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VELLO VINN on stindinud 4. oktoobril 1939 Saaremaal,
elab ja té6tab Tallinnas. Alates Eesti Riikliku Kunstiinstituudi
(praeguse Eesti Kunstiakadeemia) I6petamisest

1968. aastal palvis ta kiiresti tdhelepanu graafikakunsti
naitustel nii Eestis kui ka valismaal. Uks Iabivaid

liine kunstniku popilik-siirreaalses fantaasiakiillases
estampgraafikas on keskkonnateema, tdpsemalt inimese
Jja keskkonna omavaheline suhe. Tema loomingut on
eksponeeritud arvukatel rahvusvahelistel triennaalidel ja
biennaalidel (9. Ljubljana graafikabiennaal, ostupreemia,
1971; 36. rahvusvahelise Veneetsia kunstibiennaali
satelliitnéitus “Tanap&eva graafika”, 1972) ning muudel
isik- ja rihmanaitustel. Tema teoseid leidub mitmes
olulises muuseumikollektsioonis: Eesti Kunstimuuseum
Tallinnas, riiklik Tretjakovi galerii Moskvas, Ludwig-Forum
far Internationale Kunst Aachenis, Norton ja Nancy
Dodge’i kollektsioon Zimmerli kunstimuuseumis jm. Eesti
Kunstnike Liidu auliige aastast 2013.

VELLO VINN was born on 4 October 1939 in Saaremaa.

He lives and works in Tallinn. Since graduating from the
Estonian National Institute of Art (now the Estonian Academy
of Arts) in 1968, he has been rapidly gaining attention at
various exhibitions of graphic art both in Estonia and abroad.
One of the continuous themes in the artist’s pop-surreal
fantasy-rich graphic art is that of the environment, and more

specifically the relationship between man and the environment.

His works have been exhibited at numerous international
triennials and biennials (9th Ljubljana Graphic Biennial,
Purchase Award, 1971; 36th International Venice Art Biennial
Satellite Exhibition ‘Contemporary Graphics’, 1972), and
other solo and group exhibitions. His works can be found in
many important museum collections all over the world (Art
Museum of Estonia in Tallinn, National Tretyakov Gallery

in Moscow, the Ludwig Forum for International Art in Aachen,
Norton and Nancy Dodge at Zimmerli Art Museum, etc.).

He is the Honorary Member of the Estonian Artists’
Association since 2013.

BEJ1J10 BUHH popunca 4 okta6pa 1939 ropa Ha Caapemaa,
YKUBET 1 paboTtaeT B TannnHHe. Cpasdy nocrne oKoH4YaHuA
OCTOHCKOro rocynapCTBEHHOI0 XyO,0XEeCTBEHHOIO UHCTUTYTA
(Tenepb CTOHCKOW XyO,0XKECTBEHHON akagemMnm)

B 1968 rony oH 6bicTpo cTan o6palwatb Ha ce6a BHUMaHMe
Ha PasnuU4YHbIX BbiICTaBKax rpadpyecKoro NCKyccTBa Kak

B DCTOHUN, TaKk U 3a rpaHnuein. OOHON N3 CKBO3HbIX IMHNNA
non-croppeanncTnyHon 6oraton daHTasmnen rpacukm
XYLOOXHMKa ABNAETCA TeMa OKpY>KaloLLe cpenbl, BepHee
OTHOLLEHNA MEXAY YENTOBEKOM 1 cpefoli. 3ro TBOPYECTBO
9KCMOHNPOBANOCh HAa MHOTOYUCTIEHHbIX MEXAYHapPOOHbIX
TpueHHane n 6ueHHane (9 6ueHHane rpacdukm B Jlio6naHe,
npemua nokynatensa, 1971; catennntHaaA BbiCTaBKa Ha

36 mexxpyHapogHoMm 6ueHHane B BeHeuunn «CoBpemeHHan
rpaduka», 1972) n Opyrvx MHAVBMAYaNbHbIX U FPYMNOBbIX
BblcTaBKax. Ero nponseeneHna nmetoTca B 3Ha4YNTENbHbIX
MY3€eMNHbIX KONNEKUMAX: DCTOHCKUIA XYO0MECTBEHHbIN
My3ei B TannuHHe, locynapcTtBeHHana TpeTbAKOBCKaA
ranepen B Mockse, Ludwig-Forum nHTepHaumnoHanbHoro
nckyccrtea B AxeHe, konnekuua HoptoHa n HaHcn Oopyx

B XY[L,0XeCTBEHHOM My3ee Liummepnu n 1.40. MoyeTHbI YneH
Coto3a XynoxHukoB 3ctoHun ¢ 2013 roga.
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KUMME VASTUST
KUMNELE KUSIMUSELE

1. Millal ja kuidas sai sinust kunstnik?

Saaremaal lapsena koolis kdies meeldis mulle joonistus-
tundides joonistada, samuti joonistasin kodus. Keskkoolis
joonistasin ja joonestasin edasi: kodutoona kaunistasin
vabatahtlikult geograafia ning botaanika dppevihikuid

tusi vai varvipliiatsitega. Tartu ulikoolis inglise filoloogiat
Oppides votsin osa ka sealse kunstikabineti to0st. Aastast
1963 kuni 1968 Sppisin Tallinnas toonases kunstiinstituudis
klaasikunsti, lisaks tegelesin graafikaga. Raske on tapselt
Oelda, aga arvata vdib, et kunstnikuks sain juba enne
dpingute I8ppu - noorkunstnikuks muidugi! Eesti Kunstnike
Liitu v8eti mind vastu 1970. aastal.

2. Kumb oli enne, kas pilt vdi sdna?

See on vahemalt kahe otsaga asi: oleneb vaatajast vdi
kuulajast.

3. Kujutlus voi tdelisus: kus stinnivad ideed?

Ideed slinnivad ajus, inspiratsiooniks annavad touke
mdlemad: kujutlus ja tdelisus.

4. Kuikunstnik joonistab oma kéega, siis kas ta pea alati
teab, mis ta kasi teeb? Ehk millest kunstiteose tegemist
Oieti alustada?

Enamikul juhtudel kunstniku pea teab, mida kasi teeb, kuid
on vdimalik anda ka kaele vabadus vabalt liikudes kavandada.
Kdik oleneb stiilist ja tehnikast.

5. Mis on sinu lemmiktehnika ja miks?

Praegu on veel lemmiktehnikaks kuivndel, sest mitu kavandit
ootavad selles tehnikas teostamist. Uksjagu aega tagasi oli
lemmiktehnikaks ofort, kuid mul ei ole plaanis enam sellega
tegelda.

6. Kunst ja aeg. Kui kaua v&tab keskmiselt aega Uhe pildi
tegemine alates kavandamisest kuni signeerimiseni?

Oleneb muidugi t66 suurusest. Keskmist aega on raske
gnnustada, keskmise to6ajaga v8ib tulla keskmine tulemus.
Ule keskmise to6tades kulub aga palju aega.

7. Peegelsiimmeetria ehk bilateraalse simmeetria printsiip -
kui piltkujutise kaks poolt ndevad esmapilgul valja
nagu teineteise peegeldused - on looduses vaga levinud,
ent kunstis mitte eriti. Kuidas selle kujundististeemi
valjatootamiseni joudsid?

Selle kujundisiisteemini jdudsin kdllaltki kiiresti, sest mulle
meeldisid ja meeldivad tasakaalustatud kompositsioonid.
Kdige lihtsamalt, kuid siiski jduliselt valjendub see just
siimmeetrias.

8. Kas kunstikriitikud on sinu loomingut md&istnud? Té6tad
silmanahtavalt kiillatki siisteemselt, kasitledes oma
selgelt dratuntavas isikuparases laadis sageli teineteisest
véaljakasvavaid vdi hargnevaid teemasid. Kdrvalseisjale
voib vabalt tunduda, et see kdik on liks 16putu,

ringikujuline liikumine, kus ometigi mitte kunagi mitte
midagi paris samamoodi ei kordu.

Varasematel aegadel oli tdesti raskusi minu kunsti
mdistmisega. Tanapaeval on aga jdutud arusaamiseni, et
ka nii v8ib kunsti teha.

9. Kas sinu kunsti on piisavalt tunnustatud? Ndukogude
ajal ei olnud sa sotsialistlikku realismi viljelev nomen-
klatuurikunstnik, kuid said siiski vabakutselisena
oma kunsti luua ja naitusi teha. Iseseisvuse taastanud
Eestis pélvisid aga alles 2015. aastal Kristjan Raua
nimelise preemia, kuigi oleksid v8inud selle tunnustuse
minu meelest saada juba 1973. aastal, kui see iga-
aastane preemia esimest korda valja anti.

Nd&ustun sellega, et tunnustamisega on veidi hilinetud. Kuid
parem hilja kui mitte kunagi!

