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1935. gada Nujorka, kad Markusam Rotkovi¢am bija 32 gadi, vins pievienojas vél citiem Amerikas
ebreju maksliniekiem, kuri bija izveidojusi grupu The Ten, kas paplasinati tika saukta ari par The Ten
Who Are Nine, jo dalibnieki bija devini. Desmit, starp citu, ir minimalais skaits, cik ebreju viriesu var
nodoties noteiktiem religiskiem pienakumiem. Savu pieeju makslai grupa raksturoja ka pretosanos
Amerikas talaika glezniecibai, kas aizravusies ar parlieku burtisku attélosanu. Kritiki vinus dévéja ka
ekspresivus, radikalus un eksperimentalus.

Grupa pajuka 1939. gada, bet 1940. gada janvari Markus Rotkovics pienéma vardu Marks Rotko. 20.
gadsimta 40. gadu sakuma Rotko atklaja savu rokrakstu — lielo krasu laukumu glezniecibu, —ar kuru
laika gaitaiemantoja pasaules slavu.

Viens no agrakas grupas The Ten dalibniekiem bija makslinieks Adolfs Gotlibs, ar kuru kopa 1943.
gada 7. junija Marks Rotko uzrakstija véstuli The New York Times makslas redaktoram — ka atbildi
publicétai recenzijai, kas abus maksliniekus neapmierinaja, talab vini noléma savus uzskatus paust
publiski. Véstule iegajusi vésturé ka savveida manifests.

“Kritiskais prats maksliniekam ir viens no neizdibinamajiem dzives noslépumiem,” skan véstules
pirmais teikums. Bet talak, uzskaitot principus, péc kadiem abi autori strada, nodarbosanas ar
makslu tiek noraksturota ka piedzivojumu pilnaJausanas nezinamajam, bet iztéle —ka pasaule, kas ir
pilnigs pretstats veselajam sapratam.

Starp citu, Rotko nepatika, ka vinu censas ierimét abstrakta ekspresionisma laucina. “Mani
neinteresé attiecibas starp krasu vai formu, vai vél kaut ko. Mani nodarbina tikai un vienigi vélme
paust cilvéka pamata emocijas: tragédiju, ekstazi, nolemtibu un citas,” ta vins savulaik teicis. Tomeér
tieSi abstraktais ekspresionisms bija pirma Amerikas makslinieku kustiba, kas ieguva starptautisku
atpazistamibu un nolika Nujorkas makslas scénu globala prieksplana, atnesot ari Rotko pasaules
atpazistamibu.

Konference “Abstraktais Ekspresionisms: Emociju valoda”, kas tiek rikota par godu Marka Rotko 111.
gadu jubilejai, kura aprit 25. septembrf, ir par neskaitamajam skautném, kas prieksstatu par Rotko,
ka arTpar Nujorkas skolu un abstrakto ekspresionismu padaris reljefainaku. Lektoru vida ir gan radrti
Rotko biografi un pétnieki; gan gleznotaji, kas tému izzina no oderes puses; gan Marka Rotko
laikabiedri, kas lastijumus atskaidis ar tik vertigo klatbUtnes sajatu.

“Kad Rotko atlaidas divangulta, kas bija piestumta pie vienas no darbnicas sienam, vins klastija, ka
dievina Rembranta portretu balti luminiscéjosas krokotas apkakles, un to, ka tas atgadina gaismas
makonus, lidindmies uz tumsa fona. Skita, ka Rotko garigas majas atradas taja laika un ka vin$ pats
dzivoja nepareizaja gadsimta,” atstasta Pols Hakslijs, britu gleznotajs, viens no konferences
dalibniekiem un Marka Rotko laikabiedrs.

Domaju, ka Sis divas dienas, kuras pavadisim, klausoties lekcijas un stastus parizcilo makslinieku, par

krasam, emocijam un Nujorku, bUs lielisks ceJojums — ne tikai ar vilcienu no Rigas uz Daugavpili. Lai
ta klast par “piedzivojumu pilnu Jausanos nezinamajam”!

Annallltnere, Arterritory.com



In 1935, New York, when Marcus Rothkovich was 32 years old he joined other American Jewish
artists who had organized a group The Ten, whose more extended name was The Ten Who Are Nine,
because actually the members were nine. By the way, ten is the minimal number of Jewish men for
them to perform certain religious duties. The group characterized their approach to art as a
resistance to American painting of that time, which, in their opinion, was too much involved in
depicting everything literally. Critics called them expressive, radical and experimental.

The group disbanded in 1939, but in January of 1940 Marcus Rothkovich adopted the name of Mark
Rothko. By the beginning of the 40s of the 20" century, Mark Rothko had found his own style in
painting—large color field painting —, which in the course of time gained worldwide fame.

One of the members of the previous group The Ten was Adolph Gottlieb, and together with him
Mark Rothko wrote a letter to the art editor of The New York Times on June 7, 1943 —aresponse to a
published critical review, which did not satisfy either of artists and they decided to express their
opinions publicly. In history this letter is known as a kind of manifesto.

The first sentence of the letter runs: “Critical mind for an artist is one of the unfathomable mysteries
of life”. But further, when they list the principles they adhere in their work, engagement in art is
characterized as the indulgence in something unknown full of adventures, while imagination—as a
world whichis an absolute opposite of common sense.

By the way, Rothko was quite vexed with being placed within the frames of abstract expressionism.
He once said: “l am not interested in the relations between color and form, or between something
else. | am preoccupied only and solely with the wish to express basic human emotions: tragedy,
ecstasy, fatality and others”. However, just abstract expressionism was the first American artist
movement that gained international recognizability and placed New York art arena in the global
foreground, thereby making also Rothko recognizable all over the world.

The conference “Abstract Expressionism: Language of Emotions” which is held in honor of Mark
Rothko's 111th jubilee on September 25 is about uncountable faucets which make the impression
about Rothko, as well as about New York school and abstract expressionism, more relief. Among the
lecturers there are experienced Rothko's biographers and researchers; painters who study the
theme from inside; contemporaries of Mark Rothko who will make the readings more lively by the
valuable feeling of presence.

“When Rothko lay down on the convertible, which was pushed to one of the studio walls, he
expounded on how he admired white luminescent ruffs in Rembrandt's portraits and on that they
remind of clouds of light hovering against a dark background. It seemed that Rothko's spiritual
home was in that time, but he himself lived in a wrong century,” tells Paul Huxley, the British painter,
one of the conference participants and Rothko's contemporary.

| believe that these two days which we are going to spend listening to lectures and stories about the
outstanding artist, about colors, emotions and New York, will be a wonderful trip not only on train
from Riga to Daugavpils. Let it become “the indulgence in something unknown full of adventures”!

Annallltnere, Arterritory.com



Desmit gadus péc Marka Rotko simtgades svinibam Daugavpili tika atklats Marka Rotko makslas
centrs, kas gada laika ar makslinieciski augstvértigu, saistosu, musdienigu ekspoziciju spéjis
piesaistit vairak neka 90 000 apmeklétaju un kluvis par Daugavpils lepnumu, izcilu pieméru visai
Latvijas kultdrtelpai un nozimigu punktu Austrumeiropas kultdras karte.

Sis notikums lield méra ir padarijis iesp&jamu starptautisko konferenci , Abstraktais ekspresionisms:
emociju valoda”, kas notiks Marka Rotko 111. dzimsSanas dienas priekSvakara Saja septembri,
ieziméjot spilgtu akcentu Rigas —Eiropas kultlras galvaspilsétas tematiskaja linija ,, Okeana alkas”.

Tas ir viens no poétiskakajiem tematisko liniju nosaukumiem ,,Riga —2014” programma, ietilpigs un
dzil$ ka pats okeans. Sis Iinijas veidotaji aicina izzinat pasaules plasumu un tas eksistencialos
noslépumus, cilvéka garigo vertikali, degsmi, ar kadu cilvéka gars tiecas péc jauniem apvarsniem,
radiSanas apséstibu, kurd vienlidz svariga ir gariga dimensija, juteklu pieredze un apzinas /
zemapzinas ritmika. Un tieSi tads dzilJums piemitt arit Marka Rotko darbiem.

Abstrakcija un emocijas ir griti izmérami un nosaciti definéjami jédzieni, tomér nevaram apsaubit
emociju iedarbigumu vai fantazijas lidojumu, kam celu paver abstrakcija. Sada méroga abstraktajam
ekspresionismam veltita konference Latvija notiks pirmo reizi. Ar nepacietibu gaidisim vadosa
Marka Rotko pétnieka, britu makslas vésturnieka Dr. Deivida Anfama (Dr. David Anfam) uzstasanos,
blsim pagodinati tikties ar Marka Rotko bérniem Kristoferu Rotko (Christopher Rothko) un Keitu
Rotko Praizelu (Kate Rothko Prizel), iepazisimies ar pasaulé atzitiem makslas zinatniekiem un Rotko
iedvesmotiem maksliniekiem no Parizes, Nujorkas, Londonas, Madrides, Sanpaulu un Maskavas.

Rudens Latvija ik gadus nak ar Rotko purpura, oranza un sarkana nokrasam. Sogad — ari ar pasaules
elpu. Laiizcila makslinieka jubilejas programma sagada daudz gandarijuma unizzinas alku!

