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ANOTACIJA

Promocijas darba pé&tijuma centra ir ainavas reprezentacija gobeléna. Ainava tiek pétita ka
kompleksa kermenisko manu kopdarbiba jeb multisensoras uztveres rezultata radita telainas
izteiksmes forma, atseviska pieméra veida Kontekstualizgjot un analizgjot tas klatbiitni un
stilistiskas variacijas Heimrata skolas gobeléna 20. gs. otraja pus€ un 21.gs. sakuma. Promocijas
darba ir risinata terminologiska rakstura problematika, izstradats vienots termina “gobeléns”
attiecinajuma ietvars, legitimiz&jot ta lictojumu latviesu valoda gan vésturisko, gan laikmetigo
gobelénu grupa. Raksturoti gobeléna medijam specifiskie tElainas izteiksmes Ilidzekli -
materials, krasa, ausanas tehnikas un izpildijuma veids un to nozime ainavas téla konstruéjuma
un interpretacija. Analizéta makslinieka Riidolfa Heimrata personiba un ieguldijums lokala
laikmetiga gobeléna makslas atzara jeb skolas izveid€. Piemeérojot starpdisciplinari orientétu
pétniecisko pieeju, tostarp sensoras etnografijas studijas, padzilinati p&tita Heimrata skolas
absolventu makslinieciski radosa prakse, individualie rokraksti un ierosmes avoti un to nozime
ainavas reprezentacija un témas nemainigaja aktualitaté. lzstradata gobeléna medija t€lainas
izteiksmes specifikai piemérotu interpretacijas metozu kopa, ko pielietojot apkopotas un
tipologiz&étas Heimrata skolas gobelénos reprezentétas ainavas. Promocijas darba zinatniskas
novitates kodols ir multisensoras pieejas un personigas geografijas perspektivu attiecinasana uz

Riidolfa Heimrata skolas mantojumu.

ATSLEGVARDI: ainava, gobeléns, gobeléna maksla, Riidolfs Heimrats, Heimrata skola,
sensora etnografija, personiga geografija, multisensora uztvere
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IEVADS

Temas aktualitate

Promocijas darba “Ainava gobeléna. Riidolfa Heimrata skolas piem&rizp&te (20. gs. otra puse -
21. gs. sakums)” petijuma fokusa ir ainavas reprezentacijas identific€Sanas un interpretacijas
iespjas arpus tradicionalajam ainavas zanra izpausmes formam gleznieciba, grafika un
fotografija. Ainavas reprezentacijas konteksta petijuma tiek veérsta uzmaniba uz t€laina satura
atklasmes specifiku gobeléna medija, kas papildus vizuali uztveramajam saturam uzrada tadas
raksturigas kvalitates, ka materials, tekstira un formas apjoma model&jums, kas tadgjadi
akcenté makslinieciska téla radiSana un uztveré iesaistitas multisensoras uztveres faktoru, ka
ari tehnologiska procesa Tipatnibas, to nozimi makslinieciska t€la konstru§juma un
interpretacija.

Petijums aktualiz€ gobeléna ka vizualas makslas formas t€laina satura izp&tes nepiecieSamibu,
pieversoties 11dz §im mazizpétitajai ainavas reprezentacijai gobeléna maksla kopuma un jo pasi
Rudolfa Heimrata (1926-1992) skolas parstavju radosaja darba.

Promocijas darbs aktualiz€ ari terminologijas problémas attieciba uz termina “gobeléns”
lietojumu Latvijas vizualaja maksla, kam Sobrid konstat&jams zinatniski pamatota skaidrojuma
un aprobéta attiecinajuma trikums. Latvija publicgtajos rakstitajos avotos §is termins kops ta
izplatibas sakuma 20. gs. 60. gados tiek lietots izvairigi un neprecizi, pieméram, noradot
neatbilstosus izcelsmes datus, sagrozot hronologisko cilni un nekorekti tulkojot, ka arT tas tiek
saistits ar dazada veida aizspriedumiem, piemé€ram, pauzot nostaju, ka vienigi ve&sturiskas
gobelénu versijas var definét ka gobelénus, un atturoties lietot attieciba uz laikmetigajiem
paraugiem. ST situacija vérs uzmanibu uz problematisko stavokli Latvijas gobeléna makslas
historiografija un terminologija, ko pierada fakts, ka laika perioda kops 20. gs. 60. gadiem nav
publicéts neviens zinatniski pétnieciska satura darbs, kas attiektos uz Latvijas gobeléna makslas
nozari kopuma vai atseviska tas parstavja radoSo darbu, ka rezultata $aja vizualas makslas joma
ir izveidojies drosticamu informacijas avotu vakuums.

Precizu terminologisku ietvaru nepiecieSams izveidot ari Latvijas tekstilmakslas virzienam,
kura ietvaros radas un attistijas laikmetiga gobeléna maksla, un ko kops§ 20. gs. 90. gadiem
gobeléna makslas konteksta, iezim&jot Rudolfa Heimrata radosa un pedagogiska darba periodu
un ietekmi tekstilmakslas nozares, jo 1pasi gobeléna medija attistiba, tiek lietots apzim&ums

“Heimrata skola”, tacu ta skaidrs un pamatots defin€jums nav izstradats.



Lidzas gobeléna makslas nozarei un tas konteksta lietotas terminologijas problematikai
promocijas darbs aktualiz€ ar gobeléna t€laina satura interpretaciju saistitas problémas, kas
norada uz faktu, ka Saja medija reprezentéta makslinieciska t€la saturiskajai analizei un
interpretacijai nav izstradata atbilstoSa metodologija. Ta rezultata gobeléna makslinieciska
satura analiz€é uzmaniba primari tiek pieversta tehnnologiskajai sastavdalai — lietotajam
Skiedras savienoSanas tehnikam, materialitatei, ka bitiskako pienesumu tiecoties izcelt
originalu, inovacijas balstitu risinajumu, fiks€jot vispargjas tekstilmakslas nozares attistibas
tendences. Jaatzimé, ka nozares publikacijas un nedaudzajos akadémiskajos pétijumos ir
atrodami dati par gobelénos reprezentéto t€mu loku. Kopuma ir atzits, ka Heimrata skolas
gobelénos reprezenteta satura raksturiga iezime ir dabas motivu izteiktais parsvars. Dabas t€mas
vai dabas t€lu dominance gobeléna atziméta katra izveérstaka tekstilmakslas aktuala snieguma
parskata, sakot no 20. gs. 70. gadu sakuma lidz pat 21. gs. sakumam. Svarigi atzimét, ka
Latvijas makslas kritiku vidd, pastavot izteiktam pieprasijumam gobeléna maksla attistit
sizetisku, figurali model@tu t€lojumu, kas tika turpinats veél 21. gs., dabas motivu atveidi
konstanti tiek pielidzinati mazvertigiem dekorativa rakstura eksperimentiem materiala.
Gobeléna makslinieciska satura nonivelgjumu veicinaja arl 20. gs. 70. gados dabas témas
apzimé$ana plasi izmantotais visparinosas nozimes jédziens “dzimtas dabas tels”. Sads
saturiska te€la formul€jums, no vienas puses, lieliski atbilda padomju laika propagandétajai
dzimtenes estétikai, bet, no otras puses, gobeléna gadijuma pilniba ignor&ja makslinieka
personigo pieredzi un individualo sniegumu, grupgjot t€laino izpausmi péc vispargjas
piederibas noteiktam tematiskajam segmentam.

20. gs. 80. gadu otras puses padomju perioda publikacijas Latvijas pres€ iezimgjas jau aktivi
pausta neiecietiba pret gobelénu satura verojamo liriski poétisko ievirzi, kritizé€ta tematiska
vienveidiba, ipasi par nemainigi domingjoso atzita dabas téma. Ta tiek nodévéta par
tekstilmakslinieku tematisko motivu “zelta aderi”, ka ar1 klaji tiek pausts pienémums, ka
darbos, kas reprezente dabas t€mu, nav izverstu siZetu un tie tiek veidoti ka abstraktas ritmu un
krasu kompozicijas, kas kopuma norada uz ilgstosi pielietota visparinati tematiskas grupéSanas
principa negativajam sekam, kas gobelénu interpretacijas gadijuma noveda pie pilniga vai
dalgja individuala pienesuma komponentes ignorgjuma.

Attieciba uz dabas t€mas reprezentaciju Heimrata skolas gobelénos jaatzimé, ka, neskatoties uz
vietgjo kritiku noraidoSo attieksmi, dabas t€lojumu kompozicijas ne vien neizsika, bet ar
pieaugosu tendenci saglabaja ievérojamu parsvaru gobeléna makslas kopaina padomju perioda
un, kas jo butiskak, arT péc tam. Gobeléna makslas attistibu virzija makslinieki, kam dabas

te€lojumi kluva par caurvijoSu radosa darba kodolu. To vida Ridolfs Heimrats (1926-1992),
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Edite Pauls-Vignere (1939), Aija Baumane (1943-2019), Ilma Austrina (1940), Dzintra Vilks
(1948), Zinta Beimane (1948), Irisa Blumate (1948), Inga Skujina (1952), Iveta Vecenane
(1962). Svarigi atzimét, ka to makslinieku radosaja darba, kas izglitibu ieguva Riidolfa
Heimrata vadiba un turpinaja stradat gobeléna medija ar1 21. gs., ainavas un to iespaida austi
dabas motivi saglabaja tematisko dominanci, ka ar1 nereti izvirzijas par galveno t€laina satura
elementu. ST situacija vér§ uzmanibu uz izplatito piengmumu, ka ainavas t&lojumu Tpatsvara
pieaugums padomju perioda, kas kopuma, protams, tiek attiecinats uz glezniecibu, saistams ar
brivaku t€lainas izteiksmes vai pasemigracijas iesp&ju. Tomer gobeléna makslas gadijuma sads
apgalvojums nav viennozimigi attiecinams, jo ainavisko t€lu Ipatsvars gobeléna maksla nav
identificgjams ka vienigi padomju periodam raksturiga paradiba, bet drizak saistams ar noteikta
perioda izglitibu ieguvuSo un profesionalo darbibu uzsakuSo makslinieku radoSo pieeju, kas
vispirms nozimé pieturéSanos pie noteikta medija tipa, proti, gobeléna. Tadgjadi ir
nepiecieSams noskaidrot iemeslus dabas témas nemainigajai aktualitatei Heimrata skolas
parstavju radosaja darba un identific€t makslinieka tematisko izv€li noteicosos faktorus.
Pienemot, ka makslinieka iegtitajai izglitibai, prasmém, pieredzei un subjektivajai nostajai ir
iz8kiro$i svariga nozime makslas darba, konkréti gobeléna, radiSana, kas konceptuali nosaka
gan téla saturisko ievirzi, gan formu, paveras iesp&ja Skietami visparinati kompongétos dabas
telos identificeét makslinieka individualaja pieredze, uztveres pardzivojuma un refleksiju
1zraiso$as izveles balstito poziciju un lidz ar to pielidzinat Sadas dabas motivu reprezentacijas
ainavas Zanra variacijai gobeléna medija. Aizstajot statistiski tematiz€josi apkopojoso pieeju ar
makslinieka autordarba un radosa uzdevuma izcelsmes izzina fokusétu t€la interpretacijas
kartibu, panakams principiali atskirigs t€lainas izteiksmes lauka izvérsums, kas dod iesp&ju
gobelénos reprezentétajiem teliem pieskirt individualas nozimes mérogu un originalu saturisko
vertibu.

