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Mani vecaki iepazinas ar Teriju Frostu un vipa gimeni divdesmita
gadsimta piecdesmito gadu vidid gimenes brivdienu laika
Kornvola. Vecvecaki no mates puses bija ieteikusi Sentaivsu
ka lielisku vietu, kur apciemot un satikt maksliniekus, un vini
pat bija nopirkusi atseviskus darbus, ko bija darinajusi dazZi no
maksliniekiem, kas tur bdvéja savu radoSo reputaciju. Mans
tévs Adrians Flauerss, panakumiem bagats reklamas fotografs
no Londonas, fotograféja Bena Nikolsona, Patrika Herona, Terija
Frosta, Braiena Vola, Denisa Micela un Vilhelminas Barnsas-
Greiemas darbus un apmaina biezi sanéma kadu makslas
darbu. Starp aizvien plasako Frostu un Flauersu gimeni uzplauka
draudziba, kas ir saglabajusies lidz pat Sai dienai.

My parents met and got to know Terry Frost and his family in the
mid-1950s during family holidays to Cornwall. My grandparents
on my mother's side had recommended St Ives as a great
place to visit and meet artists and had indeed bought work by
some of the artists building reputations there. My father, Adrian
Flowers, an established London advertising photographer, took
photographs of works by the likes of Ben Nicholson, Patrick
Heron, Terry Frost, Brian Wall, Denis Mitchell & Wilhelmina
Barns-Graham and would often receive a work of art in return.
Friendships grew between the ever expanding Frost & Flowers
family that has remained to the present day.

Mou poautenn BCTpeTMIMCb M MNO3HaKoMuanucb ¢ Teppu
®poctom u ero cemben B cepeguHe 1950-x rogoB BO Bpems
cemeviHoro otgbixa B KopHyonne. Mou 6abywka v pegylwka
M0 MaTepuHCKON JIMHUM pekomeHgoBain CeHT-ANBC Kak
rpekpacHoe MecTo AJIs1 [OCELYeHNST N BCTPEYN C XYAOXHMKaMu
M Jaxe npuobpesn  paboTbl  HEKOTOPbIX  XY[OXHMUKOB,
cosgaBwmnx TaM CBol penytayuo. Mo ortey, AagpuaH
®nayspc, WM3BECTHbIN JIOHZOHCKUIA peKknamHbii  poTorpag,
¢otorpagupoBan paboTbl Takux aBTOpPOB, Kak beH HUKO/COH,
Matpuk XepoH, Teppn ®poct, bpavian Yonn, [eHuc Mutyenn
n BunbrenomuHa bapHc-Tpam, u 4yacto mosyvyan B3amMeH
npousBefeHns UckyccTBa. Tak Bbipocna Apyx6a Mexay
MOCTOSIHHO ~ paclumpsitolyerici cembert ®poct u  @nayapc,
KOTOpasi COXpaHniach 1 rno cei [eHb.

Terijs Frosts (1915-2003) ir atzits par vienu no nozimi-
gakajiem britu abstrakcionistiem, kura ietekme izplatijas
visa Eiropa un arm pasaulé. Esam arkartigi lepni, ka
Marka Rotko makslas centra augstu novertétaja vide tiek
prezentéta Frosta ievérojamako darbu izlase, pirmo reizi
iepazistinot Latvijas skatitaju ar vina dailradi.

,Krasu jauda: Terija Frosta maksla” irizstade, kas izce| vina
maksliniekakarjerasveidosanasperiodus,tostarpgalvenos
gleznieciskos un grafikas darbus, pateicoties kuriem vins
kluva parvienu no vadoSajiem britu abstrakcionistiem, Britu
imperijas ordena virsnieku, DZona Mira balvas laureatu,
Karaliskas akadeémijas locekli un pasaules limena krasu
meistaru. Vairak neka seSdesmit radosas darbibas gados
Frosta darbi ir tikusi eksponéti iespaidigi daudzas izstades
ganLielbritanija,ganarvalstisunieklautivairakasnozimigas
kolekcijas. Frosta makslinieka karjeras pirmsakumi bija
visnota| netradicionali; Otra pasaules kara laika, atrodoties
ieslodzijuma karagusteknu nometng, gleznotajs Adrians
Hits iedroSinaja vinu gleznot citu gusteknu portretus.
Abstrakcijai Frosts pievérsas tikai péc trisdesmit piecu
gadu vecuma sasniegSanas divdesmita gadsimta
Cetrdesmito gadu nogalé Iidz ar iestasanos Kembervelas
makslas un dailamatniecibas skola, kur vin§ macijas pie
Viktora Pasmora, ka art iepaziSanos ar tadiem Sentaivsas
maksliniekiem ka Bens Nikolsons, Piters Lanjons un citi.
Visa savas radosas karjeras laika Frosts turpinaja attistit
abstrakciju, virzoties daudz talak par kustibas formalajiem
apsveérumiem un veidojot pats savu arkartigi izteiksmigu
vizualo valodu, kura domingja pusmeénesi, spirales, trijstri
un apli, parasti novietoti uz audekla it ka suspendeta vai
ldzsvarota stavokii. Frosts dzili mileja britu ainavu un
daudzos tas apvidos atrada bagatigus iedvesmas avotus
— vinaradttas formas naca no Jorksiras tireu izliekumiem,
Sentaivsas ostas raksturigajiem apveidiem vai méness
lekta virs Nlinas (abas Sajas Kornvolas piekrastes pilsétas
Frosts aizvadija ievérojamu miiZza daju). Sis dinamiskas
kompozicijas apvieno kustibas un telpas daudzveidigumu
divdimensiju darbos un sniedz skatitajam ieskatu autora
pasparliecinataja un ltksmaja dialoga ar makslu un dabu.

Katrs no Frosta darbiem ir personisku pardzivojumu un
sajltu vizuals atveidojums. Maksliniekam sev atklajot
simbolisma dzejnieka Federiko Garsijas Lorkas darbus un
spanujédzienu“Duende”, arko apzimé “kapinatuemocionalu
stavokli”, minéto sakapinato stavoklu meklésana un
attéloSana kluva par vina dailrades noteicoSo iezimi. STs
garigas transcendences pirmsakumus vin$ saista ar kara
laika parciesto badu — pieredzi, kas citu bitu sakavusi,
Frosts pienéma ka dzivibas apliecinajumu.

