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Conflicts and Adaptions:
How to Display the Art of the Soviet Period

The aim of the current paper is to present the views and possibilities of the Art Museum
of Estonia, to explain how we have twice opened the permanent exhibition about art in the
Soviet period, that 50-year period when Estonia was part of the Soviet Union and was forced
to follow the ideological requirements of the occupation power. In 2006, the Art Museum of
Estonia opened its new building, its fifth branch, Kumu [2]. A display of Estonian art from
the 17 century to the present was planned in the new building. Along with the permanent
exhibition, there were temporary exhibitions in order to support different themes presented
in the permanent exhibition. One of the permanent displays shows the period from 1940 until
1990, i. e. the years when Estonia was forcibly included in into the Soviet Union, when culture
was strongly influenced by state ideology, and the artists’ creative freedom was censored. The
first permanent display, with small alterations, was open from 2006 to 2016; it was changed for
another permanent exhibition, which is open today [1].

The main issue of the exhibition was the format and the main axis. The crucial problem
was the issue of politics interfering in culture and the results of this interference. This poses
problems not only in Estonia, but also in art museums in many other former Soviet states.
Then comes the question of how this highly problematic material containing numerous dif-
ferent power relations, psychology, and cultural issues can be presented in a museum where
dialogues, oppositions, and opportunities can be underlined by the means of art-space and
artworks, and not by long analytical texts.

Is it possible at all to create an adequate intellectual and aesthetic environment of the era,
and should this actually be an aim? There are numerous possibilities: oppositions (the main-
stream — non-official art), aesthetics (naturalism — modernism), timeline (time axis — theme
blocks), etc. The harshest time for Estonian culture, 1945-1953, even raises ethical questions,
because the years marked by mass state crimes were presented on the museum walls by the
paintings depicting yellow fields, blooming orchards and new buildings [6, pp. 15-56; 125—
174]. Besides, curators can choose among quite impressive material, not just Stalinist works;
they possess the work of several generations, produced in the course of 50 years, and that
period was not a static row of years, but both cultural and economic environments changed
considerably. Despite everything, it was a dense period, occasionally contradictory and it did
not tell the same story all the time.

During the last decades, different interpretations have emerged in the research of the Soviet
period art; new discourses have emerged, such as postcolonialism, self-colonisation etc., used
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more or less successfully, and a similar approach is often expected in museum displays. At the
same time, art itself is the constantly researched material and not something that provides
conclusions. The roles of text and image do not coincide, although it was demanded and ex-
pected back then, in socialist realism discourse. What is more, the aims of works of the Soviet
period are often quite ambivalent, even if they do not belong to non-official art.

In the current paper, I would like to focus on some main questions on which we have
structured our two permanent exhibitions of the Soviet art. The solutions of permanent ex-
hibitions of 2006 and 2016 differ, and they do not only reflect the generational change of the
public, but also more general processes occurring in the museum field: museums, including
art museums, have indeed changed a great deal in the course of ten years, re-interpreting their
relations with the public and today’s role in the ever expanding entertainment environment.

The starting points of the display, themes that could not be ignored by either display:

relations between art and politics;

— multilayered art history, oppositions and dynamics;

— sources and originality of changes;

— generational view;

— expectations of the public.

1) The basis of both exhibitions is the issue of the relations between art and politics. The
period under observation in our history is highly politicised; in 1940, Estonia lost its inde-
pendence, and subsequent art life was arranged according to the ideological decisions of the
Soviet leadership. However, this does not mean that Estonian art lost its independent outlook
that no dynamics or changes occurred at all. This did not happen even during the most dif-
ficult era, when we can even claim that Estonian artists never acquired the “brushwork” of
Stalinist realism. This is obvious in the 2016 Kumu exhibition “Romantic and Progressive.
Stalinist impressionism in Painting of the Baltic States in the 1940s” [7].

The discussion about the borders between the impact of political domination and an inde-
pendent artist’s position continues to this date [8, pp. 26-58].