10. Siirrealism, popkunst, psiihhedeelia ... Millisesse
Uldisemasse md&ttevoolu paigutamist vdi sildistuskatset
tanapaeva kriitikute, kuraatorite ja kunstidiilerite suunalt
oleksid ndus taluma? V&i on sinu varasem looming
hoopiski naide sovetiaja mitteametlikust kunstist?
Osalesid ju1973. aastal poolametlikul vdi poolpdranda-
alusel Eesti noorte kunstnike naitusel “Saku '73”
Uheskoos Jiri Arraku, Leonhard Lapini, Malle Leisi,

Silvi Liiva, Raul Meele, Marju Mutsu, Aili Vindi, Mare Vindi,
Toomas Vindi ja Tonis Vindiga. Sa ei kuulunud kill praegu
legendaarsete kunstiriihmituste ANK 64 ega SOUP *69
hingekirja, ometigi olid toonases Eesti NSV-s 1970. aastate
alguses tolle ajastu avangardses kunstipildis vaga kindlalt
kohal. Riihmituse Para ’89 liikmeks said lImar Malini

ja Juri Palmi kutsel juba muutunud poliitilistes oludes,
parast perestroikat, kui stirrealistlikust kunstikeelest vdis
avalikumalt kdnelda.

Olen ndus taluma minu paigutamist mitmesse kunstivoolu,
sest igalihel on 8igus oma kunstitdlgendustele. Minu

enda arvates oleks kdige tabavam nimetada sellist kunsti
stir-simbolismiks.

Vastas Vello Vinn,
kisis Andreas Trossek.



TEN ANSWERS TO
TEN QUESTIONS

1. When and how did you become an artist?

When | was a kid at school on Saaremaa, | loved drawing
lessons, and | also drew at home. In high school, | continued
drawing: as homework, | voluntarily decorated geography
and botany study books with ink or crayons. While studying
English Philology at the University of Tartu, | also took part
of the activities in the art cabinet. From 1963 to0 1968,

| studied glass art in Tallinn at the institute of art, the present-
day Estonian Academy of Arts. It is hard to say exactly, but

| think | became an artist before | graduated - a young
artist, of course! | was accepted into the Estonian Artists’
Association in1970.

2. Which came first: the image or the word?

This question has two answers, at least: it depends on the
viewer or the listener.

3. Imagination or reality - where do ideas come from?

Ideas are born in the brain and are inspired by both
imagination and reality.

4. When an artist draws with his hand, does his brain always
know what the hand is doing? Where do you start with
a work of art?

In most cases, the artist’s brain knows what the hand is
doing, but it is also possible to give the hand the freedom to
move freely. It all depends on style and technique.

5. What is your favourite technique and why?

At present, drypoint, as many designs are waiting to be done
with this technique. Some time ago, my favourite technique
was etching, but | do not plan on using it anymore.

6. Artandtime - how long does it take, on average, to
complete a single artwork from designing to signing it?

It depends on the size of the artwork. It is difficult to
predict the average time; the average time can produce
an average result. If you put more effort into it, however,
it takes a lot of time.

7. Mirror symmetry, or the principle of bilateral symmetry -
when the two sides of an image look like reflections
of each other at first glance - it is very common in nature,
but not particularly in art. How did you come to develop
this image system?

| found this image system fairly quickly because | liked
and still like balanced compositions. This is expressed in
symmetry in the simplest but most powerful way.

8. Have art critics understood your work? You are obviously
working in a rather systematic way, dealing with issues
that are often emerging or branching out of each other
in your clearly identifiable, personal style. Bystanders may
feel that this is all an endless, circular movement where
nothing still ever happens in the exact same way.

In the past, some people indeed had a hard time
understanding my art. Nowadays, however, it has been
accepted that art can also be done in this way.

9. Hasyour art been recognised enough? During the Soviet
era, you were not a nomenclature artist of Socialist
Realism, but were still free to create your own art and take
part of exhibitions. After Estonia regained independence,
it was not until 2015 that you received the Kristjan Raud
Art Award, though | think it could have been awarded
to you as early as in 1973, when this annual prize was first
handed over.

| agree that the recognition has come at a delay. But better
late than never!

10. Surrealism, pop art, psychedelia... - which general
style or categorisation attempt would you tolerate by
today’s critics, curators, and art dealers? Or is your
earlier body of work an example of the unofficial art of
the Soviet era? After all, in 1973, you participated in the
semi-official/semi-underground exhibition of young
Estonian artists ‘Saku ‘73’ together with Jiri Arrak,
Leonhard Lapin, Malle Leis, Silvi Liiva, Raul Meel, Marju
Mutsu, Aili Vint, Mare Vint, Toomas Vint and Tonis Vint.
You did not belong to the now legendary art groups
ANK ‘64 or SOUP ‘69, but you did have your own clear
place in the avant-garde art scene in the Estonian SSR
in the early 1970s. limar Malin and Jiri Palm invited
you to the Para ‘89 art group once the political climate
had changed after the perestroika years, when it
was possible to talk about the surrealist language of
art more openly.

| am fine with being categorised under multiple art styles
because everyone is entitled to their own art interpretations.
In my opinion, this style is best characterised with the term
‘sur-symbolism’.

Vello Vinn answered,
Andreas Trossek asked.

OECATb OTBETOB
HAOECATb BOMNMPOCOB

1. Korpa u kak Bbl cTanu Xyoo»xHUKom?

Korpa a pe6eHkom Ha Caapemaa xo4un B LLUKONY, MHe
HPaBUIOCb PUCOBaTb Ha YPOKaX PUCOBaHUA, OMa A TOXE
pucoBarn. B cpepHeli WKose A Npononan pucoBaTtb 1
YepPTUTb: B KAYECTBE AOMAaLLHEN paboTbl A LOBPOBOSIbHO
YKpaLlan pucyHkaMu TyLLbIO UK LBETHLIMU KapaHpallamm
TeTpagwm no 6otaHuKe u reorpacounu. Korga B TapTyckom
YHUBEPCUTETE A YHUNCA Ha haKyNbTETE aHINTNINCKOW
dounonoruu, To NpUHMMan y4yactue B paboTe kabuHeTa
nckycctB. C 1963 no 1968 rog yunnca B TorgaliHem
TanfMHHCKOM MHCTUTYTE XYO,0XECTB MO CreLnanbHOCTN
XYLOXECTBEHHOE CTEKII0, OOMOSIHUTENbHO 3aHUMarcA
rpacdomkoi. CnoXKHO ckasaTb TOYHO, HO MOXXHO CYUTaTb,

YTO XYOOXHMKOM A CTaJl Y)KE [,0 OKOHYaHUA Y4ebbl — KOHEYHO
e MonoabiM XyooxHnkom! B Coto3 Xya0XHUKOB SCTOHUN
MeHAa npuHanu B 1970 rogy.

2. Y710 6bI5IO BHaYarsne — KapTyHa UAu cnoBo?

370, N0 MeHbLUEe Mepe, naJjika o OByX KOHLLax: 3aBUCUT OT
3puTena nnu cnyLiartena.

3. BooGparkeHne nnuv oencTBUTENbHOCTD — FOe poXxaatoTca
noen?

Moeun poxxpaloTca B MO3Ty, TONYOK K BOOXHOBEHMIO AaloT o6a:
BOOBpaxkeHe N 0eNCTBUTENbHOCTD.

4. Korpa pyka XyOooXHUKa pUucyeT, To Bcerga nm ero
ronoBa 3HaeT, 4YTo fenaeT ero pyka? C yero npaBuiibHO
GyOeT HauMHaATb CO3[aHNe XYA0KECTBEHHOIO
npov3seneHnNAa?

B 60/1bLUMHCTBE Crly4aeB ronosa XyLoXHVKa 3HaeT, 4To
LeNaloT ero pyku, HoO MOXXHO NPeaoCTaBUTbL pyKe cBo6oay
ocyLecTBATb HABPOCKM B CBOGOZHOM OBMXKEHMM. Bece
3aBUCUT OT CTUA N TEXHVIKI.

5. Kakaa Bawa nio6rnmasa TexHuKa 1 noyemy?

Celyac BCE elLe no61MON TEXHUKOW OCTaeTcA cyxana urna,
Tak KaK MHOTr1e HaBpoCKU XKAyT CBOEro oCyLeCTBNEHNA

B 9TON TexHuKe. HekoTopoe BpemMa Hasap, NoGMMOI TEXHUKON
6b11 0popT, HO A BoSIbLLE He NNaHNPYIO 3TUM 3aHMMAaTbCA.

6. VIckyccTBO 1 Bpemsa — CKONbKO BPEMEHU B CpeaHeM
3aHMMaeT N3roTOBJIEHVE OQHOW KapTWHbI, HaYNHaA
¢ HaBpocKa [0 NOAMMCY Ha KapTUHe?

3aBUCUT, KOHEYHO XKe OT pa3mepa KapTuHbl. CpegHee
Bpema TPYLHO Npenackasathb, B pesynbraTte cpegHei
NPOLOSIKNTENIbHOCTY PaBoTbl MOXKET MOSYYUTLCA CPeLHNIA
peaynbTat. PaBoTas 60JibLue CPpefHEero, yxoguT MHOro
BPEMEHWU.

7. TlpnHULWUN 3epKanbHO CUMMETPUX NN BunatepanbHON
CUMMeTPUN — KOTAa O,Be MNONOBMHbI XyJ0XXeCTBEHHOIO
n306paxkeHnA Ha NepBbliA B3rNAL, BbIFMALAT Kak 3epKasibHoe
oToBpaxkeHne Opyr apyra — LWMPOKO pacnpocTpaHeH
B Npupoge, HO B UCKYCCTBE He o4eHb LpoKo. Kak
Bbl npuwinm kK paspaboTke 3TON CUCTEMbI N306parkeHnA?