Frosta izteikta atteikSanas teoretizét savu makslinieka
praksiir devusi bitisku ieguldijumu britu maksla un makslas
izglitiba, mudinot vina skatitajus un audzeknus reagét
uz vina darbiem emocionali un novertet krasas davatas
makslinieciskas izteiksmes iesp€jas. Izaicinadams vinus
saskatit ko vairak par parastu ‘melno’, Frosts macija saviem
studentiem pétit ta devetas “nedzivas krasas” tonu spekitru,
sakotaraukstam,zilganamnokrasamunbeidzotarsiltakiem,
iesarkaniem ogles toniem. Frosta plasa un ietekmiga krasu
palete ir saskatama visos §is izstades darbos.

Mana pirma liela sastapsanas ar Frosta darbiem notika
Serpentina makslas galerija 1977. gada. Mani nekavejoties
parnéma gleznu monumentala klatbdtne un spilgti
izteiksmigakrasa. 1984.gadamanbijaiespéjapublicétdivas
Frosta grafikas, savukart 1977. gada man izdevas sarikot
vina personalizstadi misu galerija, ekspongjot uz papira
tapusos darbus. Velak més sarikojam divas nozimigas
izstades, lai nosvinetu vina septindesmit piekto dzim$anas
dienu un péc pieciem gadiem art astondesmit gadu jubileju.
Abas svinibas bija legendaras, pulcgjot visu makslinieka
gimeni. ArT $odien Frosta darbi nav zaudgjusi svaigumu un
intensitati, kas nodroSina vina mantojuma ilgmiZibu.



Terry Frost (1915-2003) is respected as one of the most
important British artists of the abstract movement, whose
influence extended throughout Europe and across the
world. We are extremely proud to see a selection of major
works presented within the esteemed setting of the Mark
Rothko Centre, introducing his work in Latvia for the very
first time.

Expanding Colour. The Art of Terry Frost is an exhibition
highlighting the formative periods of his career, including
key paintings and prints that established him as an leading
Abstract British artist, OBE, John Moore Prize winner, Royal
Academician and a world class colourist. With a career
spanning over six decades, Frost had an impressive roster
of British and international exhibitions and is included
in a large number of significant collections. Frost had an
unconventional beginning to his artistic career; whilst
interned as a Prisoner of War during the Second World
War, he was encouraged by painter Adrian Heath to paint
portraits of their fellow prisoners. It wasn't until his mid-
thirties when, in the late 1940s, he studied at Camberwell
School of Arts and Crafts and under the guidance or Victor
Pasmore and influence of St Ives artists such as Ben
Nicholson and Peter Lanyon, amongst others, that Frost
began his relationship with abstraction.

Throughout his career, Frost developed abstraction far
beyond the formal sense of the movement, constructing
his own emphatic visual language of crescents, spirals,
triangles andcircles, typically suspended orbalanced onthe
canvas. Frost was profoundly fond of the British landscape
and found rich sources of inspiration in many of its regions,
his shapes originating from the curvature of the Yorkshire
moors, the distinctive forms of St. lves harbour or the moon
rising over Newlyn, both Cornish seaside towns that Frost
lived for much of his life. These dynamic compositions
synthesise a multiplicity of movement and space into two-
dimensional works and give the viewer an insight into his
confident and joyful dialogue with both art and nature.
Each of Frost’s works acts as a visual representation of
personal experiences and sensations. After discovering the
writings of Symbolist poet Federico Garcia Lorca and the
Spanish notion of ‘Duende’, a“heightened state of emotion”,
the pursuit and conveyance of heightened states became
a defining attribute of his work. He traces this spiritual

transcendence back to periods of starvation during the war,
an experience that might have been defeating was embraced
as life affirming by Frost.

Frost's particularly untheoretical attitude towards his
practice has resulted in an extraordinary contribution
towards both British art and art education, encouraging his
viewers and students alike to engage an emotional response
and celebrate the possibilities of colour. Challenging them
to see beyond ‘black’, Frost taught his students to explore
the tonal range of the so called “dead colour”, from cold,
bluish hues to warmer red charcoals. Frost's expansive and
influential colour palette can be seen throughout the works
in the present exhibition.

My first large exposure to Frost's work was at the Serpentine
Art Gallery in 1977. | was immediately bowled over by the
paintings’ monumental presence and vibrantly expressive
colour. | had an opportunity to publish two prints by Frost in
1984 and then secured a solo works on paper exhibition at
our Galleryin1977. Later on we staged two major exhibitions,
one to celebrate his 75th birthday and five years later to
celebrate his 80th birthday. The parties were legendary,
bringing all his family together. To this day, Frost's work
retains its freshness and intensity, qualities that guarantee
his enduring legacy.

Teppu ®pocT (1915-2003) NpUsHaH OAHUM U3 BaXKHENLLUX
OPUTAHCKUX XYAOXXHUKOB abCTPAKTHOrO ABMXXEHUSA, Ybe
BMSIHME pacnpocTpaHuiiocb no Bcew EBpone u Bcemy
Mupy. Mbl 04eHb ropaUMCS TEM, YTO B TAKOM MOYETHOM
MecTe, Kak ApT-UueHTp uUM. Mapka POTKO BbiCTaBfieHa
noA6opKa ero 0CHOBHbIX paboT, BriepBble NpeacTaBUBLLMX
€ro TBOPYECTBO TaTBUACKOMY 3pUTETIHO.

BoictaBka «Cwna uBeTa: WckycctBo Teppu ®pocta»
packpbiBaeT Nepnoabl CTaHOBJIEHWUS €ro Kapbepbl, B TOM
yucne W KIOYeBble KApTUHbI U rpaBlopbl, 6narogaps
KOTOPbIM OH CTasn BeAywuM 6pUTAHCKUM XY[0XHUKOM-
abcTpakuynoHucToMm, oduuepoMm OpgeHa bBpuTaHckon
uMnepuy, obnagateneMm npemun  koHa  Mypa,
KOPONMEBCKUM aKafeMUKOM U KOJIOPUCTOM MUPOBOrO
Knacca. 3a 6onee 4YeM LIECTb AECATUIIETUI TBOPYECKOW
JesitenbHOCTM PpocT cobpan BHYLIMTENbHbIA CAMCOK
yyacTusi B 6pUTAHCKMX U MEXAYHapOAHbIX BbiCTaBKax,
ero paboTbl CcoAepXaTCcsi BO MHOIMMX  3HAKOBbIX
XY OXXECTBEHHbIX KO/eKUMaX. Hayano xynoxecTBeHHOM
Kapbepbl ®pocta 6bUI0 BeCbMa HeTpaguUMOHHbIM. Bo
BpemMs BTopo MMpOBOW BOWHbI OH GbITUHTEPHUPOBAHHbBIM
BOEHHOMJIEHHbIM BMECTE C XYAOXHWKOM AfpuaHoMm
XWUTOM, KOTOPbIN BAOXHOBWI €r0 Ha HanucaHve NopTpeToB
X cobpaTbeB-3aK/OYeHHbIX. JUWb N0 AOCTUXKEHUIO
TpuguaTunatTuneTus, B KoHue 1940-x rogos, BO BpeMs
yuyebbl B LIKONE AEKOPaTMBHO-MPUKNIAAHOIO UCKycCTBa
Kamb6epyannay Buktopa lNacmopa 1 nog BAMsHWeEM Takunx
Xy#oxHukoB CeHT-AMBca, kak beH HukoncoH, MNutep
J1aHbOH u apyrux, ®pocTt obpaTmncs K abecTpakuuu.