Patiesaciena,
Dace Melbarde
KultGras ministre



Ten years after the celebration of Mark Rothko's centenary, Mark Rothko Art Centre was opened in
Daugavpils; and within a year's time via its highly artistic, fascinating, modern exposition it has
managed to attract more than 90 000 visitors and has become the pride of Daugavpils, an excellent
example to the whole culture space of Latvia and a significant point on the cultural map of Eastern
Europe.

To a large extent, this event has made it possible to organize the international conference “Abstract
Expressionism: Language of Emotions”, which will be held in Daugavpils on the eve of the 111" Mark
Rothko's birthday this September, marking a striking accent in the Riga — the Capital of European
Culture thematicline “Longing for the Ocean”.

This is one of the most poetic names given to thematic lines in the “Riga—2014" program, capacious
and deep like the ocean itself. The creators of this line invite to explore the wide expanse of the
world and its existential mysteries, human's spiritual vertical, ardor with which a human spirit
aspires to new horizons, obsession with creation where equally important are a spiritual dimension,
experience of sense organs and rhythm of consciousness/sub-consciousness. And this is just the
depth that Mark Rothko's works possess.

Abstraction and emotions are notions difficult to measure and define, however we cannot question
the force of emotions or flight of imagination for which the abstraction clears the way. The
conference of this scale dedicated to abstract expressionism will be held in Latvia for the first time.
We will be looking forward to the report by the leading Mark Rothko's art researcher, the British art
historian Dr. David Anfam, we will be honored to meet Mark Rothko's children — Kate Rothko Prizel
and Cristopher Rothko, we will meet world recognized art scientists and artists inspired by Rothko's
artfrom Paris, New York, London, Madrid, Sdo Paulo and Moscow.

Every year autumn in Latvia comes with Rothko's purple, orange and red colors. This year —also with
the breath of the world. May the jubilee program of the outstanding artist give you great satisfaction
and longing for cognition!

Respectfully yours
Dace Melbarde
Minister for Culture



Cilveki, vinu prasmes, zinasanas un spéja realizét savas ieceres nosaka pilsétas, regiona un valsts
attistibu.

2003. gada, pateicoties pilsétas iedzivotaju zinasanam, iniciativai un parliecibai, radas ideja atgriezt
majas pasaulslavena makslinieka Marka Rotko vardu. Keitas Rotko Praizelas un Kristofera Rotko
ticiba, palidziba un augstaka l[imena mecenatisma piemérs Java Sim idejam Tstenoties, lai Daugavpils
gadu no gada klUtu atvertaka kultdras norisem.

Sogad, atskatoties uz projekta realizacijas celu vienpadsmit gadu garuma3, ar parliecibu var teikt,
ka Rotko centra izveide un pirma gada darbiba ir ietekméjusi uzskatus par kultlras objektu nozimi
pilsétas un regiona attistiba. Rotko centra izveide un aktivitates pievérsusas ne tikai Latvijas, bet ari
starptautisku uzmanibu Latvijas otrajai lielakajai pilsétai, $adi motivéjot mas turpmakajam darbam.
Spilgts apliecinajums tam ir Sodienas konference “Abstraktais ekspresionisms —emociju valoda”, kas
pulcé prominentas personas no visas pasaules Tacu ne mazak svariga ir pasas pilsétas un regiona
iedzivotaju iesaiste $aja procesa, apzinoties savas spéjas un vélmi bt piederigiem tik nozimigiem
makslas zinatnes analizes procesiem.

Sogad 10. reizi notiek Starptautiska makslas rezidence ,Mark Rothko”, kas nopietni iezimé makslas
pasaulé art Daugavpils vardu. Sveicu $1 gada rezidences maksliniekus no Apvienotas karalistes, ASV,
Austrilijas, Egiptes, Indijas, Latvijas, Vacijas un apliecinu, ka Daugavpils vienmér bis atvérta
maksliniekiem un makslas aktivitatém.

Nenoliedzams lepnums bit dalai no grandioza Eiropas kultlras galvaspilsétas ,Riga 2014”
pasakumu programmas, kas tiesi ar kultliras saitém savieno Rigu un Daugavpili.

Izdosanos un panakumus makslas procesos! Un lai Daugavpils vienmér ir dzinulis jaunam idejam un

vélmei atgriezties Seit atkal un atkal!

Janis Lacplésis
Daugavpils pilsétas domes priekssedétajs



People, their skills, knowledge and their ability to implement their own ideas determine the
development of the city, region and state.

In 2003, thanks to knowledge, initiative and confidence of the city population, the idea of bringing
home the name of world-famous artist Mark Rothko emerged. Kate Rothko Prizel's and Christopher
Rothko's great trust, assistance and generous sponsorship have made the implementation of these
ideas possible, so that from year to year Daugavpils would become more open to various cultural
events.

This year, when looking back on the eleven year long period of project implementation, we can say
with full confidence that Rothko Centre and its first year activities have changed the opinions about
the place and importance which culture objects have for the development of the city and region.
Rothko Centre and its activities have attracted not only Latvia's but also international attention to
the second greatest city of Latvia, thereby motivating us for future work. Today's conference
“Abstract Expressionism: Language of Emotions”, which has assembled prominent persons from the
whole world, is a bright testimony to this fact. However, of no lesser importance is the involvement
of the people from our city and region in this process, as they are aware of their ability and wish to
belongto such significant processes of art science analysis.

This year, the International Artists Residence “Mark Rothko” takes place for the 10" time already,
and it has become the event that makes the name of Daugavpils known in the world. | welcome the
participants of the residence from the United Kingdom, the USA, Australia, Egypt, India, Latvia,
Germany and | assure you that Daugavpils will always be open to artists and art activities.

We are really proud of having the opportunity to participate in the activities of the comprehensive
program of Riga - the European Capital of Culture 2014, which links Riga and Daugavpils via cultural
contacts.

I wish you great success in all art processes! And let Daugavpils always be the impulse that leads to

new ideas and a wish to return here again and again!

Janis Lacplésis
Chairman of the Daugavpils City Council



Godatais lasitaj!

Jau tagad redzams, ka Rigas ka Eiropas kultdras galvaspilsétas vards skan visa Latvija, paplasinot
kultUras izpratni un ienesot jaunas tradicijas un caur programmas nosaukumu Force Majeure
apliecinot kultru ka spécigu, labdabigu un neparvaramu varu, kas maina cilvéku un pilsétu dzivi uz
labu.

Sogad kultiiras programma parada daudzkrasaino kultiiras notikumu un kultiiras personibu spektru
visa Latvija. Riga 2014 programmas ietvaros aicinam ari uz Marka Rotko — makslinieka un
iedvesmotaja—dzimsanas dienas svintbam Riga un Daugavpili. Plasa notikumu programma aicina uz
klusuma laboratoriju vilciena, aicina iedzilinaties makslinieka dailradé caur maziku un kino, aicina
ieglt Latvijas laikmetigas glezniecibas ainu caur izstadi. TaCu visbutiskakais, ka Daugavpils Marka
Rotko centram izdevies starptautiskaja konferencé pulcét izcilus makslas specialistus, lai diskutétu
par Rotko devumu pasaules maksla.

Sim un aricitiem Eiropas kultiiras galvaspilsétas notikumiem varat sekot lidzi www.riga2014.org!
Tiekamies Eiropas kultlras galvaspilsétas notikumos!

Diana Civle
Nodibinajuma Riga 2014 vaditaja



Dear Reader!

We see that the name of Riga as the European Capital of Culture sounds throughout Latvia,
expanding the understanding of culture and introducing new traditions, and through the name of
the program Force Majeure testifying to culture as the force vigorous, beneficial and invincible,
which changes the life of people and cities for the better.

This year, the event program features the multicolored spectrum of culture events and culture
personalities throughout Latvia. Within the frame of Riga 2014 program, we invite also to Mark
Rothko's — the artist and inspirer's — birthday celebrations held in Riga and in Daugavpils. The
extensive event program invites to the silence laboratory in a train, invites to immerse oneself in
artist's creative work through music and cinema, and invites to gain the picture of Latvian
contemporary art through the exhibition. However, the most essential thing is the fact that
Daugavpils Mark Rothko Centre has managed to assemble outstanding art specialists to a
conference to discuss Rothko's contribution to world art.

You can follow this and other European Capital of Culture events on www.riga2014.org!

Let'smeet at the events of European Capital of Culture!

Diana Civle
Leader of Riga 2014 foundation



Otrdiena, 23. septembris / Tuesday, September 23

Konference “Abstraktais ekspresionisms: emociju valoda”
Riga, Latvijas Nacionala bibliotéka, Imanta Ziedona zale

Conference “Abstract Expressionism — The Language of Emotions”
Riga, National Library of Latvia, Imants Ziedonis Hall

10.30-10.40 Atklasanas uzruna (Opening Speech)

10.40 — 11.30 Dr. Kristofers Rotko (Christopfer Rothko, Nujorka) “Marks Rotko un formas klusa
dominante” (Mark Rothko and the Quiet Dominance of Form)

11.30 — 12.30 Prof. Pols Hakslijs (Paul Huxley, Londona) “Rotko un Nujorkas skola: Personiskas
sastapsanas” (Rothko and the New York School: Personal Encounters)

12.30—13.30 Dr. Deivids Anfams (David Anfam, Londona) “Vinsents/Klifords: Pétijums par makslu
unidentitati” (Vincent/Clyfford - A Study Art & Identity)

13.30-14.30Kafijas pauze (Coffee Break)

14.30 — 15.30 Prof. Senfords Vurmfelds (Sanford Wurmfeld, Nujorka) “Rotko/Kacs: Rotko krasu
izmantojums no krasu uztveres teorijas viedok|a” (Rothko/Katz: Rothko's Use of Color from the Point
of View of Color Perception Theory)

15.30-16.30 Prof. Marko DZanoti (Marco Gianotti, Sanpaulu) “No Gétes lidz Rotko: Jauni veidi, ka ar
krasu tvert unradit” (From Goethe to Rothko: New Ways of Perceiving and Creating through color)

16.30—17.30 Dr. Annija Koena-Solala (Annie Cohen-Solal, Parize) “Marka Rotko daudzie celojumi”
(The Many Voyages of Mark Rothko)

19.00 — 19.25 Prof. DZzeimss Klarks (James Clarke, Londona) — ievadvardi pirms koncerta (Opening
Speech before the Concert)

Prof. DZeimsa Klarka koncerts “Untitled No.1” 18 instrumentiem. Ar Marku Rotko cieSi saistits
muzikals skandarbs. Latvijas pirmatskanojums. “2014-N” 20 instrumentiem. Pasaules
pirmatskanojums jaunam skandarbam, kas veltits ekspresionismam muzika un maksla.