K aTon cncreme nsobpakeHna a npuLlen oocTaToyHo 6bICTpo,
TaK Kak MHe HpaBUMCb N HPaBATCA ypaBHOBELLEHHbIE
komnoauumu. MNpole Bcero, Ho HanGosiee MOLLHO 3TO
Bblpa)aeTcA MMEeHHO B CUMMETPUN.

8. ToHAanu nu xypo)xecTBeHHble KpUTUKKN Balue TBopyecTBO?
OueBunpgHO, 4TO Bbl paGoTaeTe J,OCTAaTOYHO CUCTEMATUYHO,
TpaKTyA CBOMM ABHO y3HaBaeMbIM CIOCOBOM YacTo
BblpacTaloLLe Opyr N3 gpyra unu passeTsnaoLlmeca
Tembl. CTOpOHHEMY HabnogaTento MOXeT CBO6GoaHO
nokasaTbCH, YTO BCE 3TO — 0QHO 6eCKOHeYHoe
KpyroobpasHoe OBUXKeHWe, HO rae HUKorga HUYero He
NoBTOpAETCA COBEPLUEHHO OOVNHAKOBO.

B 6binbie BpeMeHa 0eNncTBUTENbHO Gblnn TPYQHOCTY
C NoHMMaHNeM Moero nckycctaa. Ho cerogHa npuwnm
K MOHMMaHWI0, YTO TaK TOXKE MOXKHO CO3[,aBaTb UCKYCCTBO.

9. Balue UCKYCCTBO NOJYYMSI0 [OCTaTOYHO NPU3HAHNA?
B coBeTckoe Bpema Bbl He 6binv co3patowmm
COLManNCTUHECKUIA peaninam Tak Ha3blBaeMbiM
HOMEHKITaTYPHbIM XYLOXHNKOM, HO B KA4eCTBE
cBOBOOOHOIO Xy0XKHMKa Bbl BCE )xe Mornm co3pnaBaTtb CBOE
NCKYCCTBO. B BocCcTaHOBMBLLEN CBOKO HE3ABUCUMOCTb
OcToHuM Bbl Tonbko B 2015 rogy 661y yooCcToeHbl npeMumn
nmeHun KpuctbaHa Payna, XoTa, N0 MOEMY MHEHMIO,
Bbl mornn 6bl nonyunTb ee y>xe B 1973 rogy, Korga aTta
exxerogHanA npemua 6blia NPUCYXXneHa BrepBble.

CornaceH ¢ TeM, 4To NPU3HaHNE HECKOJIbKO 3ano3aalso.
Ho nyywe no3gHo, yem Hukorpa!

10. Cioppeannam, non-apT, NCUXOAENNYHOCTD ... —
nomMeLLeHNe B Kakoe o6LLee TeueHre U NpuKpenseHme
KaKunX APJIbIKOB COBPEMEHHbIX KPUTUKOB, KYpaTopoB
1 apT-OnNiepoB Kakoro HanpaeneHua Bol cornacunucoh
Obl cTepneTb? inn Bale paHHee TBOpYeCTBO BOOGLLE
ABnAeTcA NpMMepoM HeodMLLNaNbHOro NCKYCCTBa
COBETCKOro BpemeHu? Bol Begb npuHnumanu B 1973
rogy yyacTtme B N3BeCTHOI nonyoduunanbHon/
NoslynopanonbHOM BbICTaBKE 3CTOHCKUX MOMOAbIX
XyOOXHUNKOB «Saku «73» BmecTe ¢ KOpnem Appakom,
JleoHxappgom JTanunbim, Manne Jleiic, Paynem Meanb,
Mapbto MyTtcy, Annn BuHTt, Cunbeun Jlnnea, Mape BuHt
n Toomacom BuHTOM. XOTA Bbl 11 HE BXOOMNN HU
B nereHpapHyto rpynny xynoxxHukos ANK <64, Hn
B CNMCOK y4acTHMKoB SOUP <69, Ho B TorpawiHen
3cToHckon CCP Havyana 1970-x ropgoB, Bbl 3aHUManun
B aBaHrapOHol apT-KapTUHE TOI 3MOXN O4YEHb MPOYHOE
mecTo. HneHom o6beguHeHua Para ‘89 Bbl ctanu no
npurnawenunio nemapa Manuxa n FOpuin Nanbma B
y>Ke U3MeHMBLUENCA NONNTUYECKO 06GCTaHOBKe nocne
nepecTporiku, Korga y»xe 6osiee oTKpPbITO MOXHO
GblN1I0 FOBOPUTH O ClOPPEaANUCTNHECKOM A3bIKE NCKYCCTBA.

A cornaceH ¢ Tem, 4TO MeHA MNOMELLLAIOT B HECKOJTbKO
XYOOXECTBEHHbIX TeYeHNN, Tak Kak Y KaXXgoro ectb npaBso
Ha COBCTBEHHOE TONIKOBaHMe NCKyCCTBa. A cam cuuTalo,
YTO CaMbIM MeTKUM 6biNo Bbl Ha3BaTb Takoe NCKYCCTBO
CIOPCMBOJIN3MOM.

OtBeyas Benno BuHH,
cnpawman AHgpeac Tpoccek.



KURAATORI SAATESONA
Andreas Trossek

Vello Vinna kunst on saladus. Saladus, mis vdib-olla alles
ootab oma lahtimuukijaid. Kahtlemata kuulub Vinna

1960. aastate 1dpust tdnapaevani ulatuv loominguline pagas
Eesti graafikakunsti tippu, ent tema Ulimalt omapérane
kaekiri on muutnud ta ka kunstiteadlaste jaoks raskesti
kategoriseeritavaks autoriks. Kas ta on sirrealismi,
popkunsti, psiihhedeelia, sovetiaja mitteametliku kunsti,
postmodernismi vdi hoopiski m&ne muu “-ismi” klassik?
Millised varjatud seaduspérasused ja loogika tema loomingus
lahemal vaatlusel iimnevad? Kust tldse see hillitsetud
fantaasiakullasus inimese, keskkonna ja kultuuri omavaheliste
suhete anallitisimisel parit on ja kuidas tema kunsti ikkagi

nii sildistada, et kdik osapooled ilusti rahule jadksid?

Tanavu 80-aastaseks saanud kunstnik on olnud loominguliselt
aktiivne tublisti enam kui poole sajandi jagu. “Tundmatuseni
tuntud”, “Tundmatusega tuntud”, “Tuntud tundmatuses”
(sarjast “Tuntud ja tundmatuid tahti”, 1988/1989) - tihti
teravmeelseid keeleméange harrastav kunstnik on ndnda
pealkirjastanud tihed oma ofordid, mis valmisid Berliini
miulri langemise ajajargul, kui endises idablokis jark-jargult
kdikvdimalikud piirid avanesid. Tdsi, tema loomingut on
varemgi ndidatud maailma vanima, 1895. aastast toimuva
Veneetsia biennaali raames ja teistel olulistel maailma
nildiskunsti foorumitel. Jah, tema nime mainitakse tarkades
kunstiajalooraamatutes ja tema teosed on arvel mainekates
muuseumikollektsioonides. Ometigi toimub tema esimene
tdsisem muuseumiretrospektiiv alles tuleval aastal.

Vello Vinna loomingu lilevaatenaitus “oo & O” Tallinna
Kunstihoone galeriis 18ppeb niisiis metafoorselt seal, kus
retrospektiivnaitus Kumu kunstimuuseumis jargmisel
aastal sigavamale sukeldub. “o & O” - |dpmatus jaring ...
Vaataja naeb Vello Vinna estampgraafika valikut, mis
hdlmab ajaskaalal aastaid 1971-2015. Sel kriiptilisel,
universaalsete simbolitega pealkirjastatud llevaatenaitusel
ei ole sOnastatud konkreetseid vastuseid klisimusele,
milles peitub Vello Vinna kunsti saladus. Kiill aga viskab see
naitus loodetavasti 8hku mdningaid vdtmeteemasid,

mille Ule arutlemine annaks ainest Vello Vinna loomingu
senisest laiapShjalisemale kunstiajaloolisele (taas)
vaartustamisele juba lahema tuleviku perspektiivis.

*

Siin vdikski tegelikult kuraatori saatesdnale joone alla
tdmmata. Siiski vdlgnen keskmisest kriitilisemale vaatajale
ausa selgituse, miks just mina olin kutsutud Tallinna
Kunstihoone galeriis toimuva Ulevaatenaituse kuraatoriks.
Mul ei olnud minu praeguse palgatdd tdttu Eesti kunsti

ja visuaalkultuuri kvartaliajakirja KUNST.EE peatoimetajana
selleks lilesandeks ilmselgelt piisavalt palju vaba aega

ega ka graafika sajanditepikkusele ajaloole keskenduvat
spetsiifilist kunstiajaloolase kompetentsust. Kuid pean
ennast Vello Vinna loomingu fanniks, ja sellega ongi tegelikult
kdikvdimalikud pdhjendused vélja 6eldud.

Seega, nagu fannide puhul ikka, raagib jargnev lugu
paratamatult minust ehk rohkemgi kui sellest geniaalsest
kunstnikust, kelle naitust ma siinkohal korraldada aitasin.
Aga et kbik ausalt ara raakida, tuleb alustada algusest ...