Tomér taja pasa laika atzistams, ka $adu pieeju piemérot ir problematiski medija specifikai
atbilstosa interpretativa instrumentarija tritkuma dé¢l jo, pielietojot gobeléna reprezentéta satura
interpretacija tradicionali lietotas makslas veéstures metodes, kas balstas vizuali uztveramajas
kvalitates, iesp€jams operét vienigi ar kompozicija ietverto vizualo informaciju, noteiktiem
tipologiskajiem kodiem, saskana ar kuriem, piem&ram, par ainavu tiek uzskatiti noteiktai
kompozicionalajai shémai atbilstosi dabas skati. Tad€] gobeléna gadijuma reprezentéta ainavas
t€la p&tnieciba ir nepiecieSams pielietot medijam specifiski pielagotu metodologisko ietvaru,
kura pielietojuma rezultata biitu iesp&jams aptvert un analizet iesp&jami plasu sensoras uztveres

un telainas refleksijas lauku.



Petijuma priekSmets, meérkis un uzdevumi

Promocijas darba pétijjuma priekSmets ir ainavas reprezentacija gobeléna. P&tijuma
priekSmeta ietvaros ka atseviska meérkgrupa izdaliti gobeléni, kuru autori ir profesionali
tekstilmakslinieki, kas izglitibu ieguvusi Latvijas Makslas akadémijas (Iidz 1973. gadam
Latvijas PSR Valsts Makslas akadémijas, no 1973. gada Iidz 1988. gadam Teodora Zalkalna
Valsts Makslas akadémijas) tekstilmakslas nodala Riidolfa Heimrata vadiba no 1961. gada lidz

1992. gadam un parstav gobeléna makslas virzienu, ko pienemts apzimét ka “Heimrata skola”.

Promocijas darba mérkis ir identificét, apkopot un analiz&t ainavas reprezentacijas formas
gobeléna maksla, verSot uzmanibu uz ainavas definicijas, uztveres un reprezentacijas aspektiem
medija specifikas konteksta. Piemérojot starpdisciplinari veérstu, metozu kombinacija balstitu
pétniecisko pieeju, izstradat gobeléna makslinieciska t€la interpretacija pielietojamu metodisko
ietvaru, interpretet pétnieciskaja izlasé ietvertos Heimrata skolas parstavju gobelénus ka
ainavas, tadgjadi legitimizgjot to autonomo vértibu un ieklaujot Latvijas vizualaja maksla

parstaveto ainavu grupa.

Promocijas darba uzdevumi :

1. Petit ainavas jédzienu starpdisciplinara griezuma, akcent&jot multisensoras
uztveres un ainavas reprezentacijas kopsakaribas saistiba ar tekstila medijam
raksturigo t€lainas izteiksmes specifiku un autora subjektivo poziciju t€mas
izvele un materializacija;

2. Identificét, izp&tit un pamatot termina “gobeléns” genealogiju, lietojumu un
attiecinajumu veésturiska un laikmetigd konteksta Latvija un starptautiska
meéroga, izstradat terminologiska lietojuma ietvaru;

3. Hronologiskas attistibas griezuma identificet un analiz&t ainavas, dabas t€lu un
motivu reprezentacijas izpausmi gobeléna maksla, vérSot uzmanibu uz medija
specifikas noteiktajam iesp&jam un ierobezojumiem t€laina satura atklasmeg;

4. Petit Rudolfa Heimrata ietekmi Latvijas tekstilmakslas attistiba un noteiktas
ievirzes skolas izveidé gobeléna maksla;

5. Apkopot Heimrata skolas parstavju gobelénus, kas reprezente dabas t€lus,
noskaidrot to rasanas apstaklus un to domingjosa Tpatsvara izveidoSanas
iesp&jamos iemeslus medijam raksturigas t€lveides un skolas parstavju radosas

pieejas specifikas konteksta;



6. Adaptct ainavas reprezentacijas pétnieciba izstradatos konceptus un metodes,
tadus ka personiga geografija un sensora etnografija, lokalajam kontekstam, lai
noskaidrotu makslinieciskas strat€gijas, makslas darba tapSanas procesa
Ipatnibas un satura integrétas semantiskas nozimes (jo seviski dabas te€lu un
ainavas sinergijas zina) saistiba ar gobeléna mediju;

7. lzstradat un pielietot kvalitativa petijuma metozu kombinacija balstitu pieeju,
balstoties personigas geografijas koncepcija, lauka studiju rezultatos,
fokusgrupas intervijas iegiitajos datos, interpretét dabas t€lu reprezent&joSos
gobelénus ka ainavas;

8. Apkopot, sistematizet, klasific€t un raksturot ainavas reprezentacijas piemerus
Heimrata skolas parstavju gobelénos, kas raditi laika posma no 20. gs. 60. gadu
sakuma lidz 21. gs. 20. gadiem, variativi papildinot zinaSanas par ainavas Zanra

izpausmém vizualaja maksla.

Promocijas darba metodologija

Promocijas darba pétijuma stratégija balstita pétniecisko metozu triangulacija, integréjot
variativas datu ieguves un analizes metodes, kas iezimé humanitaro zinatnu kvalitativiem
pétTjumiem raksturigo teorétisko un metodologisko pluralismu. Sadu pétniecisko pieeju noteica
pétijuma priekSmeta segment&jums, ko sastada vairaki, savstarp&ji kontekstualiz€jami petijuma
virzieni, kam attiecigi piemérotas noteikta tipa p&tijjuma metodes. P&tjjuma izmantoto datu
ieguve, analize un interpretacija veikta, izmantojot kontekstualo pieeju, par pétijuma centralo

asi izvirzot ainavu un tas reprezentaciju gobeléna maksla.

P&tijuma teorétiska baze balstita ainavas reprezentacijas, vides un vietas uztveres pétijumos un
Saja joma izstradatajas teorijas. Datu reducéSanas cela veidota sekundaro datu selektiva izlase,
nodroSinot pétijuma teorétisko piesatinajumu. Veikta diskursa analize, vérSot uzmanibu gan uz
starptautisko, gan lokalo makslas diskursu, kas ainavas p&tijumu joma ir izteikti heterogéns un
starpdisciplinars. Ta ka So petijumu teorétiskais diskurss ir loti plass, tika veikta selektiva avotu
atlase: hronologiski izsekojot teorétiskas domas attistibai un izveidojot ainavas pétijumu bazi,
kas aptver gan vizualas makslas, gan vides humanitaro zinatnu grupu un ir iesp&jami precizi
kontekstualiz€jami ar ainavas reprezentacijas problematiku gobeléna maksla. Teorétisko datu
analizg€, gan attieciba uz ainavas, gan gobeléna makslas pétijumiem izmantota analitiskas

indukcijas metode, ka ari veikta kvalitativa kontentanalize, v@rSot uzmanibu uz tekstu
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dazadajiem satura Iimeniem — primaro saturu (tematiem, galvenajam idejam) un latento saturu
(konteksta informaciju), kontekstualizgjot teorijas ar pétama priekSmeta materialo specifiku.
Vizualo datu — gobelénu un to reprodukciju — analiz€ un interpretacija izmantota formala,
salidzino§a un ikonografiska makslas véstures metode. Sis analizes rezultata apkopota un
izveidota p€tama materiala pamata izlase — Heimrata skolas parstavju gobeléni, kuru vizualaja
satura konstat€jami dabas t€lu vai motivu atveidi, to pazimes — un veikta to tipologiska
klasifikacija.

Veiktas izlases veida gobelénu un pétijumam saistoSu tekstilmakslas izstradajumu kolekciju
studijas 29 arvalstu un 5 Latvijas muzejos. Izlase veidota ar mérki iegiit datus par gobeléna
vesturisko attistibu, gobeléna tehnologiska izpildijuma un materialo specifiku, ietverot
nozimigakos ausanas centrus un artefaktus, ievérojamakos gobeléna makslas paraugus, un
identific€t ainavas reprezentacijas izpausmes, to attistibas izp€tei un interpretacijai saistoSus
faktus.

Heimrata skolas izp&t€ izmantota piem&rizpéetes jeb gadijuma analizes metode. Analizes vieniba
§1 pétijuma ietvaros ir pielidzinama profesionalas socialas grupas tipam, un tie ir Riadolfa

Heimrata vadiba tekstilmakslinieka izglitibu ieguvusie profesionalie makslinieki.