(Prof. James Clarke's concert "Untitled No.1" for 18 instruments. Musical composition closely related
to Mark Rothko. Latvian premiere. “2014-N” for 20 instruments. World premiere of the new
composition dedicated to expressionism in music and art.)



Ceturtdiena, 25. septembris / Thursday, September 25

Konference “Abstraktais ekspresionisms —Emociju valoda”
Daugavpils, Daugavpils Marka Rotko makslas centrs

Conference “Abstract Expressionism — The Language of Emotions”
Daugavpils, Daugavpils Mark Rothko Art Centre

10.30-10.40 Atklasanas uzruna (Opening Speech)

10.40-11.20 Eleonora Sturma (Nujorka) “Edvins Strautmanis — trimdas abstraktais ekspresionists”
(Edvins Strautmanis —Abstract Expressionist in Exile)

11.20 — 12.00 Prof. Valters Unterrainers (Walter Unterrainer, Danija/Zviedrija) “Muzeji un citas
izstazu telpas jeb ka maksliniekiiemacas milét arhitektus” (Museums and Other Exhibition Spaces or
How Artists Learn to Love Architects)

12.00-13.00 Kafijas pause (Coffee Break)

13.00 — 13.40 Prof. Dzeimss Klarks (James Clarke, Londona) “Abstraktais ekspresionisms muizika un
maksla” (Abstract Expressionism in Music and Art)

13.40 — 14.20 Dr. Hosé M. Sirija (José M. Ciria, Madride/Londona) “Rotko brinumi” (Rothko's
Miracles)

14.20 — 15.00 Piters Grifins (Peter Griffin, Londona) “Mizika, dzeja, gleznieciba” (Music, Poetry,
Painting)

15.15-15.45 Dzeimsa Breslina "Marks Rotko. Biografija" gramatas latviesu izdevuma prezentacija
(Presentation of the book - James Breslin "Mark Rothko. A Biography").

16.00 Makslasizstazu atklasana (Opening of Art Exhibitions)

17.00 Koncerts "Krievu avangarda muzika" (Concert "Russian Avant-garde music")



Kristofers Rotko “Marks Rotko un formas klusa dominante”

Kaut atzinis, ka “nav nekads kolorists”, Marks Rotko, skiet, visvairak tiek slavinats tiesi par meistaribu
parvaldit krasu. Ir tik tieSam griti uzllkot vina klasiskas abstrakcijas no 50. un 60. gadiem, neizjlatot
parsteigumu par paletes dramu un dailrunibu. Tomér iedzilinoties, ir jasecina, ka forma — un nevis
krasa — ir noteicosais spéks Rotko gleznas. To var apjégt, pilnigak izvértéjot mehanismus, ka Rotko
darbos panakta ietekme uz skatitaju. Tas redzams ari, ripigi izsekojot Rotko dailrades attistibai,
pamanot bitiskas formalas, ne tik daudz krasu transformacijas, kas brugéjusas celu uz tiru
ekspresivitati.

Christopher Rothko “Mark Rothko and the Quiet Dominance of Form”

Despite his avowal that he was “not a colorist,” Mark Rothko is celebrated, perhaps foremost, for his
command of color. Indeed it is hard to look at his classic abstractions from the 1950s and 1960s and
not be struck by both the drama and the eloquence of his palette. Yet, closerinspection reveals that
form, not color, is primary defining force in Rothko's work. This understanding follows from a fuller
appreciation of the mechanisms by which Rothko's works achieve their effects on the viewer. Italso
stems from a close study of the development of Rothko's oeuvre and the crucial formal, rather than
color-based, transformations in style that he made en route to the unalloyed expressivity of the
classicwork.

Kristofers Rotko ir beidzis JElas universitati ar specializaciju literatira un Miciganas universitaté
ieguvis doktora gradu psihologija. Vins ir stradajis ka klinisks psihologs gan privatas arstniecibas
iestadeés, gan klinikas, un ka klasiskas mazikas kritikis daudz rakstijis nacionalajiem izdevumiem.
Pasreiz Kristofers nodarbojas ar sava téva darbu izstazu organizésanu un rikoSanu visa pasaulé. Vins
ir gramatas “The Artist's Reality” [Makslinieka realitate] redaktors, kura apkopoti vina téva
filozofiskie apceréjumi. 2003. g. rudeni, sakara ar Marka Rotko simtgades svinibam, Kristofers un
vina masa Keita Rotko Praizela palidzéja atklat téva darbu izstades Latvija un Krievija. 2013. gada no
Keitas Rotko Praizelas un Kristofera Rotko gleznu kolekcijam Daugavpils Marka Rotko Makslas centrs
sanéma deponéjuma 6 Marka Rotko originalgleznas.

Christopher Rothko graduated from Yale University with a major in Literature, and holds a
Doctorate in Psychology from the University of Michigan. He has worked as a clinical psychologist in
both private and clinic settings, and has written extensively for national publications as a classical
music critic. Currently, Christopher works to organize and present exhibitions of his father's work
around the globe. He is the editor of The Artist's Reality, a book of his father's philosophical writings.
In the fall of 2003, Christopher and his sister, Kate Rothko Prizel, helped open exhibitions of their
father's work in Latvia and Russia to celebrate the centennial of his birth. In 2013, The Collections of
Kate Rothko Prizel and Christopher Rothko provided a loan of 6 original works by Mark Rothko to
the Daugavpils Mark Rothko Art Centre.



Pols Hakslijs “Rotko un Nujorkas skola: Personiskas sastapsanas”

“Ir virkne pétijumu par Nujorkas skolu, daJu no kuriem veikusi manas paaudzes cilvéki, kuri pasi So
periodu ir piedzivojusi, bet daju — jaunakas paaudzes pétnieki, kuri ir apmaciti makslas vésturé. Ka
makslinieks es nepiederu ne pie vienas no Sim kategorijam. SeSdesmito gadu vidi es dzivoju
Nujorka un sajaucos ar virkni talaika spilgtako makslinieku un rakstnieku. Viss, ko es varu, ir pastastit
par tikSanas reizém ar Siem1pasajiem cilvékiem.

Nujorkas skolas makslinieki izjuta lielu atbildibu pret izvélétajam témam un vispar pret nodomu
radit makslas darbu. Ta bija atbildiba pasargat darbu no k|tGdainas reprezentacijas; no iespéjas, ka
darbi varétu tikt eksponéti nepareizi; no iespéjas, ka tie varétu tikt novertéti parak zemu; pat no
iespéjas, ka darbi varétu nonakt nepareizu cilvéku rokas. Makslinieki metas cina ar kritikiem, ar
medijiem un muzejiem, un galu gala —kas ir skumji—pat cina cits pret citu, lai tikai nosargatu minétas
vértibas. Rezultata Nujorkas skolas parstavji biezi vien skita jutigi, aroganti, izaicinosi un grati
apmierinami.

Lai vai ka — pret mani neviens no viniem ta neizturéjas. lespéjams, talab, ka biju gados jaunaks
makslinieks, turklat no taltalas zemes, lidz ar ko netiktu uztverts ka drauds, un galu gala varéju uz
Londonu aizvest jaunakas zinas par vinu reputaciju, es baudiju siltumu, dasnumu un viesmilibu.

Katrs, kurs tolaik apciemoja Rotko vina darbnica, tapat ka es atcerésies vina étosa drimumu. Tika
runats, ka vins sirgst ar klinisku depresiju, bet var jau bit, ka ta naca vien vélak. Atceros Rotko ka
melanholisku cilvéku. Vina studija So noskanojumu lieliski atspoguloja — no augsas to izgaismoja
lukturis, bet debesu stréli aizsedza logu slégi, ap kuriem vin$ nenogurstosi némas, lai pielagotu
dienasgaismas kilus. Rotko médza stastit, ka lielai dalai cilvéku esot klGdains prieksstats par to, ka
tumsai gleznai nepieciesams lielaks apgaismojums; patiesiba, pastiprinot apgaismojumu, nekads
papildu melnums jau netiek ieglts. Vina darbnica bija rembranstiska, un patiesi — vina pratu lielu
dalu laika nodarbinaja Rembrants. Kad Rotko atlaidas divangulta, kas bija piestumta pie vienas no
darbnicas sienam, vins klastija, ka dievina Rembranta portretu balti luminiscéjosas krokotas
apkakles, un to, ka tas atgadina gaismas makonus, lidindmies uz tumsa fona. Skita, ka Rotko garigas
majas atradas taja laika un ka vins pats dzivoja nepareizaja gadsimta. Mums kopiga bija milestiba uz
Béthovena vélinajiem kvartetiem, un dazus vins atskanoja, kamér satumsa diena.”

