moved in his creative work
into the suddenly opening fields that
accommodated several improvised and in-
teracting activities, their recording
on films, photos and separate shots
made into intaglios, environment and
land art. All the fireworks dominat-
ing international art at the end of
19608 and the beginning of 1970s,
through J. Okas, in a subtle and or-
ganic way also reached Estonia, so we
can say that Okas was one of the most
modern artists of this period. In the
beginning of 1980s Okas did not nota-
bly change his style, he rather moved
on in the direction he had chosen at
the beginning of his career, making,
however, his system more complex, en-
riching it with meaningful allusions,
and increasingly toying with the 1il-
lusory.

It is not possible to watch and ana-
lyse Okas outside his specific period.
He 1is an artist who is very much re-
lated to his context, and his art can
only grow on the basis of specific
relationships, 1images, sounds and
ideas. He can only create because he
is strongly aware of the conditions
set for him by time and space, the
same characteristics that could be-
come & weakness in a hundred years'
time, are his strength now; J. Okas




Okas teab ning kasutab seda. J. Okase
kunst projitseerub kogu aeg millegil
taustale; kéige olulisem on tausta ja
tegevuse ajaline kokkulangevus, sest
nii fikseerimine kui ka dokumenteeri-
mine on eeskdétt piiratud ajaga. Koik,
millega J. Okas tegeleb - arnitektuu-
rianaliidsidega, rekonstrukisioonldega,
projektsioonidega, ruumiillusioonide-
ga, saab erilise tiéhenduse selle tot-
tu, et tegeldud on digel ajal.

Kunstiprotsess, mis noort kujunevat
loomust 1970. aastate algul mdjutas,
0li kahepoolne. Esiteks rahvusvaheli-
se kunsti Ulikiire areng, kus senise-
le paljutahulisusele Jja paljulubavu-
sele lisandub 1960. aastate video, mis
jérjekindlalt hakkab sinteesima kuju-
tavat kunsti filmi ja fotoga. Minima-
lism oli andnud piisavalt materjali
nii maakunsti kuil ka kontseptualismi
teoreetiliste aluste vialjatddtamiseks;
viimased vajasid aga omakorda eksis-
tentsiks kinokaamerat vdi fotoob jek-
tiivi. Rahvusvahelised kunstiajakir-
Jad eesotsas avangardismi lipulaeva
Artforum’iga olid tédidetud minimalist-
liku skulptuuri ja maaliga, kO&ikvoi-
malike performance'ide, installatsioo-
nide, environment'ide kirjeldustega,
seal pdOérati killaltki palju tiéhele-
panu filmikunstile, analudsiti uuesti
Eisensteini ja Vertovi filme, taas
muutus aktuaalseks prantsuse 1920. aas-
tate filmiavangard. Uhelt poolt oli

knows and uses it. Okas's art is con-
stantly projected against a background;
in this the synchronisation of the back-
ground and the activity is most impor-
tant, since both recording and docu-
menting have first of &ll the restric-
tions of time. Everything that Okas
sets out to do - architectural analy-
ses, reconstructions, projections,
space 1illusions - acquires a sgpecial
meaning because of the right timing.

It was a two-sided art process that
influenced this young developing char-
acter in the beginning of 1970s. First,
there was the extremely quick .devel-
opment of international art, to the
former variety and tolerance of which
was added the video of the 1950s, con-
sistently synthesising figurative art
with film and photography. Minimalism
nad provided sufficient material for
the theoretical basis of the land art
and the conceptualism; these in their
turn need for their existence a film
or a stills camera. The international
art magazines, led by the flagship of
the avant garde "Artforum" were full
of minimalist sculpture and painting,
descriptions of performances, instal-
lations and environments, a lot of
attention was paid to film, the works
by Eisenstein and Vertov were recon-
sidered, the French avant garde films
of the 20* century became important
once more. On one hand, this interest

see huvi puhtkunstiline ja johtus voi-
malustest, mida kino- ja fotokunst voi-
sid kujutavale kunstile veel lisada
Jja Opetada. Teisest kiljest oli huvi
puhtparatamatu, sest enamik moodsa
kunsti eksistentsivorme ndudis liht-
salt Jéddvustamist. Ja@dvustatud ma-
terjal andis omakorda vdimaluse mén-
gida puhtvisuaalse kujundlikkusega.
Siin on téahtis seda rédhutada, sest see-
sama ahel on tuntav ka J. Okase loo-
mingus. Oskus jé#dvustada muutus teose
osaks, see oskus oli spetsiifiline voi
isegi igav oma mimeetilisuses Jja tal
polnud midagl tegemist fotokunstiga ta-
valises mdttes. Loomulikult ei sidu-
nud kogu tolleaegne moodne kunst end
foto v6i videoga, kuid tal oii eriline
md jujoud just 1970. aastate algul ja
eriline tiéhendus just J. Okase loomin-
gule. Ei saa lahutada tema loomingut
sellest vaimsest uUhtekuuluvustundest,
mis sidus J. Okast nagu teisigl kunsti
astuvaid noori kogu angloameerikaliku
rahvusvahelise kunstimaailmaga. Tei-
sest kiljest el saa aga arvestamata
Jatta kohalikku Eesti kunstielu ja
selle printsiipe. Kogu selle avangar-
ditulva vastu oli siin seada idee rah-
vuslikust maalikoolkonnast ja tugevas
téusujoones liikuv graafika, kus sugugi
vélikest osa el ménginud perfektne kisi-
tédoskus (vrdl. J. Okase tarvet oma
visioonide vormistamiseks sigavtriki-
tehnikas!). Kogu selle tugevasti are-

was purely artistic and proceeded from
the new possibilities that film and
photography were able to create for
figurative art. On the other hand, the
interest was unavoidable, because most
of the forms of modern art simply de-
manded perpetuation. Recorded material
in its turn made 1t possible to play
with purely visual images. It is im-
portant to emphasise this since the
same chain of influences can be sensed
in J. Okas's work. Recording skills
became a part of a work, this skill
was specific or even boring in 1its
mimeticism, and it had nothing in com-
mon with photography in its usual sense.
0f course, not all the modern art of
the period was connected to photogra-
phy or video recording but these had a
significant influence in the begin-
ning of the 1970s, and they were very
significant in Okas's work. His work
cannot be separated from this feeling
of spiritual solidarity that bound Okas
like any other young artist to the
Anglo-American international art world.
On the other hand, local Estonian art
1ife and its principles must be taken
into consideration. All this flood of
avant-garde art was counterbalanced by
the idea of a national school of paint-
ing and the steadily progressing
graphic art, where perfect handicraft
played an important role (cf J. Okas's
need to express his visions in the
form of intaglio!) All this develop-



neva kunsti aluseks oli Pariisi kool-
konna esteetika, mis vdimuka viéega on
madranud meie kunstimentaliteeti kuni
viimaste aastateni. Lisaks ei saa ar-
vestamata jétta ka popkunsti mdju, mis
0ll alles téalesti jous ja levimas, m6-
Jutades omakorda ideed kujundist ja
selle tiéhtsusest. T6si, me ei leia J.
Okase tddde hulgas Uhtki popkunsti aval-
dust, kuid aine, millega tegeles pop-
kunst, on ju kohati léhedane sellele,
millega on tegelnud J. Okas, kuigl to66t-
lus Jja td@hendus on teised. Ei maksa
alahinnata kohalikku kultuuri, selle
Joudu Jja traditsioone, ning seejirel
Julgen kinnitada - eesti noor avan-
gard sal ennast avaldada kill oposit-
sioonis Pariisi koolkonna esteetika-
ga, kuild paratamatult selle esteetika
kontekstis. Kogu sellest paljukinili-
susest, mida eespool on kirjeldatud,
valis J. Okas endale positsiooni, mille
ta on hiljemgi séilitanud - jalglja
positsiooni. Ning algusaegade kdige pa-
rem niide ongi tema 1ldhifilmid. Suhet
nende filmidega vdib formuleerida nii
- Juri Okas - filmiv ja mittesekkuv.
Ta on teinud umbes 10 linifilmi, mille
kirjeldus on lihtne, sest sisu on lihtne
- mingi tegevuse ja#dvustamine filmi-
lindile ilma montaa%*i ja valikuta. Need
on filmid ilma tegeliku alguse, kul-
minatsiooni ja lahenduseta. Tiéhtis
nendes on reaalse, fulisilise kohal-
oleku Jja tegevuse rdhutamine, objek-

ing art was based on the aesthetics of
the Paris School, which has powerfully
influenced our art until very recent
years. Also, we have to consider the
influence of Pop Art , still strong
and spreading, forming in its turn the
idea of an image and its importance.
It 1is true that we do not find any
expressions of Pop Art in Okas's work
but the material of Pop Art is some-
times close to the one used by Okas,
although the approach and the meaning
are different. Local culture, 1its
strength and traditions should not be
underestimated and I also dare argue
that the HEstonian young avant-garde
art could express itself in opposi-
tion to the aesthetics of the Paris
School, but they inevitably existed
in the context of this aesthetics. In
all these above mentioned different
layers Okas chose a position that he
has retained later as well - the posi-
tion of an observer. And the best sam-
ples of his early period are his short
films. His relationship to these films
can be described as follows: Juri Okas,
shooting, non-intervening. He has made
about 10 short films that are easy to
describe, since their plot is simple -
the recording of an activity without
any montage or selection. These films
are without real beginning, culmina-
tion or solution. What is important in
them is the emphasis on real physical
presence and activity, their, objects

tiks on situatsioonid ja mdnede ese-
mete materiaalsus ja reaalsuse indi-
viduaalne kogemus. V6ib-olla on J.
Okase loomingus just nendes filmides
kéige tugevam suhe omaaegse popkul-
tuuri mentaliteediga, néditeks erooti-
ka demokraatlikkuses ja pilas.

Olgu méned néited neist filmidest (kdik
8 mm lindil).

13. sept. 1970. "Plastikaat". 3 min.
Jooksul Jalgitakse rannale visatud
plastikaati. Ténhtis on vérv - kolla-
sel 1liival kilm sinine plastikaadi-
tikk. Kaamera liigub nii, et vaataja
el saa aru, kui suur on plastikaat,
kui kaugel ta meist on, mis ta tépselt
on ja mis ta meist tahab. Selles fil-
mis on téhtsad mastaabimuutused. Film
16peb merrevisatud materjalitiki jélgi-
misega. Vesi liigutab teda isemoodi,
paneb ta ujuma. Agressiivne plasti-
kaat on alla andnud.

16. veebruar 1971. "Sunnipéevakink" -
tegevus seisneb selles, et Hiiglaslik
fallos (3 m pikk fallos, sinine kile
téidetud Shupallidega) kanti Pelgulin-
nast Rahumiele. Kaamera fikseeris selle
teekonna, pingestavateks situatsioo-
nideks olid fallose asetamine erine-
vatesse situatsioonidesse - telefoni-
putka peale, kdrgepingemastide alla.

24, aprillil 1971. "Elevant" Heina t.
nurgal laste ménguviljakul - omaaegne
noorte kunstnike uhisaktsioon, mida
tanhtmise korral voib késitleda ka hap-

are situations, the material side of
some objects and the individual expe-
rience of reality. Maybe these films
are the works by J. Okas where, as in
the jokes and the democratic nature of
eroticism, he has the strongest asso-
ciations with the mentality of the Pop
Art.

Here are some examples of nis films (
21l on 8 mm film).

September 13, 1970 "Plastic". During
3 minutes the camera follows a pilece
of plastic sheet thrown on a beach.
The colour is significant - a cold
blue piece of plastic on yellow sand.
The camera moves in such a way that
the audience does not see the size of
the sheet, how far it 1is, what 1is it
exactly, and what does it want of us.
The changes in scale are important in
the film . In the end the camera fol-
lows the material thrown into the sea.
Water moves it in its own way, makes
it float. The aggressive piece of plas-
tic has surrendered.