KUIDAS MAVELLO VINNA LOOMINGUGA
ESIMEST KORDA KOKKU PUUTUSIN

Aus vastus sellele kiisimusele on, et ma ei maleta tapselt.
Olles veetnud 1980. aastatel lapsepdlve toonases Eesti
N&ukogude Sotsialistlikus Vabariigis, langes 1970. aastate

siinses kunstielus jéuliselt esile kerkinud Vello Vinna nimi
minu jaoks kategooriamaaratluse alla “kogu aeg olemas
olnud kunstiheeros®™ Seega ma ei maleta isiklikult aega

enne teda ega oska ka praegu, té6tades professionaalse
kunstiajaloolasena, mdelda siinsetest Teise maailmasdja
jargsetest kunstiajaloo tipphetkedest tema nime nimetamata.

Téendoliselt kohtusin Vello Vinna loominguga esimest

korda lapsepdlves kunstipublikatsioonide vahendusel ehk

siis kaudselt. Usun, et see pidi toimuma “Eesti graafika”
mappide kaudu, mida andis tol ajal kiillaltki regulaarselt,
paari-kolmeaastase intervalliga valja vabariiklik kirjastus Kunst
(koostaja Jiiri Hain) ja mis olid tol ajal paljude Eesti perekondade
jaavalike raamatukogude raamaturiiulitel. Kuid lapsepdlv

on jaanud kaugeks ja uduseks minevikuhdllanduseks; v8imalik,
et see esmakokkupuude vdis juhtuda ka mdnel rihmanaitusel
siin samas Tallinna Kunstihoones. Esimese tegeliku kokku-
puuteni ehk minu esimese Vello Vinna graafilise lehe

ostuni, mis sai tegelikult teoks mitme ootamatu ja dnneliku
kokkusattumuse tottu, mis oleksid vdinud vabalt ka mitte
toimuda, jai siiski veel pikki aastaid.

KUIDAS MAVELLO VINNA LOOMINGUGA
TEIST KORDA KOKKU PUUTUSIN

See vdis olla millalgi minu esimestel tudengiaastatel.

Uks sdber mainis muu jutu sees Aino Perviku lasteraamatut
“Umbluu. Uusi ja vanu vigurijutte” (Eesti Raamat, 1980),
millel olevat lausa “hullumeelsed” (mdeldud komplimendina)
illustratsioonid.

Suur oli minu Ullatus, kui leidsin nende raamatuillustratsioonide
autorina eest tuttava Vello Vinna nime. Sama suur oli minu
ndrdimus, et mingil pdhjusel ei olnud nimelt see raamat
sattunud minu lapsepdlveaegsele lugemislauale. Seadsin
kiiresti sammud kohalikesse raamatuantikvariaatidesse,

et valjuda neist paar aastat hiljem peaaegu taieliku Vello
Vinna raamatuillustratsioonide koguga. M&nda Vello Vinna
illustreeritud raamatut on mul tegelikult siiamaani rohkem
kui Uks eksemplar: hankisin neid vahepeal lausa hulgi,

et sdpradele pidulikel sindmustel kinkida. Sel ajal dppisin
samuti hindama Vello Vinna eksliibriseid, millest ma lapsena
Uldsegi teadlik ei olnud.

Mis peamine oli ehk mis mind eriliselt koitis, oli tdsiasi, et
kunstnik ei tundunud tegevat vahet oma estampgraafika
(loe: “korge” kunsti) viljelemisel ja raamatuillustratsioonide,
plakatikunsti, postkaartide ning eksliibriste (loe: “madalama”
n-d tarbegraafika) kujundamisel: ikka ja jélle oli vaataja silme
ees sisuliselt Uiks ja sama kunstnikunatuur, s.o sisuliselt
sama kujundiloomesiisteem: kordumatu kaekirjaga kunstnik,
kes ei teinud mitte tihelegi formaadile mingisugust kunstilist
allahindlust.

KUIDAS MAVELLO VINNA LOOMINGUGA
KOLMANDAT KORDA KOKKU PUUTUSIN

See vdis olla millalgi 21. sajandi alguskiimnendi teises pooles,
kui olin asunud osalise koormusega toimetajatddle lihte
Tallinna kesklinna kontorisse, kus publitseeriti kdige muu
hulgas ka igasuguseid kunstiajalooga tegelevaid trikiseid.
Selgus nimelt, et vahepeal oli ripakile jadnud raamatusari, mis
vajas hadasti toimetajat kolmanda koite tarbeks.

Igatahes, lihel ilusal paeval t8i tuntud kunstiajaloolane

Jari Hain minu katte kasikirja, mis kdneles Vello Vinna
kunstist. Maletan ennast ahnelt neelamas erialainfot, mida
ma toonastest kohaliku kunstiajaloo tldkasitlustest ei
olnud varem leidnud. Ma ei suutnud tdtt-6elda toona isegi
uskuda, et Uikski konkureeriv kirjastus Eestis polnud sellele
materjalile varem kappa peale pannud.

Olgu ka 6eldud, et kdigile kunstnikele selles raamatus oli
ette nahtud kiimme reproduktsiooni, ent ma lausa

sundisin kujundajat tiht Vello Vinna varast fotokollaazi
reproduktsioonide hulka lisaks panema. Selle raamatu nimi
oli “Eesti kunstnikud 3” ja selle andis 2007. aastal valja

SA Kaasaegse Kunsti Eesti Keskus. Mdningatest sisse
lipsanud toimetajavigadest hoolimata julgen seda raamatut
soovitada kunstihuvilistele praegugi.

See raamat oli ré6pselt eesti ja inglise keeles, sestap leidis
Vello Vinn m&ne aasta péarast piiritagust kajastust ka tol ajal
populaarses anglofoonses blogosfaaris: tllatuti, et selline
kunstnik on Eestis olemas ning imestati, et ta rohkem
kuulus ei ole. Ma ei oleks suutnud selle teesiga kuidagi mitte
ndustuda.

KUIDAS MA (EBAYONNESTUSIN
OMA MUUGIKONES

Interneti otsingumootor aitas mul praegu meenutada,

et 2008. aastal oli Ateena biennaali kuraatorite trio

SA Kaasaegse Kunsti Eesti Keskuses uurimisreisil, tutvumaks
Eesti kunstiareeniga. Maletan, et korraldasime neile selles
asutuses tavaparase valiskulalistele osaks saava “rividrilli”:
kohtumised kunstnikega, tuur kohalikes nditusemajades,
videoskriiningud ning kohustuslikud lugemisnimekirjad jne.

Mingil hetkel té6nadala I8pus hakkasid Tahtsad Valismaa
Kuraatorid oma kehakeeles siiski ilmutama varjamatuid
tidimuse marke. Tundes instinktiivselt, et nad on Eestis kiill
kohapeal, kuid ei kavatse endaga koos kedagi kaasa votta -
kes teab, v8ib-olla olid nad siin kaugel Euroopa pdhjaosas,
endises idablokis uurimisreisil ainult professionaalsest
viisakusest — lasin ka mina I8puks piltlikult 6eldes lipsu pisut
I8dvemaks. Kaotada ei olnud mul ju midagi.

“Hei,” Gtlesin K&ige Tahtsamale Peakuraatorile dlale
koputades, “tuled akki mu lauaarvuti juurde, ma naitaks sulle
natuke pilte.”

“Misasja? Aa, okei,” kohmas Peakuraator taltsalt ja potsatas
mu kdrvale kontoritoolile istuma.

“Vaata, selline on Vello Vinna looming,” I8hverdasin

ma entusiastlikult, klikkides ise arvutihiirega kiimnetel
reprofailidel nagu metronoom. “Sisuliselt oli ta 1970. aastatel
noor kunstnik Ndukogude Liidus, teisel pool raudset

eesriiet, aga kujuta niitid ette, kui mdni tema graafiline leht
oleks olnud tirazeeritud naiteks selle vdi tolle kuulsa bandi
kauamangiva albumi kaanel, ta oleks ju sel juhul praegu
maailmakuulus, eks ole?” Nimetasin nimesid ja spekuleerisin
alternatiivsete stsenaariumidega popmuusika ajaloos, et

mis oleks olnud kui ...

Peakuraatori vasinud silmad elavnesid. Ta naeratas. Ta haaras
markmiku. Ta kirjutas Vello Vinna nime endale tles. Ma toesti
ei tea, miks: vdimalik, et ta oli lihtsalt nii tark ja oma ajast

ees. Voimalik samuti, et tal oli lihtsalt hasti peidetud ndrkus
1970. aastate rokkmuusika vastu.

M®dni kuu hiljem, 2009. aasta kevadel saime teate, et Vello
Vinn oli kutsutud thele rithmanaitusele Antwerpeni
Kunsthal Extra Citysse, mida too kuraatorite trio korraldas.
Ateena biennaalile ei lahetatud Eestist aga toona kedagi.