Atbilstosi pétijuma stratégijai primaro datu ieguve balstita starpdisciplinari lietotu kvalitativo
metoZzu kombinacija, piemerojot sensoras etnografijas metodi, apsekoSanas metodi, lauka
studiju metodi, biografisko metodi, fokusgrupas metodi. Promocijas darba fokusgrupu veido
Heimrata skolas parstavji, kuru radosaja darba parstavets gobeléna medijs, savukart uzmaniba
koncentréta uz maksliniekiem, kuru gobelénos reprezenteti vietas uztveres iespaida raditi
ainavas t€li, dati par kuriem iegiiti biografiskas izpetes metodes rezultata. Tie ir: Rudolfs
Heimrats (1926-1992), Aija Baumane (1943-2019), Edite Pauls-Vignere (1939), Ilma Austrina
(1940), Egils Rozenbergs (1948), Irisa Blumate (1948), Zinta Beimane (1948), Dzintra Vilks
(1948), Inga Skujina (1952), Iveta Vecenane (1962). lesp&u robezas ar fokusgrupas
parstavjiem veiktas dal€ji strukturtas padzilinatas intervijas ar mérki noskaidrot pétjjuma
jautajumam saistoSus datus, tostarp informaciju, kas attiecas uz izglitibu, radoSo darbu saistiba
ar gobeléna medija specifiku, ka arT tematisko piesaisti jeb izvéli, identificgjot dabas t€lu
reprezentaciju izraisoSos apstaklus un iesp&jamos iemeslus, to saistibu ar konkrétu geografisku
lokaciju. Laika perioda no 2019. gada lidz 2023. gadam interveti 19 respondenti: [Ima Austrina,
Edite Pauls-Vignere, Ruta Bogustova, Martin§ Heimrats (Riidolfa Heimrata dgls), Dzintra
Vilks, Liene Grantina (Aijas Baumanes meita), Zinta Beimane, Inga Skujina, Elina Lusis-

Grinberga, Irisa Blumate, Iveta Vecenane, Inese Jakobi, Marite Leimane, P&teris Sidars,
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Leontine Pigozne, Marite Leimane, Anita Celma, Arvids Priedite, Daiga gtélberga-

Senoussaouli.

Promocijas darba ir izmantota sensoras etnografijas metode, akcent&jot nepiecieSamo pétnieka-
etnografa sensoro iesaistiSanos caur vidi un praktisko darbibu un uzsverot pasa pé&tnieka
multisensoraja pieredz€ ieklaujamo aspektu nozimi pétijuma virziba. Sensoras etnografijas
pieejas ietvaros tiek kvalitativi paplaSinata etnografiska metode, liekot uzsvaru uz pétnicka
sensori somatisko pieredzi, pievienojot kermeni un sajiitas etnografisko riku komplektam.
Sensoras etnografijas metode promocijas darba izmantota ka vienlidz svariga pieeja gan
makslinieku ierosmes vietu, vides, realo ainavu izpete, primaro datu ieguve, gan gobeléna
makslas piem@ru analiz€ un interpretacija, iesp&ju robezas izzinot artefaktus tiesa taktila un
kermeniska saskarsmé, un ir uzskatama par nozimigu faktoru promocijas darba zinatniskas
kvalitates nodroSinajuma. Svarigi atzimét, ka, ieglistot datus par gobeléna ainavas ierosmes
avotu empiriski vaditas kvalitativas izp&tes rezultata, piemérojot sensoras etnografijas pieeju,
iesp&jams rekonstruét tiesi multisensori, tatad kompleksa sajtitu kopuma uztverto ainavas vidi,
ka rezultata tiek iegiits reprezentéta ainavas t€la interpretacija piemérojams realas ainavas
prototips jeb asociativa baze.

Balstoties vietas uztveres un pieredzes un ar to saistito attiecibu pétijumos un pienemot, ka
ainavas reprezentacijas pamata ir autoram nozimigs “iemesls jeb Arguments”, Heimrata skolas
gobelénu izp&te€ un interpretacija piemérota personigas geografijas koncepcija. Pieeja balstita
fokusgrupas makslinieku izp&te, piemérojot biografisko metodi un intervijas, iegtstot datus par
autoriem nozimigam teritorijam, vietam, pieredz&to vidi jeb personigo geografiju, kas
paplaSinata ar lauka studijas iegtitajiem datiem. Lauka studijas ietvéra fiksétas ainaviskas
lokacijas vai vietas apsekoSanu, multisensori vérstus vides noveérojumus, fotodokumentaciju un
vietas topografisko analizi ainavas reprezentacijas konteksta, iezim&jot saistoSo gobeléna

topografiju.

Promocijas darba zinatniska novitate

Promocijas darbs piedava lidz Sim Latvijas vizualas makslas pétnieciba neaktualizétu
pétniecisko virzienu, ko varétu raksturot ka makslas darba t€laina satura p&tniecibas iesp&ju
apzinasanu arpus tradicionali p&tijumos parstaveétajam t€lotajas makslas jomam, pieverSoties
gobeléna makslai. Promocijas darba ar t€la reprezentacijas izpausmeém saistitas petnieciskas

intereses centra ir izvirzita ainava, kas kopuma atzistama par pietickami izpétitu objektu
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Latvijas vizualaja maksla, tomér kopuma vienigi vizualo ekspresiju atbalstoSo disciplinu vidi
galvenokart gleznieciba un fotografija. Promocijas darbs piedava novatorisku p&tijumu ainavas
reprezentacijas joma, Kur ainavas identificéSanas un interpretacijas problematika tiek risinata
gobeléna maksla, tadgjadi verSot uzmanibu uz medijam specifisko izteiksmes Iidzeklu lomu

ainavas reprezentacijas formu izcelsme un attistiba.

Promocijas darba pirmo reizi padzilinati pétita Heimrata skolas parstavju makslinieciski radosa
prakse, individualie rokraksti un to nozime gobeléna t€laina satura reprezentacija. lzpétita
Ridolfa Heimrata ietekme un ieguldijums t€laino tekstiliju attistiba, analizéta Heimrata loma
lokala laikmetiga gobeléna makslas atzara jeb skolas izveidg, raksturota piederibu tai noteicosa
autorizpildijjuma balstita pieeja, noteikti t€lainas izteiksmes pan€mieni un materialas

ekspresijas specifika.

Petijums izversts starpdisciplinard griezuma, ietverot ar ainavas uztveri un att€lojumu
kontekstualiz€jamus vides un vietas uztveres pétijumus vides humanitarajas zinatnés, tai skaita
kultirgeografija un vides antropologija, ainavas reprezentacijas pétijumus vizualaja maksla,
sensoras uztveres pétijumu teorijas. Ainavas reprezentacija gobeléna pétita ka multisensori
generéta, kompleksa, medija specifika balstita makslinieciska téla forma. Piemeérojot
starpdisciplinari lietotas pétnieciskas pieejas, izstradata un aprob&ta jauna pétniecibas

metodologija, kas pielietojama ainavas reprezentacijas pétjjumos gobeléna maksla.

Promocijas darba zinatniska novitate saistama ar multisensoras pieejas un personigas
geografijas teorgtisko perspektivu attiecinasanu uz gobeléna makslu Ridolfa Heimrata skolas

mantojuma.

12



PROMOCIJAS DARBA PETIJUMS IZKLASTS

1.nodala. Ainava: hermeneitiski salidzino$ais skatijums

Nodala analizéts ainavas jeédziens starpdisciplinara griezuma, ta attiecinajuma problematika
vides humanitaro zinatnu teoriju ietvara, akcentgjot un izvirzot svarigakas teorijas un
konceptus, kas pielietojami gobeléna reprezent€tas ainavas interpretacija. AtsevisSki analizeta
kermenisko manu loma ainavas uztveré un t€la generé$ana, akcentgjot multisensoras uztveres

un ainavas reprezentacijas kopsakaribas t€lveides model&juma gobeléna medija.

1.1 Terminologija: jédziens “ainava”, ta semantiska pluralitate

Analizgjot 11dz §im publicéto literatiiru, jasecina, ka petijumos, kuru centra ir jédziens “ainava”,
atklajas §1 jédziena plasais un daudzpusgjais skatijums. Ainava vienlaikus ir dabas, socialo un
humanitaro zinatnu objekts, tatad tas ir paradigmatisks fenomens, kura skaidrojums ir atkarigs
no ta, kada perspektiva tiek piemérota interpretacija. Saja starpdisciplinaraja diskursa idejas un
teorijas nereti savstarp&ji parklajas vai tiek starp- un transdisciplinari parnemtas un turpinatas
ar ieveérojamam laika nobidém. Pluralistiskas interpretacijas ir savstarp&ji saistitas un atspogulo
dazadus ainavas izzinas aspektus. Ainava var tikt skatita ka koncepts, diskurss, sociala telpa,
teksts, ideologija, individa vai grupas uzskati par idealo materialo izpausmi. Termina “ainava”
plustosa un daudzfunkcionali pielagojama uzbiive, 1pasa satura kapacitate un fleksibilitate, no
vienas puses, apgritina terminologisko robezu defingjumu un padara lietojumu visai
apgritinosu viennozimiga attiecinajuma gadijuma, no otras — ta diftiza konstrukcija paver telpu
dazadu kombinaciju starpnozaru pé€tniecibas virzieniem, jauniem formul&umiem un
attiecinajumiem, tai skaita gobeléna maksla.

Jedziena “ainava” izpéte turpmakajas apaksnodalas organizéta starpdisciplinara izvérsuma, ar
mérki izveidot teor€tisko ietvaru un interpretacijas instrumentariju, kas biitu piemérojams
ainavas reprezentacijas p€tnieciba un atribiicija gobeléna. Tadel, pirmkart, analizéts ainavas
defin€jums un pétnieciskas pieejas vizualaja maksla gan starptautiska, gan lokala konteksta,
otrkart, ainava apliukota vides humanitaro zinatpu pétjjumu ietvara ka noteikta teritorija, vide
un vieta, kas saistita ar cilvéka subjektivas uztveres ipatnibam, ka specifiskas intereses vai
attiecibu veidoSanas katalizators, treskart, ainava analiz&ta, pieverSoties multisensoras uztveres

aspektiem, uzsverot ainavas materiali telpisko strukttru un kermenisko/psihosomatisko sajiitu
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nozimi reprezentacijas formu generéSanas procesa, kad tas notiek arpus tradicionalajiem

vizualitate balstitajiem medijiem.