Ha npoTtsbkeHun Bcen cBoe Kapbepbl ®pocT passBuBan
abCcTpakuuto, BbIXoAs Aaneko 3a paMku (hopMasibHOro
CMbICla JABUXEHUA W co3faBad CBOW COOCTBEHHbIN
BbIPasuUTeSIbHbIN  BU3yalnbHbIW  SI3bIK  MOJIYMECSLEB,
crnuvpanei, TPEYronbHUKOB W KPYroB, O6bIYHO pac-
MOJIOXKEHHbIX Ha XONCTe B Kak-Obl MOABELUEHHOM WM
c6anaHCcMpoBaHHOM COCTOSIHMM. DpocT rny6oko nro6un
OPUTAHCKUIA Men3aX WM Haxogun 6oraTble UCTOYHMKM
BAOXHOBEHNA BO MHOIMX Yrosikax CTpaHbl; ero ¢hopmbl
MpoONCXOAAT M3  W3rM60B  BEPECKOBbLIX  MyCTOLIEN
Mopklumpa, xapakTepHbIX oyepTaHui raBaHu CeHT-AMB3
WM BoCXopAa JyHbl Hag HbtonMHOM (B 060MX NPUMOPCKMX
ropogax ®pocT npoBen 60MblY YaCTb XM3HM). ITU
OVHaMUYEeCKne KOMMO3ULMN O6GBbEAUHAIOT MHOXECTBO

UMIMYNbCOB M MPOCTPaHCTB B IBYXMEPHbIE NPON3BeAEHNS
W [alT 3pUTENO BO3MOXHOCTb 3arisiHyTb B YBEPEHHbIN
W PajoCTHbIA AWanor XyAoXHMKa C MCKYCCTBOM U C
npupoaon.

Kaxpgoe us npoussegeHni dpocTta CNYXUT BU3yaslbHbIM
npeacTaBfeHNeM JIMYHOTO OMbiTa U owyleHuin. Mocne
OTKPbITUSI Mpou3BefeHNn noata-cumBonucta depepuko
[apcun Jlopkn M ucnaHCKoro noHATUA «[yaHpge», T.e.
«YCUJIEGHHOTO  COCTOSIHUSI  9MOUMWN», CTpPeMJIeHMe MU
nepegaya MoAO6HbIX BO3BbIWEHHLIX COCTOSIHUWA CTanu
onpeaensitowMM aTpubyToM ero paboTbl. CaM Xy[0XHUK
npocnexwuBaeT B cebe 3Ty AYXOBHYIO TPaHCLEHAEHTHOCTb
CO BpPEMEH roiofaHnsa BO BPEMS BOWMHbBI; OMbIT, KOTOPbIN
MOr OKa3aTbCsl FybuTenbHbIM, 6bln1 BOCNPUHAT dpocTom
KaK XXM3HeyTBepXXAatoLLMiA.

OTcyTCcTBME BCSIKOFO TEOPETM3MPOBAHUA B OTHOLUEHMU
®dpocta K cBOell MNpaKTUKe MNO3BOJIMNO eMy cphenaTb
BbIAAIOLWMNNACA BKJaL Kak B OPMTAHCKOE MCKYCCTBO, TakK
U B XyLOXeCTBeHHoe 06pas3oBaHuWe, MOOLLPsiA 3puTenen
M YYEHMKOB pearMpoBaTb 3MOLMOHAaNbHO U pafoBaTbCs
BO3MOXXHOCTSAM LBeTa. Mpeanaras NocMOTpeTb
CKBO3b «YepHblit», OpocT Mobyxaan CBOMX YYEHUKOB K
nccnepoBaHWo TOHANbHOIO AManasoHa Tak-Ha3blBaemMoro
«MepTBOro LBeTa», OT XONIOAHbIX FO/ly60BaThIX OTTEHKOB
Jo 6oflee  Tennbix KpacHOBATbIX OTTEHKOB  YrAs.
Pacwwupsitouwianca u BnactHasa useTtoBas nanutpa dpocTa
HabnogaeTca u B paboTax 3TOM BbICTaBKMU.

Moe nepBoe 3HaunMoe 3HaKoMCTBO c TBopyecTBoM OpocTa
NPOU3OLWWNIO B XYAO0XECTBEHHON ranepee «CeprnaHTUH» B
1977 rogy. MeHs cpa3dy nopasusia MOHYMEHTanbHOCTb ero
KapTUHUNX APKNMBbIpasuTenbHbinLBeT.B1984ronyyMeHs
6blJ1a BO3MOXHOCTb HarnevyaTtaTb ABe rpaduyeckune paboTbl
®pocTa,aB1977roayBHalwen ranepee 6biiaopraHn3oBaHa
nepcoHanbHasl BbiCTaBKa ero paboTt Ha 6ymare. [o3gHee
Mbl OpraHu3oBanu ABe KpyrHble BbICTaBKU: OfAHY, YTOObI
oTnpasfHoBaTb CEMUAECATUNATUIIETUE €0 POXAEHUSA, U
NSATb NET CAYCTS, YTOObl OTMETUTb BOCbMULECATUNETHUI
tobunen. Ha aTux nereHgapHbIX BeyepuHkax cobpanach BCs
ero cemMbsl. Pa6oTbl ®pocTa COXPaHSIlOT CBOI CBEXECTb
N MHTEHCMBHOCTb M MO CeW AeHb; UMEHHO 3TU KayecTBa
ABNAKTCA rapaHTUeNn NPOYHOCTU €ro Xy[0XXeCTBEHHOro
Hacnegus.



Terijs Frosts sava studija Nulina, Kornvola
Terry Frost in his studio in Newlyn, Cornwall
Teppu ®pocT B cBOEW cTyAuN B HbtonuHe, KopHyonn

Gandriz pirms pusgadsimta, dzivodams un gleznodams Roma, es pirmo reizi satiku
cilveku, kuram bija visdzilaka ietekme uz manu makslinieka dzivi.