February 16, 1971 "A Birthday Present"
- the whole plot consists of carrying
a glant phallus (3 metres long, blue
plastic filled with balloons) from one
part of Tallinn to another. The camera
recorded the Jjourney, excitement was
added by placing the phallus in dif-
ferent situations - on a phone box,
under high-voltage transmission lines.
April 24, 1971 "An Elephant" on & chil-
dren's playground on the corner of Heina
Street - the Jjoint action of young
artists which could be taken as a hap-



pening'ina. Praegu on sellel filmil
lisaks muule ka dokumentaalne viaartus.
1971. aasta august. "Vesimees", mis
0li Uks esimesi aktsioone rannalii-
val. 7 min. jooksul kaevas aktsioonis
osalenud J. Ollik kraavi merekaldalt
merre. Pirast seda lukati J. Ollik liiva
kaevatud auku.

1971. aastal avastas J. Okas enda jaoks
tihtsad materjalid - ranna, vee, mér-
Jja rannaliiva.

August 1972, "Weekend", 20 min. on fik-
seeritud gruppi killatulnud arhitek-
te. Improviseeritud tantsust kujune-
sid viélja improviseeritud tegevused
laste tdéispuhutud ménguasjadega. Fil-
mis on tugev erootiline moment, 1i-
sandub vesi kui vdimukas stiihiaele-
ment. Film on monteeritud. Oluline
téhtsus on muusikal (Frank Zappa "We're
only in it for the money"). Ja olgu
siinkohal rdhutatud, et rockmuusikal
on alati olnud J. Okase tegevusegsa eri-
line suhe, on t6id, mille téhendus voi-
mendub ainult 1ldbi muusika poolt loo-
dud kindla meeleolu.

18. mérts 1975, kestus 5 min. Viimane
film "Environment". Valmis seoses per-
sonaalnéitusega, lébisegi on filmitud
néaituse ruumi, Pelgulinna, lisatud on
fotod. Filmi ritm on nérviline, kaad-
rid korduvad. Film on 25-aastase mehe
maailmapilt, kuhu on kdrvuti mahtunud
angloameerikalik kunstitunne Ja
Pelgulinna metafilsika.

pening. At present this film also has
& documentary value.

August 1971 "Waterman", one of the first
actions on & beach. In 7 minutes J.0llik
dug a ditch from the beach to the sea.
After that J.0l11lik was pushed into the
hole in the sand.

In 1971 J. Okas discovered important
materials for nimself - beach, water,
wet sand.

August 1972 "Weekend". For 20 minutes
the camera has recorded the movements
of a visiting group of architects. An
improvised dance grew into improvised
activities with children's inflatable
toys. The film has got a strong erotic
charge, combined with water a&s a pow-
erful natural element. The film has
been montaged. The music also plays an
important part ( "We're Only in It for
Money" by Frank Zappa). It should be
mentioned here that Jiri Okas's ac-
tivities have always had a special re-
lationship to rock music, the meaning
of some of his works only gets ampli-
fied in a certain mood created by mu-
sic.

March 18, 1975, 5 minutes. The last
film "Environment". It was made in
connection with his one-man exhibi-
tion, the film records the premises of
the exhibition, Pelgulinn, some pho-
tos have been added. The film has a
nervous rhythm, the images keep re-
peating themselves. The film shows the
world as a 20-year old man sees it,
and it has side by side in it the
Anglo-American sense of art and the

Alates 1974. aastast esineb J. Okas

" vabariiklikel kunstinéitustel oma si-

gavtrikitehnikas lehtedega. Lehtede
aluseks on fotod ja filmid. J. Okase
kunstnikupositsioon 1léhtub ka siin
Jalgimisest. Ometi pole nende tiéhen-
dus el visuaalses ega mentaalses plaa-
nis Ghene. Seepérast véib J. Okase loo-
mingut késitleda neljalt erinevalt ta-
sandilt.

KESKKONNA ESITAMINE -
JURI OKAS _
KUI ANALUUTIK.

T66 algab alati objekti valikust, jirg-
neb selle pildistamine ja 1l6puks tema
tédtlemine. Ligi 12 aasta jooksul on
objektid pikkamisi muutunud ning muu-
tunud on ka jdudude vahekord J. Okase
puhul olulises dualismis - dualismis
reaalse tegelikkuse Jja pildilikkuse
vahel. Meie eluruumi vaatlus ja ana-
lidds on andnud pdhjuse kasutada ob-
jekte, mida aastatest 1974-78 vaib
kirjeldada jérgmiselt:

= arhitektuur, mis v3ib olla tavatu,
voi vastupidi, dliargine, nii et me
teda el mérka; mdlemal juhul on tegu
teatud ddrmustega;

- arhitektuurikeskkond, mis on vas-
tandatud loomulikule, naturaalsele
maapinnale, néiteks mullahunnikutele;
- linnaliku arenguga kaasas kiéiv lisas

Pelgulinna variety of metaphysics.
From 1974 J. Okas displays his in-
taglio works in national exhibitions.
His graphic works sare based on photos
and films. Here also Okas the artist
is an observer. At the same time nei-
ther the visual nor the mental mean-
ings of these works are single-val-
ued. Therefore Okas's work can be
treated on four different levels.

THE PRESENTATION OF
ENVIRONMENT -
JURI OKAS AS AN ANALYST

The work always starts with choosing
an object, then the photos are taken
and finally they are treated. In al-
most 12 years the objects have gradu-
ally changed, and there is also a change
in the power balance of the dualism
important in J. Okas's work - the du-
alism of reality and imagery. The ob-
servations of our living space have
led to his use of what in 1974-78 could
be described as follows:

- architecture, that can be either ex-
traordinary, or on the contrary, very
ordinary, so that we do not even no-
tice it; in both cases he deals with
the extremes;

- architectural environment as opposed
to natural soil, for instance piles of
earth;

- the by-products of urban develop-



- prigikastiread, mahajédetud trolli-
bussid, trafoputkad, pooleliolevad voi
lagunevad ehitised.

Oma sub jektiivse suhte ainesse ja isik-
liku ruumindégemuse esitab kunstnik
kahtviisi: esiteks graafilised lisan-
dused [ jooned, viidad, téhised, mus-
tad ristkilikud jne.), mis uhest kul-
Jest muudavad ruumisuhteid ja teisest
kiljest objekti téhenduslikkust. Tei-
seks kdérvutamise ja vastandamise kau-
du (erinevad majaseinad. arhitektuur
- muld, fassaad - tagahoov jne.).
1987. a. tdd8des kasutab J.. Okas juba
eespoolkirjeldatud filmidest kaadreid,
suhtleb Udksiku kaudu uldisega ainult
talle teadaoleval viisil. Oma tahen-
duselt on see periood viaga liéhedane
kontseptualistlikule kunstile. Aasta-
tel 1979-84 1lisandub manipuleerimine
materjalidega (1iiv, muld, lumi, vesi,
peegelklaas, plastik, papp, puit).
Keskkond, millega J. Okas suhtleb, on
sel perioodil looduslik, ilma vastu-
panuta kunstniku tahtele, téiesti
inertne. Seda voime nimetada ajaks,
kus J. Okas on kdige aktiivsemalt sek-
kunud loovsfédri; ta on ennast tege-
vuse kaudu olemisse vahele seganud.
Madratluselt on see periood kdige li-

hemal maskunstile. Samal ajal algas

ka eelnevate dokumentaalsete pildis-
tuste ponhjal uute, keerulisemate ob-
jektide loomine, pildi illugoorsuse rd-
hutamine. Selles arengus leiame komp-

ment - rows of dustbins, deserted trol-
ley buses, transformer houses, unfin-
ished or dilapidating buildings.

The artist presents his personal at-
titude towards a subject and his per-
sonal vision of space in two ways:
first, there are graphic additions
{lines, signs, symbols, black rectan-
gles etc.) changing on one hand the
space proportions, and on the other
hand the meaningfulness of the object.
Secondly, by comparing and contrast-
ing f{different walls, architecture -
earth, a facade - a back yard etc.)
In his works of 1987 Okas uses stills
from his above mentioned films, re-
lates through the individual to the
general in a wny known only to him-
self. In 1its meaning this period is
very close to conceptualist art. In
1979 -84 the manipulation of materi-
als is added ( sand, earth, snow, wa-
ter, plate glass, plastic, cardboard,
wood). The environment that Okas re-
lates to in this period is natural, it
does not resist him, it is perfectly
inert. We can say that in this period
J. Okas has most actively intervened
in the creative sphere; through his
acting he has intervened in being. By
definition, in his case this period is
the closest he comes to painting. At
the same time he started to create new
more complex objects on the basis of
his earlier documentary photos, started
to emphasise the illusory quality of a
picture. This development includes

litseeritud ruumiprojektidest esemete
voi hoonete pildistamist, mis ei ole
enam ruumitahistused, vaid lahtuvad
suures osas juba koha ja olemise taju-
misest, s.t. vOime leida jargnevuse
abstraktsusest genius loc'i suunas. See
arengujada annab pdhjuse veel kord
pdérduda tagasi dualismi probleemi
Juurde J. Okase loomingus. Kogu oma
loomingus on J. Okas kasutanud reaal-
seid objekte, kuid pidevalt muutnud
oma suhet pildilikkusse. 70. aastate
keskpaigas Jja#éb domineerima kirjeldus
Ja viégivaldne fragmentide liitmine,
graafilised lisandid loovad kill pil-
dil uue struktuuri, kuid ei 4hildu
reaalse materjaliga, samas ei suuda
nad realiteeti ka tidilesti kiusitavaks
muuta. Dualismis: reaalne ruum - pil-
dilikkus pole téhtsam kumbki pool; leh-
tedel tekitatakse pinge, mis Jjédb la-
henduseta. TO66des aastaist 1979-1985
on see suhe muutunud, domineerib pil-
dilikkus - reaalne kujund on alluta-
tud visioonile. Siin on tekkimas muu-
tus - totaalsus vaheldub intiimsema-
ga, jéalgija annab teed mdtisklejale.

Kui aga eeldame, et J. Okas esineb
kunstis siiski pdhimétteliselt analiu-
tikuna, siis kerkib kisimus - kas tema
kunst on kommunikatiivne? Kas see in-
formatiivne tiéhendus, mis johtub kunst-
niku postulaadist- vaadata, niha, mir-
gata ja dra tunda - jduab samas tihen-
dusmahus vaatajani? J. Okase tdddes

taking photos of complicated space pro-
jects or buildings which are not space
signs any more, but to a large extent

originate in the sense of place and
being, i.e. we can follow his moving
from the abstract to genius loci. This
development allows us to return once
more to the problem of dualism in Okas's
work. In all his work he has used real
objects, although he has steadily
changed his attitude towards the im-
aginary. In the middle of the 1970's
descriptions and the forced joining
of fragments dominate, graphic addi-
tions provide a picture with a new
structure but they do not agree with
the real material, and at the same
time they are capable of making the
reality questionable. In the dualism
real space - imagery - neither is more
important than the other; a tension is
created but it has no solution. In the
work of 1979 - 19856 this proportion
has changed, and the imagery has be-
come dominant - the real image has
been subordinated to vision. A change
is taking place - the totality is re-
placed by a more intimate attitude,
the observer gives way to the thinker.
Assuming that J. Okas 1is first and
foremost an analyst in art, it makes
one wonder whether his art is communi-
cative? Does this informative meaning
originating in the artist's postulate
- to look, to see, to notice and to
recognise - reach to the same extent
the audience? There 1s no literary



puudub literatuursus, kuigli kdik ob-
Jjektid on édratuntavad ja kirjeldata-
vad. Siit vdiks vélja lugeda fenome-
noloogilist suhet asjadesse; J. Okase
kunst vajab kommunikatiivsuseks koo-
di, milleks on kontseptualism.

KIRJELDAMINE JA
DOKUMENTEERIMINE -
JURI OKAS

KUl KONTSEPTUALIST.