1.2 Ainavas definicija un tas komponenti vizualaja maksla

Vesturiski tieSi makslinieka radits apkartgjas vides att€ls noteica ainavas jédziena un izpratnes
veidoSanos un noteiktas kompozicionalas konfiguracijas nostabiliz€Sanos. Ainavas
reprezentacijas attistiba vizualaja maksla iezZim& témas pastavigo aktualitati un atjaunotni,
izcelot laikmeta domasanas specifiku un attiecksmi pret att€lojamo vidi. Analiz€jot autores
vertejuma nozimigakos ainavas reprezentacijas petijumus vizualas makslas joma, nemot véra
dazadas teorctiskas pieejas, secinats, ka termins “ainava”, pat paliekot glezniecibas Zanra
robezas, nav defingjams viennozimigi. Ainava vienlaikus var biit gan noteiktai tradicijai
atbilstoss dabas skats, gan makslinieka radita izt€les aina, ka arT kognitivas darbibas rezultats.
Subjektivitate ir ainavas skaidrojumus caurvijoss aspekts, kas veér§ uzmanibu uz faktu, ka ainava
vienmér ir individualas pieredzes rezultats. Ainavas reprezentacija liecina par autoribu, jo t€la
saturs un izpildijums atspogulo autora radoSo koncepciju. To pierada makslas vesturé plasak
zinamas ainavu reprezentacijas, kas piedeévétas noteiktiem maksliniekiem (Loré€na ainavas,
Puséna ainavas, Koro ainavas, Van Goga ainavas utt.). Tadgjadi var secinat, ka ainava vizualaja
maksla nav uzskatama par statisku vai visparinamu konstrukciju. Ta atklaj autora attieksmi,
radosa uzdevuma meérki, attiecibas ar att€lojamo vietu, tradiciju un materialajam substancém.
Ainava ir uztveres veids, process, mate€rija, simboliska sisteéma, ka ar1 noteiktu ideju pauSanas
matrica. Parkapjot tradicionalas estétikas balstito ieram&jumu un izmainot t€lu reprezentgjoso
materialitati, iesp€jams iegiit teorétiku pielauto un pat pieprasito cita veida ainavu, kas

joprojam ietverama defin€juma robezas.

1.3 Teorétiskas perspektivas ainavas jédziena starpdisciplinara skatijuma

Saja apaks$nodala atseviski apliikoti ainavas pétijumi, kas attiecas uz ainavas termina analizi,
saskana ar kuru ainava ir noteikta teritorijas dala vai darbibas lauks, un ta tiek pétita saistiba ar
topografiski nosakamu vidi un cilvéka uztveri. Sada perspektiva veikti ainavas pétfjumi
parstaveti kultirgeografija, filozofija, socialajas zinatnés un humanitaro zinatnu joma, ko
starpdisciplinara bloka definé ka vides humanitaras zinatnes. To vidu izdaliti pétijumi, kas ir

butiski promocijas darba teorgtiska ietvara un ainavas interpretacijas metodologisko
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instrumentu izvel€, jo vérs uzmanibu uz ainavas reprezentacijas genealogiju, makslinieka izveli
noteicosajiem apstakliem un att€lojamo ainavu ka noteiktas, geografiski preciz€jamas vietas
pieredzes refleksiju, uztveres manu mijiedarbes rezultatu. So pétfjumu grupa uzsverams
Kalifornijas Universitates Bérklijas skolas (Berkeley School) parstavju pienesums ainavas
izpéte, nozimigako autoru vidi izcelot kultirgeografu Deividu Louventalu (David Lowenthal),
ka personigas geografijas teorijas autoru, Saskana ar kuru jebkura cilvéku komunikacijas sféra
balstas personiga uztverg, pieredz€ un iztel€, ka ar latviesu izcelsmes cilvékgeografijas virziena
parstavi Edmundu Valdemaru Bunksi, kas aizstav ideju par geografiju ka humanitaru zinati un
savos darbos vér§ uzmanibu uz pasaules izzina ieklaujamo subjektivo uztveri. Ainavu autors
raksturo ka Tstenibai atbilstoSu subjektivitati un saista to ne tikai ar vizuali uztveramu t€lu, bet
poziciong€ un péta ka visu manu mijiedarbiba uztvertu fizisku substanci. Butiski, ka §ada rakursa
ainava atklajas ka uztveres manu kopdarbiba un emocionalaja atticksmé rasta kompleksa
pieredze, un tadgjadi izprotama ka unikals, multisensors pardzivojums, datu ieguves un

interpretacijas telpa, ko nosaka individa kultirpiederiba, pieredze un piemito$as spejas.

1.4 Multisensora uztvere. Uztveres manas un to loma ainavas uztveré un

reprezentacija

Ainavas pétijjumos manu uztveres spektrs un ietekmes pakape ainavas uztvere un interpretacija
ir izcelti ka véra nemami faktori cilvéka un vides attiecibas, tomér ne ka ainavas reprezentaciju
iespaidojoss aspekts. Promocijas darba viens no uzdevumiem ir noskaidrot, ka kermeniski un
telpiski orientétu uztveres manu darbiba atklajas ainavas reprezentacija, ka ar1 kada ir to t€lu
konfigurgjosa loma materializacijas procesa un ainavas saturiskaja izpausmé. Apaksnodala
analizetajas uztveres teorijas un manu darbibas pétfjumos veérsta uzmaniba uz visu manu
kopdarbiba balstitu uztveres procesu, saskana ar ko ainava ir telpiska, materiala vides vieniba,
kas iedarbojas uz visam cilvéka kermena manam un atklajas to savstarp&ja mijiedarbe. Sada
perspektiva ir iesp&jams savienot ainavas realitates formu ar reprezentaciju péc uztveres
lidzibas principa. Sekojosi reprezentacija analogijas ar realitates ainavu nav mekl&jamas vienigi
formali vizuala izpratng, bet arf taustamajas un citadi sajitamas un uztveramajas ipasibas. Sada
multisensori aptverta interpretacijas pieeja liela méra var izskatities maznozimiga vizualo
izteiksmi atbalsto$ajos medijos, ka, pieméram, fotografija vai gleznieciba, bet ta ieglist pavisam
citu svaru un nozimi, ja ainavas reprezentacija tiek veidota, izmantojot telpiski un taustami
izprotamus izteiksmes lidzeklus, pieméram, tekstila medija. Tadgjadi, izvirzoties arpus ar

vizualas izteiksmes Iidzekliem modelétas plaknes, ieteicoties plastiski konstruéjama materiala
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sfera, iesp€jams reflektet par uztveramo ainavas taustamo materialitati, teksttiru, formu, apjoma
ietverto ekspresiju. Papildus ainavas uztveré domingjoSajam vizualajam iespaidam tekstila
medija butiska ir arT pirkstu taustes sajiita aptverta ainava, tas elementu Skiedriska tekstiira,
kermeniski apjaustas formu apjoma kvalitates. Lidz ar to arT ainavas interpretacija gobeléna
svarigi nemt veéra iesp&jami plaSu sajitu spektru, neaprobezojoties vienigi ar vizuali

uztveramam kvalitatém.

1.5 Tekstila medijs, izteiksmes specifika

Gobeléna vesturiskas un laikmetigas formas vieno galvena, uztveri noteico$a sastavdala —
tekstila §kiedra. Skiedra gobeléna vienlaicigi ir gan krasa, gan formveides materials. Krasai un
materialitatei t€laina satura atveidé€ vésturiskajos gobelénos bija salidzinosi maznozimiga loma,
toties laikmetigaja gobeléna, tostarp Heimrata skolas gobelénos, Skiedras materials izvirzijas
par noteicoSo Iidzekli t€la ekspresijas modelgjuma. Tekstila Skiedrai piemitoSie raksturlielumi
— tekstura, forma un krasa — kluva par patstavigu t€lainas izteiksmes nes€ju. PieverSoties
gobeléna saturiskajam kvalitatém materiala jeb tekstila skiedras ITmeni, aktuali klust petijumi
un teorijas, kas attiecas uz tekstilizstradajumu jomu kopuma, laujot apliikot gobelénu vispargjo
tekstila studiju ietvara, pieverSoties medijam specifiskajam uztveres Ipatnibam un narativiem,
ko ietver tekstila fiziska substance. Pieméram, versot uzmanibu uz tekstila zinaSanam, kas
atklajas metaforas par krokam un pavedieniem, mezgliem un pinumiem dzives auduma, un kam
visam piemit interpret€jama saturiska slodze, ka ari uz skiedru savienoSanas procesu, izcelot ta
ipaso lomu stasta jeb saturiska vestijuma veidosana, apliikojot ausanu ka intuitivi vaditu radosa
darba procesu, saskana ar ko audgjs tiek uzskatits par dalu no stellém, jo $aja savieniba, vienota

ritmiska darbiba piesitot audus un metot atspoli, aptver un paplasSina savas fiziskas sp€jas.

Rezumgjot pétito par materialitates nozimi t€la reprezentacija un satura atklasmé tekstila
medija, iesp&jams secinat, ka Iidzas vizualajam konotacijam, kas var atklaties zZim&juma un
sizetiskaja kompozicija, materialitate ir viens no galvenajiem raksturlielumiem t€la
interpretacija gobeléna. Tekstila materialas kvalitates, tai skaita multisensori uztveramais
saturs, papildina ainavas reprezentacijas un interpretacijas iespgjas ievérojami plasaka aptvere,
neka tas ir iesp&jams vizuali orient€tos medijos, ka, pieméram, gleznieciba un fotografija.
Nenoskirot vizualo iespaidu no tausté sajlitamajam ainavas sastavdalam, klist iesp&jams
reflekteét par tadam ainavas kvalitattm ka uztvérgju aptveroSo virsmu plastika, substantivi

sajitama krasa, ainavas elementu struktiira un organisko formu Skiedriskais saturs.
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2.nodala. Gobeléns: terminologija, genealogija, ainavas reprezentacija

Otraja nodala analitiska pamatojuma forma izstradats termina “gobeléns” lietojums un
attiecinajums latvieSu valoda, skaidroti un pamatota telainas izteiksmes lidzekli un to loma téla
reprezentacijas izpausmé gobeléna medija klasiskaja kolektiva darba praks€ un laikmetigaja
autordarba versija. Sniegts izversts parskats par gobeléna makslas medija attistibu ainavas
reprezentacijas konteksta, sakot no senakajiem zinamajiem gobeléna tehnikas paraugiem lidz
20. gs. laikmetigajam gobeléna makslas versijam, iezimgjot t€lveides konsekvences un
caurvijoso genealogisko saikni, izdalot nozimigakos attistibas posmus, radoSo pieeju variacijas,

lokala rakstura skolas un to ietekmi ainavas attélojuma attistiba.