Pie manas darbnicas durvim atskané€ja klauvéjiens, un, atverot durvis, es ieraudziju
virieti sarkana cepurg, zalas brillés un zila Zaket€ un, ja, arT kovboju kaklasaite. Pati
svarigaka bija sejas izteiksme, kas liecinaja — ITk, te ir cilvéks, kas prot svinét dzivi. Sis
noverojums atkal un atkal apstiprinajas masu draudzibas laika. Ta bija draudziba, kas
saistija ne tikai mas ar Teriju, bet arf misu abu sievas, Ketu un Roziju, un driz péc tam
visu Terija un Ketas gimeni, it pasi Entoniju un Lindu. Ta bija arf draudziba, kas ilga lidz
pat Terija un Ketas miza galam kadus divdesmit piecus gadus velak.

Lai gan ST bija mana pirma tik§anas ar Teriju, es, protams, biju pazistams ar vina
gleznam, jo biju apmeklgjis dazadas vina darbu izstades. Bet Terija studijas daudzo
apmeklejumu laika Kornvola man bija iesp€ja ne tikai padzilinati aplikot vina darbus,
bet arT verot vinu stradajam pie vairakiem makslas darbiem, kas bija arkartigi liksma
un izzinoSa pieredze.

Kajau labi pazistams makslinieks Terijs var€ja but egocentrisks, bet patiesiba viss bija
gluzipreteji, vins nekad neskopojas ar palidzibu un padomu citiem maksliniekiem. Man
vins palidz€ja sarikot pirmas divas izstades Londona, ka art ieteica mani pasniedzéja
amatam Kenterberijas Makslas koledza.

Terijs bija lielisks stastnieks, vinam bija briniskigi nostasti un pieredze, ko vins
atstastija ar aizrautibu un humoru. Tomer taja pasa laika vin$ bija augsta intelekta
cilveks un ar labi attistitu vizualo izjatu.

Reiz vélu naktt mana Londonas dzivoklIT ving saka man aprakstit Francijas Sartras
katedrales vitrazas logu geometrisko struktiiru un krasu attiecibas. Sie logi man bija
pazistami, biju tos vairakkart redz€jis agrak, kad neilgu laiku dzivoju Parz€. Bet tas, ka
Terijs par tiem runaja, atvéra man acis uz daudz dzilaku izpratni.

Kada cita reizé mana studija més pavadijam vairakas stundas, apspriezot metaforu
izmantoSanu Federiko Garsijas Lorkas dzejolos. Es daudz lasiju dzeju un, protams,
biju pazistams ar poétisku metaforu izmantosanu, bet Terijs noradija, ka Lorkas
metaforam raksturiga absolita ITdzsvarotiba starp rakstito frazi un vizualo télu. Tas
man |oti palidz€ja péc vairakiem gadiem, kad stradaju pie Pablo Nerudas dzejoliem.
Tacu, Terijam gleznojot, intelekts, lai gan neapSaubami klatesoss, spélgja otro vijoli,
priekSplanaizvirzoties instinktam. Lai gan vina darbi butiba ir abstrakti, tie ir atvasinati
no dziliem realitates verojumiem. Katra darba sakumpunkts ir balstits realitate, tacu
gleznojot tas tiek parversts par ko dzilaku. Lai kads butu Sis sakumpunkts — sniegota
Jorksiras ainava, pastaiga pa Nalinas piestatni vai atminas par novakari Kipra — vina
darbi neapstajas pie priekSmetiskas realitates. Tajos palika vietas izjita, gadijums,
pardomas. Izbrins par izraudzito tému. Citiem vardiem sakot, makslinieka dzilakas
jutas pret savu tematu.

Terija pirmie realie méginajumi gleznieciba sakas apstaklos, kas nekadi nav devéjami
par veseligiem, prot, karagisteknu nometné Otra pasaules kara laika Vacija. Starp
nometné ieslodzitajiem bija artmakslinieks Adrians Hits, kurs palidzéja Terijam izprast
glezniecibas pamatprincipus. Lai gan vin$ stradaja ar |oti ierobeZotiem materialiem,
kas biezi vien bija improvizeti, Sajos apstak|os Terijam tomér izdevas radit diezgan
ievérojamu darbu korpusu, galvenokart kolegu portretus. BieZi esmu pratojis, vai
lTksma noskana, kas raksturiga tik daudzam vina gleznam, nav neapzinata reakcija uz
vina agrino glezno$anas méginajumu askétiskajiem apstakliem.



Pa labi: Terijs Frosts un Piters Grifins
At right: Terry Frost and Peter Griffin
Cnpaga: Teppu ®pocT u Mutep MpuduH
1999

Frosts lieliski stradaja ar krasam, un tas atkal izrietéja no intensiviem apkartgjas
pasaules vérojumiem, reizém no visnegaiditakajam vietam. Ka pieméru var minét
prieku, ko vin§ juta, vérojot automasinu un citu transportlidzek|u krasaino dizainu, ko
vin§ aprakstija, dzivodams Banberija seSdesmito gadu vidu.

Citos gadijumos vin$ ir runajis par to, ka Jorksiras sniegotie tireli liek vinam skaudri
apzinaties telpas lidzenumu un plasumu, ka ari to, ka sniega parpilna ainava dzes
jebkadas perspektivas apjausmu.

Vai atkal, skatidamies, ka par Ndlinas ostu nolaiZzas nakts, vins ieveroja, cik zils bija
pédejais krasu spektra tonis, iestajoties tumsai.

Terijs daudz runaja par saviem krasu vérojumiem, bet manas visspilgtakas atminas
par Terrija attiecibam ar krasu droSi vien saistas ar laiku, ko pavadiju vina studija starp
simtiem ar roku krasotu papira lapu, kuras vin$ izgrieza dazadas formas, pirms uzlikt
uz audekla. Tad vins tas grozija, virzot pari audeklam, [idz sajuta, ka tas ir nonakusas
Tstajavieta, sakusas paspilgtinaties un mijiedarboties ar gleznu, uz kuras bija uzklatas.
KolazZas krasas un formas dejoja pa audeklu un to uzladgja.

Terijs Frosts bija drosmigs makslinieks, jo, lai gan vinu, tapat ka mis visus, ietekméja
aréjie speki, vinam bija art sava vizuala leksika. Tacu iemesls, kadé| saku, ka vins bija
drosmigs, ir tas, ka vin§ nekad nepalavas ne uz arejam ietekmeém, ne uz savu leksiku.
Ta vieta vin§ nepartraukti pétija veidus, ka tas parveidot, pavérsot jaunos virzienos.
Vina gleznu galvena iezime ir to priekpilna noskana, tacu ta nebija frivolitate, bet gan
prieks, kas liek sajusties dzivam. Ar Terija gleznu cilvéks ieglst ne tikai makslas darbu,
bet ari ta raditaju.