KUIDAS AJALOO KULGU ISELOOMUSTAB
TEATUD IROONIAMEEL

Aastal 1972 naidati Vello Vinna ja Eesti kuue teise tuntud
graafiku teoseid Veneetsia biennaalil Gihel ja samal
rahvusvahelisel nlilidisgraafika naitusel lheskoos Andy

Warholi, Roy Lichtensteini, Victor Vasarely, Henry Moore’i ja
paljude teiste tol ajal ladnes kuumade nimedega. Moskvas
tuli sellest parast suur pahandus. Selgus, et itaallased olid
formaaljuriidiliselt Ndukogude Liitu “esindanud” kunstnikud
ise valinud, konsulteerimata keskusega Moskvas, ja nood
kdik olid okupeeritud Eesti territooriumilt. Jargnesid muidugi
parteiliselt orkestreeritud repressioonid: kellele eestlastest
vaanati valissditude keeld, keda hoiatati niisama suusdnal

ja manitseti ennast edaspidi tagasi hoidma. Milles kunstnikud
tapsemalt stitidi olid, ei ta nad vist tanaseni. Kindel on nimelt
see, et praegu oleks neid samas olukorras koduvabariigis
edaspidi r6cdmuhdisete saatel kas voi katel kantud.

Eesti graafikute siseringis on see muidugi tuntud lugu,

aga valisin selle kurva anekdoodi siia I6ppu selleks, et
illustreerida asjade kulgemise paratamatut suhtelisust.
Rahvusvaheline tdhelepanu, mis vene ajal tdhendas siinsele
kunstnikule pigem probleeme ja karistusi, on tdnapaeva
globaalses kapitalismimaailmas saanud Eestist parit
kunstniku kodumaise tunnustamise tiheks vaikimisi seatud
eeltingimuseks. Sedavdrd erinevad on ideoloogilised ja
poliitilised olud 20. ja 21. sajandil Eestis. Nii et diametraalselt
vastupidine ja irooniliselt simmeetriline on ka ajaloo
peegelpilt.



FOREWORD BY THE CURATOR
Andreas Trossek

Vello Vinn’s art is a secret. A secret that perhaps is still
waiting for deciphers. His work from the late 1960s to the
present day is undoubtedly at the forefront of Estonian
graphic art, but his extremely unique style has also made
him an artist hard to categorise for art historians. Is he

a classic of surrealism, pop art, psychedelia, unofficial art
of the Soviet era, postmodernism, or some other -ism’?
What are the hidden laws and logic in his work that appear
to the viewer when they analyse it more closely? Where
does this restrained abundance of fantasy in the analysis
of the relationship between man, environment, and culture
all come from, and how can his art be labelled so that all
parties would be pleased?

The artist, who turned 80 this year, has been creatively active
for well over half a century. “Tundmatuseni tuntud’ (‘Known
to the Unknown’), “Tundmatusega tuntud’ (‘(Known with the
Unknown’), ‘Tuntud tundmatuses (‘Known in the Unknown?)
(series “Tuntud ja tundmatuid tahti’) (‘Known and Unknown
Stars/Letters’), 1988/89) - these are the titles of some

of the etchings by the artist who loves to play with a witty
use of language, made during the fall of the Berlin Wall, when
all kinds of borders in the Eastern Bloc gradually opened

up. True, his work has also previously been featured in major
forums of contemporary art in the world, including the
world’s oldest biennale, La Biennale di Venezia, which has
taken place since 1895. His name is mentioned in important
art history books and his works are included in prestigious
museum collections. However, his first major museum
retrospective will not take place until next year.

Vello Vinna’s exhibition ‘e & O’ in the Tallinn Art Hall Gallery
will thus end metaphorically where the retrospective
exhibition at the Kumu Art Museum dives deeper next year.
‘oo & O’ - infinity and circle... The viewer sees a selection of
Vello Vinna’s prints from the period of 1971-2015. This cryptic
exhibition, titled with universal symbols, offers no definite
answers to what is the secret of Vello Vinn’s art. However,
this exhibition will hopefully give rise to some of the key
themes - the discussion of which would give substance

to the re(appreciation) of the work of Vello Vinn in art history
on a broader base already in the very near future.

This is where the curator’s foreword should might as well
end. At the same time, | owe an honest explanation to

a more critical viewer as to why | was the one invited to curate
this exhibition at the Tallinn Art Hall Gallery. Because of my
current job as the editor-in-chief of the quarterly of art and
visual culture in Estonia KUNST.EE, | clearly did not have
enough free time for this project, nor did | have the specific
competence of an art historian in the centuries-long history
of graphics. Yet | do consider myself a fan of Vello Vinn’s

art, and this already sums up all of the other possible reasons.

As it always is with fans, the following story will inevitably
tell more about me than the brilliant artist whose exhibition
| helped organise. But in order to be completely honest,

| have to start from the beginning...

HOW | FIRST ENCOUNTERED
THE WORK OF VELLO VINN

The honest answer to this question is that | do not remember
exactly. Having spent my childhood in the 1980s in the

former Estonian Soviet Socialist Republic, for me, the name
Vello Vinn, which emerged vigorously in the art scene of the
1970s, meant ‘an ever-present art hero’, meaning that | do not
remember the time before him, nor can | now, working

as a professional art historian today, think about the highlights
of the post-World War Il art history without naming him.

It is likely that my first encounter with Vello Vinn’s work was
through art publications, that is, indirectly. | probably first
saw his works in ‘Eesti graafika’ (“Estonian Graphic Art’)
albums, published quite regularly, after every 2-3 years, by
the republic publishing house Kunst (compiler Jiiri Hain),
which could be found on the bookshelves of many Estonian
families and public libraries at that time. Unfortunately,
childhood has become a distant hazy memory; it is also
possible that | first came into contact with his work at some
group exhibition right here, in the Tallinn Art Hall. However,
my first real encounter - the moment | purchased my first
graphic sheet by Vello Vinn, which actually came about

due to a series of unexpected and happy coincidences that
could just as easily not have happened - took place many
years later.

HOW | ENCOUNTERED THE WORK OF VELLO VINN
FOR THE SECOND TIME

It may have been sometime during my early student years.
A friend randomly mentioned Aino Pervik’s children’s book
‘Umbluu. Uusi ja vanu vigurijutte’ ((Umbluu. New and Old
Tricky Stories’, Eesti Raamat, 1980) which, according to my
friend, had ‘crazy’ (meant as a compliment) illustrations.

Much to my surprise, the author of these book illustrations
was Vello Vinn, a name | was very familiar with. On the other
hand, much to my disappointment, | realised | had missed out
on reading this book as a child for some reason unknown to
me. | quickly headed to the local second hand bookshops and
in a few years, | had an almost-complete collection of book
illustrations by Vello Vinn. | actually have more than one copy
of some of books illustrated by Vinn - | began purchasing
them in numbers so | could give them to my friends as gifts
on special occasions. At that time, | also learned to love Vello
Vinn’s book plates, which | was not even aware of as a child.

What | loved most was the fact that the artist did not seem
to make a difference in his prints (read: ‘high’ art) and his
book illustrations, posters, postcards, and book plates (read:
‘low’ art or the so-called applied graphics): the viewer was
looking at the same artistic nature, i.e. essentially the same
image creation system - by an artist with a unique style who
did not make any artistic discount on any format.

HOW | ENCOUNTERED THE WORK OF VELLO VINN
FOR THE THIRD TIME

It may have been sometime in the second half of the first
decade of the 21st century, when | had taken up a part-time
editorial job in an office in central Tallinn, where all kinds of
publications on art history were also published. Namely,

it turned out that there was a book series that badly needed
an editor for its third volume.

One fine day, Jiri Hain, a well-known Estonian art historian,
brought me a manuscript that spoke about Vello Vinn’s art.

| remember almost devouring specialist information that | had
not previously found in general books on local art history.

| was even somewhat shocked that no competing publisher in
Estonia had taken advantage of this material before us.

All the artists in this book were supposed to have ten
reproductions, but in the case of Vello Vinn, | almost forced

the designer to add one of his early photographic collages

to the image list. This book was called ‘Eesti kunstnikud 3’
(“Estonian Artists 3’) and was published in 2007 by the Center
for Contemporary Arts, Estonia. Despite some editorial
errors, | still dare to recommend this book to all art lovers.

As this book was published in Estonian and English, Vello
Vinn also received coverage in the then popular anglophone
blogosphere after a few years: the people were surprised
that such an artist exists in Estonia and shocked that he was
not more famous. | could not have disagreed with that thesis
in any way.

HOW | WAS (UN)SUCCESSFUL IN
MY SALES PITCH

The internet search engine helped me to recall that in 2008,

a trio of curators from the Athens Biennale were on a research
trip to the Center for Contemporary Arts, Estonia to explore
the local art scene. | remember we arranged the usual

‘drill’ for them, a traditional routine for foreign visitors at

this establishment: meetings with artists, a tour at the local
exhibition houses, video screenings, mandatory reading

lists, and so on.

At some point at the end of the work week, however, the
Important Foreign Curators began to show unhidden signs
of boredom in their body language. Feeling instinctively that
even though they are in Estonia, they will not take anyone
with them - who knows, maybe they were here in the north
of Europe, in the former Eastern Bloc, on a research trip

out of professional courtesy only - | decided to loosen my tie,
figuratively speaking. After all, | had nothing to lose.

‘Hey, | said to the Most Important Chief Curator, knocking on
her shoulder, ‘would you mind coming over to my computer
desk, | want to show you some images.’