2.1. Termina “gobeléns” lietojuma un attiecinajuma problematika latvieSu valoda

Termins “gobeléns” ir viens no tiem Latvijas makslas vesturé lietotajiem tekstilijas
apzimg&jumiem, kuram joprojam nav izstradats noteikts defin€jums un attiecinajuma robezas.

Sakot no 20. gs. 60. gadiem, kad 11dz ar gobeléna makslas uzplaukumu strauji pieauga §1 termina
lietojums, 1idz pat 21. gs. sakumam identific€jami regulari méginajumi to precizét, klasificét,
papildinat un aizstat. Vienotu un skaidru termina “gobeléns” lietojumu sarezgija komplicétie
laikmetigo versiju klasificéSanas varianti, kas radas, méginot noskirt dazadu ausanas tehniku

un materialu sajaukuma veidotas daudzdimensionali izveérstas formas.

Analizgjot iesp&jamo termina “gobeléns” cilmi latvieSu valoda, secinams, ka pirmsakumi tam
mekl&jami auSanas tehnikas apzim&umos. Dekorativo audumu apzimg&ums “gobeléns”
Latvijas rakstiskajos avotos tika ieviests, sakot ar 20. gs. 60. gadiem. Parmainas tekstiliju
izstrade un apzimésana ievadija Riidolfa Heimrata austais monumentalais, tematiski sizetiskais
gobeléns “Uz Dziesmusvétkiem” (1960).

Pétijuma secinats, ka termina “gobeléns” lietojumam nav konstatéti jebkadi institucionala vai
terminologiska rakstura $kérsli. Tapat noskaidrots, ka gobelénu apzim&josa termina izskirosi
svarigi ir saglabat saikni ar austo pamata strukttiru, jo tada veida tiek ietverta gobeléna ka austas
tekstilijas formas evoliicijas virziba. levieSot cita veida apzim&umus, ka, piemé&ram,
piedavatais “dekorativa tekstilija”, tiek izjaukta gobeléna genealogiska cilmes Iinija, ka
rezultata nav iesp&jams izskatit §1s tekstilijas saturiskas kvalitates pilniga, vesturiskajai attistibai

un medija specifikai atbilstosa griezuma.
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Termins “gobeléns” atzistams par atbilstoSu un pamatotu jédzienu austas, maksliniecisko telu
saturoSas tekstilijas apzim&umam gan v@sturisko gobelénu gadijuma, gan attiecinot uz
laikmetigajam versijam, tai skaita Heimrata skolas parstavju darbiem. Plasaka konteksta
lietojams jédziens “gobeléna maksla”. Kopuma gobeléna makslas joma izskirams “vésturiskais
gobeléns”, pie kura ir pieskaitami gobeléni, kas austi lidz 20. gs. vidum (lidz Otrajam pasaules
karam), un “laikmetigais gobeléns”, pie kura pieskaitamas jebkadas tehnologiskas un
materialas variacijas, saglabajot galveno kritériju, saskana ar kuru §is maksliniecisko t€lu
reprezent&josas tekstilijas pamata ir austas. Laikmetigo autorizpildijuma realiz€to gobelénu, tai
skaitd Heimrata skolas gobelénu, apzZimesanai par nelietderigu uzskatams termins “klasiskais
gobeléns”, ar kuru tiek akcent€ts nejauktas gobeléna auSanas tehnikas lietojums, pielidzinot
vesturiskajam gobelénam, jo par klasiskiem ir uzskatami gobeléni, kas austi saskana ar
tradicionalo metodiku jeb pielietojot dalita darba izstrades pan€mienu. Termins “tekstilija” var
tikt lietots gobeléna apziméSanai, saglabajot ta piederibu tekstila izstradajumiem kopuma,
akcent€jot materialitates specifiku. Gobeléna maksla un gobeléns ir profesionalas

tekstilmakslas nozares atseviska joma.

2.2. Vesturiskais gobeléns: gobeléna tehnologija, izteiksmes lidzekli, to attistiba

ainavas reprezentacijas konteksta Iidz 20. gs.

Apaksnodala tiek izsekots gobeléna makslas attistibai, sakot no pirmajiem gobeléna tehnika
izpilditajiem auduma paraugiem miisu €ras sakuma lidz 20. gs. sakumam, iezim€&jot gobeléna
makslas genealogiju un vésturiskas attistibas hronologiskas robezas, vérSot uzmanibu uz
ainavas reprezentacijas izpausmém, klasiska gobeléna t€lainas izteiksmes lidzeklu un
tehnologiska izpildijuma specifiku, to veido$anos noteicoSajiem un ietekméjosajiem faktoriem,
ko noteica koloborativa jeb dalito darbu prakse, ka ari lomu t€lveides pamatnostadnu izveidé
un attistiba, iezime&jot gobeléna makslas vispar€jo attistibas likni un kopsakaribas, kas kluva par
pamatu §is jomas atdzimSanas diskursam un gobeléna medija reformu periodam 20. gs. vidi.
Atseviska uzmaniba pieversta ievérojamakajiem viduslaiku gobeléna makslas paraugiem, kas
1z8kirosa veida ietekméjusi laikmetiga gobeléna koncepcijas attistibu, tai skaitd Heimrata skolas
parstavju radoSo darbu, ainavas reprezentacijai viduslaiku posma tiksto$ziedu gobelénos,
16.gs. flamu verdiras un francu gobeléna makslas tradicijas dominances izveidosanas apstaklos

sakot ar 17.gs. 2. pusi .
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2.3. Laikmetigais gobelens: atdzimSana, Lozannas biennales, Polu skola

Laikmetiga gobeléna pirmsakumi mekl&jami franéu makslinicka Zana Lirsa (Jean Lurcat
1892-1966) Lirsa radosaja darbiba, kas aizsakas 20.gs. 30. gados. leviestie reform&umi
gobeléna makslas attistibas konteksta vert€§jami ka solis pretim medija specifika balstitam
izteiksmes veidam un gobeléna ka neatkarigas vizualas makslas formas nostiprinasana, kas
kopuma veicinaja unikalas, gobelénam raksturigas t€lveides veidosanos. Visplasaka méroga
starptautisko uzmanibu Francijas gobelénu tradicijas atdzimSanai piesaistija Lozannas
biennales (The International Lausanne Tapestry Biennials 1962 - 1965).

Kvalitativi jauna pakapé gobeléna maksla saka attistities situacija, kad interese par gobeléna
makslu un tas iesp&jam laikmetigaja konteksta un arhitektoniskaja vide, pateicoties Lozannas
biennaleém, saka izplatities arpus Francijas, un gobeléna makslai pieversas to valstu parstavji,
galvenokart Austrumeiropas valstu makslinieki, kur gobeléna ausana tika baz&ta nevis noteiktai
izstrades tehnologijai atbilstosa koncepcija, bet auduma konstruéSanas pamatprincipos,
pienemot par izejas punktu gobeléna fizisko substanci — tekstila Skiedru. Gobeléns $ada
izpildijuma kluva par jaunu vizualas makslas formu, autordarbu, ko vienpersoniski izstradaja
makslinieks, sakot no ieceres l1dz gatavam darbam.

Autorizpildijuma balstito gobeléna izstrades pieeju, kada stradaja polu makslinieki, iesaka
apzimét ar terminu Polu skola un, ka makslinieka pasrociga izpildijuma balstita prakse, ta
konceptuala veida noteica laikmetiga gobeléna attistibu, pasi regionos, kur nepastavéja
vesturiskas gobeléna auSanas tradicijas, tai skaita Latvija un citas padomju valsts republikas.
Gobelénam transformgjoties no klasiski gluda tehnika austas gleznas variacijas auduma Iidz
telpiskam dazada veida rupjuma, blivuma, teksttiras un materialitates Skiedru savienojumam,
atklajas jaunu izteiksmes iesp&ju lauks arT ainavas reprezentacija. Autorizpildijuma balstita
radosa metode izradijas pateiciga gobeléna att€lojamas ainavas variaciju meklgjumiem,
novirzot makslinieku-audéju uzmanibu no vizuali att€lojamajam kvalitattm uz ainavas
elementu struktiiru, organisko elementu iekS€jiem un argjiem Skiedras slaniem, taustamajam
vertibam, formu apjomu un telpisko aptveri ekspozicijas daudzdimensionalaja vide. Atskiriba
no klasiska gobeléna, $ads gobeléns netiek austs, vadoties pec iepriek$ izstradata meta jeb
kartona, bet rodas materiala vadita auSanas procesa stell€s.

Tekstila materials ka multisensori uztverama satura nesgjs sakot ar 20.gs. 70. gadiem, kluva par
galveno izteiksmes riku ar1 Baltijas republiku makslinieku-aud&ju radoSaja izteiksmé, ko péc
radosa pieejas lidzibas vienoti apzimgja ka Baltijas gobeléena makslas skolu. Ainava saja

gadijuma, pateicoties tas simboliski interpret§jamam kvalitatem, organiskai atbilstibai
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abstrah€tos krasu laukumos, tekstiiras un telpiskos apjomos balstitai tekstila formveidei,
izradijas vertigs asociativu t€lu avots. Tomér pastavéja skaidri nosakamas atSkiribas starp
Baltijas republiku nacionalajam skolam, ko iezimgja atticksme pret gobeléna formveides
procesu, ka ar1 koloritu un radoSo eksperimentu ipatsvars. To vidi, ka inovativaka un
progresivaka tika izcelta latvieSu gobeléna skola, Kuras parstavju radosa pieeja laikmetiga

gobeléna vide 20. gs. 90. gados ieguva apzim&jumu “Riidolfa Heimrata skola”.