* %k %k

Britu gleznotajs Pols Hakslijs (1938) ir spilgta personiba Lielbritanijas makslas aina. Savulaik bijis
Serpentina galerijas padomnieks un viens no Teita galerijas aizbildniem, ka ari Teita izstazu
komitejas priekSsédétajs. Jau 17 gadu vecuma Haksliju uznéma Londonas Karaliskaja akadémija, bet
26 gados vins piedalijas 1964. gada grupas izstadeé The New Generation Vaitéapelas makslas galerija
— kopa ar Deividu Hokniju un citiem savas paaudzes talantigakajiem gleznotajiem. 1984. gada
Istenojis pasutijumu — 22 keramikas freskas King's Cross dzelzcela stacijai Londona. Pols Hakslijs ir
Karaliskas makslas akadémijas goda loceklis.



Paul Huxley “Rothko and the New York School: Personal Encounters”

There has been much research and scholarship applied to the New York School, some by people
who are my generation and who lived there throughout the period, others by people who are much
younger but trained in the field of art historical research. As an artist | fill neither of these categories.
For a few years in the mid 1960s | lived in New York and mixed with many of the key artists and
writers of the period. All | can dois to tell of my encounters with these extraordinary people.

The artists of this group carried the gravitas of their subject matter and the intentions behind their
work as a burden of responsibility, a responsibility to protect their work from being misrepresented,
from being exhibited insensitively, from being undervalued, even from being owned by the wrong
people. Battle was engaged with the critics, with the media, with the museums and, eventually,
sadly, with each other to protect these values. As a result they often seemed touchy, arrogant,
defiantand hard to please.

This was not, however, the way | was treated. Perhaps because as a much younger artist from a far
off country | was no threat whatsoever and could at times bring news of their reputationin London. |
received nothing but warmth, generosity and hospitality.

Anyone visiting Rothko's studio in those days may remember, as | do, the gloominess of its ethos. He
has been described as being clinically depressive but maybe that came later. | remember him rather
as a melancholic man. His studio matched this mood being lit from above by a lantern skylight
masked by elaborate systems of Holland blinds with which he constantly fiddled to adjust the
stream of daylight filtering down from high in the centre of the space. He explained how he
believed that most people seem to make the wrong assumption that with a dark painting you have
to give it more light when in fact by increasing the light you get nothing extra back. The studio was
Rembrandtesque and indeed Rembrandt was on his mind for much of the time. As he reclinedona
divan bed against one side of the studio he expounded on his admiration of the white luminous ruffs
in Rembrandt's portraits and how they registered as visual clouds of light hovering against their dark
backgrounds. He seemed to feel that his own spiritual home was back then and he was living in the
wrong point in history. We shared a love for Beethoven's late quartets and he played some of them
while the light dwindled.

* %k %k

British painter, Paul Huxley (1938) is a bright personality in Great Britain's art world. He was a
member of the advisory panels for the Arts Council of Great Britain and the Serpentine Gallery.
From 1975 to 1982 he was a Trustee of the Tate Gallery, and also served as chairman of its
Exhibitions Committee. He was elected to the Royal Academy in 1987 and has been its Treasurer
since 2000. At the age of 17 Huxley was already enrolled at London Royal Academy, but at the age of
26 he participated in a group exhibition of 1964 The New Generation, organized at the Whitechapel
Art Gallery — together with David Hockney and other talented painters of his generation He was
commissioned to make 22 ceramic mural designs for King's Cross railway stationin 1984.



Deivids Anfams “Vinsents/Klifords — pétijums par makslu un identitati”

Vinsents van Gogs (1853—1890) ir viens no zinamakajiem vardiem Rietumu makslas vésturé.
Salidzinajuma —amerikanu abstraktais ekspresionists Klifords Stils (Clyfford Still, 1904—1980) ir liela
méra palicis slépts no sabiedribas acim, lidz 2011. gada Denvera tika atvérts muzejs, veltits vina
muaza darbam. Stils reiz pazinoja, ka maksla vin$ ne no viena nav ietekméjies. Spitéjot
apgalvojumam, Deivids Anfams sava lekcija sola uzradit fascinéjosas un lidz $im nezinamas saistibas
—ka radosa, ta personiska llmeni—kas vieno sis divas 19. un 20. gadsimta vizionaras figlras.

Pirmkart, Stils labi parzinaja makslas vésturi, ko pierada vina plasa bibliotéka. 20. gadsimta 20. un
30. gados Stila jaunekliga pilnveide sakrita ar van Goga popularitates zenitu. Par pieméru var minét
kaut vai vina vérienigo retrospektivu Nujorkas MoMA 1935. gada. Cita starpa $i bija pirma
“blokbastera” tipa izstade. Sados apstak|os ir griti iedomaties, ka Stils varétu nebat pazistams ar
van Goga gleznam un grafikam, 1pasi, nemot véra, ka abi makslinieki mekléja Dievu, izvélgjas
audeklus parakstit tikai ar savu vardu, nevis uzvardu, un jau karjeras sakumposma rapigi studeja
ainavu un lauku dzivi.

Otrkart, Kliforda Stila muzeja kolekcija — kopsumma aptverot vairak neka 95 procentus no
makslinieka dailrades — demonstré, ka Stils ir skrupulozi izpétijis van Goga télu sistemu un
glezniecibas metodes, sakot jau no stradniekiem, kurus van Gogs atainoja sava Tpasaja krasu paleté.
Javan Gogs pigmentus klaja ar bieziem otas triepieniem, tad Stils izmantoja paletes nazi, lai panaktu
[idzigu efektu. Tapat abi tvéra dabu ka atjaunojoSu spéku, kas var dziedét cilvéka eksistences
tragiskakos aspektus. Un visbeidzot — kas vissvarigak — abi makslinieki sevi redzéja ka pilnigus
autsaiderus, kuru mantojumu spés izprast tikai un vienigilidzigi domajosas dvéseles.

Priekslasijuma nosléguma no jauna rakursa tiks izgaismots abstraktais ekspresionisms, atklajot Sis
kustibas radikalako parstavju radosas saknes laika un vieta, kas bija talu no 20. gadsimta vidus
Nujorkas skolas popularajamidejam.

* %k %k

Britu makslas vésturnieks, kritikis un kurators Deivids Anfams (1955) ir Londonas izdevniecibas
Phaidon Press télotajmakslas nodalas redaktors un Kliforda Stila muzeja Denvera vecakais kurators
un pétijumu centra vaditajs. Tris dekazu laika publicéjis virkni nozimigu pétijumu par abstrakto
ekspresionismu, Dzeksonu Polloku, AniSu Kapuru, Geriju Hjimu, un ir izcilas, visaptverosas
gramatas Mark Rothko: The Works on Canvas (1998) autors, tadéjadi ievietojot sevi Marka Rotko
vadosa biografa statusa. 2007. gada Anhams kiréja Bila Violas izstadi Ocean Without a Shore 52.
Venécijas makslas biennalé. Patlaban strada pie izstades, kas veltita Dzeksona Polloka epohalajai
freskai un kas notiks Pegijas Gugenheimas muzeja Venécija 2015. gada.



David Anfam “Vincent/Clyfford—A Study Art & Identity”

Vincent van Gogh (1853-90) is one of the most famous names in the history of Western art. By
comparison, the American Abstract Expressionist Clyfford Still (1904-80) had remained largely
hidden from the public eye until the opening of a museum in Denver in 2011 dedicated to his life's
achievement. Famously, Still once declared that his art was not influenced by anyone else. Despite
such an assertion, In this lecture, David Anfam explores the fascinating and hitherto unknown
connections—on both the creative and personal levels—that link these two visionary figures of,
respectively,19th and 20th century art.

Firstly, Still had an extensive knowledge of art history, as his wide-ranging library confirms. In the
1920s and '30s Still's youthful formative years coincided with van Gogh's rise to popular stardom,
exemplified by the huge retrospective that the Museum of Modern Art in New York devoted to the
artistin 1935. This was in effect the first 'blockbuster' exhibition of its kind. In these circumstances it
is inconceivable that Still would not have become familiar with van Gogh's paintings and graphics,
especially since both artists were god-seekers, chose to sign their canvases with their first names
only and, early in their respective careers, made careful studies of the landscape and farm life
around them.

Secondly, the Clyfford Still Museum's collection—amounting to over 95% of the artist's entire
oeuvre—reveals that Still must have scrutinized van Gogh's imagery and methods in detail, ranging
from the laborers that the latter depicted to his extraordinary use of color. As van Gogh applied his
pigmentin thick, emphatic brush strokes, so Still used the palette knife to create comparable effects.
Likewise, both regarded nature as a reparative force, one that could redeem the tragic aspects of
human existence. Last and perhaps most importantly, both men saw themselves as absolute
outsiders whose legacy to the world could ultimately be understood only by like-minded spirits.