‘What? Oh, okay, the curator tamely nodded and sank into an
office chair next to me.

‘Look, this is the oeuvre of Vello Vinn, | babbled
enthusiastically, clicking on dozens of reproduction files with
my computer mouse like a metronome: ‘He was essentially
ayoung artist in the Soviet Union, on the other side of the Iron
Curtain in the 1970s, but now imagine if any of his graphic
sheets had been reprinted on the cover of this or that famous
band’s LP, he would be world-famous now, right?’  named
names and speculated on alternative scenarios in pop music
history: what would have happened if...?

The tired Chief Curator’s face brightened up. She smiled.
She grabbed a notebook. She wrote down the name Vello Vinn.
| really do not know why: maybe she was just so smart and
ahead of her time. Yet it is also possible that her well-hidden
guilty pleasure was the rock music of the 1970s.

A few months later, in the spring of 2009, we received notice
that Vello Vinn had been invited to a group exhibition in
Kunsthal Extra City, Antwerp, organised by the trio of those
curators. Mind you, no one got sent from Estonia to the
Athens Biennale that year.

HOW THE COURSE OF HISTORY IS CHARACTERISED
BY A CERTAIN SENSE OF IRONY

In 1972, works by Vello Vinn and six other well-known
Estonian graphic artists were featured in the Venice Biennale
at the international exhibition of contemporary graphic

art alongside with Andy Warhol, Roy Lichtenstein, Victor
Vasarely, Henry Moore, and other popular artists in the West

at that time. This caused a lot of trouble in Moscow. It turned
out that the Italians had chosen the artists who ‘represented’
the Soviet Union formally without consulting the centre

in Moscow, and they were all from the occupied territory

of Estonia. Party-orchestrated repression followed, naturally:
some of the Estonians were prohibited from foreign travel
and some were simply warned verbally and told to behave
themselves in the future. To this day, the artists are probably
still not sure what exactly they were guilty of. What is for
sure, however, is that if this situation happened now, they
would be worshipped as cultural heroes in our home republic,
no doubt.

This is of course a well-known story in the inner circle of
Estonian graphic artists, but | chose to retell this sad
anecdote here in order to illustrate the inevitable relativity
of things. International attention, which during the Russian
period meant problems and punishments for the Estonian
artist, has become one of the default hidden preconditions
in a contemporary global capitalist world for the domestic
recognition of an Estonian artist. This illustrates how
different the ideological/political circumstances of the 20th
and 21st century truly are. Thus, diametrically opposite and
ironically symmetric is also the mirror image of history.



COMPOBOOUNTENBbHOE CITOBO KYPATOPA
AHppeac Tpoccek

NckyccTtBo Benno BuHHa aBnAaeTcAa TaliHol. TaliHOI, KOoTopasa
MOXKeT ObITb eLLe TOMbKO XAeT CBOUX OTKpbiBaTenen. BHe
BCAKNX COMHEHWI ero TBOpYEeCKnin 6ara)k, NpocTupatoLminca
¢ KoHua 1960-x ropoB 0,0 HAaCTOALLLErO BpeMeEHU, criegyeT
OTHECTU K BEPLUNHaAM rpacpnyeckoro McKyccta ACToHMN,
0o[HaKo BBUIY ero YpesBblyaliHO CBOE0GPa3HOro noyepka
crneumnanmncTbl NO NCKYCCTBY CHUTAIOT aBTOPOM, KOTOPbIIA

C TpyOoM nogpaetca Kateropusauuu. ABnaerca nn oH
KJlacCUKOM non-apTa, ncuxopenunama, HeopuumanbHoOro
NCKYyCCTBa COBETCKOro nepuona, nocTMoaepHu3ma nunm
HEKOEero NHOro «-n3ma»? Kakue CKpbiTble 3aKOHOMEPHOCTH

1 Norvka npofABnATCA B €r0 TBOPYECTBE NPy 6avkaiiiem
paccmoTpeHnn? OTKyaoa BooGLLLEe MPOUCXOONT 3Ta
YKPOLLLeHHaA HaCbILWEeHHOCTb haHTa3nn Npu aHanmnse
B3aIMOOTHOLLUEHUI MeXOY YeNOBEKOM, CPefo 1 KynbTypoil,
1 KakK Boo6LLe 0603Ha4YNTb €ro UCKYCCTBO, YTOGbI BCE
CTOPOHbI OCTANINCh JOBOMbHbI?

TBOpYecKan aKTUBHOCTb XYLOMXHMKA, OTMETUBLLErO B 3TOM
rogy ceoe 80-neTue, pnnnacbh 0o6pbIX NosBEKa.
«Tundmatuseni tuntud» (pyc. asecteH oo HeyaHaBaemocTu),
«Tundmatusega tuntud» (pyc. VisBecTeH HeyaHaBaeMOCTbIO),
«Tuntud tundmatuses» (pyc. ViaBecTeH B Hey3HaBaemocTw)
(n3 cepum «Tuntud ja tundmatuid tihti», pyc. iasecTHble

1 Hen3BecTHble 3Be3abl, 1988/89) - yacTo yBnekaowmiica
OCTPOYMHbIMU A3bIKOBbIMU UFPaMN XYLOMHUK TaKUM
06pa3omM o3arnaBuni HEKOTopble N3 CBOUX 0POPTOB, KOTOPbIe
GblNKM co3aaHbl B Nepuog, nocne nageHna bepnmHckoi cTeHbl,
korga B BoctoyHom 6oke Lwiar 3a Lwarom oTKpblBannchb
BCEBO3MOXKHbIE rpaHuLLbl. CTONT OTMETUTb, EF0 TBOPHYECTBO

1 paHblLle LEMOHCTPUPOBAJIOCh Ha BaXKHENLLUNX hopyMax
COBPEMEHHOI0 UCKYCCTBA, B TH. B paMKax cTapeiLueli B Mupe,
nposogumori ¢ 1895 ropa BeHeunaHckon 6ueHHane. da,

nvAa Benno BuHHa ynoMunHaeTca B CONMUOHbIX KHUMax

Nno NCTOPUN NCKYCCTBA, a ero paboTbl 3HAYaTCA B N3BECTHbIX
MY3€eNHbIX Konekumnax. Ho Tem He meHee, ero nepeas
HanGonee cepbe3Haa My3eliHasa PETPOCMeKTNBa COCTOUTCA
TONbKO B CNenyOLLEM roay.

Takum o6pa3om, 0630pHaA BbicTaBka TBopyecTBa Benno
BuHHa «% & O» B ranepee TannnHHckoro [Joma nckyccrtsa
3aBepLUINTCA MeTadhopUYECKM TaM, FOe peTPOoCrneKTUBHanA
BbiCTaBKa B XyfnoxecTBeHHOM My3ee Kumu norpysuntca
rny6xe. «o & O» — 6€CKOHEYHOCTb N KPYT ... 3puUTenb yBUOUT
non6opky actamnoB Benno BuHHa, koTopana xpoHonornyeckun
oxBaTbiBaeT 1971-2015-e rogbl. Ha aTon Kpuntuyeckom,
o3arnaBfieHHON YHMBepcanbHbIMU CUMBOJIaMU 0630PHOI
BbICTaBKe He CPOPMYNNPOBaHbl KOHKPETHbIE OTBETbI Ha
BOMpPOC, B YeM 3aKJlloyaeTcA ceKpeT uckycctea Benno
BuHHa. Ho ecTb Hapexaa Ha To, 4TO BEPOATHO 3Ta BbICTaBKa
NOOHUMET HEKOTOPbIe KIlloYeBble TeMbl, 06CYKaeHMe
KOTOpPbIX MpenocTaBmio 6bl MaTepran ona npugaHua

Gonee LUMPOKOro, N0 CPaBHEHWUIO C CYLLLECTBYIOLLUM,
XY[,0XKECTBEHHO-NCTOPUYECKOrO 3HAaYE€HNA TBOPYECTBY
Benno BuHHa B nepcnekTuBe yxe 6nmxariiiero dygyLiero.

*

Ha camom pene 3pecb MOXHO Gb110 6bl MOABECTU YEPTY MOL,
npenucnoBnemM Kypatopa. B To xxe BpemMA MHe CTOUT YECTHO
06BbACHNTbL 6oNee KPUTUYHO HACTPOEHHOMY 3pUTENIO, MoYeMy
VIMEHHO A 6blf NpUrnalleH B Ka4ecTBe KypaTopa 0630pHoM
BblCTaBKW, NpoBOOMMON B ranepee TannuHHckoro doma
nckyccTB. Bynoy4um rnaBHbIM pefakTopoM e)XXEKBapPTanbHOro
»KypHana 06 3CTOHCKOM UCKYCCTBE N BU3YyalibHOI KYyNbType
KUNST.EE, BnonHe o4eBnNaHO, 4TO OJ19 BbIMOJIHEHUA

TaKoro 3agaHuAa A He o6nagato HU Hann4ymem cBoGOOHOro
BPEMEHU, HU creLndUYecKon KOMMNETEHL N B 06rnacTun
MNCTOPUM UCKYCCTBa, COKYCUPOBAHHOI Ha UcymncnatoLLelica

crtonetTmamu nctopum rpacdpmkn. OgHako A cunTato ceba
caHaToMm TBOpUecTBa Benno BuHHa, 4To 1 06bACHAET
BCEBO3MOXXHbl€ NMPUYUHBI.