When Kumu was being built and the first display of this period had to be compiled, a
lengthy discussion emerged turning around the main question — should our sparkling new
museum present artworks created during the harshest years of Stalinism? The content of such
art was mostly propagandistic and the issue of aesthetic attitudes non-existent. Despite strong
criticism, the museum was convinced that this period had to be displayed; the issue was how
to do it. The first display strongly marked the power lines, separated periods and emphasised
their differences. The curator presented typical examples of Stalinism adding to numerous
propagandist works the few paintings that expressed genuine spiritual torment and were not
allowed to be shown in the Soviet era. These were known only to few people, and were prob-
ably well concealed. The new permanent display is more ambivalent and discursive, taking
into consideration the attitudes of the younger generation towards the long-ago period, made
the works talk to one another, as it were, putting into the same room the art of the Stalinist
1950s and later works that criticised the same period or tacked it ironically.

2) About multiple layers: as I already said, art of these years was not even and similarly con-
trolled, but I am not going to describe the process here in greater detail. Instead, I would like
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to underline that our art history at the time was divided into three quite distinctive histories.
Firstly, there were the works that could be shown to the public, the so-called mainstream,
which nevertheless contained independent national and social-critical approaches. Secondly,
there were the works that were never been displayed, or shown in spaces with limited access;
for example, in the back room of the Artists’ Union, or in the Art Academy’s painting classes,
etc. Thirdly, there were the works of those who escaped in 1944 to the West and continued
living there as artists at the first opportunity.

All this put together is our art history, although it is not easy to tie together and even more
difficult to present in a museum as spatial and temporal consensus. Comparing the two per-
manent exhibitions, it is clear that the material is increasingly blending into one visual world.
The first permanent exhibition, for example, introduced Estonian pop art as an alternative
work, whereas the new display does not make such distinctions, and, considering the influ-
ence of the language of pop on mainstream works, blends them more into one. This leads us
to totally different approaches than art history has so far suggested. If our aim is to produce an
all-inclusive narrative, this may be the only way to present the three different art histories in
one display. At the same time, we have to admit that this kind of presentation includes strong
fabulation and ignores historical reality. Nevertheless, we have preferred this interpritation
and left discussions and analyses to seminars, and publications.

It is not fair to claim that the whole period, from artworks made in fear of Stalinist repres-
sions until the end of 1980s, was ideologically impaired. If this were the case, no alternative,
dissident, or non-official art would have emerged in Estonia and in other Soviet territories
(it does not matter here how to call it). Art history and theory increasing tackle this quite ex-
pansive cultural border area between binary opposition, art that created forms of difference,
plurality and conditionality. Estonian art history has researched the “border area” reaching
social structures and has also suggested a theory of a third way, which analyses creative space
between the avant-garde and surrendering to power [10]. New treatments increasingly con-
sider the museum displays, and they are reflected in the second exhibition.

3) Originality: during the nineties, issues about the relations between the work of artists
in the Soviet sphere of influence and Western prototypes emerged especially sharply. It was
asked what could we add to the radical years of Western art in the 1950s, 1960s, and 1970s.
I reply, the value of Estonian avant-garde means using and mixing the local psychological,
cultural, and material issues with the Western neo-avant-garde. The role of local avant-garde
is diverse: on the one hand, the borders of radicalism innovation are tested, and on the other
hand, this is used to feed the mainstream, as the majority of artists always adopted some-
thing [4, pp. 29-83]. This is especially valid about pop art. Local developments are numerous
and diverse. A simple example about later modernism occurred in Estonia in the late 1950s,
and 1960s. We were unable to participate in the long discussions about the negative role of
modernism; quite the opposite — we valued it highly. In painting, for instance, the local aes-
thetic discourse based on the developments of the early 20* century French painting was the
only bridge from the past through which we linked ourselves with European tradition and
tried to maintain cultural identity [5].

We have relied on the theory of different modernisms, of horizontal art history suggested
by Piotr Piotrovski, which ignores the exclusive right of a vertical axle [9, pp. 82-86]. I also
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like the idea of Hans Belting about the state of innocence, about painting in East-European
areas that was as if frozen and continued dealing with the same painting issues that were
adopted from the 20" century classical modernism [3, p. 57]. This is also valid in our art of
painting. Thus — the more deeply we investigate, the more we perceive originality.