K6iki J. Okase tegevusalasid, mis ees-
pool nimetatud, ihendab kontseptualismi
vaim. Kontseptualistliku kunsti vo6ib
tema avaldumisviiside jiarel jagada on-
toloogiliseks Ja epistemoloogiliseks.
Esimene viis rdhutab enesekirjeldust
ja viitab kontseptualismile kui kind-
lale stiilile millegi tegemiseks, ole-
miseks, jélgimiseks (just see suund
on ajalooliselt seotav dada'ga). Epis-
temoloogiline kontseptualism tahab luua
asju (tegevusi) kui informatsiooni.
Kunstnik on keeleteadlane, matemaatik,
kartograaf. J. Okase tegevuses on need
mdlemad pooled olemas, siiski voib
loomingu esimest perioodi (umbes aas-
tani 1978) siduda rohkem ontoloogili-
se kontseptualismiga, sinna alla kuu-
luvad ka kdik filmidel kirjeldatud sind-
mused ja aktsioonid, samuti fotod, mis
iht liigutuse (tegevuse) varianti jal-
givad véga =aeglaselt, kaader kaadri

quality in J. Okas'’'s work, although
2ll the objects can be recognized and
described. This can denote a phenom-
enological relation to things; in or-
der to be communicative, Okas's art
needs a code, which is conceptualism.

DESCRIPTION AND
DOCUMENTATION -
JURI OKAS

AS A CONCEPTUALIST.

The spirit of the conceptualism unites
all the above mentioned fields of ac-
tivity of Juri Okas. According to its
mode of expression, the conceptualist
art can be divided into ontological
and epistemological art. The first way
emphasises self-description and
presents conceptualism as a certain
style in doing something, in being,
and in observing (this is the trend
that has historical connections with
Dada). The Epistemological conceptu-
alism wants to create objects (activi-
ties) as information. The artist is a
linguist, & mathematician, a cartog-
rapher. In J. Okas's work both these
sides are present, however, the work
of his first period (until about 1978)
is more associated with ontological
conceptualism, including all the events
and activities recorded in his films,
&lso the photos which very slowly, shot
by shot, follow one version of a move-
ment (an activity) (it reminds us of
Muybridge's famous series, making ab-

kaupa (meenutagem siinkohal Muybridge'i
kuulsaid seeriaid, kus absolutiseeri-
takse fototehnika véimet eraldada uks
silmale muidu tabamatu hetk tlejéénud
ajakulust; samas luuakse nii visuaal-
selt kuil psihholoogiliselt uus tase,
mis el kattu jédédvustatud tegeliku te-
gevusega). Kokkuvote sellisele tege-
vusele oll esimene ametlik néitus-en-
vironment KEestis - personaalnéaitus
1976. a. Kunsthoone tolleaegses viike-
ses saalis, kus kdéik, mis seni J. Okase
t68des o0li esinenud pinnaliselt, oli
viidud ruumi. Ruumi moonutasid, hakki-
sid ja samas organiseerisid piltidelt
tuttavad kujundid. Seintel olid fotod
Ja graafilised lened, mis tépsustasid
J. Okase tookordset ruuminégemust.
Alates 1978. a., kui J. Okas hakkab
sugavtrikilehtedel kasutama materjalina
70. aastate algul tehtud kitsasfilmi
kaadreid, véime riddkida pigem episte-
moloogilisest kontseptualismist, kus-
Jjuures J. Okase puhul tuleb lisada emot-
sionaalne suhe - tahtlik ja vahel mit-
mekordne objekti védrandamine tema te-
gelikust rollist. 1980. aastate t66-
des rohutatakse iha enam jélgimise suhet
ajaga, muutumise ja muutumatuse suh-
telisust. Peamine nendes t66des on idee
Ja protsess. Iseenesest huvitav on ka
Jalgida, kuivdrd konkreetselt késitab
J. Okas protsessi vdimalikku visuali-
seerimist - varasemate td6de visuaal-
se hakituse ja mosaiiksuse asemele tuleb

solute the ability of photo equipment
to separate one moment, otherwise
undetectable to the human eye, from
the general flow of time; at the same
time & new visual as well as psycho-
logical level 1is created which does
not coincide with recorded reality).
The first official exhibition-environ-
ment in Estonia - J. Okas's first one-
man show in 1975, in the small hall of
the Art Bulilding, in a way summed up
these activities, taking all the Okas's
ground projects into a room. The room
was cut, maimed and at the same time
organised by the familiar images in
the pictures. There were photos and
graphic works on the wall, specifying
Okas's vision of space at that time.
Since 1978, when J. Okas starts to use
the stills from the beginning of the
19708 in his intaglios, we can speak
about epistemological conceptualism be-
coming dominant, although in his case
emotional dimension should be added -
deliberate and sometimes multiple al-
ienation of the object from its real
role. In his work of the 1980s J. Okas
increasingly emphasises the relations
of observation and time, the relative
nature of changing and unchanging. In
these works the 1dea and the process
dominate. It 1s also interesting to
see how specifically Okas treats the
possible visualisation of the process
- the visual mosalc sketchiness of his
earlier work is replaced by linear-
ity, it is not possible to look at the



lineaarsus, kujutist ei saa enam vaa-
data Ghekorraga, vaid paratamatult va-
sakult paremale.

Kontseptualismile lisandub veel iks te-
gevusala, mis on arenguliselt kontsep-
tualismiga seotud - maakunst. Nagu en-
vironment'is, muutub siingi J. Okas
vaatle jast loojaks. Tema tegu on reaalne
vahelesegamine looduse korraldatusse;
nendel looduses lavastatud tegevustel
on mitu kihti: - looduse loomuliku oleku
16hkumine; - tegelemine erinevate ma-
terjalidega (1iiv, muld, lumi, vesi,
plastik, peegelklaas, papp, puit); -
kiiresti muutuvate ja hévivate objekti-
de pildistamine, seega uue, pildilise
Ja esteetilise kvaliteedl loomine.
Enamik objektidest on tehtud Vidna-
Joéesuu mererannal. Maastiku avarus, ve-
si ja mérg 11iv annavad sellisteks ette-
votmisteks haruldasi véimalusi. Tege-
lemine looduse loomuliku oleku muut-
misegn'toob kunstniku ette maakunsti
ihe eetilistest probleemidest - inimese
vahelesegamise ja looduse loomuliku
taastamis jou, sest kéik Jadb looduse
meelevalda ja kunstniku suhe looduga
on igatahes viéga ebaméidrane. Me véime
késitleda seda kui kunstniku dokumen-
ti oma masilmakontaktist, enda tegevuse
mdtestamisest reaalses, mitte mentaal-
ses ruumis. Lopuks el ole maapinda mér-
kivatel téhistel muud tiéhendust kui
nende kohalolek, mérk kulgemisest mdé6da
maspinda ning see muudab J. Okase ob-

image as a whole any more, it has in-
evitably to be viewed from the left to
the right.

There is another field of activity con-
nected in its development to the con-
ceptual art - landart. As in
environment, Okas here also turns from
an observer into a creator. His act is
a real intervention into natural or-
der; these activities staged in natu-
ral environments have several layers:
the destruction of the natural state
of things; the treatment of various
materials (sand, earth, snow, water,
plastic, plate glass, cardboard, wood),
making photos of changing and break-
able objects, thus creating a new aes-
thetic and pictorial quality.

Most of the objects have been created

on the Viaéna-Jdesuu beach, where the
openness of the landscape, water and
wet sand create unique conditions for
such activities. Since the artist
changes the natural state of the land-
scape, he 1is faced with one of the
ethical problems of landart - the prob-
lem of human intervention and the re-
cuperative power of nature, because
the work will be a part of nature and
the artist's relationship with it 1is
rather vague. We can take it as the
artist's document of his contact with
the world, rendering sense to his ac-
tivities in the real, not just in the
mental space. After all the signs mark-
ing the ground have no meaning except
their presence, they are a sign of
moving along the ground, and that makes
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Jektid pigem liuriliseks kui vigivald-
seks. Ainuke viégivald on toime pandud
perspektiivi puhul - pikad punased
1indid piki 1liiva, papptahvliid maha-
Jéetud paemurrus koos véimalusega ase-
tada objektiiv kdrgemale v61 madalamale
moonutavad kohe reaalseid ruumisuhteid.
Ja nagu eespool deldud, on reaalne olek
ja selle pildilik suhe reaalsusse dua-
lism, mis el anna J. Okasele pidevalt
rahu, ta ei plda Ghitada Ghitamatut ja
pakub see tdttu pidevalt vialja kaks
téahenduskinti. Iga tema dokument on
paratamatult pilt.

KESKKONNA
KUJUTAMINE -
JURI OKAS KUI ESTEET.

Seda J. Okas kahtlemata on, hoolimata
sellest, et nii kontseptualism kui ka
maakunst on teoorias oma kunstilisest
tunnetusest esteetika kui vidrtusorien-
tatsiooni elimineerinud. Kuid me el
pruugi seda votta nii jaigalt. On ju
selge, et J. Okas mitte ainult ei fik-
seerl ja el manipuleeri oma objekti-
dega, vaid ta ka kujutab. Tsi, tema
suhe illusoorsusega el ole piris sel-
Ze ning eespool nimetatud dualismi
reaalsuse ja pildilikkuse vahel vdib
késitleda ka dualismina kontseptuaal-
suse Jja esteetilisuse vahel. Kuil me
vaatame J. Okase silgavtrikis lehti,

Okas's objects lyrical rather than vio-
lent. The only violence concerns the
perspective - long red ribbons on the
sand, cardboard sheets in a desolate
quarry together with the possibility
to shift the camera higher of lower,
deform the real space proportions. And
as it has been mentioned before, ac-
tual existence and its pictorial re-
lationship with reality, form a dual-
ism with which J. Okas 1is continuously

,concerned. He does not try to combine

the uncombinable, and keeps present-
ing us with two layers of meaning. All
his documents are inevitably pictures.

THE DEPICTION
OF ENVIRONMENT -
JURI OKAS AS AN AESTHETE.

Juri Okas 1is definitely an aesthete
despite the fact that both the concep-
tualism and the landart have elimi-
nated aesthetics as a value from their
theory. But it should not be taken too
seriously. It is clear that Juri Okas
not only records and manipulates his
objects, but also depicts. It is true
that his relationship with the 1illu-
sory is not very clear, and that the
above mentioned dualism of reality and
pictorialism can also be seen as the
duglism of the conceptual and the aes-



sils Uhest kiljest on see vaatajale
informatsioon, aruanne, hoiak, intel-
lektuaalne akt, teisest kiljest pil-
diline vili, mis on organiseeritud
teatud kompositsioonireeglite jargi.
Kompositsioonielemendina véime vaada-
ta samuti lineaarsust vdi hakitud kaad-
rite ritmi kui iseseisvat dinaamika-
elementi. Oma téhendus on ka tonaal-
susel, musta, valge, halli vahe-
kordadel. Eriti on virviga arvestami-
ne mirgatav slaidides, mis on pildista-
tud mererannal. Siiski ei saa viaita,
et esteetilisus oleks esikohal, sel-
leks Jjaab ikkagl t606 téhenduslik ja
kontekstuaalne kilg, kuid pildi organi-
seerimise viis vastab téielikult tra-
ditsioonilises méttes viéljakujunenud
visuaalsele maitsekusele.

Pealegli, kas J. Okas on kujutanud ku-
nagl midagi inetut véi vdigast? Ei.
Kui, siis veidrat.

KESKKONNA MARKAMINE -
JURI OKAS
KUl METAFUUSIK.