Takum 06pa3om, Kak 1 npucyLle obbl4HO dhaHaTamMm,
HXXeN3MoXeHHanA NCTOpUA, BEPOATHO, BonbLLe pacCcKa)keT
060 MHe, YeM 06 3TOM reHnanbHOM XYO0XHWKE, BbICTaBKY
KOTOpPOro A momor opraHnadoBaTtb. Ho UTo6bl pacckasaTb BCE
YecTHO, clieflyeT HayaTb C CaMOro Havana ...

KAK A1 BMEPBbIE COMPUKOCHYJICA
C TBOPYHECTBOM BEJIJTO BMUHHA

OTBeYy 4eCTHO, 4TO A He NpunomHio. Npoeena B 1980-x ropax
cBoe 0eTcTBO B OcToHCcKoW CoBeTckon Coumannctnieckom
Pecny6nuke, nMa MOLLHO BbilLefLlero Ha NepBblil NiaH

B 30€eLUHEN Xy[0XeCTBEHHOM XUn3Hn 1970-x ropos Benno
BuHHa yKopeHUnoch 019 MeHA B KaTeropun «CyLLecTBoBaB-
LUNIA BCe BPEMA repoii UCKYCCTBa», T.€. A INYHO HE NMOMHIO
BpeMeHU, KoTopoe GbIo 00 HEero, fa 1 ceiivac, paboTas
npodeccnoHasnbHbIM UCTOPUKOM UCKYCCTBa, HE MOry fiymMaTb
0 3BE3[HbIX Yacax 3MELUHEel UCTOPUM UCKYCCTBa Nepunopa
nocne Bropoin MnpoBoI BOlHbI 6€3 YNOMUHAHNA ero UMeHN.

BepoaTHO, Moa nepBan BCcTpeya ¢ TBopyecTBOM Benno BuHHa
cocToAnach B OeTCTBE Yepes NyGnmkaumm 06 UCKYCCTBE,

TO eCTb KOCBEHHO. [lymalo, 4TO YNOMAHYTbIE Ny6AMKaLum
66111 13 Boinycka Eesti graafika (3cToHCcKas racdmka),
KOTOPbII B TO BpeMsA JOCTaTOYHO PEFYNAPHO, C UHTEPBANIOM
B [Ba-TpU roga, n3paeaso pecnybinkaHckoe n3naTenbCcTBO
Kunst (coctasutenem 6bin FOpu XaliH), 1 KOTopbIli B TO
BPEMSA MOXHO BbIf0 HATUN Ha KHVXHbIX NOJIKax HEKOTOPbIX
3CTOHCKUX cemMel 1 NybnunyHbix 6udnmnotek. Ho netcteo
OCTasnochb faneKon 1 TYMaHHOW TOCKOI O NPOLUSIOM, HAYEro
He nofenaTb; BO3MOXHO, YTO 3Ta NepBad BCTpeya Morna
COCTOATbCA Ha KaKOW-HNBYOb rpynnoBoO BbICTAaBKE 30eChb
e B TannnHHckom [ome nckyccTs. [o nepBoro peanbHOro
COMPUKOCHOBEHWA, UM 0,0 MOE NOKYMKW NePBOro
rpadguyeckoro nucta Benno BuHHa, KoTopaAa Ha camoMm fene
ocylecTBMnach 6narogapa HEOXKMUAAHHBIM 1 CHACTANBbLIM
coBnafeHNAM, KOTOpble COBEPLLUEHHO CBOGOAHO MO U He
COCTOATbCA, OCTaBaNNCh eLle Josnrue rogbl.

KAK Al BO BTOPOW PA3 COMPUKOCHYJICA
C TBOPYHECTBOM BEJIJTO BMUHHA

OTO MOII0 NPON30IATM B MOU NEPBbIE CTYAEHYECKUNE rogbl.
OLWH Opyr B pa3roBope YNOMAHYS OETCKYI0 KHUTY AAHO
Mepsuk «Umbluu. Uusi ja vanu vigurijutte» (Eesti Raamat,
1980), B KOoTOpOI1 BbINU NpocTo cymacluenwmve (Mmenca

B BUY KOMMIMMEHT) UANIOCTPaLVN.

KakoBo »«e 6b1110 Moe yauBreHune, Korga A oGHapyXun B
KayecTBe aBTOpa UMIOCTPaLLUIA K 3TO KHUTe 3HaKoMoe
nma Benno BuHHa. CTonb ke BENMKO OblS1I0 MO€E HerogoBaHue,
YTO NO KaKOW-TO NPUYNHE MMEHHO 3Ta KHUra He nonana

MHE B PYKW B KAYE€CTBE MOEr0 O,eTCKOro YteHud. A BbicTpo
HanpaBuCA B MECTHbIE KHVKHbIE aHTUKBapuaThl, 4TOObI
CcnycTA napy NeT BbIATU N3 HAX C NOYTU NOJIHbIM cOGpaHneM
KHVKHbIX unnoctpaumnin Benno BuHHa. Ha camom

nerney MeHA 1 ceyac HEKOTOPbIE UNNIOCTPUPOBAHHbIE
Benno BUHHOM KHUTM npencTaBneHbl 6osiee, Y4eM B OQHOM
3K3eMMNNAPE — A X BPEMA OT BPEMEHU NOKYNas fgae
ONTOM, YTOGbI LapuUTb OPY3bAM NO NOBOLY 3HAMeHaTeNbHbIX
cobbITnin. B TO XKe BpeMA A Hayynca LeHUTb 3KCIMOpurChI

Benno BuHHa, o KOTOpPbIX A B OEeTCTBE BOOOLLLE HANYEro He 3Han.

YTo 6bIs10 rIaBHbIM, 4TO MeHA 0COBEHHO 3axBaTblBaso, Tak
3TO TOT PaKT, UTO XYLOXHUK He genan pasnuymnin Mexxoy
CBOVM yBrieyeHreM rpacdoukoin actamnos (4uTali «BbICOKUM
VNCKYCCTBOMD) U1 KHUXKHbBIMU UANIOCTPaLUAMU, UCKYCCTBOM

nnakara, opOpPMIIEHNEM MOUYTOBbIX OTKPbITOK U 9KCIMBPUCOB
(unTaii: «6onee HU3KaA», T.H. NPMKNagHan rpacduka): BHOBb

1 BHOBb MNepe[ rinasaMm spuTena BO3SHUKAEeT No CyTu ogHa

1 Ta Xe HaTypa XyOO0XHIKa, T.e. M0 CYTU Ta XKe caMad CUCTeMa
cosfmaHuA 06pasoB — XYO0XKHUK C HEMOBTOPMMbIM MOYEePKOM,
KOTOPbI HY AN1A Kakoro dpopMarta He gefian HUKakux
XYO,0MEeCTBEHHbIX CKUOOK.

KAK A B TPETUI PA3 COMPUKOCHYJSICA C
TBOPYECTBOM BEJ1J10 BMUHHA

OTO MOro NPOV30AT BO BTOPOI NOSIOBNHE NEPBOro
necatunetuna XXI Beka, korga a npucTtynun K pabote
penakTopa Ha HEMOJHYIO CTaBKY B OQHOM U3 odhrcoB

B LeHTpe TannuHHa, roe cpenu npoyero, ny6ankosanucb
1 BCEBO3MOXHbIE 3aHMMalOLLMECA UCTOPUEN NCKYCCTBa
neyaTtHble n3gaHnAa. BolacHunoco, 4To roe-To 3aBuUcna
cepuA KHUT, TPEeTNi TOM KOTOPOIA Hy»Kpanca B penakType.

Bo BcAkoM criy4ae B OfWH NPeKpacHbIil feHb N3BECTHbI
39CTOHCKUI UCTOPUK NncKyccTBa KOpu XaiiH npuHec

MHE PYKOMUCb, B KOTOPOIA rOBOPUIOCh 06 UCKYCCTBE

Benno BuHHa. NMoMHI0, Kak A ¢ XKaaHOCTbio nornoLan
npodeccrnoHanbHyio MHPOPMaLLMIO, KOTOPYIO A paHbLue

He BCTpeyas B TOrgallHMX MECTHbIX OBLLMX TPaKTOBKax
MNCTOPUM UCKYCCTB. HeCcTHO roBopA, A B TO BPpEMSA HE MOT Jaxke
NOBEPUTb B TO, YTO HN OLHO N3 KOHKYPUPYIOLLUX N30aTeNbCTB
B SCTOHUM €eLLLEe He OTXBaTUIO ceGe aTOT MaTepuan.

CrnepyeT Tak»ke CKa3aTb, YTO OJ1A BCEX XYA0XHUKOB B 3TOM
KHUre 6bli10 NpeayCMOTPEHO OeCATb PenponyKLnii, HO

B cnyyae ¢ Benno BuHHomM a npocTo 3acTtaBun ocpopmutena
BKJTIOYNTb B YNCIO PENPOOYKLUIA OOMH N3 ero paHHUX
doTokonnaxei. 31a KHUra HasbiBanacb «Eesti kunstnikud 3»
(pyc. 3cToHcKMe xyaoHuKM 3) 1 oHa 6bina nspaHa s 2007
rony ooHOOM DCTOHCKUIA LLeHTP COBPEMEHHOrO UCKYCCTBA.
HecmoTpa Ha HeKOTOpble MPOCKONb3HYBLLUVE B KHUTY
penakTopckume ownbKku, A 6epy Ha cebAa cMenocTb No cen
OeHb PEKOMEHO0BaTb 3TY KHUTY TEM, KTO MHTepecyeTcA
MNCKYCCTBOM.