4) Generational view: the curators who today compile a display about, say, the years 1940-
1980, as a rule, lack any personal relations with the era, since, in their own memory, there is
an increasing distance with past events. Causes, backgrounds, events are being deconstructed
and reconstructed, an individual solution is sought — in a word, a process takes place that al-
ways happens with history, with each generation writing its own history. It should be pointed
out that today’s generation is more text-oriented and mistrusts artworks. We have been writ-
ing a so-called new art history since the early 1990s, and while doing that, it is possible to be
multi-layered, to explain, comment, discuss etc. The text and image languages are quite dif-
ferent. I already mentioned the exhibition becoming more uniform, avoiding abrupt changes.
It must, however, be added that the curator of the new display, much younger than the cura-
tor of the previous exhibition, has solved the relations between art and politics namely via
commentaries — he has divided the crucial exhibition hall into two lengthwise. Using large
panels, the exhibition space was divided into two: one presenting documents, photographs,
films, i.e. historical information of that time. The other side displayed the offical art next to
the art which was not officially accepted. Two processes occured simultaneously — on the one
hand, viewers perceive a conflict between information of two kinds, as photos and old films
depict quite another world than that presented by artworks; at the same time, there is the
complicated nature of art, its adequacy, how it relates to its time. The method of placing differ-
ent discourses in different blocs is replaced by commentaries and creating separate realities,
which functioned then and function in the current display. Different personal times could
run in parallel. At the same time, we can see the complicated creative processes, the emotional
impact of the environment, relating to relevant time. The method of the previous permanent
exhibition, where different discourses were divided into different blocks and aesthetic op-
portunities emphasised, was in the later display replaced with art history underlined as social
phenomenon; an artwork does not have to confirm the essence of a black-and-white era, but
to create differences within it.

5) Expectations: when a new museum is opened the expectations run especially high. In Es-
tonia the expectations were special — the decision to build a new art museum in a country that
had regain independency only recently was the very first major cultural-political decision. The
decision was so crucial that it inevitably influenced all the museum’s pre-election discussion.

Generally, the expectations were of two kinds: those of the artists and those of the public.

In 2006, many artists, especially those who had never succumbed to Soviet rules, called dis-
sident, underground, nonconformist, unofficial, alternative, etc. expected a new, all-inclusive
approach to art. Certain glorification was expected, showing respect for those who had stayed
faithful to their own artistic principles during the that long period.

The expectations of the wider public were similar — a tale of the wonderful early 20™ cen-
tury when artists rushed to modern art without questioning anything, of the grand art of
painting which for decades consoled the viewers and encouraged faith in national culture.
What was wanted was the “best part of our art history”. Upon the opening of the new museum
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building, the living memory, a glance trying to map history and the popular all blended. The
long-awaited museum had to fulfil all expectations.

A museum exhibition, however, is not just the permanent display, but, as mentioned before,
also includes temporary exhibitions which support and supplement the permanent one, or
get into a dialogue with the presented material. In any case, the museum has to maintain its
independent concept, which was actually done. The public quickly got used to it.

This is now our choice, which does not mean that the next permanent exhibition will not be
different. Next year, we plan to reshape the early 20" century permanent exhibition.
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Abstract. In 2006, a new main building (named Kumu) of the Art Museum of Estonia was opened.
Creating a new permanent exhibition, museum confronted by the question how to show Estonian art
from the Soviet times as exceptional period in our art history, intertwined with the topics of power and
imposed-upon art ideologies. We have tried to find an answer to this question twice by now (in 2006
and 2016).

The article is about two different ways of creating the exposition, although the basis of both of them is the
issue of the relations between art and politics. The first display strongly marked the power lines, separated
periods and emphasised their differences. The new permanent display is more ambivalent and discursive,
taking into consideration the attitudes of the younger generation towards the long-ago period. Our art his-
tory at the time was divided into three distinctive histories. First, the works that could be shown to the public,
which nevertheless contained independent national and social-critical approaches. Second, the works that
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were never displayed for the general public. Third, the art of those who escaped in 1944 to the West and con-
tinued living there as artists at the first opportunity.

All this together constitutes our art history, although it is not easy to tie it together, and it is even more
difficult to present it in a museum as spatial and temporal consensus.