In conclusion, Vincent/Clyfford—A Study Art & Identity aims to shed new light on Abstract
Expressionism by revealing the creative roots of one of its most radical exponents in a time and
place distant from the popular idea of the movement as 'The New York School' of the mid-20th
century.
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British art historian, critic and curator, David Anfam (1955) is a Commissioning Editor in
Fine Art at Phaidon Press, London, and Senior Consulting Curator and Director of the
Research Center, Clyfford Still Museum, Denver. During three decades' time he has
published several significant research articles on abstract expressionism, Jackson Pollock,
Anish Capoor, Gary Hume, and is also the author of the outstanding, comprehensive book
Mark Rothko: The Works on Canvas (1998), thereby acquiring the status as Mark Rothko's
leading biographer. In 2007, Anfam was a curator of Bill Viola's exhibition Ocean without a
Shore at 52™ Venice art biennial. Currently he is organizing an exhibition around Jackson
Pollock's epochal Mural to be held at the Peggy Guggenheim Collection, Venicein 2015.



Senfords Vurmfelds “Rotko/Kacs: Rotko krasu izmantojums no krasu uztveres teorijas
viedok|a”

“Krasair gleznas izteiksmes valoda —presentational language —, ka to kategorizé amerikanu filozofe
Suzanna Langera. Tadéjadi krasas un formas glezna komunicé pasas par sevi — nozimes rodas,
skatitajam tas tiesa veida sensori pieredzot. Marks Rotko ne vien saprata, bet pat bija atkarigs no $is
glezniecibas kvalitates. Krasu un formu generéta nozime ir neiztulkojama un Iidz ar to —
neizpauzamavardos.

Siem principiem es sekoju, radot arf savus darbus. Lai ar Rotko pie minétas idejas, kiet, ir nonacis
caur citiem avotiem, proti, iespaidojoties no agrako paaudzu maksliniekiem, mums tik un ta ir daudz
kopiga. Drizak —ir idejas, kuram ari es sekoju. Rotko varda isti nenemos runat. Ja, vienu reizi es vinu
satiku, un mums bija kopigi kolégi, bet més nekad netikam runajusi. Tomér DZona GeidZa slavena
eseja par Rotko un krasam ir vértigs uzzinas avots par makslinieka ietekmém. Protams, savos
centienos skaidrot Rotko makslu varu klGdities, un Sis var izradities kartéjais piemérs, kad nakama
paaudze ir parpratusiiepriek$éjo —tas ir tikai dabiski.

Kamér Rotko acimredzami ietekméjas no Nices, man tuvaki ir Langeras un citu klasisko semiologistu
darbi. Mums nav pieejamas informacijas par to, vai Rotko bija pazistams ar talaika vizualo zinatnieku
darbiem, kamér es esmu iepazinies ar specifiskiem pétijlumiem par vizualo zinatni, jo Tpasi —agrina
gestaltpsihologa Deivida Kaca un vélinajiem DzZeimsa Gibsona darbiem, ka ari neseniem
neirobiologijas pétijjumiem. Kamér sava 1saja pasniedzéja karjera Rotko acimredzami nicinaja krasu
teorijuun jelkadu krasu tabulu un diagramuizmantoSanu, es —turpretim —esmu tiesi iesaistijies gan
sadu pétijumu vésture, gan praksé savas lekcijas un gleznas.

Tomér par spiti Sim iezZimétajam atskirlbam, més abi tomér piekritam Légeras idejai: “Krasai piemit
realitate pasai par sevi, tai ir sava dzive.” Ar ieskicétajam paralélém es ceru papildinat izpratni par
konstruétas abstrakcijas evoliciju un, — jo 1pasi, — par Rotko nozimigajiem sasniegumiem
gleznieciba.”

* %k %k

Senfords Vurmfelds (Sanford Wurmfeld, 1942) ir Nujorkas makslinieks, kura darbi ir balstiti
pamatiga krasu macibas véstures izpété. Dailradei raksturigas ari 360 gradu abstraktas gleznas, kas
burtiski ieskauj skatitaju. 1968. gada legendaraja Nujorkas MoMA izstadé Art of the Real Senfords
bija jaunakais no uzaicinatajiem dalibniekiem, izstadei pécak apcelojot Eiropas vadosas makslas
telpas — Grand Palais Parizé, Teita galeriju Londona un Cirihes Kunsthalli. 2013. gada Vurmfelds
dzimtaja Nujorka piedzivoja vérienigu retrospektivu Color Visions: 1966—-2013.



Sanford Wurmfeld “Rothko/Katz: Rothko's use of color from the point of view of color
perception theory”

Color is a language of expression in painting — a presentational language as the American
philosopher Suzanne Langer would categorize it. In this way colors and forms in painting
themselves communicate, creating meaning by the direct sensory experience of them by the
viewer. Mark Rothko not only understood, but also depended upon thisinherent quality in painting
—ameaning untranslatable and therefore inexpressible in words.

These are the same tenets | follow in the making of my own work. Though Rothko seems to have
arrived at hisideas through other sources, to have been influenced by different earlier artists, and to
have employed alternate painting techniques; there are nonetheless a number of crucial ideas and
approaches we shared —or rather from which | followed upon. | cannot speak for Rothko. I met him
once and we shared some colleagues, though we never spoke. Among other sources John Gage's
landmark essay on Rothko's color provides me with a background on his influences and ideas. | use
my own sources to explain my understanding of Rothko even though this may well result in yet
another example of the next generation building on their misunderstandings of the prior generation
—itisanatural limitation.

Whereas Rothko was evidently influenced by Nietzsche, | depend on the work of Langer and other
classical semiologists. We are left unaware if Rothko knew the work of contemporary visual
scientists, but | admit to a specific study of visual science especially the work of the earlier gestalt
psychologist, David Katz, the later writings of James Gibson, and recent research of neuro-
biologists. Whereas in his brief teaching career Rothko evidently disdained color theory and any
use or interest in color charts and diagrams, | have a direct involvement both with the history and
practice of such investigations in my teaching and my painting.

Yet despite these marked differences, we clearly both believed in Leger's idea: “color has a reality in
itself, a life of its own.” By these comparative remarks | hope to present a further understanding of
the evolution of constructed abstraction and specifically of Rothko's important accomplishments as
apainter.

* %k %k

Sanford Wurmfeld (1942) is an artist from New York whose works are based on thorough history of
color studies. He has also created fully abstract 360-degree paintings that literally envelop a viewer.
At the legendary New York MoMu exhibition Art of the Real in 1968, Sanford was the youngest
among the invited participants, and later this exhibition moved on to other leading European
museums — Grand Palais in Paris, the Tate gallery in London and Kunsthall in Zurich. In 2013,
Wurmfeld had a large retrospective exhibition — Color Visions: 1966 — 2013 - in his native city of New
York.



Marko DZanoti “No Gétes lidz Rotko: Jauni veidi, ka ar krasu tvert un radit”

Gétes “Krasu maciba” (Farbelehre, 1810) ir sakumpunkts, lai par krasu runatu ne vien no fiziska, bet
ari psihologiska aspekta. Sadas pieejas ietekme aizsniedzas krietni vinpus impresionisma un pat
abstrakta ekspresionisma robezam. Marks Rotko ir viens no 20. gadsimta gleznotajiem, kurs patiesi
spéja ar krasas palidzibu radit jaunu izpratni par telpu glezna. Vina ietekmi var just citu gleznotaju
darbos it visur pasaulé. Par nozélu s kvalitate nereti tiek parprasta, krasu tverot vien ka dekorativu
elementu. Abstrakcija misdienas reti kad vairs tiek skatita ka gariga vai subjektiva pieredze, bet
drizak ka Caula, aréja zZime, jo Tpasi péc poparta. Priekslasijuma mérkis ir paradit, ka, izmantojot
krasu, arilaikmetigie makslinieki spéj radit subjektivu pieredzi.

Marco Gianotti “From Goethe to Rothko: New ways of perceiving and creating through
color”

Goethe's Farbenlehre (Doctrine of color as translated by Eastlake, 1810) is a starting point to deal
with color not onlyin a physical, butalso in a physiological way. The impact of such an approach goes
beyond Impressionism and even Abstract Expressionism. Mark Rothko is one the painters in 20th
century who really managed to create a new conception of space in painting (ho topos) through
color. Hisinfluence might be felt in painters from all over the world. Unfortunately this quality many
times is misread for color is believed to be a decorative element. Abstraction nowadays is rarely
view as a spiritual or a subjective experience but rather as an exterior sign, especially after Pop art.
The aim of this lecture is to show that this subjective, experience might be felt in contemporary
artists by the use of color.

% %k %k

Gleznotajs, rakstnieks, tulkotajs un pasniedzéjs Marko Dzanoti (1966) dzivo un strada
Brazilija, ir Sanpaulu Universitates asociétais profesors. Pétijis Gétes krasu macibu un
krasuizmantojumu musdienu gleznieciba.

Painter, writer, translator and lecturer Marco Ganotti (1966) lives and works in Sao Paulo, Brazil. He
is associated professor at Sao Paulo University and has studied Goethe's teaching of colors and
application of colors in contemporary painting.



Annija Koena-Solala “Marka Rotko daudzie celojumi”

Jaunaja gramata “Marks Rotko”, kuras latviesu tulkojums tiks prezentéts konferences laika, tas
autore Annija Koena-Solala péta Rotko trajektoriju, vinam klGstot par vienu no 20. gadsimta
nozimigakajiem maksliniekiem. Gramata aplikots, ka attistijusies vina darba estétika, laujot to
ievietot abstrakta ekspresionisma ramjos, ka vijies sarezgitais tikls starp Rotko publisko spozmi un
personiskajam Saubam, un ka gariga dimensija saknojas vina pagatné.