U eLLe, NOCKONbKY 3Ta KHUra 6blna napannenbHo n3paHa Ha
9SCTOHCKOM U aHITIMACKOM A3blKe, TO HECKOJIbKO NeT CNycTA
Benno BuHH nony4mnn n 3apy6exHble 0T3bIBbl B MOMNYAPHON

B TO BPEMA aHroA3bIYHON Gnorocdepe: youBUINCh, 4To B
OCTOHMN eCTb TaKOWN Xy[0XHMK 1 MOPasnINCb, YTO OH Bonblue
He 3HamMeHUT. A HNKOUM 06pa3oM He MOry He CorflacuTcA ¢
3TVIM TE3NCOM.

KAK A MOTEPMNES (HE)YOAYY B CBOEW
MAPKETUHIOBOW PEYU

MonckoBaA cuctemMa B UHTEPHETE MOMOr/Ia MHe ceinyac
BCMNOMHUTb, 4To B 2008 rogy Tpuno KypatopoB ApUHCKON
6ueHHane NpuGbINN C NCCnenoBaTeNIbCKON Noe3nKomn

B SCTOHCKUI LLEHTP COBPEMEHHOIO NCKYCCTBA, A4
03HAaKOMJIEHUA C 3CTOHCKOI apT-apeHoii. [oMHIo, 4TO Mbl
OpraHM30Bann 018 HUX CTaHOBALLLYIOCA OGbIYHOM OnA
MHOCTPaHHbIX FOCTE KCTPOEBYIO MYLUTPY»: BCTPEUM

C XYOOMHMKaMU, TYP MO MECTHbIM BbICTAaBOYHbIM JOMaM,
BUOEOCKPUHUHIU, 06A3aTeNbHbIE CINCKM A YTEHNA U T. .

B kakoin-To MomeHT BaxkHble IHocTpaHHble KypaTopbl Havanu
K KOHLLY Heienv nogaBaTtb ABHbIE MPU3HaKM NPEChILLEHHOCTU.
VIHCTMHKTUBHO NOYYBCTBOBAB, YTO XOTA OHU 30eCb B OCTOHUN

1 NPUCYTCTBYIOT peanibHO, HO He cobmpatoTca HUKOro oTclofa
6paTb ¢ COGOI — KTO 3HAET, MOXET GbITb OHU NPUOLINK Clofa

B JaNeKylo ceBepHYIio YacTb EBponbl, GbiBLUMI BOCTOYHbIN 610K
B MICCNEN0BAaTENbCKYIO MOE3KY TONbKO U3 NPodheccoHanbHOM
BEXJIMBOCTN — A TOXKE B KOHLLE peLUnsi, 06pasHO Bbipa)kaAch,
ocnabuTb y3en cBoero rancTtyka. MHe »xe Heuero 6bino TepAThb.

«B1», — cKasan a, noctyyas no nnevy Camoro BaxkHoro
naBHoro Kypatopa, — «MOXeT nogongeLlb K MOemMy
KOMMbIOTEPY, A NoKazas 6bl TeGe HEKOTOPbIE KapTUHbI».

«4T10? Aa, oken», — npobopmoTan NokopHo MasHbIN KypaTtop
1 onycTunca panomM Co MHOM Ha KOHTOPCKNIA CTYI.

«CmMoTpW, Tak BbIrMAQUT TBopyecTBo Benno BuHHa», —
NPOU3HEC A C 3HTY31Ma3MOM, CaM B TO )Ke BpeMA KunkKaa
KaK METPOHOM KOMMbIOTEPHOW MbILLbIO MO ecATKaM
channos c penpogykumamu. — «lMo ngee oH 6611 B 1970-

X rogax MonoabiM XyaoxHukom B Cosetckom Coloae,

Mo Opyryto CTOPOHY OT )Xene3Horo 3aHaBeca, a Tenepb
npencrtaBb cebe, ecnm Kakon-nnbo ns ero rpadonHecknx
NMCTOB BblN Gbl PacTUPaXKMpoBaH, HaNprMep, Ha 06J10XKKe
anb6oma KaKon-H1Ubyab N3BECTHON rpynmnbl, OH 6bl Gbln
MWUPOBOII 3HAMEHUTOCTbIO, MPaBaar» — A HadblBasl UMeHa 1
CNeKynMpoBar anbTepHaTUBHbIMU CLEHAPUAMU B UICTOPUN
non-my3bIKu, 4TO BbIno Gbl, ecnu Gbl ...

YcrtaBwwue rnasa nasHoro Kypatopa oxunsunuce. OH
ynbi6HyncAa. OH cxBaTun 6nokHoT. OH 3anucan nma Benno
BuHHa. Al pencTBUTENBHO HE 3Halo, NOYEMY: BOZMOXHO

OH MPOCTO 6bl1 HACTONBKO YMHbIM 1 OMNepexarn CBoe BpeMs,
WX OH MMEN TalHY1o CTPacTb K pok-My3bike 1970x ropos.

Heckonbko mecaues cnycTa, BecHor 2009 roga mMbl nony4nnum
n3BecTune, 4To Benno BMHH npurnalleH Ha ogHy rpynnoByto
BbICTaBKY B apT-xonn Extra City B AHTBepneHe, KoTopyio
OpraHM30BbLIBasIO TO caMoe TPUO KypaTopoB. Ha AdUHCKyto
GreHHane N3 9CTOHUN Toraa HAKOro He OTNpPaBUINn.

KAK OMPEOENNEHHOE YHYBCTBO NPOHUN
XAPAKTEPU3YET TEHEHNE NCTOPUU

B 1972 rony nponaeepneHuna Benno BuHHa v wectn gpyrmx
N3BECTHbIX 3CTOHCKUX rpadpMKoB [EMOHCTPUPOBANCh

B pamMKax BeHeumaHckon 6ueHHane Ha BbiCTaBKe
MeXXOYHapO4HON COBPEMEHHOW rpadonkmn BMecTe ¢ QHAN
Yopxonom, Poem JlnxteHwtenHom, Buktopom Bazapenu,
leHpy Mypom 1 MHOFUMU OpPYrMMN U3BECTHBIMU B TO
BpeMA Ha 3anage nmeHamu. B Mockse ns-3a atoro

NoToM 6bInn GonbLUNE HENPUATHOCTU. BblACHMNOCH, YTO
MTanbAHLbI POpPManbHO-IOPUONYECKM CaMU BbiGpann
«npepcTtaBnAaBwnx» CoBeTckuii Coto3 XyoOMHUKOB, He
NPOKOHCYNbTUPOBABLUUCH C LLeHTpoM B MockBe, 1 Bce oHU
OblSIN C OKKYMPOBaHHOWN Tepputopumn cToHnn. 3a aTnm,
€CTEeCTBEHHO, MNOCNENOBANN CONPOBOXKOaeMble MapTUAHOWN
OPKECTPOBKOW pPeNpeccumn: KOMy-To 3anpeTunmn Bbleag,

3a py6exx, Koro-To NpocTo YCTHO Npenynpenuan n npoynTtanm
BHYLLEHMe B flaNlbHENLLEM OepxKaTbCcA NOCKpoMHee. B yem
TOYHO 3aKJlto4anach BUHa XYAOXHNKOB, OHU, HaBEPHOE,

1 MO cell feHb He 3HatoT. MOoXXHO C YBEPEHHOCTbIO CKasaTb,
4YTO celivac B Nogo06HOM cUTyaun B POOHO CTpaHe UX nog,
panocTHble BO3rnachbl HOCUN Gbl Ha pyKax .

B y3kom Kpyry rpadKoB 3Ta UICTOPUA, KOHEYHO XKe, N3BECTHa,
HO A BbIGpan aTOT rPYCTHbIN aHEKO,OT AJ1A KOHLLOBKM C TEM,
4YTOGbI NPOUNNIOCTPUPOBATb HEN3GEIKHYIO OTHOCUTENBHOCTD
pa3BuTMA gen. MexxgyHapogHoe BHUMaHWe, KoTopoe

B COBETCKOE BpeMA O/1A 3CTOHCKOro XyJ0XHMKa 03Hayano
npo6sieMbl N HaKa3aHWA, B COBPEMEHHOM roGanbHOM
KanuTannucTMyeckoM Mupe cTano onda NpusHaHua Ha
ponyHe XyOoXHMKa pofoM N3 3CTOHMN YCTaHOBMAEHHO No
yMonyaHuio npeanocblnkoii. Hactonbko pasHbiMy ABNAIOTCA
npeonornyeckne/nonnTnyeckmne obcToaTenbCcTaa

B XX n XXI Beke. Tak 4To griameTpanbHO NPOTUBOMOSIOMHbIM
N NPOHNYECKN CUMMETPUYHBbIM ABNAETCA U 3epKasbHoe
OTparKeHne NCTopumn.
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