Astondesmitajos gados Terijs radija grafikas darbu sériju ar nosaukumu ,Duende”.
Tas ir spanu vards, ar ko apzimé spécigu esibas apjausmu, kaisli, kas celas no zemes
dzilem pa kajam un augsup pa kermeni. Ta, manuprat, Terijs izjuta savu dailradi un
pasaules novérojumus.

Lai to paskaidrotu sikak, velos citét daju no runas, kuru teica dzejnieks Pablo Neruda,
sanemot Nobela prémiju. Manuprat, ta patieSam atspogulo Terija attieksmi pret dzivi.
“Dzeja nozZImé panakt pienacigu lidzsvaru starp vientulibu un solidaritati, starp izjutu
un ricibu, starp cilvéka tuvibu ar sevi pasu, cilveces savstarpgjo tuvibu un dabas
dotajam atklasmém”. Frostam bija pasam sava Tsa fraze, kura vins bija koncentrgjis
savas pardomas par dzivi un kuru biezi atkartoja: “Dzive nav nekas vairak ka kirsu
bloda”

Terijam Frostam bija daudz draugu, un starp tiem bija art Marks Rotko, kurs brauca no
pasas Nujorkas, lai tiktos ar Teriju un citiem Kornvolas maksliniekiem.

Tapéc man bija liels prieks piedaltties Sis izstades tapsana, jo draudziba vienoja ne
tikai Frostu un Rotko, nesen esmu nodibinajis draudzibu ar Keitu Rotko un vinas viru
Ilju, kas ir briniskigs veids, ka noslégt $o loku.

Almost half a century ago while living and painting in Rome I first met a man who had
a profound influence on my life as an artist.

A knock came on my studio door and on opening the door | was confronted by a man
wearing a red cap, green spectacles and a blue jacket, oh and a cowboy tie. Most
important of all was the expression on his face that told me here was a man who
embraced life. An observation which was confirmed over and over again throughout
our friendship. This was a friendship that included not just Terry and | but also that of
our two wives Kath and Rosie and fairly soon afterwards all of Terry and Kath's family,
notably Anthony and Linda. It was also a friendship that lasted for the rest of Terry and
Kath's lives some twenty-five years later.

Although this was the first time of meeting Terry, | was of course familiar with Terry's
paintings through the various exhibitions of his work, which | had seen. But on the
many visits to Terry’s studio in Cornwall | had not only the opportunity to see his work
in depth but also to watch him working on several pieces, which was a joyful and
informative experience.

As a well-known artist, Terry could have been self-obsessed, but, in fact, he was quite
the opposite, always very generous in the help and advice he gave to other artists. In
my case, he was instrumental in getting me my first two exhibitions in London as well
as recommending me for a teaching post at Canterbury College of Art.

Terry was a great raconteur and had some wonderful stories and experiences to relate,
both intriguing and humorous. Yet at the same time, he was aman of intellect and with
a highly developed sense of the visual.

On one occasion, late at night in my apartment in London, he started describing to
me the geometric structure and colour relationships of the stained glass windows of
Chartres Cathedral in France. | was familiar with these stained glass windows, which |
had seen several times during a short residency in Paris. But the way that Terry spoke
about them completely opened my eyes to a far deeper understanding.

On another occasion one afternoon in my studio, we spent hours discussing the use
of metaphor in the poems of Federico Garcia Lorca. | read a great deal of poetry and,
of course, was familiar with a poetic use of metaphor, but Terry went on to point out
how Lorca’s use of metaphor was so finally balanced between the written statement
and the visual image. It was something that came to help me several years later when
| was working with the poems of Pablo Neruda.

When painting, however, the intellect, whilst obviously there, played a secondary role
to the instinctive in Terry's work. Although his paintings are essentially abstract, they
are derived from a deeply observed reality. The starting point of his work is based
in reality, but this is transformed through the act of painting into something deeper.
Whatever the starting point, be it a snow filled Yorkshire landscape, a walk along the
quay in Newlyn or a memory of an evening in Cyprus, they went beyond the reality of
the subject. Instead, what was left was a feeling of place, of occasion, of reflection. Of
wonderment of the artist in front of the subject. In other words, the very essence of the
artist's feelings towards his subject.

Terry's first real attempts at paintings started in less than salubrious conditions of
a German prisoner of war camp during the Second World War. A fellow prisoner
in the camp was an already established painter Adrian Heath who helped Terry in
understanding the basic principles of painting. Even so, he was working with very
restricted materials, often improvised, yet Terry managed to make quite a body of
paintings in these conditions, mainly portraits of colleagues. | have often wondered



Pastaiga gar krastmalu
audekls, ella

Walk Along the Quay
oil on canvas

Mporynka no HabepexHoi
macno, XoncT
152.5 x 56 cm, 1950

if the joyful nature of so many of his paintings is a subconscious recognition of the
austere conditions of his early attempts at painting.

Frost was a great colourist, and again this derived from an intense observation of the
world around him, sometimes from the most unexpected of places. One example is
the delight he took in observing the coloured designs of trucks and other vehicles,
which he described whilst living in Banbury in the mid-sixties.

On other occasions, he has talked of how the snow covered moors of Yorkshire made
him intensely aware of the flatness and vastness of space and the recognising how
the snow-filled landscape had wiped out any sense of perspective.

Or again, while watching the night fall over the harbour in Newlyn, he noticed how blue
was the last colour to fall from the spectrum as darkness descended.

There were so many observations of colour that Terry would talk about, but perhaps my
most vivid memory of Terry’s association with colour came from the times | spent in
his studio, surrounded by hundreds of hand-coloured sheets of paper, which he would
cutinto shapes before placing them on the canvas, twisting and turning them, moving
them across the canvas until he felt they were right, until they started enhancing and
activating with the picture plain on which they were applied. The colours and shapes
of the collage danced across and energised the total canvas.

Terry Frost was a brave artist in that although he had, as we all do, his influences, he
also had his own visual vocabulary. But the reason | say he was brave is because he
never rested on either the influences or the vocabulary. Instead, he was constantly
looking at ways of transforming them, pushing them in new directions. Above all, his
paintings were full of joy, but not in a frivolous way; rather, in a way that made one feel
alive. What one gets with a painting of Terry's is not just the painting, but also the man
who made it.

In the eighties Terry made a series of prints titled “Duende”. This is a Spanish word,
which means to feel a powerful sense of being, a passion rising from out of the earth
through the feet and up through the body. This is how I believe Terry felt about his work
and his observations of the world.

To further explain this, | would like to quote a section of a speech the poet Pablo
Neruda made on accepting his Nobel Prize. Which | believe really reflects Terry's own
attitude to life.