J. Okas v3ib olla esteet ja tegeleda
hea maltsega, kuid on olulisem, et tema
esteetiline tajumus tegeleb pdhiliselt
selliste objektidega, mida kdige tip-
semini 1iseloomustab sdna veidrus.
OJjektid vdéivad olla igavad, tavali-
sed, tuimad, inetud. Need on tihti lausa

thetic. On one hand, J. Okas's intagl-
ios are information, reports, atti-
tudes, intellectual acts, on the other
hand pictorial fields organised ac-
cording to certain composition rules.
The linearity or the rhythm of the
sketchy stills can be seen as an inde-
pendent element of dynamics. The to-
nality, the proportions of black, white
and grey also have their meanings. The
colour is particularly significant in
the slides shot on the beach. However,
it cannot be said that the aesthetic
side of the work is of primary impor-
tance, for the meaning and context of
the work still dominate, although the
way & picture has been organised fol-
lows the requirements of traditional
visual taste. Besides, has Okas ever
depicted anything ugly or hideous? No.
Only maybe something weird.

TAKING NOTICE OF

ENVIRONMENT - JURI OKAS
AS A METAPHYSICIAN.

J. Okas can be an aesthete and deal
with good taste but it is even more
important that his aesthetic sense
mainly concerns 1itself with objects
that could be characterised as weird.
The objects can be dull, ordinary, bor-
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kohatud ehitised, mis néivad siia ilma
sattunud olevat lausa pdhjuseta, kum-
malise aje soovil voi eksituse 1liébi.
Eestimaa on t#ais selliseid objekte,
vahemalt J. Okase Eesti, ning just siit
nakkab arenema tema esteetiline nége-
mus, mille Uks dominante on korratuse
korrapéra, juhuse poolt tekitatud ir-
ratsionaalsus, millel siiski ei puudu
oma seaduspérasused. Ajaline Ja aja-
tus, kord ja korratus, ilu Jja inetus
on siin teistes vahekordades kul pom-
poosses Vv31 totaalses arhitektuuris.
Irratsionaalsus on tabatav ka pealt-
néha tavalises. See on usk, et tarvit-
seb vaid muuta vaatenurka, tajuda oota-
matut perspektiivi véi néha véimalust
teha vaikesi korrektiive ruumisuhetes
- Ja igalks v46ib miérgata ebatavalist
tavalises, kusjuures vadrtuslikum pool
on ebatavaline. Selline seisukoht kont-
sentreerub eriti 80. aastate lenhte-
des, kus objekti enda efektsus kaha-
neb miinimumini. Esteetiline kontsep-
tuaalsus on kahtlemata J. Okase loo-
mingu Uks pool. Teine, metafilsiline,
johtub looja humanismist, sest meenu-
tagem metafilsilise maall tekkeaega Jja
nilisemat moodiminekut Jjust avangar-
dismi esimese kriisi ajal, ning me leia-
me sealt inimliku m66tme vastukaaluks
totaalsusele; metaflulisiline kunstina-
gemus on avangardismi omamoodi peh-
mendaja. Vordluses metafilusilise maa-
liga el saa J. Okase puhul muidugi

ing, ugly. These are often even mis-
placed buildings, erected without any
conceivable reason, by mistake. Esto-
nia is full of such objects, at least
J. Okas's Estonia 1is, and this forms
the basis for his aesthetic vision,
the dominant feature of which 1is the
regularity of the irregular, the chance
irrationality, which still has 1its
rules. Temporalness and timelessness,
order and disorder, beauty and ugli-
ness here have different proportions
than in pompous or total architecture.
Irrationality can be recognised even
in the seemingly ordinary. It 1is the
belief that you Just need to change
the angle, catch an unusual perspec-
tive or see your chance to make small
corrections in space proportions - and
anyone can notice the extraordinary
in the ordinary, whereas the extraor-
dinary is of greater value. This opin-
ion finds concentrated expression in
the newspapers of the 1980's, when the
effect of the object itself is reduced
to & minimum. Aesthetic conceptualism
undoubtedly forms one side of Okas's
work. The other, metaphysical side,
is caused by the humanism of the crea-
tive mind, because it should be remem-
bered that metaphysical painting
emerged and became & fashion during
the first crisis of avant-garde art,
representing & human dimension as a
kind of counterbalance to totality;
the metaphysical vision of art in its
way softens the avant-garde art. In
the case of Jiuri Okas we cannot, of
course, speak about the form analo-
gies to metaphysical painting, but one
thing they have in common is the acute-
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tegu olla vormianaloogidega, kuid sar-
nane on tajumuse teravuse aste, pidev
valmisolek suhelda ruumiga mitte ainult
naiva reaalsuse, vaid ka vdimaliku
reaalsuse tasandil. Nii néden ma J.Okase
metafilisilist maailmapilti toetuvat
kahele sambale - tema isikliku estee-
tilise négemuse ja 1illusoorse ruumi
sambale. Kahele t#iesti irratsionaal-
sele sambale.

Jiri Okas pole kunagi piidnud Gelda
elu kohta midagi pddraselt suurt ja
seetdttu enamasti tulutut, véljumise-
le on ta eelistanud sisenemist ja elu
suhtes on ta end asetanud nagu ruumi
suhtes - paika, kust on véimalik j&l-
gida.

SIRJE HELME. Isiknéituse kataloog, BENSV
Riikl1ik Kunstimuuseum, !987.

ness of perception, the continuous
readiness to relate to the space not
only on the level of illusory reality
but also on the level of possible re-
ality. So I think that Okas's meta-
physical view of the world rests on
two pillars - his personal aesthetic
vision and the illusory space. On two
absolutely irrational pillars.

Jiri Okas has never tried to say any-
thing great, and therefore useless
about 1life, he has preferred entering
to leaving, and in his 1life he has
placed himself as if in space - in the
position where it is possible to ob-
serve.

SIRJE HELNE. The GCatalogue of the One-
Man-Show Iin the State Art Museum of
the ESSR, 1987

Kéige ilusam moodsa kunsti puhul on
see, et ta sisaldab endas voime ise-
enese havitamiseks... Paikapidavaid
arusaamu kunstist lammutatakse pide-
valt, Jja tulemuseks on, et kunst ja
anti-kunst on Uks ja seesama asi.
/---/ Ma pean moderhkunstnike suure
fantaasia teeneks nende v4imet teha
kunsti - 1lma kunsti tegemata.

Kunsti tegemine pole dieti téhtis. Elu
on. /---/ Mulle meeldiks, kui asju la-
kataks kutsumast kunstiks. Robbe-
Grillet'l on kena mdte: Kui kunst on
tungimas kdikjale, siis peab ta ka saama
kéigeks.

Onneks on viimastel aastatel soéna
"kunst" minetanud igasuguse soliidse
tédnenduse...

lla kasutan kunsti selleks, et &ratada
téhelepanu millegl vastu. Seepérast on
parem kasutada sona "kunst"” asemel v&l-
Jendusi nagu "miski” v6i "asi" vol "see,
mida ma teen”. - ROBART BARRY.

Kaks peaaegu Ulheaegset viljapanekut
kunstimuuseumis, mélemad endiletava ta-
hendusvil jaga kaasaegses eesti kuns-
tis.

Viies muuseumiruumis L. Lapini aja-
tundlik, rohkeid muutusi ja teisene-
misi kaasa teinud, mitmeid kujutava
kunsti valdkondi hélmav looming. Ule-

The most veautiful thing about mod-
ern art 1is that 1t has an inherent
ability for self-destruction..Tenable
notions of art are constantly being
demolished with the result that art
and anti-art have become the same thing.
/--=/ I think that the great service
the fantasy of modern artists has ren-
dered is their ablility to create art -
without creating art.

The making of art is not really impor-
tant. Life is. /---/ I would like peo-
ple to cease calling things art. Robbe-
Grillet has & nice 1idea: If art is
permeating everything then it has to

become everything.

Fortunately, in recent years the word
"art" has lost every respectable mean-
ing..

I use art to arouse interest in some-
thing. Therefore 1t 13 better to use
instead of the word "art" the phrases
like "something"” or "a thing” or "the
thing I do”. ROBERT BARRY

Two almost simultaneous exhibitions in
the art museum, both having a self-
transcending field of meaning in con-
temporary Estonian art.

In five rooms L.Lapin's competent works
that have undergone many changes and
transformations, comprising many fields
of figurative art. The survey of Lapin's
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vaade Lapini 1ligi 20-aastasest tegevu-
sest kunstisfiéddris jaotus paindlikult
mitmesse arenguldiku retrospektiivist
viimase aja suundumusteni. Iga uus kon-
ventsioon kunstniku loomingus on toi-
munud kill kunsti piire avardades, ometi
tema suverdniteeti kaitstes, selle raa-
mides piusides. Oma uuendused enamasti
pildipinnale viinud Lapini kunst sisal-
dab endas palju méngulisust, suldtut
avatust Jja kaasaminemislusti uue Jja
teiseneva ajaga. "Leonhard Lapin muu-
tuvas ajas" on just dige pealkiri tema
loomingukésitluse tarvis (vt. Viker-
kaar 1988 nr.2).

Juri Okase kahest lossitoast koosnev
néaituseruum tunnistas ainult dht Ja-
gamatut aega; seda ruumi autoritaar-
selt organiseerinud kunstniku aega, mis
kditus enamuse néiitusekilastajate aja-
kogemusega Usna hoolimatult, kuna el
vaevunud andma juhendeid selle kohta,
kuidas temaga suhtestuda. Tuntud vote
modernkunsti arsenalist, ent Okase
pildid sisaldavad kdrvuti kunstniku-
poolse ambitsioonikuse ja meelevald-
susega ka ullatavalt suure annuse tri-
viaalsust usaldavat isetust. Ehk tei-
sisdnu: Ulimalt demokraatlik, uUldkat-

tesaadav kujutamise aines (linna- Jja.

loodusmaastikud enamasti) Jja kujuta-
misviis (fotografeerimine, filmimine)
on siin kokku pandud Glimalt elitaar-
sel moel. Kunstnik ei jita tombamata
piiri iseenda ja maailma vahele, el

almost 20 years of creative work was
subtly divided into several stages of
development from his retrospective to
the trends of recent years. Every new
convention in the work of the artist
has expanded the boundaries of art,
protecting at the same time its sover-
eignty, and respecting its rules. Lapin
has taken most of his innovations to
the pictorial level and his art con-
tains a great deal of playfulness,
innocent openness and Jjoyful going
along with the new and altering times.
"Leonhard Lapin in the Changing Times"
is the right title for the survey of
his work. (see "Vikerkaar" Magazine,
No.2, 1988). ;