3.nodala. Ridolfa Heimrata (1926-1992) skola 20. gs. 60.-90. gados: piemérizpéte

20. gs. 60. gadu sakuma Latvijas tekstilmaksla norisinajas parmainas, ko pamata noteica
masveida parorientésanas uz gobeléna mediju, un Iidz ar ko notika rado$a uzdevuma mérku
novirziSana no utilitaras nozimes tekstila priekSmetu izstrades uz makslinieciska tela ietvertu
saturisko ekspresiju, ka rezultata jau nakamas desmitgades laika, nozares kopaina ieguva
kvalitativi atSkirigu veidolu. Parmainu idejiskais virzitajspeks bija makslinieka keramika,
audgja Rudolfa Heimrata (1926-1992) radosSais darbs, intereses un mérki, kas inicigja
pievérSanos t€lainas izteiksmes mekljumiem tekstilija un lava parliecino$i izvirzities
tekstilmakslas nozares liderpozicijas, kam savukart nozares meéroga apveérsuma verienu pieskira
padomju valsts makslas augstskolas realiz&ta profesionalas izglitibas reforma.

Nodala analizeti apstakli, kas noteica Heimrata izvirzisanos nozares vadiba, faktori, kas
veicinaja gobeléna makslas attistibu un taja bazetas noteiktas skolas veidoSanos, $aja konteksta
identificgjot iemeslus, kas veicinaja ainavisko t€lojumu parsvaru skolas parstavju radoSaja
darba. Atseviski analizéti Heimrata skolas gobeléniem raksturigie t€lainas izteiksmes lidzekli,

verSot uzmanibu uz autora-izpilditaja lomu t€lveides procesa.

3.1. Radolfs Heimrats: biografija un makslinieciskais rokraksts tekstilmaksla
Riidolfs Heimrats, sakot jau ar pirmajam izstadém lidz pat miiza beigam, ir bijis ciesi saistits ar
Latvijas tekstilmakslas nozares attistibu, tai butiskakajiem notikumiem. Sakot ar 20. gs. 60.
gadiem l1dz pat 90. gadu sakumam Heimrats regulari piesaistija makslas kritiku uzmanibu ka
Latvijas tekstilmakslas lideris un radoSo izpausmi orient&josais idejiskais balsts, vienmér
atrodoties nozares notikumu centra. 1960. gada Heimrats ekspon€ja savu pirmo pasrocigi austo
gobelénu “Uz Dziesmusvétkiem”, kas makslinieciska rokraksta attistiba iezimgja jaunu posmu,
jo atklaja iespgju tekstila veidot brivi organiz€tu, saturisku kompoziciju, radosi stradajot ar

krasas, formas un materialitates parametriem. Sis notikums ar tekstilmakslas v€sturi saistitos
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apskatos katrreiz tiek akcent€ts ka nozimigs pagrieziena punkts un nenoliedzami klasific€jams
ka savveida gobeléna makslas manifests Latvijas tekstilmaksla. Prasme aust harmoniskas,
lielformata figurali modelétas zanriskas ainas padomju perioda nostabiliz§ja Heimrata ka
gobeléna makslas meistara reputaciju. Veiksmigi atklatais figiiru stilizacijas veids, plustosi
vijigas audu linijas un apjomu robezas, ka ari kompoziciju ick$gjais, harmoniski izsvertais,
melodiskais ritms ir Heimrata rokraksta vizitkarte. Savukart Heimrata darbu konteksta kritiku
vienmér uzsvertais poétiskais lirisms ir uzskatams par stabilu gobelénu tematiku vienojosu asi.
Heimrata ieguldijums Latvijas tekstilmakslas attistiba 20. gs. otraja pusé€ ir btisks, tomeér
ievérojami verienigaka un paliekoSaka Heimrata ietekme ir identific§jama pedagogiskaja darba

Latvijas Makslas akadémija.

3.2. Latvijas Makslas akademijas tekstilmakslas nodala

Tekstilmakslas nodala Latvijas Makslas akadémija tika nodibinata 1961. gada. Tekstilmakslas
nodalas atvérSana nebija saistita ar jebkada veida Heimrata izraditu iniciativu, bet gan tika
realiz€ta ka viens no punktiem padomju valsts augstakas profesionalas izglitibas reformas
pasakumu ietvaros. Heimrats ka redzamakais tekstilmakslas nozares parstavis, tolaik ar 13 gadu
pedagogisko stazu, tika uzaicinats vadit jaunveidojamo nodalu. Sakotng&ji visus macibu
priekSmetus, ieskaitot gleznoSanu, pasniedza Heimrats pats, ka ari visas formalitates bija
jakarto un materiala baze jaorganizé Heimratam pasam. Nodalas pedagogisko sastavu Heimrats
pakapeniski izveidoja no saviem skolniekiem - nodalas absolventiem. Kopuma S§ie apstakli
kluva par pamatu Heimrata pienemto I1émumu brivai un neierobeZotai talakai virzibai, pieskirot
vinam iesp&ju jauno nodalu veidot péc paSa ieskatiem un uzstaditajiem mérkiem. Tadgjadi,
uznemoties jaunas nodalas izveidi, vadibu un attistibu, aptverot gan profesionalo izglitibu, gan
aktivu, inovativi veérstu profesionalo darbibu tekstilmakslas nozar€, Heimrats ieguva
neapspriezamas autoritates, stabila lidera poziciju, ka rezultata nozares virziba pilna méra kluva

atkariga no Heimrata izraudzita kursa.
3.3. Rudolfa Heimrata izglitibas programmas saturs

Par Heimrata skolas izveidoSanas un sekojoS$i noteiktas makslinieciskas izteiksmes un
saturiskas orientacijas noteicoso bazi ir uzskatama Heimrata izstradata un vina vadiba realizeta
izglitibas programma. Tas saturu liela méra noteica Heimratam pieskirta izveles briviba, ka
rezultata to ievérojami ietekméja autora personigais redz€jums, radosas prioritates, ko savukart
veicinaja fakts, ka tekstilmakslas nozarei saistoSas augstskolu programmas socialistisko valstu
vidi bija ievérojami atskirigas.
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Heimrata izglitibas programma, no vienas puses, bija orientéta uz neatkarigas, radosi brivas
personibas attistiSanu, ko atzinuSi gan makslas vésturnieki, gan studenti, no otras — izglitibas
process tika organizets ta, lai konsekventi virzitos uz skaidri defin€tiem radoSo izpausmju
mérkiem un formam. Gobeléna t€laina satura un tematisko ievirzi orient€ja kompozicijas
programma.

Izsekojot kompozicijas priekSmeta uzdevumu sadalijumam pa macibu gadiem, iesp&ams
identificét Heimrata izveidota macibu plana galvenos pieturpunktus. Lielakais macibu stundu
skaits bija veltits tautas makslas un dabas tematikas studijam. Svarigi atzimét, ka tautas makslas
studijas Heimrats organizgja klatien€ muzeju kratuves un fondos, visbiezak Latvijas Veéstures
muzeja un Latvijas Etnografiskaja brivdabas muzeja. Izverstas, sensora pieredzg balstitas tautas
makslas tekstiliju studijas vértgjamas ka tekstilisko domasanu iestatoss process, jo noskanoja
studentus abstrakti izteiktas t€lainas domas mekl&umiem, atklajot auduma krasas materialo
paSpietickamibu un taja baze€tas lakoniski paustas izteiksmes iesp€jas. Savukart veicinatas
dabas formu integrésanas prasmes tekstila medija tika apgtitas, Tpasi izcelot austas struktiiras
specifiku téla model§juma un atklasme, ka arT veérSot uzmanibu uz sc€niska jeb ainaviska

rakstura kompoziciju lietderibu tematiska satura reprezentacija gobeléna.

3.4. Rudolfa Heimrata pedagogiska metode un tas nozime vienotas skolas izveidé

Lidzas kompozicijas programmai ka svariga Heimrata realizetas izglitibas sastavdala, kas
ietekmg&ja vienotas skolas izveidi, bija individualas pieejas veicinasana radosaja darba. Virkne
pétnieku veérsusi uzmanibu uz Heimrata ipaso pedagogisko metodi, saskana ar kuru galvenais
izvirzitais uzdevums ir gudri un neuzspieZot attistit studenta individualas spgjas, ievirzot
vajadzigaja gultn€ un neaudzinat sev lidzigos. Par Heimrata apmacibas metodes kodolu
uzskatama profesora demokratiska attieksme, spg&ja ar savu personibu neaizénot jauna
makslinieka individualitati, palidz&t vinam atrast sevi, ka arT attistit originalu radoSo rokrakstu,
rosinat inovativo domasanu.

Heimrata raditais 1pasais tekstilmakslinieku apmacibas modelis, kur uzsvars tika likts uz tautas
makslas paraugu pétjjumiem, ainavas un dabas motivu studijam, to pieméroSanu gobeléna
telveides specifikai, sasaistot ar modernas makslas izteiksmes panémieniem un koncentréjot
visu radoSo procesu viena autora rokas, noteica talako tekstilmakslas attistibu un radosas
izpausmes specifiku. Ipasas Heimrata izstradatas izglitibas metodologijas rezultata viena
medija — gobeléna — ietvaros izveidojas makslinieciski radosu variaciju piepildits tekstilmakslas

sniegums, kas salidzino$i 1sa laika — apméram desmit gadu laika p&c nodalas dibinaSanas —
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kluva par skaidri noSkiramu virzienu vispargja laikmetigo gobelénu kopaina, ko saka apzimét
ka “latvieSu gobeléna skola” un péc Heimrata naves aizstaja ar terminu “Heimrata skola”.
Termina nostiprinaSanos veicinaja nozaré pastavoso radoSo pieeju atskiribas, kas skaidri
noskira tekstilmakslinieku paaudzes, kas izglitojas Latvijas Makslas akadémija Heimrata

vadiba un péc tam.