“Poetry involves achieving a proper balance between solitude and solidarity, between
feeling and action, between the intimacy of one’s self, the intimacy of mankind and the
revelation of nature”. Frost himself had an abbreviated version on life’s reflection in his
often repeated phrase “Life is just a bowl of cherries”.

Terry Frost had many artist friends and amongst them was Mark Rothko, who would
travel from New York to see Terry and other artists in Cornwall.

Soithasbeen a great pleasure for me to have some part in helping with this exhibition,
because not only did Frost and Rothko have a friendship but more recently | have
become friends with Kate Rothko and her husband llya, which is a wonderful way to
complete the circle.

MouTnnoneekaHasag, Korga axunupabdoTansPrMe, aBNepBble BCTPETUN YENIOBEKA,
oKa3saBLLero riny6oyanilee BIMSHUE HA MO XXU3Hb B KaYecTBe XYA0XKHMKaA.

B poBepb MoeW CTyauMM MOCTy4vanu, U, OTKPbIB €€, i CTOJIKHYJICA C MYXYMHON B
KpacHOM KerKe, 3efieHbIX 04Kax U CUHEM NnAKake, ax, 4a, U B KOB6OWCKOM rancTyke.
Ho rnaBHbIM 6b1710 BbipaXK€HUe ero inLa, KOTOpoe rOBOPUIIO MHE, YTO 3TOT YesloBeK
yMeeT HacnaxgaaTbCsl XXU3Hb. ITO HabnogeHne NOATBEPXKAANIOCH CHOBA U CHOBa
Ha NPOTSHKEHUU BCeW Hallen ApyXX6bl. 3To 6blna apyx6a, 06 beaNHALLLAA HE TOJbKO
MeHSA ¢ Teppw, HO N Hawwmnx XeH, KaT n Posu, a BCkope B Hee BiUacb U BCA CeMbS
Teppw, 0co6eHHO IHTOHM U JTuHaa dpocT. ITa apyx6a Anmnacb A0 CaMoro KoHua
XXU3Hu Teppu n KaT elle gonrve gBaguatb NATb NeT.

XoTa 310 6bina MOsi nepBas BCTpeya C Teppu, fl, KOHEYHO, OblS1 3HAKOM C ero
KapTMHaMM MO pas3nuWyHbiM BbICTaBKaM €ro pa6oT, KoTopble A Bugen. Ho Bo
BPeMS MHOTFOYUCNIEHHbIX MoceweHnin ctyamm Teppu B KopHyonne y MeHsi 6biia
BO3MOXHOCTb He TOJIbKO MOAPO6GHO 03HAKOMUTLCHA C €ro TBOPYECTBOM, HO M
YBUAETb, KaK OH paboTaeT Haf, HECKOJIbKUMUW KapTUHaMM, YTO CTano pafoCTHbIM U
nosHaBaTeslbHbIM OMbITOM.

Byayun UsBeCTHbIM XYL 0XHUKOM, Teppy MOT 6bITb 0AEPXKMMbIM CO60H0, HO Ha CaMOM
hene Bce 6blyI0 COBEpPLUIEHHO HAa060pOoT, OH Bcerfa 6bisl 0OYeHb LWeAp B NMOMOLLY U
coBeTax APYrMM XyfoXHUKam. B MoeM crlyyae OH cbirpan BaXXHEeWLY posb B
opraHusaLun Moux MepBbIX ABYX BbICTaBOK B JIOHAOHe, a Take peKoMeHAoBar
MeHSs1 Ha JOJKHOCTb npenogaBaTtesisi B KeHTep6epuinckoM Konneayxe UCKYCCTB.
Teppy 6bl/1 BEJIMKMM PacCKa3ynKoM, UMeNT HECKOJIbKO 3aMeyaTeslbHbIX UCTOpUn
M 6ONbLUOW OMbIT, KOTOPbIM AENWACA B WUHTPUTYHOLLEN U UCKPSLLENCA FOMOPOM
MaHepe. TeM He MeHee, B TO XKe BPEMSI OH 6blJ1 YeNTOBEKOM GONbLLIONO MHTENNEKTA, C
0YeHb PasBMTbIM YYBCTBOM BU3YyaslbHOr0 BOCNPUATUS.

OpHaxabl N034HO BeYepoM B Moel KBapTupe B JIOHAOHE OH Hayas onucbiBaTb MHe
reoMeTpUYECKYH CTPYKTYPY U LIBETOBbIE OTHOLLEHUS BUTpaxker LLlapTpckoro co6opa
Bo ®paHumu. {1 66151 3HAKOM C 3TUMW BUTPaXKaMu, KOTOPbIe 1 BUAEN HECKOMBbKO pas
BO BpeMS KOPOTKOro npoxusaHusa B [Mapmxe. Ho To, Kak Teppu roBopus 0 HUX,
NMONHOCTBH OTKPbINIO MHE r1a3a Ha ropasfo 6osee rny6okoe NoHNUMaHMe.
OpHaXAabl AHEM B MO€EW CTYAUM Mbl HECKOJIbKO YacoB 06CyXKAalv UCNONb30BaHue
MeTacdop B cTuxax Pegepuko Mapcum JTopku. A 66151 60NbLLIMM NHOOUTENEM NOI3UM U,
KOHEYHO, 6bI1J1 3HAKOM C MO3TUYECKMUM UCTNOoNb30BaHNeM MeTadopbl, HO Teppu ykasan
MHe Ha abCoMTHYO c6anaHCMpPOBaHHOCTb MeXAY MUCbMEHHbIM YTBEPXAEHNEM U
BMU3yasibHbIM 06pa3oM B MeTadopax JIopku. 3TO MHE OYeHb MOMOII0 HECKOJIbKO
neT cnycTsA, Koraa s paéotan co ctuxamu MNa6éno Hepyabl.

OpHako, NPy 3aHATUM XXMBOMUCHIO, UHTEJIEKT, XOTb U ABHO NPUCYTCTBOBAS B paboTe
Teppw, urpan BTOPOCTEMNEHHYHO POJib MO OTHOLUEHUIO K UHCTUHKTaM. X0TA ero paboThl
Mo CyTM abCTPaKTHbI, OHW MPOUCXOAAT U3 FYBGUHHOIrO HAab O AeHMS 3a peaslbHOCThHO.
OTnpaBHas Touka ero paboT OCHOBaHa Ha peasibHOCTU, HO Yepes aKT XXMBOMUCKU OHa
npeBpaLlaeTcsi BO YTo-To 6onee 0606LeHHoe. Kakol 6bl HM Oblsla OTNpaBHas TOYKa,
6yab TO 3aCHeXeHHbIN Neitsax MopKiumpa, Nporynka no HabepexHon B HbonuHe
UM BOCMOMMHaHME O Beyepe Ha Kunpe, oHa BbIXoAWUT 3a npefenibl NpegMeTHON
peanbHocTM. OcTaeTcsa 4YyBCTBO MECTa, Cliyyasi, pasMmbllieHus. YausneHue
XYA0XHUKa neped npeaMeToM. MIHbIMK cnioBamMu, caMa CyTb rny6o4anumnx YyBCTB
XY[,0XKHUKA MO OTHOLLEHUIO K NMpeaMeTY.