Jurl Okas's exhibition space consist-
ing of two rooms only accepts one and
an undivided time; the time of the
artist who had divided this space in a
rather authoritarian way, and was quite
needless of most visitor's experience
of time, not bothering to give in-
structions for relating to it. It is a
well-known method from the arsenal of
modern art but Okas's pictures con-
tain together with his ambitions and
arbitrariness a surprisingly great deal
of selflessness that tends to trust
the trivial. To put it in another way,
the extremely democratic and gener-
ally accessible material (mostly ur-
ban and natural landscapes) and the
way they are depicted (photography,
film) are here combined in an extremely
elitist way. The artist definitely se-
parates himself and the world, depriving

jata lihtsameelsele vaatajale vdima-
lust oma piltidega lihtsalt suhelda.
T6si kill, ka kontseptualismile vahe-
tult eelnenud fotorealistlik kunst el
osuta viisile, kuidas temaga suhelda
tuleb, aga el viélista vdimalust, et
kunstniku suhe kujutatavasse on sama
lihtsameelselt hinnanguline nagu seda
voiks eeldada moodsa kunsti kogemu-
sest rikkumata vaataja puhulgi. Okas
ei anna niisugusele vaatajale voima-
lust kunstnikuga métteski vennastuda.
Elust vdetud algkujundite kokkupane-
mise viis, neile tehtud kunstnikupool-
sed lisandused viivad kujundite elu-
lise tiéhenduse absurdi. Ime siis, et
Okase kunst el tekita paljudes usal-
dust, sest lihtsas ja silmnéhtavas esi-
neb pidevaid ja pretensioonikaid vih-
Jeid millelegi hoopis keerulisemale.
Millele just, mine vota kinni, kui meil
on Uksainus Juri Okas, kes paneb vaa-
tajatele ette kunstikeele, mida teos
neile seletama ei vaevu, kui meil on
kunstisituatsioon, mis ei soodusta Oka-
se poolt kasutatava konventsiooni
méistmist, ja kunstikriitika, mis kahte
eelnevat tosiasja arvesse véttes eelis-
tab niisuguse kunsti kommenteerimist
seestpoolt, seostamata teda juba tun-
tuga. Ja kui Sirje Helme teeb oma viéi-
detele, et Okase kunsti vastuvétmine
eeldab samastele viadértustele orientee-
ritud tajumisvéimet, kontseptualismi-
koodi tundmist, lisanduse, et selline

unsophisticated visitors of an oppor-
tunity to simply relate to his pic-
tures. It 1is true that neither d4did
Photorealism preceding conceptual art
point out the way of relating to it,
but it does not exclude the possibil-
ity that the artist's relationship to
his material might be as simple-
mindedly judging as that of the viewer,
unspoilt by the experience of the mod-
ern art. Okas does not let such visi-
tors have even a fleeting sense of
togetherness. The way the original im-
ages of 1ife have been put together,
and all that the artist has added to
them, make these real 1ife images seem
absurd. It is no wonder that many peo-
ple do not trust Okas's art, because
in his work the simple and the obvious
contains recurring and pretentious
nints at something far more complex.
At what exactly, it is hard to say, if
we have just this one Juri Okas, who
presents the viewers with the language
of art, which the work itself does not
care to explain, if we have the art
situation, which does not help anyone
in understanding the convention that
Okas has used, and if we have the art
criticism, which, considering the two
above mentioned points, prefers to
comment on such an art from the in-
side, and not to associate it with
what we already know. And when Sirje
Helme presents her arguments that the
reception of Okas's art presumes similar
value orientations, and the familiar-
ity with the code of conceptual art,

27



kunst on mdéistetav ka ilma nimetatud
eeltingimusteta, siis on selles vii-
tes pdhjust kahelda juba ainulksi sel-
lepérast, et omaalgatuslikud tdlgen-
dused ei kannata vordlust "koodikasu-
taja" stiililibastusteta terviklikku-
sega. Okast vidriv tdlgendus nduaks
vaatajaaktiivsuse niisugust varianti,
mis eeldaks piltide slUvatéhenduse pi-
devat silmaspidamist, tahet suhelda
nahtumusetaguse olemuslikuga. Ja see
on #@armiselt viésitav, kuna olemusliku
ja nahtumusliku vahekord kunstniku t66-
des on vaga ebamddrane: see, mis on
pildil, néaib seal olevat tintipeale
ainult selleks, et osutada sellele,
mida pildi peal pole. Sa nded maastik-
ku Jja tajud tema tekkes vO1i temasse
sekkumises osalenud inimest, sa niéed
inimest ja sul hakkab kdéhe tema ese-
mestatusest...

Adinult naiivsed 1inimesed arvavad, et
gee, mida nad teevad, on puhas ja 1lus
Ja téis... 6iget as ja. - LARRY RIVARS.

Peale fiidsilise avaldumisvormi on 1gal
kunstiteosel palju variatsioone, mls
fiudsiliselt el avaldu. - SOL LEWITT.

and adds then that this art is also
understandable without those prereg-
uisites, then this argument arouses
scepticism if only for the reason that
such self-initiative interpretations
cannot bear comparison with the styl-
ish .integrity of the 'code-user". The
interpretation worthy of Okas would
need active perception containing con-
stant observation of the deeper mean-
ing of the pictures, and willingness
to relate to the substantiality be-
neath the appearance. And it 1is very
exhausting for the correlation of the
substantiality and the appearance in
the artist's work is rather undefined:
the things in the picture often seem
to be there only to indicate the things
that are absent. You look at a land-
scape and sense the person who has
nhelped to create it, or who nas inter-
fered with it, you see a person, and
you feel uneasy because of the way he
nas been objectified.

Only naive people thlnk that every-
thing they do 1s clean and nice and
full of ..the right thing.- LARRY RIV-
&RS.

Beside the physical forms of expres-
glon every work of art has many vari-
ations which do manifest themselves
in a physical way.- SOL LEWITT.
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Frank O’Hara oll mu parim séber, ja
gedasama VvO1lb vélta oma kuuskiumment
inimest New-Yorgls. Pole kahtlust, et
ta o0ll kolge véimatum mees, keda ma
olen tundnud. Ta el andnud mulle 1ial
asu. Ta el andnud mulle 11al voimalust
ennast lonti lasta. Ta jutt, ta huvid,
ta luule ja elu olid teater, milles ma
v61sin nédha inimolendite tdelist ole-
must. Ta oll vastuolude kehastus. -
LARRY RIVERS.

Ta provotseeris neld, keda armastas,
lakkamatult. - KLAUS STAKCKI méles-
tustest JOSEPH BRUYSIST.

1960. Jja 1970. aastad jédvad miérgis-
tama erakordselt huvitavat perioodi
esesti kunstis. Ligi 20 aasta vialtel
kujundab viimane oma Umbritsevast elust
sammhaaval iseseisvuvat palet. Bt eri-
nevatel aegadel on kombeks toita ini-
meste tunnetuskogemust erineval moel,
siis pole ime, et arutledes omal ajal
1960. ja 1970. aastate kunsti ile oli
arukas viéltida vOrdusmiérgi tombamist
elu- Jja kunstikogemuse vahele. Sest
seitsmeklimnendate keskpaiku joudis mo-
dernkunsti meie oludes téiuseni aren-
datud konventsioon oma parimate nai-
deteni védaritu argielu suhtlemissea-
dusi ignoreerides. Tolleaegse kunsti
ddrmiselt 1iseloomulikuks paradoksiks

Frank O’Hara was my best friend and
about sixty people 1in New York could
say the same. There'’s no doubt that he
was the most 1mpossible man I have
ever known. He never let me alone. He
never gave me &n opportunlty to slacken.
His talk, hls 1nterests, hls poetry
and 11fe were a theatre where I could
see the real nature of human belngs.
He was the soul of contradictions.-
LARRY RIVARS

He provoked those he loved, 1ncessantly.
- KLAUS STAECK'S memoirs of JOSKEPH BEUYS

The 19608 and the 1970s signify an
extraordinarily interesting period in
Estonian art. In almost 20 years the
art shapes 1its 1independent image,
gradually separating itself from the
surrounding 1life. Since in different
periods people used to feed the cogni-
tive faculty in different ways, 1t is
no wonder that when discussing the art
of the 1950's and the 1970's, 1t was
wise at the time to avoid any sign of
equation between 1ife and the art ex-
perience. Because in the middle of the
seventies the convention of the mod-
ern art that nhad reached perfection in
our situation, achieved its best re-
sults by ignoring the social rules of
the undignified everyday life. A char-
acteristic paradox of the art in this
period was the fact that the reflec-
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Jadbki asjaolu, et ajaloolise aja pee-
geldus temas valjendub selle aja
...eiramise viisis. Mdisted nagu "ab-
surd", "paradoks" ja "iroonia" on lsna
sagedased tolleaegsete loominguaval-
duste iseloomustamisel, ja kdlbavad
héstl vilise toetuseta, uUksi tegijate
eneste vastutusele jddavat médratlema.
Eil saa salata, et see o0li oma jultumu-
ses kummaliselt uhke aeg, kus inimlik
kogemus usuti véimalik olevat kosmi-
liste médtmeteni toésta, upitada loo-
dud olendi Glgadele demiurgiroll iuhes
tema juurde kuuluva vastutusega. Ande,
selle jumalikku péritolu inimliku oma-
duse aktsiad tdusid eriti kdrgeks. Ta
6igustas nii mdénegi elulise inetuse.

Kunsti kaudu elu néinu eelistas vaa-
data elu lébi selle, ja mitte vastu-
pidi.Ei ole vdimalik kuigi kaua elada
autoriteedi kukutamise eest makstava
lunaraha tle jou kéaiv taak sttmel, hoida
inimlikku Jja argist abstraktsele ja
igavikulisele miadratud kohal. Seepi-
rast on arusaadav, miks pildikujundi-
te ja neid iseloomustanud mdéistete uni-
versaalsus paiskup 1980. aastatel ar-

glaega nii, et neid” veel vaid selle-

aja muutlikkuses tarvitada saab. Ja
tulemuseks on, et kéesoleval kimnen-
dil aktuaalse kunstiloomingu najal
kasvanule jééb toendioliselt iseenesest-
méistetava loomulikkusega kilge aru-
saam, et véljaspool kunstivilist (isegi
poliitilist) loominguline véagl ei toi-

tion of the historical time in it was
expressed by way of .. ignoring 1it.
Such notions as "absurd", '"paradox"
and "irony" were often used when try-
ing to characterise the work of the
period, and they are quite suitable in
defining the work without any wider
support, and backed only by their crea-
tors. It cannot be denied that in its
arrogance it was an oddly glorious time,
when people believed that human expe-
rience could be elevated to the cosmic
dimensions, that human beings could
be burdened with the role of a demiurg
and the responsibility it implied.
Talent, this human gift of divine ori-
gin, was particularly appreciated. As
it happens, it was also used to jus-
tify everyday meanness.

Those who had seen life through art
preferred it this way and not the other
way round. It was not possible to live
permanently with the heavy burden of
the ransom - the ransom for challeng-
ing the authorities - on your con-
science, to let human and everyday
things occupy the place meant for the
abstract and the eternal. So it is
quite understandable what caused in
the eighties such a flood of pictorial
and universal images and the notions
characterising them into the everyday
dimension - so that they can be used
only in the shifting context of the
time. And as a result of this, those
who have grown up with the art of the
present decade naturally think that
the creative power does not work out-
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mi. Aga kui elu jGuab kunstile jérele,
nakkab aeg usinasti vaataja, mitte
kunstniku tahte arvestamise kasuks
tiksuma.

Popis alanud dialoog meid Umbritseva
eluga votab fotorealistide poolt ka-
sutatava vormikdne kaudu jélle kord
isna otse kontakti kunstiviélise reaal-
susega, sama teevad ka 1980. aastail
levinud realistlikud kunstisuundumu-
sed. Asjaolu, et meie kunst on taas
ringiga elusdbralikkuseni joudnud,
lastes end temas kehtivaist vidrtu-
sist oluliselt mdéjutada, saab kenasti
selgeks postmodernistliku loomingu
najal, mis on utopistlikku poeetikat
kull edukalt kasutav, a&ge utoplstlliku
pollitika eksimusi sama edukalt vél-
tiv, nagu Utleb Charles Jencks.

Uudse ja senist tunnetuskogemust pro-
votseeriva vormi taha lintsaid, aga
maailmumahutavaid tédesid peitnud mo-
dernism on asendunud tuntud vormikeelt
(v61 selle kombinatsioone) kasutava
postmodernismi vdi uusrealismiga, mille
kergelt identifitseeritavat vormi ta-
sakaalustavad keerulised téhendusta-
sandid. Kui modernistlik kunstikonvent-
sioon eeldas vdédrandumata suhtlemist
ainult omataolistega, kellede valmis-

side the art ( or even political)
sphere. But when life catches up with
art, time starts to work for the audi-
ence, not for the artist.

The dialogue with the surrounding life
that was started in Pop-art, makes
direct contact with the reality out-
side art via the form used by the
Photorealists, and the same can be said
about the realistic art trends becom-
ing more dominant in the eighties. The
fact that our art has made a circle
and come close to life again, letting
itself be influenced by it, becomes
clear from the example of Post-mod-
ernist art, which successfully uses
the utopian poetry, however it suc-
cessfully manages to avoid the mis-
takes of the utopian politics, as
Charles Jencks has said.