Francu kultGrvésturnieces Annijas Koenas-Solalas monografija aprakstits Latgales ebreju zéna
sarezgitais celS no imigranta lidz atzitam maksliniekam. Autore pievérsas Rotko veikumam 20.
gadsimta kulttras konteksta un mégina atbildét uz vairakiem batiskiem jautajumiem — ko vinam
noziméja Dvinskas periods? Ka tas ietekméja Rotko personibu? Ka makslinieka pasaules uztveri
veidoja TalmUda—Toras skola guta izglitiba un daudzie noraidijumi, ar kuriem vinam nacas saskarties
izcelsmes un izvelétas profesijas dé|? Kads bija vina cels uz publikas un kritiku atzinibu, un cik daudz
tavinam noziméja?

Gramata ir neparasts Rotko portrets, kas atklaj vina sarezgito dzivesstastu — centienus integréties
amerikanu sabiedriba, sava cela mekléjumus, protestu pret makslas komercializaciju, alkas péc
stabilitates un vienlaikus bailes no parlieku értas dzives, finansu gritibas, depresiju un, visbeidzot,
pasnavibu.

Par spiti tam, ka ar makslu Rotko saka nodarboties salidzinosi vélu —30 gadu vecuma vins piedzivoja
savu pirmo personalizstadi—vinaizrausanas notika 1sti laika. Tiesi tad, kad makslas pasauli parnéma
izteikta metamorfoze, kad amerikanu gaume attistijas modernisma virziend un amerikanu
makslinieki nonaca globalas laikmetigas makslas ainas priekSplana. Gadsimta vidd Rotko bija
slavens: 1952. gada vina darbus pirmo reizi izstadija MoMA Nujorka; vél péc diviem gadiem vinam
bija iespéja sarikot izstadi Cikagas makslas institdita, un sekojo$ajos gados vina darbi tika izraditi
vinpus okeanam—Eiropas lielakajos muzejos.

Rotko kapela Hjlstona — ekumeniskas meditacijas vieta — ir viena no pasaulé visapmeklétakajam
makslas vietam, ka ari svétcelojuma galamérkis virknei garigo un politisko lideru. Galu gala Rotko
izdevas revolucionizét publikas makslas pieredzi: vina mérkis bija 1sa acs uzmetiena vieta panakt
patiesu interakciju ar gleznu, lai skatitajs pieredzétu nevis gaistosu mirkli, bet gan istenu atklasmi.
Tada zina Marks Rotko viennozimigi izcelas ka savas paaudzes pionieris — péc cininiem panakt, lai
vina makslai bitu sociala ietekme un lai ta “salabotu pasauli”, vins sastop arvien jaunu auditoriju vél
Sodien — tostarp Latvija, kur vin$ ir dzimis — tadéjadi klGstot par patiesi globalu 20. gadsimta
makslinieku.
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Francu akadémike un kultiiras vésturniece Annija Koena-Solala ir Zana Pola Sartra, Leo
Kastelli un Marka Rotko biografe, Parizes Pompidi centra 2014. gada izstades Magiciens
de la terre kuratore. Dzimusi AlZirija, bet patlaban dzivo pamiSus Parizé un Kortona.
Sorbonas universitaté ieguvusi doktora gradu.



Annie Cohen-Solal “The Many Voyages of Mark Rothko”

In her new book Mark Rothko, Annie Cohen-Solal further develops her approach of the art world,
based on the cultural and historical contexts. She explores Rothko's trajectory to becoming one of
the mostimportant artists of the twentieth century -the aesthetic evolution that defined his work in
the Abstract Expressionist movement; the web of complexities between Rothko's public success
and his own personal doubts; and how his spiritual dimension remained rooted in his own past.

His many voyages took him from czarist Russia and the pogroms, where he spent years at a Talmudic
school, to the United States, where he experienced rejection in an era of intense xenophobia and
anti-Semitism, and back and forth to Europe. Rothko forged a strong identity and developed a
precocious political awareness. To pursue a career in art meant, for him, joining an outcast
professional group with which he could identify. Always a pioneer and a rebel, he had an uneasy
relationship with established institutions--disturbed by the idea of art as a commodity, and fearful
that hiswork would be regarded as “decorative.”

Despite his late start as an artist, at age thirty he had his first solo show. His breakthrough came at a
perfect time—just as the art world was engaged in an extraordinary metamorphosis, American
taste toward modernism was developing, and American artists were shifting toward the forefront of
the contemporary art world scene. By midcentury, Rothko was famous: in 1952, his works were
exhibited at the Museum of Modern Art for the first time; two year later, he was given a pivotal solo
show at the Art Institute of Chicago, and in the years to follow was exhibited across the Atlantic in
major European museums.

His Rothko Chapel in Houston, a place of ecumenical meditation, is one of the world's most visited
art sites, and a pilgrimage site for some of the best-known spiritual and political leaders. Ultimately,
Rothko managed to revolutionize the public's artistic experience : what he aimed for was not just a
quick look at a painting but a true interactive episode, not a fleeting moment but a genuine
revelation. In this respect, he stands out as a pioneer in his generation : after striving for his work to
have a social impact and “repair the world,” he keeps finding new audiences today —as on Latvia,
where he was born-, becoming a true global artist of the twenty-first century.
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Annie Cohen-Solal, French academician and culture historian, is a biographer of Jean-Paul Sartre,
Leo Castelli and Mark Rothko and a curator of the exhibition Magiciens de la terre organized at the
Pompidou Centre, Paris, 2014. Born in Algeria, but currently lives in Paris and Cortona alternatively.
She has obtained doctor's degree at Sorbonne University.



Eleonora Sturma “Edvins Strautmanis - trimdas abstraktais ekspresionists”
Eleonora Sturma “Edvins Strautmanis - Abstract Expressionist in Exile”

*kk

Daugavpill dzimusi Eleonora Sturma (1928) ir zimiga personiba misdienu Latvijas makslas vésturé.
Vairak neka 50 gadus vina ir dokumentéjusi un citigi aprakstijusi latvieSu makslinieku izstades
Nujorka, kur dzivo kops 1953. gada, un tuvakaja tas apkartné. Trimdas presé kops 1960. gada
makslas zinatniece ir publicéjusi neskaitamus rakstus par maksliniekiem un izstazu recenzijas, lidz ar
to k|Ustot par pasu zinosako un pieredzes bagatako trimdas makslas pazinéju.

Eleonora Sturm, born in Daugavpils (1928), is a prominent personality in the history of
contemporary Latvian art. For more than 50 years she has been documenting and thoroughly
describing the exhibitions of Latvian artist works held in New York (where she lives) and also in its
nearest neighborhood. Since 1960, she has published countless essays on art and exhibition reviews
inthe press, thereby becoming the most knowledgeable and experienced art connoisseurin exile.



Valters Unterrainers “Muzeji un citas izstazu telpas jeb ka makslinieki iemacas milét
arhitektus”

Pédéjo divu dekazu laika pasaulé atvérti neskaitami jauni muzeji, makslas galerijas un citas izstazu
telpas. Visievérojamaka izaugsme notikusi Kina, kur 1980. gada bija 300 muzeji, bet paredzams, ka
2015. gada to skaits sasniegs 3000. Urbanaja diskursa jauni muzeji un makslas blves tiek uzskatitas
par pilsétu “kultirasilgtspéjas” dzinéjspekiem.

Jédziens gan ir Joti izplGdis, un realitate ir kas vairak par ekonomiski centréto “pilsétas zimolosanu”,
lai tadéjadi veicinatu tdrismu. Tapat parsteidz tas, ka daudzviet makslas celtnes ir labak zinamas,
atspogulotas presé un vairak parspriestas neka maksla, kurai tas dod pajumti. Liela daja So celtnu
tiek uzskatita par makslas objektiem, bet ne parak daudzi parzina makslu, kas tajas izstadita.

Tas mudina uzdot divus jautajumus: ciktal arhitektlra pati par sevi ir makslas forma? (Turklat
Rietumu arhitektiras vésturé pat uzskatita par visu makslu mati.). Bet vél svarigak — kada ir
vispiemérotaka arhitektlra makslas darbu izradiSanai, apcerésanai, apdomasanai, meditésanai,
apspriesanai, izbaudisanai, kritizéSanai? VienkarSojot tas ir jautajums par attiecibam starp
iepakojumuunsaturu.

Plasi pazistamu, bet egocentrisku bivju galvenais mérkis - bat unikalam un iespaidigam - upuré
iespéju tam klat par majam — par lielizméra “gleznas rami” jeb kontekstualu un produktivu telpu
makslas komunikacijai. Visbiezak Sis celtnes neapmierina pat tadas pamata tehniskas prasibas ka
pastavigu iekstelpu klimatu, optimalu apgaismojumu vai drosibu.

Sava priekslasijuma Valters Unterrainers pievérsisies iedvesmojoSiem makslas telpu piemériem,
kad gan slaveni (Renzo Piano, Peter Zumthro), gan ne tik slaveni (Heinz Tesar, Gigon & Guyer)
arhitektiir projektéjusi celtnes, kas “kalpo makslam un nevis otradi” (ka savulaik Renco Piano sacijis
par Fondation Beyeler). Lai vai ka, vinu atkapsanas no skaliem un modigiem Zestiem, vinu
koncentrésanas uz saturu un skatitajiem ne tuvu nav nedz garlaiciga, nedz banala. Tas ir aizraujosas
celtnes, kas salaula makslu un arhitektdru.