MepBble peasibHble MOMNbITKN Teppu B XXMBOMWUCK HaYanucb B MeHee YeM 34,0pOBbIX
YCIIOBUAIX HEMELKOrO flarepsi AN BOEHHOMJEHHbIX BO BpeMsi BTopow mupoBou
BOWHbI. Of4HMM 13 NarepHbIX 3akHOYEHHbIX 6bl1 U3BECTHbIN XYA0XHUK AfpuaH XuT,



KOTOPbIA Nomor Teppu NOHATb OCHOBHbIE MPUHLMMNbI XXMBonucu. MNpu ToM, 4To OH
paboTan c 04eHb OrpaHUYeHHbIMU MaTepuanamu, 4acTo UMNPOBU3MPOBAHHBIMU, B
3TUX ycnoBusix Teppu BCe Xe CyMes co3aaTh JOBOJIbHO MHOMO KapTWH, B OCHOBHOM
nopTpeTbl KoAsler. 1 YacTo 3aAaBasnics BONPOCOM, ABASAETCSA S PafoCTHbIN XxapakTep
MHOMUX ero KapTWH NOoACO3HaTesIbHbIM NPU3HAHMEM CYPOBbIX YC/TOBUI €ro paHHUX
MONbITOK B )XMBOMUCH.

®pocT 6b11 BENNKMM KONIOPUCTOM, U ONSATb-TaKN 3TO MPOUCXOANNO OT MHTEHCUBHbIX
HabnoAeHii 3a OKPYXXAIOLLLUM MUPOM, MHOTAa U3 CaMblX HEOXMAAHHbIX ToueK. OguH
13 NPUMEepOB — 3TO YAOBONbCTBUE, KOTOPOE OH UCTbITbIBAJ1, HA6GNOAAs 3a LIBETOBOW
OKPaCKON rpy30BMKOB M ApPYrMX TPaHCMOPTHbIX CPeACTB, KOTOpPble OH OMUCbIBa,
XuBsl B baH6epu B cepefiMHe LWECTUAECATDIX.

B Apyrux cayyasix OH roBopus 0 TOM, KakK MOKpbITas CHEroM BepeckoBasi NyCcTOLUb
Mopkiumpa 3acTaBnsiM ero OCTPO OCO3HaTh MIOCKOCTHOCTb M HEeOo6bATHOCTb
MPOCTPaHCTBA, a TakXKe 0 TOM, KaK 3aCHEXEHHbIV Nerl3a) YHUUToXan to6oe 4yBCTBO
nepcrneKTMBbI.

Mnu, Habnogas 3a TeM, Kak HOYb MOKpPbIBaeT raBaHb B HblonMHe, OH 3amMeTu,
HaCcKONbKO CUMHUM 6bl1 MOCNEeAHUA OTTEHOK LIBETOBOrO CMEKTpa Npu HacTynieHun
TEMHOTbI.

Bb1n10 Tak MHOro HabNtOAEHMUI 3a LBETOM, O KOTOPbIX roBopus Teppu, HO, BO3MOXHO,
MoOe caMoe fIpKoe BOCMOMMHaHME 06 OTHOLLEHUAX Teppu C LBETOM CBSI3aHO CO
BpeMeHeM, KOTOpOoe sl NPOoBef B €ro CTYAUW B OKPYXXEHUW COTEeH pacKpalleHHbIX
BPYYHYIO JIMCTOB 6ymMaru, KOTopble OH paspesan B pa3Hble GopMbl, Npexae yem
MOMOXWUTb UX Ha XONCT, BEPTA UMW 1 MOBOPaYnBas, nepemellas ux no XoscTy, Noka
He MOYyBCTBOBAJI, YTO Hallesl camoe MOoAXOoAsllee MeCTO, MoKa OHW He Havanu
yCcunmMBaTbCA U B3aMMOJENCTBOBATb C KapTUHOW, Ha KOTOPYH OblLIM HaNoXeHbI.
LiBeTa 1 hopMbl Konnaxa TaHLeBanu Mo XoCTy W 3apsXasu ero.

Teppu ®pocT 6bU1 CMENbIM XYL0XHUKOM NMOTOMY, YTO, XOTS OH, KakK U BCE Mbl, Obin
NnoABepXXeH HEKOMY BIUSIHUIO CO CTOPOHbI, OH TaKXXe MMEeN CBON COGCTBEHHbI
BM3YyaslbHbI IEKCUKOH. HO 51 rOBOPIO, YTO OH 6b1J1 CMESbIM, U MOTOMY, YTO OH HUKOTAa
He OMMpasncs HU UCKIOUYUTENbHO Ha BHELUHEe BJSIMSIHWE, HW Ha CBOW JIEKCUKOH.
BMecTo 3TOro OH MOCTOSIHHO MCKas CNocobbl X Npeobpa3oBaHus], NOATaNKNBas ux
B HOBble HanpasneHus. Mpexae Bcero ero KapTuHbl 6bUIM NOMHbI PAAOCTH, HO 3TO
6bI/10 HE NerkOMbICIIME, a Paf0CTb, KOTOPas 3acTaBJIsifia YYyBCTBOBATb CE6S KUBbIM.
C kapTuHou Teppu YenioBeK NpUoGpeTaeT He TOSIbKO KapTUHY, HO U ee co3aaTensi.

B BocbMupaecsiTblie roabl Teppu cosfan cepuio rpaBlop MoA HasBaHueM «[lyaHpe».
9TO MCMaHCKoe CJIoBO, KOTOpOEe O3HayaeT OCTPOe 4YYBCTBO 6bITUS, CTpacTb,
NMOAHUMAOLLYIOCA U3 Hep 3eMJIM CKBO3b HOTM U BBepX no Teny. iMeHHo Tak Teppu
oLlywian cBoe TBOPYECTBO M CBOW HABMOAEHNUS 32 MUPOM.

[na nosicHeHus, s xoTen 6bl MPOUMTUPOBATb YacTb Peuu, KOTOPYH MPOM3HEC
noat lMaéno Hepyaa, npuHumMas Hob6eneBckyto npemuto. Ha Mol B3rfisg, oHa
OelCTBUTENIbHO OTpaXkaeT OTHOLLIeHWe Teppu K XXMU3HW.