Modernist art that hid simple and over-
whelming truths beneath the novel form
provoking all the previous experience,
has been replaced by Post-modernist
or Neo-realistic art, which uses the
0ld forms of expression (or their com-
binations), and where its easily iden-
tified form has been counterbalanced
by complex levels of meaning. If the
modernist art convention assumed un-
alienated relationship with just those
who were ready to relate to the un-
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olek lavida senitundmatuga oli modern-
kunsti vastuvétu tingimuseks, siis
postmodernistliku (aga ka realistli-
ku) suhtlemiskeele niansid ja mitme-
mottelisused avanevad selle keele ka-
sutamise ajastuomast konteksti teades
(s.t. selles ajas elavale enamusele).
Nii on mdistetav modernismi elitaar-
sus ja viahemusele orienteeritus ning
postmodernismi demokraatlikkus ja ena-
musele arusaadavus, esimese uudse ja
tundmatu, - teise ajastule omase kon-
tekstuaalsuse taotlus.

Tegelikkuses on asjad segasemad. Mis
puutub eesti kunsti, siis siin on kill
modernismi, hilismodernismi ja postmo-
dernismi' avaldused olnud popi tule-
kust peale (enamasti lébisegi) esinda-
tud.

Sedavdrd, kuivdrd Juri Okaski on liha
ja verega ajas, milles ta elab, el
piaiése ta selles toimuvast. Ent kul Lapin
teeb tépsest ajastu haistmisest oma
kunsti vooruse, siis Okas salgaks iga-
suguse Uhte sammu astumise vaataja
maitsega, arvestamise ajaloolise aja
kontekstiga, enese meediumiks ja mit-
te demiurgiks tunnistamise katsed meel-
sasti maha. Ei olegl praegusaja eesti
kunstis isiksusi, kes nii kompromissi-
tult, tahtesuunitluselt nii sihikind-
lalt hoiaksid kinni modernismi avangar-
dist. Okase vastuhakk ajale (aina muu-
tuvale ajale) Jjétkub vanas vaimus Ja
on oma kestmise vdimalustelt nii ki-

known, then the nuances of the Post-
modernist [ and realistic) art lan-
guage are accessible to those who know
the context of the language ( i.e. to
the majority of people living in this
period). So it is quite natural that
Modernist art was elitist and minor-
ity-oriented, and Post-modernist art
on the other hand democratic and un-
derstandable for most people. The first
aimed at novelty and strangeness, the
other at the contextuality of the pe-
riod.

In reality these things are more com-
plex. As far as Estonian art is con-
cerned, since the coming of Pop-art,
Modernist, Late-Modernist and Post-
modernist art' expressions have been
represented (often at the same time).
Since Juri Okas also physically ex-
ists in his time, he cannot escape
what is going on. But when Lapin makes
the precise sense of period an asset
to his art, then Okas would willingly
deny any attempt to be in step with
the expectations of the audience, to
take into consideration the context
of historical time, and to think of
nimself as a medium and not as =a
demiurg. There are no other person-
alities in contemporary Estonian art
who could so stubbornly and persist-
ently cling to the avant-garde of Mod-
ernism. Okas's rebellion against time

(the ever changing time) continues in

the same vein and its chances of going
on are so gquestionable that 1t is

sitav, et mdeldagi kdhe. Sest Okas on
identifitseerunud ténaseks nidhtuseks
sasanuga, Ja see, kas modernismi avan-
gardil on jouvarusid ja vdimalusi tema
enda poolt uhkelt méadaratud piirides
(mitte J. Kaplinski pakutud, kaasaeg-
se kunsti poolt toetatud variandis:
modernism on osa postmodernismist,
ainult ilma oma totaalsuse ja autori-
taarsuseta) pisimiseks, peaks Okase
pealt Gige pea kidtte paistma.

Kontseptualismi, seda avangardkunsti
suure joonelist 1dppakordi, peetakse
Gigusega kujutavkunsti véimaluste suh-
telisusel ménginud modernismi #&d&rmus-
likuks viéljundiks.? Kontseptualismiga
seondub silmapaistva elegantsi ja jéar-
Jekindlusega ka Jiri Okase looming.
As jaolu, et tal pole mainimisviaiarseid
kaasamine jaid, tuleneb lhelt poolt sel-
lest, et Okasele omase paratamatuse
Ja jédljendamatu ainulaadsusega viljen-
datud kunstnikumina identifitseerumi-
ses kontseptualismi kui ni@htusega on
midagi vOodristavalt tépset. Telsalt
vOis 1isikliku tahte ddrmise kontsent-
reeritusega kontseptsiooni umbisiku-
lisust jérgiv Okas mahtuda meie kuns-
tis valitsevaks saanud hinnangusisteemi
- igal mehel oma laad - ainult sel
teel, et néhtus, mida ta esindas, kin-

frightening to consider them. Because
by now Okas has been identified with
this phenomenon and it will soon be
seen from his example whether the avant-
garde of Modernism 1s able to persist
in the limits set by itself (not in
the version supported by contemporary
art and suggested by J.Kaplinski: Mod-
ernism is a part of Post-modernism,
only without its totality and authori-
tarianism). =

Conceptual art, the grand final chord
of avant-garde art is rightly consid-
ered to be the extreme expression of
Modernism that played on the relative
nature of the possibilities at the

-disposal of figurative art.? Jiri Okas's

work =also has outstandingly elegant
and persistent associations with Con-
ceptual art. That he has no followers
worth mentioning is on one hand caused
by the fact that there is a peculiar
preciseness in his being inevitably
and inimitably artistically identified
with Conceptualism as & phenomenon.
On the other hand, Okas, following with
utmost concentration the impersonal-
ity of the concept, could only fit in
the dominating evaluation system of
our art - every man has his own style
- by making the phenomenon represented
by him his own.

When analysing the modest ways of ex-
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nistati tema pérusmaaks.

Kohaliku kontseptualismi tagasihoid-
likke avaldumisvorme analiisides ut-
leb Mail Levin selle tiuheks pdhjuseks
professionaalsuse minetamise hirmu.’
Tdepoolest, kdik seni ﬁildlniitustel
koha leidnud (s.h. ka pildilikkuse vastu
puhuti viéga teravalt vidlja astunud ar-
nitektid, disainerid ja 1isedppinud)
pole piéadsenud valitud kunstiala spet-
siifikast, mille Uks vdlusid on maa-
1ilise v61 graafilise kunstiolluse ldle-
tamisest saadav rahuldus. Ja see on
usna meeleline kogemus, hoolimata sel-
lest, et moodsa kunsti vormi kasuta-
takse aina subtiilsematel kaalutlus-
tel. Jiri Okas vdotab ette vabatahtli-
ku askeesi - ta peaaegu et loobub suht-
lemast kunstiolluse tavapérase mate-
riaalsusega. Teisest kiljest aga pa-
neb ta mdjusalt maksma professionaal-
suse oma kriteeriumid.

/---/ lébielatud kogemus e. reaalne
kogemus muutub aja mdéddudes miéalestu-
seks ning samastub kaudse e. liébiela-
" mata kogemusega emotsioonide, tunne-
te, tundmuste, vaimu, vaimsuses ta-
sandil. '

Oma tegevuses toetun valdavalt vai-
muks, vaimsuseks redutseerunud koge-
musele. - JURI OKAS. ;

pression of the local conceptualism,
Mai Levin mentions among other rea-
sons the fear to lose one's profes-
sional skills.? Indeed, not all of the
artists participating in exhibitions

*(including those architects, design-

ers and autodidacts who have sometimes
very acidly attacked pictorial art)
have escaped the specifics of the cho-
sen field, one attraction of which is
the satisfaction of transcending the
substance of paintings and graphic work.
And this is a rather sensual experi-
ence, despite the fact that the form
of the modern art is being used on
ever subtler grounds. Jiri Okas opts
for asceticism - he almost ceases to
communicate with the ordinary mate-
rial art substance. On the other hand,
he 1impressively establishes his own
criteria of professionalism.

/---/ direct past experience or real
1life experience turns in time into a
memory and gets identified with indi-
rect experience or the experience one
really never has had, on the level of
emotions, feelings, spirit - on the
intellectual level.

In my work I mostly rely on experience
reduced to spirit, to the 1intellec-
tual.- JURI OKAS

Olulisim ja ootamatulim efekt, millega
Okase pildid rindavad eesti vaataja
esteetilist kogemust, on see, et nen-
de visuaalne, néhtav kilg provotsee-
rib téhendustasandit nii silmatorka-
valt, et viimase léhedalolu muutudb
téiesti reaalseks. Et pildi nénhtava
osa umbisikulisus teeb ta tavapiérase
vormikogemuse mdttes sedavdord téhtsu-
setuks, hakkab ta méjuma tihipaljalt
kui néhtamatu tédhendusliku pildimdju
vdéimenda ja.

Olla praegusajal kunstnik tdhendab
muuta kunsti olemus kidsitavaks. See,
kes seab kusimérgl alla olemusliku
maalikunstls, el saa muuta kiusitavaks
kunsti olemust, kuna séna .kunst on
dldine jJa séna maal spetsiifiline. -
JOSEPH KOSUTH.

Kriitika on mérkinud Juri Okase kuns-
ti graafilisust, pildilikkust ja 1ilu
- kvaliteete, mille olemasolu tema
t66des on silmanéhtav ja vSimaldab
tuntud esteetiliste parameetrite ra-
kendamist nende analiisis. Adrmiselt
olulise aga ebaméiérase téhendustasan-
di kdrval on Okase esteetikal kiega-
katsutavad omadused, mida ta oskusli-
kult kontrollid ja valitseb: silma-
paistvalt kdrge vormikultuur ja mait-

The most significant and the most ex-
pected effect created by Okas's pic-
tures and attacking the aesthetic ex-
perience of the Estonian audience, is
that their visual, manifest side, which
so obviously provokes the level of
meaning that the presence of the lat-
ter becomes perfectly real, since the
impersonality of the visual part of
the picture makes it so unimportant
from the point of view of the usual
experience of form, it starts to work
Just as an amplifier of the invisible
influence of the picture.

To be an artlist nowadays means to make
the essence of the art gquestionable.
The person who questions the egsen-
tial in the palnting, cannot make the
essence of the art questionable, since
the word "art” 1s general and the word
"painting" specific. - JOSEPH KOSUTH

Critics have pointed out the graphic
and pictorial quality and beauty of
Juri Okas' work - the qualities the
presence of which in his work is un-
mistakable, and enables us to apply
known aesthetic parameters in analys-
ing them. Next to the highly signifi-
cant but undefined level of meaning
Okas's aesthetics has some obvious fea-
tures, skilfully controlled and man-
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se, oskuslik kompositsiooni valdami-
ne, vOéime néaha pildikujundite koos-
lust abstraktsena kompositsiooni -ak-
tiviseerimise huvides jne. Uhesdnaga
- Okas on professionaal ilma et ta
oleks professionaal. Ja kui kontsep-
tualismi, millel puudub kindel talle
omane visuaalne kate, on raske stii-
liks kutsuda, siis Okase poolt esin-
datud kontseptualismi eesti varianti
voib kui mitte stiiliks, siis kind-
lalt stiilseks nimetada.