*kk

Austriesu arhitekts un profesors Valters Unterrainers (1952) kops 1980. gada vada arhitektu biroju
Feldkirhé ar specializaciju ekologija, projektos istenojot ekstremu energoefektivitati. Vina birojs
projektéjis pirmo ar solaro energiju nodrosinato skolu Austrija, ka ari vairakkart godalgots par koka
un kartona arhitektlras paraugiem. Unterrainers savas karjeras laika regulari devies ilgstoSos
izpétes braucienos uz Jaunzélandi, Meksiku, Indiju, KamboZu un Dienvidafriku. Kops 2014. gada vins
irilgtspéjigas arhitektdras profesors Orhlzas Arhitektiras skola Danija.



Walter Unterrainer “Museums and other exhibition spaces or how artists learn to love
architects”

Over the last two decades, innumerable new museums, art galleries and other exhibition spaces
have been built and opened all over the globe. The most extreme growth happened in China, where
the number of museums went up from 300 by 1980 to estimated 3000 museums by 2015. Inurban
discourses, new museums and buildings for art have been considered as drivers for “cultural
sustainability” of cities.

The notion is very diffuse and the reality is more an economic centred “city branding” to help
promotion of tourism. What surprises: in many cities, the buildings for art are better known and
more published and discussed than the art they accommodate. A lot of them are considered as art
objects, but not many people know about the art they exhibit.

This raises two questions: How much is architecture itself a form of arts? (in western architecture
over history even considered the mother of all arts) - but more relevant: what are appropriate
architectural spaces for presenting, exhibiting, contemplating, reflecting, meditating, discussing,
enjoying, dissenting, debating etc. various creations of art.

Simplified, this is a question about the relation between package and its content. Furthermore, the
urban and spatial question goes far beyond museums and buildings for art: how should public
spaces in democratic societies be supported by art and how can public art support “cityness” and
urban meaning versus universal spaces of consumerism.

Famous but egocentric buildings with the main purpose of “uniqueness’ and spectacularity often
fail to be a "home’, a large scale “picture frame” or a contextual and productive space for
communicating art. Often they even do not fulfil basic technical aspects in terms of a consistent
indoor climate, optimized lighting or safety.

The lecture will focus on inspiring examples of spaces for art, where famous (Renzo Piano, Peter
Zumthor) or not so famous (Heinz Tesar, Gigon and Guyer) architects have designed buildings, which
‘serve the arts and not the other way round” (Renzo Piano on Fondation Beyeler). Nevertheless,
their resignation on loud and fashionable gestures, their focus on content and on the viewers is far
from being boring or banal. They are exciting buildings which marry art and architecture.

*kk

Austrian architect and professor, Walter Unterreiner (1952) has been head of the architect office in
Feldkirche since 1980. They specialize in ecology, implementing in their projects extreme energy
efficiency. His office has designed the first school building in Austria supplied by solar energy, and
they have been awarded prizes several times for models of wooden and cardboard architecture.
During his career Unterreiner has made regular and long trips to explore New Zealand, Mexico,
India, Cambodia, and South Africa. Since 2014, he is professor of sustainable architecture at Aarhus
Architecture Schoolin Denmark.



Dzeimss Klarks “Abstraktais ekspresionisms miizika un maksla”
James Clarke “Abstract Expressionismin Musicand Art”

*kk

Dzeimss Klarks (James Clarke, 1957) ir britu pianists un komponists. Studgéjis kompoziciju
Sauthemptonas Universitaté (Southampton University) un Pilsétas Universitaté Londona (City
University London), ka ari Helsinkos pie somu komponista Usko Merildinen. Ka viesprofesors
stradajis vairakas valstis, tai skaita Azerbaidzana, Krievija, Zviedrija, Somija, Vacija, u.c. Klarka darbi
pirmatskanoti Anglija, Austrija, Vacija, Italija, Belgija un Sogad septembri—ari Latvija.

James Clarke (1957) is a British pianist and composer. He has studied composition at Southampton
University and at London City University, as well as in Helsinki with the Finnish composer Usko
Merilainen. He has worked as a guest professor in several countries, including Azerbaijan, Russia,
Sweden, Finland, Germany a.o. Clerke's works have been performed for the first time in England,
Austria, Germany, Italy, Belgium and —this September —in Latvia too.




Hosé Manuels Siria ,,Rotko brinumi”

lepretim Sim diskursam, kas balstits XX gadsimta otras puses Ziemelamerikas avangarda makslas
virziena, ir Marks Rotko, kurs ari Sodien mums turpina atklat So neviendabigo kustibu — Abstraktais
ekspresionisms. Te jaatzimé tiesi Rotko piedavata izteiksmes valoda, kas 30. gadu beigas — lidzigi ka
daudziem tas paaudzes maksliniekiem —ir  balstita interesé par Eiropas sirrealismu, bet kuras
attistiba sasniegs tam laikam neredzétu abstrakcionismu.

Sakot no Rotko dailrades brieduma posma, neskaitami vésturnieki un makslas kritiki ir centusies
atrast veidu, ka to skaidrot. Makslas vésture vispar ir vésture par plagiatiem un piesavinasanos, par
priekstecu un péctecu attiecibam. Bet jUs zinat, ka neesmu vésturnieks. Esmu makslinieks. Tapéc ta
vieta, lai runatu par Rotko vietu lielaja kop€ja zanru ,koka”, es, balstoties manis pasa pieredze,
izvélos domat par pasa Rotko domasanas struktlru, vina apséstibu pétit gleznas vizualo dabu un par
to veidu, ka to uztver un pienem skatitajs. Protams, 1949. gada Matiss ar darbu The Red Studio
(Sarkana istaba”), noklajot gleznu ar vienu krasu, no jauna atklaja gleznojumu laukumus. Tacu
batiski ir spét iejusties makslinieka ada, atturéties no visparpienemtiem un acimredzamiem
spriedumiem. Jau ieprieks, 1948. gada darba No. 1 (Untitled) misu gleznotajs Rotko jau bija atmetis
savu iepriek$éjo darbu figurativo domasanu un sacis akcentét telpas, krasu un tonu attiecibas.

Skatot Sos darbus, man patik iedomaties (no jauna atgadinu, ka neesmu vésturnieks, tapéc man ir 81
privilégija bat mazliet poétiskakam) Rotko atgriezamies sava studija. Vin$ bija gara auguma virs,
mazliet lempigs, ar Saubas sarauktu pieri, apzinoties, ka atrodas tik tuvu un reizé aritalu no ta, pécka
ilgojas. Ta varéja but kada 1949. gada janvara ceturtdiena. Vin$ rlpigi izpéta audeklus, kurus
sagatavojis no rita, kad gaisma, kas iespid€ja logos, bija tik intensiva. Vinam prata ienak viens vards —
brinums. Ta nav pirma reize, kad vin$ stingri tic, ka tikai brinums vinam Jaus turpinat radit. Vin$
atceras rakstu, ko pirms diviem gadiem vinam bija pasatijis labs draugs Mortvells (Mortherwell).
Vins aiziet lidz savam rakstamgaldam, atrod Zurnalu un ar atturigu smaidu to skirsta. Atradis savu
tekstu, vin$ nonak Iidz rindkopai: ,,Makslinieka visspécigakais Iidzeklis un ierocis ir ticiba pasa
spékiem, lai raditu brinumus, kad tie ir nepiecieSami. Gleznam jabat brinumainam —gan tad, kad tas
rodas, gan to radiSanas procesa, gan bridi, kad makslinieks to pabeidz.” Vins vérs savu skatienu uz
rakstamgalda virsmu, kur atrodas dazi akvareli, kurus Sorit nepabeidza. Negribot tos aiztikt, vin$
pieliecas, lldz degunsiir tikai dazu centimetru attaluma no tiem. Krasas, énas, plankumi, Gdens pédas
— tas viss atklajas makslinieka neizmérojami dzila skatiena prieksa, it ka pilniba attalinoties no
trivialas pasaules haosa. Sis bija tas Tpasais bridis, ko vin$ bija gaidijis, - ka triumf&josa nots, lai
turpmakajos gadus spétu sacerét savu iespaidigo simfoniju.

Varbat jus iebildisiet, ka nenotika tieSi ta, kaut gan no makslinieka skatapunkta varu apgalvot, ka 31
vizija ir neapstridama. Bet tas ir mazsvarigi. Tas, kam es tieSam ticu, ir fakts, ka Rotko atrada to
atslégu, kas atslédza vienu no svarigakajam durvim musdienu glezniecibas vésturé. No ta briza
brinumi saka notikt.

Pienak 1970. gada 25. februaris. Rotko asistents Olivers Steindekers (Oliver Steindecker) atrod
mabkslinieka liki studijas vannasistaba. Studija iekrasojusies sarkana (ka Matisa darba). Tragiskais ka
vieniga atbilde nebeidzamajai neapmierinatibai ar radoso procesu? Varbat vina lEmums bija daudz
intimak saistits ar vina plastisko poétismu, neka pirmaja mirkli varétu skist. Ka vins$ pats noradija
1958. gada Pratt Institute konferencé — pirma makslas darba sastavdalair ,interese par navi”. Rotko
pédgjo gleznu izstarota vientuliba un bédas bija tik intimas, ka tas bija spéjigas izrauties no audekla
ramjiem, lai nok]dtu uz makslinieka pasa adas.