«lNo33usa npeanonaraet JOCTUXKEHUE HaZ1eXallero 6anaHca MeXxay 0AUHOYECTBOM
U CONUAApPHOCTbIO, MEXAY YYBCTBOM U OENCTBUEM, MeXAY 6/IM30CTbIO C CaMUM
co60ii, C YenoBe4yeCTBOM U OTKPOBEHWUAIMU, AapoBaHHbIMK npupogoi». ¥ ®dpocTa
Obla CBOS COKpAaLLeHHasi BEPCUS Pa3MbILLIEHUA O XXM3HMW, KOTOPYH OH 4YacTo
noBTOpPsT: «KM3Hb — 3TO MPOCTO Basa C BULLHEW».

Y Teppu ®pocTa 6b110 MHOTO Apy3ei Xy[0XHUKOB, cpefyu HUX 6b1n1 u Mapk PoTko,
KOTOpbIii npueaxan u3 Hbio-Mopka, 4To6bl MoBuaaThcA C Teppu U ApyrUMM
XypoxxHukamu KopHyonna.

f1 oyeHb paj, YTO MOry BHECTU CBOW BKNlaZ B 3Ty BbICTaBKy, MOTOMY 4YTO Apyx6a
obbefuHaNa He Tonbko ®pocTa u PoTKO, HeflaBHO cyab6a nojapuna MHe [pyxoy
¢ Kent PoTko 1 ee MyxeMm Mnben, 4TO MOXHO CUMTaTb MPeKpPacHbIM 3aBepLUEHNEM

Kpyra.
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Pa labi: Terijs Frosts, Marks Rotko un Mela Pitera Lanjona Kornvolas maja

At right: Terry Frost, Mark Rothko and Mell at Peter Lanyon's Cornwall home

CnpaBa: Teppu ®pocT, Mapk PoTko 1 Mann B roctsix y lNutepa JIaHboHa B ero KopHyanbckom gome
1959



ZILAIS MENESS / BLUE MOON / FOJTYBAS JIYHA
audekls, akrils, kolaza / acrylic and collage on canvas / akpun, xoncT, Macno
209 x 132 cm, 1998




SARKANAIS, MELNAIS UN BALTAIS / RED, BLACK AND WHITE / KPACHbIW, YEPHbIU U BEJIbIU BEZ NOSAUKUMA / UNTITLED / BE3 HA3BAHUS

audekls, ella / oil on canvas / macno, xonct . -
231 x 88 cm, 1963 audekls, akrils / acrylic on canvas / akpun, xonct
N 138 x 189 cm, 1966




KIRZAKAS GAISMA / LIZARD LIGHT / PAQY)XHbIN CBET
audekls, akrils / acrylic on canvas / akpun, xonct
188 x 127 cm, 1996-98






PAVASARA SAPNU TRIPTIHS / SPRING DREAM TRIPTYCH / BECEHHUE MEYTbI. TPUNTUX

audekls, akrils, kolaza / acrylic and collage on canvas / akpun, XoncT, Konnax
212 x 124 cm, 2002

BEZ NOSAUKUMA / UNTITLED / BE3 HA3BAHUA
audekls, akrils / acrylic on canvas / akpun, xonct
183 x213 cm, 1968



INGVERA ZALAIS / GINGER GREEN / UMBUPHO-3EJIEHbIN CAURI MELNAJIEM / THROUGH BLACKS / CKBO3b YEPHbIN
audekls, akrils / acrylic on canvas / akpun, xonct audekls, akrils / acrylic on canvas / akpun, xonct
158 x 82 cm, 1970 152 x 152 cm, 1981



MELNIE / BLACKS / YEPHbIE
audekls, ella / oil on canvas / macno, xoncTt
198 x 244 cm, 1966




ZALA DZELME / GREEN BELOW / 3EJIEHAAl TYYMHA
audekls, akrils, kolaza / acrylic and collage on canvas / akpun, XonCT, Konnax
163 x 228.5 cm, 1966
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AFD LAIMIGAS DIENAS / HAPPY DAYS FOR AFD / CYACTJIUBbIE JHA AFD
monodruka / monoprint / MoHoNeyaTb
128 x 104.65 cm, 1999



AUSTRUMU MENESS / EASTERN MOON / BOCTOYHAS JIYHA
monodruka / monoprint / MoHoNeyaTb
83 x 89 cm, 1999



LORKA II. JATNIEKA DZIESMA / LORCA II. RIDER’'S SONG / JIOPKA II. MECHA BCAHUKA LORKA III. TA IR TIESA / LORCA lil. IT IS TRUE / JIOPKA lll. 3TO MPABJIA
oforts, manuals tongjums / etching with hand colouring / odopT pyuHoit packpacku oforts, manuals ton&jums / etching with hand colouring / oopT pyuHoit packpacku
57.5x 38.5 cm, 1989 57.5x 38.5 cm, 1989



LORKA IV. VECMEITA MISE / LORCA IV. THE SPINSTER AT MASS / JIOPKA IV. CTAPAfl IEBA HA MECCE LORKA V. MENESS LEKTS / LORCA V. THE MOON RISING / JIOPKA V. BOCXO/, JIYHbI
oforts, manuals tongjums / etching with hand colouring / odopT pyuHoit packpacku oforts, manuals ton&jums / etching with hand colouring / oopT pyyHoit packpacku
57.5x 38.5 cm, 1989 57.5x 38.5 cm, 1989



P T

LORKA VII. PULKSTENA APSTASANAS / LORCA VII. PAUSE OF THE CLOCK / JIOPKA VII. YACbl OCTAHOBUJIUCb LORKA VIil. TAMARA UN AMNONS / LORCA VIIl. THAMAR AND AMNON / JIOPKA VIIl. TAMAPA U AMHOH
oforts, manuals tongjums / etching with hand colouring / odopT pyuHoit packpacku oforts, manuals ton&jums / etching with hand colouring / odopT pyuHoit packpacku
57.5x38.5 cm, 1989 57.5x38.5 cm, 1989



LORKA X. KOKS, KOKS / LORCA X. TREE, TREE / JIOPKA X. IEPEBO, IEPEBO
oforts, manuals tongjums / etching with hand colouring / odbopT pyuHoit packpacku
57.5x 38.5 cm, 1989



MONOSPIRALES UZ DZELTENA FONA / MONO SPIRALS FOR YELLOW / MOHO CMUPAJIU HA YXEJITOM ®OHE
monodruka / monoprint / MoHone4aTb
117.5x119 cm, 1996
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