3.5. Heimrata skola: gobelena izstrades process un izteiksmes Iidzekli

Heimrata skolas gobeléni pieder laikmetigo gobelénu grupai, kas ierindojami lidzas polu skolas
un citam autorizpildijuma balstitam, t€lainajam 20. gs. 2. pusé austajam tekstilijam, kuru
piederibu gobeléniem nosaka ne tik daudz gleznu gobeléna tehnikas precizs lietojums, cik
makslinieciska t€la reprezenttais saturs. Ta ka autorizpildijuma balstitas pieejas ietvaros
makslinieks tiek iesaistits visas gobeléna tapSanas stadijas, t€la model&jumu un ta saturisko
atklasmi ietekm¢& viss gobeléna izstrades process kopuma, ietverot tehnologiskas nianses,
iesp&jas un ierobezojumus. Papildus tam gobeléna téla interpretacija par butiskiem nozimes
nesgjiem kliist gobeléna medijam specifiskie izteiksmes lidzekli — austas un neaustas Skiedras

savienoSanas tehnikas, materials un krasa.

Autorizpildijuma gadifjuma gobeléna izstrade no makslinieka prasa pasu disciplinétibu,
idejisko noturibu un koncentréSanas spé&jas, lai sekmigi realiz€tu ilgstosa laika perioda
izpildamu radoSo uzdevumu, kas nav ne paatrinams, ne labojams, tade] radosa uzdevuma izvéle
prasa nopietnu apsvérumu un argument&tu izSkirSanos. Tapat autora vadita gobeléna tEla
pilnveide ausSanas procesa izcel improvizacijas nozimi, ko veiksmigak iesp&ams realizet tiesi
nekonkrétaka téla gadijuma. Papildus tam gobeléna t€la izpausmi ievérojami iespaido ausanas
tehnologiskas ipatnibas, ka d€|] apzinati notiek izvéle par labu plastisku formu téliem un
pludlinijas balstitam kompozicijam. Lidz ar to iesp&ams apgalvot, ka §is konsekvences
iz8kirosa veida ietekm& autoru tematisko izvéli, ka ari t€lveides principus un pan€mienus,
likumsakarigi priekSplana izvirzot noteiktas, gobeléna izteiksmei piemérotas t€mas, ka

pieméram, dabas motivus jeb ainavu.

Heimrata skolas gobeléni parsvara ir austi, izmantojot vairaku ausanas tehniku savienojumu jeb
jaukto tehniku. Apzim&ums “jaukta tehnika” raksturo Heimrata skolas gobeléna tehniska
izpildijuma specifiku. Atskiriba, pieméram, no polu skolas, kur gobelénus parsvara auda,

izmantojot vienkarSakos Skiedras savienojuma veidus un izcelot materialitates 1pasibas,
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Heimrata skolas ietvaros dazadu ausanas tehniku lietojums bija noteico$i svarigs gobeléna

t€lainas izteiksmes lidzeklis.

Heimrata skolas gobelénos visbiezak izmantotais materials ir vilnas dzija. Sakot ar 20. gs. 70.
gadiem, lidz ar radoSajiem eksperimentiem tehniskaja izpildijuma, norisinajas arl jaunu
materialu apgtsana. Papildus vilnas dzijai Heimrata skolas ietvaros gobelénu auSana téla
saturiska izveérsuma veido$ana izmantoja ari citus, parsvara dabiskas izcelsmes Skiedras,
materialus, visbiezak sizalu. Raksturigi, ka Heimrata skolas parstavji Sizalu izmantoja
galvenokart gobeléna virsmas faktiiras dazadoSanai, apjoma uzirdinaSanai un krasu laukumu
pareju mikstinaSanai nevis pamatformas auSana. Galja novirzisanas bezpriekSmetiskas
izteiksmes lauka, konceptuali stradajot ar materialitati ka tému Heimrata skolas parstavju
gobeléniem nav raksturiga. Tomér gobeléna struktiird ieviestie, apjomu un reljefu izteiktu
dinamiku radoSi materiali, lielakoties neausta aitas vilna, sizala Skiedras, rosinaja tekstiiras,
plastisku virsmu un siluetu apjomu gradacijas balstito telu atveidu, kas visdazadakajas

variacijas izpaudas ainaviska rakstura kompozicijas.

Ka svarigakais Heimrata skolas gobelénu t€laina satura izteiksmes lidzeklis ir izcelama Kkrasa.
Padomju perioda Latvijas makslinieku gobelénu koloristiskas veértibas tika izceltas ka
nacionalas skolas svariga, atskiribu noteicosa pazime. Dzijas krasoSana bija svariga gobeléna
izstrades dala, fiziski smags un laikietilpigs darbs, ko makslinieki veica paSrocigi, parsvara
personigas lietoSanas telpas, sadziviskos apstaklos. Kopuma secinams, ka tieSi Saja stadija
iezimgjas gobelénu unikala vizualas ekspresijas sakums, ko noteica gan neizb&gamas
krasoSanas procesa nejausibas, gan makslinieka meérktiecigi panakti tonalie efekti, pieejamas
krasvielas. Attieksme pret krasu tekstilmakslinieku vidi nekad nav neitrala. Tas izvélei un
lietojumam vienmér ir skaidri definéts pamatojums. Krasa ka sajitu radits fenomens
tekstilmakslinieka radosaja darba iegiist divéjadu, savstarpgji saistitu nozimi. No vienas puses,
taja ir ietverama gariga pardzivojuma emocionala sastavdala, no otras — ta ir materiala vieniba,

kura atveidojami fiziski sajutami, kopuma taustes pieredze uzkratas informacijas slani.

Gobeléna auSana izmantoto jaukto tehniku un materialu un to krasas savienojuma
rekonstrugjamie uztveres iespaidi likumsakarigi ietekméja t€la izveli un saturisko slodzi
Heimrata skolas parstavju radoSaja darba. Ka multisensori konstruéta vieniba, gobeléns kluva
par iesp&ju atveidot daba verotu iespaidu, impresijas iemiesoSanas formu, kas ne tikai fiksé
redzamo dalu, bet vieliski modelé kermenisko manu sajusto vides fragmentu, tade] téla
veidoSana, izmantojot aktivu formas, tekstiras un krasas savienojumu, izradijas Tpasi
produktiva dazadu ainavisko telu radiSana. Dabas motivi, tai skaita ainavas vai to fragmenti,
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nenoliedzami bija ari vieglak piemérojami gobeléna auSanas specifikai, kur tehnologiski
veiksmigak ir izauzamas plastiskas formas. Turklat ausanas procesu $adu motivu izpildijuma
organiski virzija dabiski pieaugosa auduma struktiira. Ne mazak svarigu lomu dabas motivu
izvele spéleja krasas emocionala iedarbiba. Vertejot Heimrata skolas gobeléna izpildijuma
ipatnibas un izteiksmes lidzeklu diapazonu, konstat€jams, ka makslinieku pieverSanos
ainavisko telu reprezentacijai liela méra ir ietekm&jusi gobeléna izteiksmes specifika, ka ar1
ilgstoSais, komplic@tais realizacijas process, liekot atbildigi un nopietni attiekties pret

attelojamas satura izveli, ta pamatojumu un aktualitati.

4.nodala. Ainava Heimrata skolas gobeléna

Nodala analizéta Heimrata skolas gobel€na attistiba ainavas reprezentacijas konteksta,
sistematiz&ti un raksturoti visbiezak parstavétie ainavu tipi, sniegts ieskats veésturiska gobeléna
telveides adaptacijas pieméra Rundales pils reprezentacijas telpam paredz€tajos gobelénos,
apkopotas un interpretétas gobeléna reprezentétas vietas ainavas piemérojot personigas

geografijas koncepta metodi.

4.1. Heimrata skolas gobeléna télainas izteiksmes attistiba ainavas reprezentacijas

konteksta

Ainavas att€lojuma analize Heimrata skolas gobelénos attieciba uz tas izpausmes veidiem un
izmantotajiem izteiksmes lidzekliem uzrada cieSu saikni ar kop&jo gobeléna attistibas tendenci,
kas sak ieziméties sakot ar 20. gs. 60. gadiem un sasniedz kulminaciju 80. gadu 1. pusg. Visos
gobeléna attistibas posmos Heimrata skolas parstavju radoSaja praksé ainava parstavéta ka
domingjosa tematiska ievirze.

Ainavas un to iespaida raditi dabas t€lojumi sastopami visu Heimrata skolas parstavju radosaja
darba, tomér janem véra, ka pievérSanas dabas témai makslinieku vidii nav notikusi vienmérigi,
ta nav attiecinama uz noteiktu, hronologiski ierobezojamu periodu vispargja gobeléna makslas
attistibas konteksta, ka ari reprezent€to ainavu klasta pastav izteikta daudzveidiba gan motiva,
gan tehnisko un materialo telainas izteiksmes lidzeklu izvéles zina. Ainavas jeb dabas motivu
telu izpausmi iespaidojusas vispargjas gobeléna makslas attistibas tendences, atsevisku
makslinieku individualie rokraksti, noteiktu tehniku un materialu lietojums.

Kopuma ainavas reprezentacija izSkirami divi radoSie virzieni, ko noskir un iezZimé autoru

intereses un radoSie uzdevumi, ainavas témas izversums skaitliska un saturiska nozimé. Pie
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pirma virziena pieder gobelénu grupa, kuru autoriem dabas t€lu vai ainavas motivu att€lojumam
radogaja darba ir fragmentara vai pakartota nozime. Sados gadijumos ainavai, kas attélota viena
autora gobelénos, nav tematiski (ietverot visus izteiksmes lidzeklus — vizualo motivu, tehnisko
izpildijumu, materialu) saistTtu turpinajumu, noturigas satura attistibas. Sadas ainavas visbiezak
ir autonoma rakstura darbi, un parsvara reprezentétas to makslinieku radosaja darba, kam
Heimrata skolas parstavju vidii ir mazskaitligakais radosa darba apjoms.