Jose Manuel Ciria - “Rothko's Miracles”

Oposite to this discourse, based on the XX century second half North American vanguard art trend,
is Mark Rothko — who even today continues to discover for us this heterogeneous movement —
Abstract Expressionism. Here, we have to note that the language of expression offered by Rothko
which at the end of the 30s — like that of many other artists of his generation — was based on the
interest in European surrealism, in the course of its development would achieve abstractionism
unprecedented for that time.

Beginning with Rothko's mature period, myriads of historians and art critics have made attempts to
find the way how to explain this phenomenon. Art history in general is the history about plagiarism
and misappropriation, about the relationships between the predecessors and the successors. But
you know thatlam nota historian.|am an artist. Therefore instead of talking about Rothko's place in
the big common genre “tree”, I, from my own experience, choose to think about Rothko's own
thinking structure, his obsession with studying visual nature of a painting and the way the viewer
perceives and accepts it. Of course, in 1949, by covering the surface of his painting The Red Studio
with only one color, Matisse discovered color fields anew in painting. However, it is essential to be
able to put oneself in artist's shoes, to reserve conventional and downright judgments. Before all
this, in 1948, by his work No.1 (Untitled), our painter Rothko had already done away with his
figurative thinking and had started to emphasize the relations between space, color and color tones.
When | look at these works, | like to imagine (I remind once more that | am not a historian and
therefore I have a privilege to be a little bit poetic) Rothko returning to his studio. He was a tallman, a
little bit clumsy, frowning with doubt, realizing that he was so near and at the same time so far from
what he was yearning for. It might have been Thursday in the January of 1949. He thoroughly studies
the canvases which he has prepared in the morning when the light coming through the windows
was so intensive. A word “miracle” comes into his head. This is not the first time he strongly believes
that only a miracle will enable him to continue creating. He remembers an essay commissioned by
his close friend Morthwell several years ago. He goes to his writing desk, finds a journal and, with a
reserved smile, leafs it through. Having found his essay, he reads a paragraph: “The most powerful
artists' tool and weapon is faith in their own powers to create miracles when they are needed.
Paintings should be miraculous always — when they are emerging, during the process of their
creation and when the artist finishes them.” He throws a quick glance at the writing desk where
some watercolors he has finished this morning lie. He does not want to touch them, he bends down
sothat his nose is only some centimeters away from them. Colors, shades, spots, traces of water—all
that emerges before the infinitely deep look of the artist, as if completely moving away from the
chaos of the trivial world. This was the particular moment he had been expecting —as a triumphant
note, enabling him to compose his powerful symphonyin future.

Perhaps you may say this did not happen just like that, though from artist's viewpoint | can assert
that this vision is irrefutable. But this is unimportant. What | really believe in is the fact that Rothko
found the key which had unlocked one of the most important doors in the history of contemporary
art. And since that moment miracles began to occur.

February 25 of 1970 came. Rothko's assistant, Oliver Steindecker, found artist's body in the
bathroom of his studio. The studio was colored red (like in Matisse's picture). Was it the tragic as the
only answer to the neverending dissatisfaction with a creative process? Perhaps the decision he had
taken was more intimately related to his plastic poetical nature than it might seem at the first
moment. In 1958 at the Pratt Institute conference he himself said — the first component of an art
work is “interest in death”. Loneliness and sorrow that radiate from Rothko's last paintings were so
intimate that they were able to escape from the frame of the canvas to get to artist's own skin.



Pitera Grifina 20 - gadu retrospektiva “I am only the head of those that went before me”
Marka Rotko makslas centra

par to, ka pagatne ietekmé tagadni. lzstades nosaukums | am only the head of those that went
before meir patapinats no CllieSu dzejnieka Pablo Nerudas dzejas.

Pitera Grifina dzila interese par laika jédzienu, ka ari pagatnes un tagadnes attiecibam aizsakas,
dzivojot Roma. Roma ir pilséta, kura |oti spécigi var izjust laika metamorfozes klatbUtni, tostarp tas
iedzivotajos. Tiesi tur Grifins spilgti apzinajas, ka véstures gaita romiesi savu dzivi ir bavéjusi uz
ieprieksejo paaudzu mantojuma. Visu to pieredzot, Grifins aptvéra cilvéka dzives zudibu, ka ari to,
cik gan liela méra més katrs pievérsam uzmanibu pagajibas saiknei ar Sodienu.

90. gadu vida Piteru Grifinu uzrunaja Pablo Nerudas fonds, aicinot Tstenot sadarbibas izstadi, kur
Grifina gleznas un grafikas tiktu saistitas ar Nerudas dzeju. Nodarbinot sevi ar laika ritéjuma un
atminutému, Nerudas darbi bija makslinieku aizravusijauieprieks.

Atminas un asociacijas nereti ir fragmentaras un biezi vien pat sapinusas ar citam domam. DaZas
atminas ir skaidrakas, citas — ne tik Joti, un teju visas drastiski mainas, tas parcilajot arvien no jauna.
Piters Grifins savos darbos izmanto dazada limena abstrakciju, bet visos darbos jausama cilvéka
klatbatne, tadéjadi maksliniekam uzdodot jautajumus, ko nozimé — bit dzivam. Izstades darbi
mudina piedomat, ka pagatne var iespaidot masu tagadni un ka nenok|Gt tas gusta. Lielu lomu taja,
ka forméjas milsu dzive, nospélé asociacijas uniztéle, ne tikai atminas.

Pédéja gada laika divi Londona dzivojosi misdienu dZeza muziki — Toms Donalds no Australijas un
Siréna Rileja no Vasingtonas (ASV) — komponé miuziku, kas balstita Grifina gleznas. Kopa ar vél
diviem latvieSu mizikiem uzreiz péc izstades atklasanas svinigas dalas Marka Rotko makslas centra
vini uzstasies ar dzivo koncertu.

*kk

Britu makslinieks Piters Grifins (Peter Griffin, 1947) 15 gadu vecuma pameta skolu, lai piestradatu
rapnicas, spélétu regbiju un ar stopiem apcelotu Eiropu. Peécak macibas vakarskola Java vinam
startét augstskola. Studiju laika Londonas Karaliskaja Makslas koledza vinam bija iesp€ja iepazities
ar glezniecibas lielmeistariem ka Deivids Hoknijs un Fransiss Bekons, kuri tobrid tur pasniedza.
Nereti Grifina maksla tapusi, literatliras un filozofijas iedvesmota. Makslinieks ir radijis darbus
sasaisté ar CilieSu dzejnieka Pablo Nerudas dailradi, bet 2002. gada vins sanéma Ortegas i Gaseta
fonda Madridé pasutijumu veltit darbu sériju Sim izcilajam spanu domatajam. Grifina glezniecibas
allaz klatesoSais motivsir centieni rast atbildi uz jautajumu, ko nozime bat dzivam.



Peter Griffin “ Am Only The Head of Those That Go Before Me” A Twenty Year
Retrospective

The majority of paintings and mixed media pieces in this exhibition relate in varying degrees to time,
to memory and association and to how the past relates to the present. The title of the show “l am
only the head of those that went before me” is an adaptation of a line from a poem by the Chilean
poet Pablo Neruda.

Griffin's deep interest in the notion of time and the relationship between the past and present
started during a period he spent living in Rome. Rome is a city where one is very much aware of the
metamorphosis of time and how it is reflected through individual beings as well as successive
generations. it was there that he became very aware of how, throughout history, Romans had built
on the lives of their previous generations not only intellectually but also physically and culturally
Seeing all this left him very aware of the fleeting nature of individual life but also of how we relate
the pasttothe present.

It was in the mid 1990's when approached by the Fundacion Pablo Neruda to collaborate in an
exhibition of Griffin's paintings and prints in relation to Neruda's poems that several aspects of time
of memory and of association began to intensify and pre occupy his thoughts. Often these
memories and associations are fragmented and occasionally intermingled with other thoughts and
have at times involved many areas of what is referred to as the human condition. Some memories
have a greater clarity than others and change drastically through the process of working with them.
His paintings use various degrees of abstraction and recognisability but what all the works contain is
asense of the human presence and in this there is a questioning of what it means to be alive.

What the work in this exhibition does is to make us aware of how the past can influence our present
while not becoming its prisoner but also how association and imagination play as greater role in our
life asreality.

Throughout the last year two London based contemporary jazz musicians have been writing music
based on Griffin's paintings Tom Donald from Australia and Sirena Riley from Washington DC USA
along with two Latvian musicians will play these compositions live immediately after the vernissage
of Griffin's exhibition at The Mark Rothko Centre.

*kk

The British artist Peter Griffin (1947) left school at the age of 15 to do some work at the factory, play
rugby and travel around Europe by hitch-hiking. Later he finished evening school and could enter a
higher education institution. During his studies at the Royal Academy in London he had the
opportunity to get acquainted with such great masters of painting as David Hockney and Francis
Bacon who taught there at that time. Frequently Griffin's art has been inspired by literature and
philosophy. He has created works based on Pablo Neruda's (Chile) work, but in 2002, he received a
commission from Ortega i Gaseta Foundation (Madrid) to create a series of works dedicated to this
outstanding Spanish thinker. The motif always present in Griffin's works is seeking for the answer to
the question: Whatdoes it meanto be alive?
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