On tdenéoline, et kunstnik tunneb oma
tugevust eelkdige selles paradoksaal-
ses professionalismis ja esteetilises
kultuursuses, mis on tema eraldatuse
0igustus mittekunstilise sfaidri ees.
Ja tdeniéoliselt lahebki tema isiklik
véimalus kunstis 1lébi areneva estee-
tilise slsteemi. Eesti moodsa kunsti-
loo seisukohalt on Okase loomingu vor-
miline kilg selle sisulise provokat-
siooni téhendusega virreldes aga uli-
konservatiivne, ja seda mitte ainult
tehnilise menetluse tottu, vaid ka voi-
metuse tdttu areneda kunstniku poolt
valitud sisteemis, kindlustada endas
sisalduva kunsti véimaluste abil oma-
enese arenguperspektiivi.

dvangard fotograafias on raskestl &ra
tuntav... Foto on ikka konservatilvne
- JAAKKO LINTINEN.

aged by him: outstandingly high cul-
ture of form and taste, expertise in
composition, ability to see the asso-
ciation of pictorial images in an ab-
stract way in the interests of compo-
sition activation etc. In brief, Okas
is a professional without being a pro-
fessional. And if 1t is difficult to
call the conceptualism a style with-
out its particular visual cover, then
the Estonian version of the conceptu-
alism represented by Okas, can defi-
nitely be called stylish, if not =
style.

It is probable that the artist feels
his strength first of all in this para-
doxical professionalism and aesthetic
culture which Jjustify his detachment
from the sphere outside the art. And
his personal way in art most probably
goes through the developing aesthetic
system. From the point of view of Es-
tonian contemporary art history the
formal side of Okas' work is highly
conservative compared to its provok-
ing content, and not only because of
its technical side, but also because
it is not able to develop in the sys-
tem chosen by the artist, to secure
its own pefspective by the means of
the art inherent to it.

It 1s difficult to recognise the avant-
garde 1n photography.. Photo remains
congservative.- JAAKKO LINTINAEN.
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dvangard fotograafias el selsne mitte
&inult vormis, vaid tema suhetes iumb-
rusega. - JAAKKO LINTINAEN.

Kontseptualismi puhul on oluline see,
et ta suhtestas end reaalse, mitte 11~
lusoorse ruumiga, maailmaga, mitte pil-
dimaailmaga. - DENNIS OPPENHEIM.

Uks kindel asi, mida saab G6elda kuns-
tist, on see, et ta on Uks kindel asi.
Kunst on kunst kunstina ja k6ik muu on
k6ik muu. Kunst kul kunst on kunst.
Kunst pole see, mis pole kunst.

Kunst on alati surnud, ja "elus” kunst
on pettus. - AD REINHARDT.

Kunst "elab"” telse kunsti méjustamise
1éb1, Ja mitte kul kunstniku 1deede
fudsiline kehastus. - JOSEPH KOSUTH.

Téepoolest - Okase kunst on ilus, on
hea kompositsloonivaistuga tenhtud, on
graafiline. Ent asudes uurima, mil
kombel ta seda on, saame kitte omamoo-
di negatiivse esteetika: 1ilu tekid
triviaalse, kord juhusliku ja graafi-
lisus mehhaanilise menetluse abil saadu
kokkuviimisest. Kui meenutada veel
monda paradoksaalset kooslust nagu eli-
taarsus - demokraatlikkus, professio-

The avant-garde 1in photography 1s ex-
pressed not only 1in the form but also
in 1ts relationship with the surround-
ings. - JAAKKO LINTINEN.

The 1mportant thing about conceptual-
1sm 15 that it referred to real, not
1llusory space, to the world, not the
pictorial world. - DANNIS OPPENHEIM.

One firm statement about art is that
it is a firm thing. Art is art as such
and everything else is everything else.
Art as art is art. What is not art, is
not art.

Art 1s always dead, and "11ving"” art
is a hoax. - AD REINHARDT.

Art "lives" by the influence of dif-
ferent art, and not as the p@ysical
embodiment of the artist’s 1deas.-
JOSEPH KOSUTH.

And indeed, Okas' art is beautiful,
created with a good sense of composi-
tion, and it is also graphic. But when
we have a closer look at it, we find a
kind of negative aesthetics: the beauty
is created haphazardly by combining
the trivial with technically processed
graphics. When we mention some other
paradoxical associations like elitist
- democratic, professionalism - dil-
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naalsus - diletantism, lihtsus - kee-
ruline, autoritaarsus - (mis toob esile
hulgas - uUlevaatenditustel niditeks -
domineerimise jaoks 1liiga tundliku,
korgl ning vaikselt kdéneleva kunstni-
ku ootamatu agressiivsuse lhemehevidl-
japanekul) - isetus (Okase enesevil-
Jenduse identifitseeritus néhtuse umb-
isikulisusega)-, 8Siis saab selgeks
teineteist vidlistavate koosluste pi-
dev Ja vdordne olemasolu Juri Okase
kunstis.

/-=-/ ta el puia idhitada uhitamatut ja
pakub seetdttu pidevalt vdlja kaks té-
henduskihti. - SIRJE HELME.

Ja ndnda vétabki kunstnik endalt pers-
pektiivli areneda omaenese seatud sus-
teemis: vastandite pidev ja vdrdne
olemasolu tema kunstimaailma eelduse-
na el vilista nende ulemineku vdima-
lust dhest teise. Ja see on tdepoolest
kunsti Uhe eksisteerimisviisi ammen-
damatus. Selle ristilédmise efektne ri-
tuaal.

Seepérast ei tulenegi Okase fenomeni
olulisus tema kunstikiésitamise omapi-
rasest virtuooslikkusest, vaid .tdéde-
musest, mille ta kontseptualistliku
loomingukogemuse sulatamise lédbl mele
kunstikultuuri viimasele vahendas:
ainuke voéimalus omistada modernismi
viimasele avangardile elu ja arengu-
véimalus on tema véljatoomine endale

ettantism, simplicity - complexity, au-
thoritarian - (which in the one-man
show reveals an unexpected aggressive-
ness in the artist who among others -
in survey exhibitions, for instance -
always seems too sensitive, arrogant
and softly spoken) - selfless [ the
self expression of Okas being identi-
fied with the impersonality of the phe-
nomenon) - then it is clear that in
Juri Okas' art there is always this
permanent and even presence of the op-
posites excluding one another.

/---/ he does not try to combine the
uncombinable and keeps presenting us
with two layers of meaning. - SIRJE
HELME.

_And so the artist robs himself of the

perspective to develop in his own sys-
tem: the continuous and even presence
of the opposites as the prerequisite
of his world does not rule out their
transition into each other. And this
really indicates the inexhaustibility
of one art form. Its impressive cruci-
fixion ritual.

That is why the phenomenon of Okas is
significant not because of the pecu-
liar virtuosity of his treatment of
art, but because of the subjective truth
that he by fusing his conceptualist
creative experience mediated to our
art culture: the only chance to give
1life and the opportunity of develop-
ment to the last avant-garde of mod-
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kinnistatud aladelt, talle téhenduse
andmine temavéliselt. Enese kéttemién-
gimine postmodernistlikule suhtlemis-
konventsioonile ilma selles osalemata
0li edasiliikumisele orienteeritud
avangardi ainuke tee suletud ringist
padasemiseks. See aga tdhendas, et enese
Ule otsustamine anti enamuse kiétte,
kelle k#éitumist uhkelt eraldunud vé-
nemuse suhtes pole raske ette arvata.
Demiurgirolli mértrirolliga lhendava-
le avangardile pole see 1iseenesest
ootamatu.

Nuadd, kus ma olen kaotanud omsa imaaZ?i,
voin pilhtida sellest, mis minust mértri,
Kristuse, erilise 1inimese jfa erandi
tegl. Kaotanud kannataja rolli, mille
sagatus mulle oll mddéranud, el lela ma
enam udldsuse silmis tunnustust. Suur-
kannataja tiitel kuulus minu d1siku
Juurde viisteist asastat. Léheb kaua
2ega, enne kul suudan avalikkusele tées-
tada, et kannatan hirmsaid piinu. -
VAINO VAHING.

Kunstilembese kodu poolt rikutud ja
teadlikult tahtesuunitluselt avangardne
Okas ndeb viga tdendéoliselt Umbritse-
vat masilma 1lébi kunsti prisma.

See segab teda éra tundmast mitmeid
elulisi ehedusi, paneb igapiise eluga

ernism, is to take it off its own play-
ground, to give it a meaning outside
itself. The progress-orientated avant-
garde had only one way to escape the
closed circle -to play into the hands
of the Post-modernist relationship
convention without really taking part
in it. This meant that the right to
Judge was given to the majority whose
behaviour towards the proudly detached
minority was predictable.

It is really not surprising to the
avant-garde, combining the roles of a
demiurg and a martyr.

Now, that I have lost my 1image, I can
confess what makes me & martyr, a
Christ, so special and exceptional.
Having lost the role of the sufferer
that was destined to be my lot, soci-
ety does not respect me any more. The
title of the Great Sufferer belonged
to me for 15 years. It will take me &
long time to prove to the public that
I suffer terrible pain.- VAINO VAHING

Okas who has been spoilt by his art
orientated home and has deliberately
moved towards avant-garde, probably
sees the surrounding world through the
prism of art.

This does not let him recognise genu-
ine sides of 1life, makes him relate
with 1ife as if through an intermedi-

39



vahendatult suhtlema. Aga ka dpihimu-

lisel eesti kunstil oli 1960. aastate

véaltel vGéimalus kogeda, nii et 1970.
aastatesse tuleb ka tema Usna isetead-
vaﬁa, védrandununa elulistest suntle-
misreeglitest. MGistagi pli joutud oma
vaatajatki sellega harjutada. Nii et
Okase provokatsioon puudutas publikut
ajal, mil too oli oma rikutusest tdiesti
teadlik.

Kui pop Jja fotorealism v4isid uskuda
endi avitajamissiooni seelébi, et nai-
tasid silidimatult ahnele (kunsti)tarbi-
Jale kitte tema tarbijamentaliteedi
(aga tegid seda selle mentaliteedi suht-
lemiskonventsioone kasutades), siis
Okas nii enam ei saa. Sest tema kunst
on Jjuba voédrandunud kunstniku
enesereflektsioon juba védrandunud maa-
ilmas, mille 1ilminguid ta pigem pre-
pareerib ja absurdistab kui kujutab.
See tahendab loobumist niiviisi osa-
dusest enamuse kunstipublikuga.

Olles Uks viimaseid ja &érmuslikumaid,
kes 1970. keskpaiku pani modernismi
poolt juba aastaid solgutatud ndukogude
Eesti kunstipubliku jérjekordse kunst-
nikupoolse provokatsiooni ette, kuju-
nes just Okase tunnustamine (prestii®i-
kas naltus ENSV Riiklikus Kunstimuu-
seumis ja kultuuriministeeriumi ostud)
moodsa kunsti uskumatult suureks ja
lootusetult hilinenud vdiduks siinmail.
Sisuliselt téahendas niisugune tunnus-

ary. But Estonian art, eager to learn,
in the sixties also had time to expe-
rience different things, and so, com-
ing to the seventies it is quite self-
opinionated and alienated from every-
day conventions of communication. Cer-
tainly it had managed to train its
audience as well. So Okas' provoca-
tion touched the audience at the time
when it was quite conscious of its own
corruptness.

If Pop art and the Photorealism could
believe in their own mission of nelp-
ing people by showing their greedy and
irresponsible (art) consumers their
consumer mentality (however, they did
it using communication conventions of
the same mentallty), then Okas cannot
do that any more. His art is the self-
reflection of an alienated artist in
an alienated world, the manifestations
of which he would rather dissect and
turn into the absurd than depict. This
means denying participation to thne
mijority of the art audience.

Since Okas was one of the last and the
most extreme artists who in the middle
of the seventies managed to provoke
anew the Soviet HEstonian art audience
influenced by Modernism for years, his
official recognition ( an exhibition
in the State Art Museum of the ESSR
and several works bought by the Minis-
try of Culture) turned out to be an
incredible but hopelessly late tri-
umph of modern art in Estonia. Such
recognition meant almost the same that

tus sedasama, mis J. Kosuthi poolt kir-
jeldatu:

Kui keegi "ostab" Flavini (t686), siis
el osta ta mitte valgusshow'd, mille
ta vOiks endale hankida kdérvalolevast
rauakauplusest markimisviérselt mada-
lama hinna eest. Ta ei "osta" midagi.
Ta toetab Flavini tegevust kunstnikuna.