Keywords: Art Museum of Estonia (KUMU), Estonian art, collection, exhibition, Soviet art

Hassanmne crarbu. KondmukTe! 1 agantanmy. Kak mokasbBaTh MCKYCCTBO COBETCKOTO IIEPHOfiA

Caepenns 06 aprope. Xenome Cupbe — Ph. D., nupexTop. XynoxKecTBeHHbII My3eit DcToHnn. Beiinen-
6epru 34/Banre 110127 Tamnus, Sctonus. sirje. helme@ekm.ee

AnnoTamys. B 2006 1. 6610 OTKPBITO HOBOE 37aHNe XynoxxecTBeHHOro Myses dcronnu (KUMU). Co-
3[1aBasi HOBYIO IIOCTOSHHYIO 9KCIIO3MIINMIO, COTPYNHUKY My3es CTOJKHYINCh C BOIIPOCOM: KaK IIOKa3aTb
9CTOHCKOE MCKYCCTBO COBETCKOTO BpeMeHN? DTO UCKIIOUNTETbHBIN MepIof], KOTOPBIl TeCHO IepeIUIeTéH
C TeMaMU BJIaCT! V1 HaBA3aHHON UIEOIOTUN B ICKYCCTBe. MBI yyKe BaK/IbI IIBITA/NCh HAJITH OTBET Ha 3TOT
BOIIPOC, 11 06a pa3a BO3HMKA/IA [UIEMMA, KaCaIOI[ascs He CaMoro (hakTa IIoKasa paboT, CO3aHHbIX IO 3aKa-
3y ¥ IIOAYMHSIOLUXCS TOCY/JAPCTBEHHOIT IIONINTIKE B Cepe UCKYCCTBa, HO TOT0, KaK IMEHHO 9TO CJIe/IaTh.

B 3TOM BoOIIpOoCe MOXeT ObITh MHOXKECTBO OTIPABHBIX TOUEK, OT/IMYAIOIIMXCSA KOPEHHBIM 06pasoMm. ITpu-
BeJIEM HECKOJIbKO CIIOPHBIX MOMEHTOB, KOTOpbIe 00Cy>KIanuch. Bo-1epBbIX, KaK IPMMUPUTh Pa3HOITIACUA
MEXJy TIOKOIEHUAMM: HbIHE SKMBYIIVE CBUJETEM COBETCKOI 3MIOXM IIPOTUB PACTYIIeil UCTAHIVHN, OT/ie-
JISIONIENt HAaC OT COOBITHIT IPOIIIOTO, TaK HAa3bIBAEMOTO B3IVISA/Ia CTOPOHHETO HAO/I0fiaTess, CBOIICTBEHHO-
ro Monopéxn. KakoBbl pycKy 1 BO3MOXKHbIE OIIMOKY 000MX MOX07i0B? BO-BTOPBIX, B KaKOI CTEHEHN MbI
TO/DKHBI YYUTBIBATh MOMTUTUYECKNUIT ¥ COLMAbHBIA KOHTEKCT TOTO BPEMEH! M B KaKOJ — 3CTeTUYeCKue
KauecTBa NMPOU3BEJeHNIT NCKYCCTBA? B-TpeThIX, Kak BMECTUTD B eMIHOE TI0BECTBOBAHIE TaK Ha3bIBaeMoe
METHCTPUMHOE MICKYCCTBO Y MICTOPYIO HeOAaBaHIapfia, KOTOPbIl CO CBOMMU UJIEAMY Y IPENCTaBIeHNAMI
OBUI IIPAKTUYECK) HEM3BECTEH IIMPOKOIl yomuke? Mbl paccMaTpuBaeM BCE BMeCTe KaK eMHYIO CUCTEMY,
OJIHAaKO KaK OMNCATh IPYHINUIIBI €€ PyHKIMOHNPOBAHMA? B-4eTBEPTHIX, KaK BKIIOUUTD B SKCIIO3MIINIO e11é
OIHY IVIaBY HAILIell ICTOPYUM UCKYCCTB, @ UMEHHO «DCTOHCKOE UCKYCCTBO B M3THAHUM» — HPOU3BEIEHMA Xy-
IOKHVKOB, KOTOpBIe Oexxanu B 1944 1. Ha 3amaj, 0CTaIuCh CBA3AHHBIMI C 9CTOHCKMMM OOI[VIHAMM B IPYTUX
TOCYJapCTBaX M B TO XKe BpeMsA IePeHsIN Xy0XKeCTBEHHBIN A3bIK CBOMX HOBBIX CTPaH, TO €CTb MO3HMII
MOZIepHN3M NocneBoeHHoN EBponsr 1 AMepukn?

Hamucarp HOBYIO MCTOPUIO MCKYCCTBA [IE/ICTBUTEIBHO MOYKHO — MMEHHO 9TO 11 OBUIO CIe/TAHO B MOHO-
rpadusAX U CTaTbsAX, HO OCTAETCA [IABHBIN BOIIPOC: KaK 3TO BCE IIOKA3aTh B BLICTABOYHOM 3ajie? JKCII03M-
LM JUKTYeT CBOY TPeOOBAHNA Y HUKOT/A He OYIeT MeaTIbHO OTPaXkaTh HANMCAHHYIO UCTOPUIO UCKYCCTBA.
ITepen KypaTopamu ¥ iu3aitHepaMy BLICTAaBOK BCTajIa HEIIPOCTas 3a/ja4a — IIPOJIEMOHCTPYMPOBATD OfIHY U3
CaMbIX HEOJJHO3HAYHBIX I7IaB HAIllell MICTOPUY B IIPOCTPAHCTBE My3esi. HeoOXouMo 6bIIO PeNnTh, 4TO CTa-
HeT OCHOBHBIM KpuTepreM 0Tbopa paboT, IITaBHBIM 06pa3oM — B KaKOJT CTEIIeHN 9TOT BHIOOP [JO/DKEH ObITh
IPOAVIKTOBAH 9CTETUYECKUMM OL[eHKaMI, @ B KAKOI — MOMUTUYeCKVMI peamisiMu. Mo>KeT /i 9KCIO3UIs
TIOKa3aTh B3aMMOJIeICTBUE MEX/Y B/IACTBIO ¥ YMaMM, 11 €C/IN JIa, TO KaK UMEHHO?

ITepBas sxcnosuuua 2006 r. (kyparop — Ixa KoMuccapos) monoxmia Hadano )XKapKuM CIIopaMm, pasja-
BaJIVCh YIPEKI, YTO MbI BHICTAB/IsIeM HeIIPUATHbIE IIONMUTHYECKUe PAOOThI I UTHOPHMPYeM 1300pasuTeibHOe
uckyccTBo. Hac crpanimiBany, efiCTBUTENbHO I HAM TaK HY)KHO HAa4aTh C HU3KOIPOOHBIX U MIEOIOTIYe-
CKJM @HT@XXVPOBAHHBIX PabOT IIPU OTKPBITYUM HOBOTO IIPEKPACHOTO 3[IaHMA My3esl.

Bropas axcnosunus (Kyparop — AHy Atac), OTKpbIBlIascs B 2016 I., He SIBJIACTCS CTPOTMM UCTOPUKO-
XYZI0’KeCTBEHHBIM 0030pOM, HO IpefijIaraeT 3puUTe/II0 MHOXKECTBO JOKYMEHTaIbHBIX MaTepIaIoB, JOIIOTHA-
IOIIMX MCTOPUYECKNIT KOHTEKCT, B TOM YMCIIe CTapble Bujeosanucy, Gpororpadum u romy nopgobxoe. Iepep
KypaTOpOM CTOs1/Ia LieJIb IPefiCTaBUTh MaTepuaa MaKCUMa/IbHO IINPOKO, C Pa3HBIX TOYEK 3PEHMSL.

VIHTepripeTanns CJIOKHBIX MICTOPUYECKNX IIEPUOZOB OblTa 1 OyzieT HEIpOCTOlt 3ajadeil Iy MCTOpHKa
uckyccraa. Kaxxoe HoBoe IIOKOJIeHMe IIepenChIBaeT UCTOPUIO UCKYCCTBA OT CBOETO JINIIA, U 9TO, HABEPHOE,
HaJIo IPOCTO MPUHATD, JJaXKe eC/IM 9TO MHOTTA OKa3bIBAETCA YMO3PUTEIbHON KOHCTPYKIMell. B koHIle KoH-
I[0B, HEBO3MO>KHO 3aKPBIThCA B KAKOW-TO OffHOI MapajiurMe, BK/IIOYast 3CTeTUIECKYIO.

Kimrouebie cnopa: XynoxecrseHHblit Myseit dcronun (KUMU), acTOHCKOE MCKYCCTBO, KOUIEKIINA, 9KC-
HO3UIINA, COBETCKOE VICKYCCTBO