On meeletus, kdrkus voi éérmine naiivsus
uskuda, et niisugune kollektiivne tun-
nustus teostus enamuse ndusolekul ja
sugavamal @ratundmisel. Aastaks 1987,
mil tiksus juba vaatajaseg, oli sel-
Ze, et Okas on liiga tdsiselt ja poor-
dumatult avangardiusku. Seepiérast tun-
duski tema elegantselt ennastvarjav
véljapanek 1987. aasta sigisel isik-
1iku valu paljastusena.

Kuigi Juri Okas rdhutab oma kunsti eri-
nevust kiélbekonventsioonidest, ei reeda
& pildi ega sellele puhuti lisatud
teksti kaudu niisuguse erinevuse ole-
must, - talle omast emotsionaalset suhet
naailma ja kunstisse. Seadeldisi te-
nes kaotab kunstnik palju oma pide-
valt kontrollitavast raskemeelsusest
loova méngu kasuks, aga tema piltide
tdhendustasand Jiddb viga abstraktseks
Ja selle sisuline plaan ning toimimi-

J. Kosuth has expressed in the follow-
ing way:

When anyone "buys" Flavin's work, then
he does not buy the light show, that
he could actually get at a consider-
ably lower price in the next door hard-
ware store. he does not '"buy" any-
thing. He supports Flavin's work as an
artist.

it is craziness, arrogance or utmost
naivety to believe that such & collec-
tive recognition was approved by the
majority, or that the majority really
understood it. By 1987, when the time
was already working for the audience,
1t was clear that Okas believed too
seriously and irrevocably in the avant-
garde. Maybe that was the reason ihy
his elegantly self-concealing exhibi-
tion in the autumn of 1987 seemed to
be a way of showing his personal an-
guish,

Although Juri Okas emphasises that his
art differs from everyday conventions,
he does not betray in his pictures or
texts sometimes accompanying them the
nature of this difference - his char-
acteristic emotional attitude towards
the world and art. Making apparatuses
the artist loses some of his constantly
controlled melancholy in creative play-
ing but the level of meaning of his
works remains very abstract and it is
not possible to predict its inner plan



se ala prognoosimatuks. Vaatajal el
ole voimalust kidivitada elamuslikku va-
hekorda foto vdi filmi aluseks olnud
materjaliga, selleks on pakutav liiga
dokumentaalset iseloomu ega innusta

isiklikku. Okase kunsti vastutulelik

tarbija véib lUritada oma kontaktivdoi-
met piitsutada, ja proovida lébi teha
veel mdned tunnetamise astmed, aga
senituntule toetuva puidluse raamides
on vajalik tunnetuskvaliteet voimatu.
Tajudes aja poolt endale antud ille-
olekut, ei tomba publik ennast enam
kunstniku tahtele Jarele ega teosta
ainsat voimalikku osadusakti - ei toeta
Okase poolt tentut kui miskit, mis saab
métte tema kunstiks kvalifitseerimise
léabi. Kahjuks. Sest kontseptualismi
paljuviaidetud poolele teele jaamine ja
ldpetamatus el tulene mitte temast en-
dast. Oma piiripealsuses jittis analii-
tiline kontseptualism (ja jélle para-
doksaalselt!) iseenda ja muu maailma
vahelise slinteesi teostamise voimalu-
se nimelt vaatajale, sellele "teise-
le", keda eksistentsialismist mdjuta-
tud modernkunst séniajani "vodrana" oli
teadvustanud. 3

Nii Jéigi modernismi esteetika sféd-
ris alanud revolutsioon jarjeta eeti-
lise revolutsiooni néol.

and working area. The audience cannot
trigger an emotional relationship with
material on the basis of which the
photo or the film have been made, for
the work presented is too documental
and does not inspire anything personal.
An obliging consumer of Okas' art might
try and whip his ability to make con-
tact and reach some more steps of cog-
nition, but the necessary quality of
cognition is impossible in the limits
of the attempts based on the already
known. Sensing that time 1is on its
side the audience does not struggle to
follow the artist any more, and nei-
ther does it participate in the only
possible way - it does not support
Okas's work as something which only
obtains a meaning through its quali-
fication as art. It is a pity. For the
much discussed stopping of the con-
ceptualism at half the distance does
not ensue from itself:; In his border-
line quality the analytical conceptu-
alism (paradoxically again!) deliber-
ately left the opportunity of finding
the synthesis of the self and the outer
world to the audience, to the "other",
who the modern art, influenced by ex-
istentialism has perceived as a
"stranger".

Thus the revolution started in the aes-
thetic sphere of modernism did not have
a follow-up in the form of an ethic
revolution.

Sa pead enne oma usu kaotama, nii nagu
Kristus selle hetkeks kaotas, kui ta
ristil oli. See téhendab, et inimene
peab ko6ik ristilédmisele eelneva, ka
materialismi kaudu teostunud inkarnat-
siooni ihulisse maailma lébi kannata-
ma. Ta peab surema, Jumalast taiesti
maha Jéetud saama... Ja =alles siis,
kui ta pole enam miski, avastab inime-
ne oma mina-tunnetuses kristliku subs-
tantsi ja votab ta tdeliselt omaks.

Ni1gi11s nbuan ma moétlemisele, tundmi-
gele ja tahtmisele paremat vormi, sest
nemad on tegellkud esteetilised kri-
teeriumid. - JOSEPH BAEUYS.

Miski ei takista meid méttes labi te-
gemast seda provokatsiooni, millega mo-
dernism maailma ja Juiri Okas eesti kuns-
tikultuuri provotseerides Uhtaegu ka
iseenda ristile naelutas.

Néidanud nii formaalse- kui téhendus-
tasandi tunnetuslike progresseerumis-
véimaluste ammendatust kunstis, vii-
tas avangardi viimane viljamurre lsna
otse ainsale alles jédénud paigale, mil-
les loov printsiip teostuda voéiks -
dnimesele. Loova vie omistamine ligi-
mesele nagu iseendalegi olnuks Jumala
kaotanud inimeste maailma omast joust
loodud eetiline alternatiiv, mille éara-
tundmine ja tdeks tunnistamine téhen-

First, you have to lose your faitn for
& moment, like Christ lost it on the
cross. That means that a human being
has to suffer everything that preceded

- the crucifixion, even the incarnation

into the carnal world, carried out
through materialism. He has to die. He
has to be utterly deserted by God..Only
when he does not have anything left he
discovers the Christian substance of
his self-perception and really accepts
ke

So I demand a better form for think-
ing, feeling and wanting, for these
are real aesthetic criteria.- JOSAPH
BAUYS.

Nothing prevents us from repeating in
our thoughts the provocation which the
Modernism used to provoke the world
and Juri Okas to provoke the Estonian
art culture, and in the cause of which
it also crucified itself.

Having shown the way the progressing
capability of both formal level and
the level of meaning has been exhausted
in art, the last breakthrough of the
avant-garde directly indicated the only
place left, where the creative prin-
ciple could be realised - the human
being. The attribution of creative power
to oneself and to fellow humans would
have been an ethic alternative for
people who had lost God, and its rec-
ognition and acceptance would have meant



danuks inimese métte, méangu ja teo pu-
hastumise ja Ulendumise tohutut koge-
must.

Ja on Ukskdik, kas niisuguse kogemuse
lébi teinu jiatkab teos v6i teotsema-
ta. Ta on looja.

TAMARA LUUK. Ajakiri "Vikerkaar'”, 1988,
19 ¥ e e

an immense experience of purification
and elevation of human thought, games
and acts. And it does not matter whether
the one who has experienced this goes

on to act or to avoid acting.
He 1is a creator.

TAMARA LUUK. The "Vikerkaar" Magazine
No.7, 1988
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Waterman.

Vesimees.

8 mm film, must-valge,

8 mm film, black and white,

7 min, soundtrack

1971

Santana.

7 min, taustheli: Santana.

1971.
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Stnnipgevakink. Birthday Present. Installatsioon. Installatsioon.

Koloreeritud must-valge Coloured black and white Foto. Photo.
8 mm film. 8 min.Taustheli: 8 mm film. 8 min. Soundtrack: 1972. 1972.
Muddy Waters. 1971. Muddy Waters. 1971.
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Performance. Performance.
Foto. Photo.
1972. 1972.




Mirror-Box.

Peegelkast.

Foto.

Photo.
1973.

1973.
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Egg.

Muna.

Photomontage.

1972.

Fotomontaaz

1972.

o
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Performance.

Performance. Rekonstruktsioon B. Reconstruction B.
Fotomontaaz. Photomontage. Stgavirokk. Intaglio.
1974. 1974. 44,5x58,5 cm. 44,5x58,5 cm.
1974. 1974.
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.Reconstruction O.
Intaglio.
44,5x52,5 cm.
1974.

Reconstruction O.

Intaglio.
44,5x52,5 cm.
1974.
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Horisont.
Fotomontaai.
1974.

Horizon.
Photomontage.
1974.
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Rekonstruktsioon HM. Reconstruction HM.

Viis kasti. Five Boxes.

Foto. Photo. Stugavtrikk. Intaglio.

1974. 1974. 48,7x59,7 cm. 48,7x59,7 cm.
1977. 1927,
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Installatsioon. Installation.

Tallinna Kunstihoone. Tallinn Art Hall. Tallinn,
Tallinn, Eesti. - Estonia :
1976. 1976.




Installatsioon. Installation.

Tallinna Kunstihoone. Tallinn Art Hall. Tallinn,
Tallinn, Eesti. Estonia
1976. 1976.
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Rekonstrukisioon M.

Sugavtrokk.
44,5x61,8 cm.
1976.

Reconstruction M.
Intaglio.
44,5x61,8 cm.
1976.
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Rekonstruktsioon MOL.
Stugavtrikk.

1977.

Reconstruction MOL.

Intaglio.

1977.

Y
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Performance. Performance. Installatsioon. Installation.
Foto. Photo. Foto. Photo.
1977. 1977. 1977. 1977.
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Kaks objekti. Two objects. 1l suurendus. Blow-up II.

Sugavirikk. Intaglio. Surgavirikk. Intaglio.
46,8x37,4 cm. 46,8x37,4 cm. 45,0x59,3 cm. 45,0x59,3 cm.
1978 1978 1972/78. 1972/1978.
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Obijekt.
Sugavtrikk.
48,8x58,4 cm.
1979.

Obiject.
Intaglio.
48,8x58,4 cm.
1979.
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Lumi.
Sugavtrikk.
45,3x62,0 cm.
1979.

Snow.”

Intaglio.
45,3x62,0 cm.
1979.
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Sindmus L2.
Sugavtrikk.
39,2x58,7 cm.
1971/79.

Happening L2.

Intaglio.

39,2x58,7 cm.

1971/1979.
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Sundmus.
Stgavirikk.

52,8xx49,0 cm.

1979.

Happening.

Intaglio.
52,8xx49,0 emy;
1979.

?ﬁﬁjf 7 /;}
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Nimetu. ' Untitled. Nimetu. Untitled.

Installatsioon. Installation. : Installatsioonid. Installations.
Vééna-Joesuu, Eesti. Vadna-Jéesuu, Estonia. Vaana-Joesuu, Eesti. Vééna-Jéesuu, Estonia.
1979. 1979. » 1979. 1979.
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Nimetu. Untitled. Nimetu. Untitled.

Installatsioon. Installation. Installatsioon. Installation.
Véana-Joesuu, Eesti. Vaana-Jéesuu, Estonia. Vaana-Jéesuu, Eesti. Vééna-Joesuu, Estonia.
1979. 1979. 1979. 1979.

78 79




Nimetu.
Installatsioon.
Védna-Jéesuu, Eesti.
1979.

Untitled.
Installation.

Vaana-Jéesuu, Estonia.

1979.
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Nimetu.
Installatsioon.
Vaana-Joesuu, Eesti.

1979.

Untitled.
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