Ka otrs virziens ir izdalama gobelénu grupa, kuros reprezentétajiem ainavas t€liem ir tieSa un
pieradama saikne ar ierosmes vidi, konkrétu vietu vai teritoriju, kas ir identific€jama saistiba ar
makslinieka biografija konstatéjamiem personigas geografijas datiem. So gobelénu autoru
radosaja darba pieverSanas ainavas telojumiem arT nereti ir fragmentara vai notikusi periodiski,
bet, atskiriba no ieprieks§€jas grupas, Siem t€liem parsvara ir topografiski preciz€jami ierosmes
raSanas apstakli. Ainava Sajos gobelénos var atklaties ka noteiktas vietas téls, interpretacijas
procesa ir rekonstrugjams Sai vietai raksturigs vides fragments, kas izteikts gobelénam
specifiskos izteiksmes lidzeklos, akcent€jot krasu, tekstiru vai formu, kuru satura
identificgjamas atsauces par makslinieka saikni ar konkré&tu ainavisko vidi jeb teritoriju. Ka ar1
atskiriba no pirmaja grupa parstavétajiem visparinatiem, islaicigas intereses rezultata raditiem
teliem, §1s ainavas ieklaujas autoru radoSaja programma ka nozimiga, mérktiecigi attistita tas
sastavdala, t€lainas izteiksmes variacijas, kuru satura nosakami autoram nozimigi ieceres
raganas céloni. So gobelénu autoru vidii minami Ridolfs Heimrats un vairums produktivako
skolas parstavju, to vida Edite Pauls-Vignere, Aijja Baumane, Egils Rozenbergs, [lma Austrina,

Irisa Blumate, Inga Skujina, Zinta Beimane, Dzintra Vilks, Iveta Vecenane.

4.2. Ainavas tipologija gobeléna — identificétie ainavu tipi
Formalas, ikonografiskas, salidzinoS$as un kvantitativas gobelénu t€laina satura analizes
rezultata secinams, ka Heimrata skolas parstavju gobeléni uzrada ne tikai skaidru ainavisko
motivu parsvaru, bet to vidii iesp&jams ar1 izdalit noteiktu reprezent€jama t€la ievirzi attieciba
uz taja ietverto saturu. Saskana ar So krit€riju ainavas grup&jamas pec piederibas noteiktai t€mai
jeb ainavas tipam. Apkopojot visbiezak parstavétos ainavu tipus, jasecina, ka to tematiska
ievirze uzskatami ieZime& motiva izvéli noteicoSo materialo komponenti, kuras ietekmé ainavas
tels veidots, izmantojot pilna spektra gobeléna izteiksmes lidzeklu klasta — krasas, materialitates
vai telpiska model&juma ekspresijas iespgjas. ST iemesla dél vairakuma parstavétas krasas
emocionalaja iedarbiba bazetas ta saucamas noskanu ainavas, kuras reprezentéti gadalaiki,
diennakts stavokli un dabas paradibas. levérojamako Heimrata skolas parstavju vidi nav

konstatéts neviens makslinieks, kas nebiitu pieveérsies gadalaiku témas, tatad ari ainavas
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attelojumam gobeléna. Gadalaiku t€lojumos proporcionali lielako skaitu sastada rudens
ainavas.

Tapat izdalama arT ainavu grupa, kuru autorus saistijis dazadu ainavas strukttiru, virsmu un
dabas elementu att€lojums, tostarp zemes, lauku, plavu, akmens un klinSu, meza un koku
formas, ka ar tdenu, parsvara jiiras atveida iesp&jas gobeléna medija. Nelielu dalu sastada
gobeléni, kas reprezent€ pilsétas t€lus, celojuma iespaidus, zanriskas ainavas, kur dabiska vide
att€lota savienojuma ar sizetisku, figurali risinatu motivu, ka ar1 izt€lotas jeb fantazijas ainavas,
kuru vidi izdalami literara sizeta balstiti telojumi, kosmosa téma un citi nosaciti risinati

ainaviskie teli.

4.3. Rundales pils muzeja verdiras: klasiska gobeléna adaptacijas piemérs Heimrata

skolas parstavju radoSaja darba

20. gs. 80. gadu gobeléna reprezentéto ainavu grupa atseviski atzim&jami Cetri gobeléni, kas
bija paredz&ti Rundales pils muzeja atjaunoto reprezentacijas telpu dekorgjumam un austi ka
17.gs. verdiru interpretacijas. Pastitijumu realiz&ja cetri makslinieki — Riidolfs Heimrats, Edite
Pauls-Vignere, Aina Muze un Ilma Austrina. Pasttijuma realizé€$ana kopuma izversas vairak

neka desmit gadu garuma. Riidolfa Heimrata Rundales gobeléns palika nepabeigts.

Vertgjot Rundales pils interjeram austos gobelénus saistiba ar tajos reprezentéta téla atbilstibu
konkréta laikmeta gobeléna makslas paraugiem, iesp&jams konstatét, ka, neskatoties uz formali
konstatgjamam t€lveides Iidzibam, tehnisko konsekvenci, tajos nav vérojams verdiram
raksturigais neitrali dekorativas noskanas efekts, ko rada interpretéjama perioda originali. Tiesi
pretgji — katrs no Siem gobeléniem uzskatami atklaj makslinieka individualo rokrakstu, krasu
izjlitu un tehniskas prasmes. Sis apstaklis savukart vér§ uzmanibu uz to, cik izteikti gobeléna
vizualo t€lu ietekmé ta izstrade pielietotas metodes. Nav attaisnojusi sevi ari konceptuala
pieturéSanas pie aktuala vesturisko tekstiliju krasu stavokla. Maksligi veidotais zilas un brini
dzeltenas krasas parsvars, kas izvéléts, lai it ka imitétu misdienas redzamo, vesturiskajas
verdiras izbaloSanas rezultata raduSos =zilgano koloritu, rada tonala disbalansa, pat
neveiksmigas krasu izveéles efektu, robusti uzsverot kop€jo eklektisko ievirzi. Tomeér,
paplasSinot salidzinoSo, formali vérsto ikonografiska satura analizi Iidz autoru individualas
praktiskas pieredzes izpétei, klist iesp&jams aplukot makslas darbus citada griezuma.
Pievérsoties katra gadijuma izpétei, t€la materializ€Sanas specifikai, ir iespgjams izcelt
Rundales gobelénu 1paso, bezprecedenta eksperimenta balstito pienesumu unikalu gobeléna

makslas autordarbu veida, kuros koncentréti ne tikai iesaistito makslinieku gadiem ilgusa darba
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procesa sasniegumi un zaud&umi, bet salidzinosa pretstata izgaismojas vesturisko verdiru
principiali atskirigais pirmsakums, izpildijuma veids, to vertibu un statusu noteicosas

komponentes.

4.4. Personiga geogrifija Heimrata skolas makslinieku darbos

Ainavas reprezentacijas variaciju konteksta petijuma atsevisSka uzmaniba pieversta gobeléniem,
kuros reprezentéto dabas t€lu jeb motivu pamata ir konstatéta saistiba ar noteiktu geografiski
nosakamu vietu jeb topografisko apvidu. Sajos gobelénos reprezentétic dabas teli ir
interpret€jami ka noteiktas vietas islaicigas vai ilgtermina pieredzes rezultata rastas ainavu
rekonstrukcijas, materiala fiks€tas impresijas, multisensoras uztveres izraisitas un ietekmeétas
vides iespaidu refleksijas, kuru izcelsmé konstat€jamas stabilas, pieradamas atsauces uz tela
rafands geografiski precizgjamiem apstakliem. Sajos pieméros konstatétas ainavas
reprezentacijas pilnd méra demonstré Heimrata skolas gobelénam raksturigo, medija specifika
un autorizpildijuma konsekvenc€s balstito izteiksmes veidu. Pétnieciska metode Sajos
gadijumos ir balstita personigas geografijas teorija, ko ir padzilinati petijis geografs Deivids
Louventals, izdalot individa geografisko pasauli jeb terra cognita ka dalu no kopigiem
geografiskiem priekSstatiem. Saskana ar Louventalu katrai $adai privatai videi ir sava vésture
un katrs no individiem konstru€ pasauli sava veida un apvelti ainavas ar savu Tpaso saturu.

Nemot veéra §is teorétiskas koncepcijas, ka arT balstoties autoru biografiskajos datos, intervijas
sniegtaja informacija pétijjuma identificétas un apsekotas geografiski preciz&jamas ierosmes
vietas. Ta rezultata iegiits datu materials, saskana ar kuru ir izdalita atseviska gobelénu kopa,
kur ainava interpretéjama saistiba ar noteiktai vietai raksturigu vidi un taja rastiem multisensora

rakstura iespaidiem un pieredzi.

4.5. Tekstilmakslinieka attiecibas ar vietu un ainavu ka jaunrades resurss

Vietas ka rado8as ierosmes resursa nozimes izc€luma konteksta atseviski izdalami makslinieki,
kuru gobelénos reprezentéto telu saturs liecina par ilgstosa laika perioda saglabatu saikni ar
noteiktu geografisku lokaciju, tai raksturigajam ainavam. lerosme un ainavas izvéle Saja
gadljuma nav saistama ar mérki att€lot skata idealo pilnibu vai citas formalas vértibas, bet gan
ar noturigu un neparejosu autora vélmi iedzilinaties vietas uztveres izraisitajas sensorajas un
emocionalajas sajiitas, un, samérojot tas ar gobeléna panakamo izteiksmes veidu, reflektet par

pieredzeto Skiedra materializeta forma.
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Novérojams, ka radosi rosinoSu piesaisti noteiktai vietai ietekmé izteikti individuala, subjektiva
rakstura pieredze, kuras rezultata tai tiek pieskirta intima m&roga, personiski apjausta, materiala
realiz€jama parsprieduma vérta nozime. Tadi pieméri ir Aijas Baumanes dzimtas majas Talsu
novada, Ingas Skujinas lauku IpaSums Valmieras novada, Dzintras Vilks bijusais ipasums
Piebalga, Ilmas Austrinas dzivesvieta pie Kalsnavas ezera. STs vietas un tam raksturigas ainavas
makslinieku radosaja darba uzradas ka spéciga un noturiga radosa impulsa avots, unikals
gobeléna telveides resurss, smeloties kura tapusi pirmsakumos vienoti multisensoras pieredzes

caurausti sajatu ainavu cikli.

Aijas Baumanes radosa darba, ipasi ainavas t€lu interpretacija izskirosi svarigi ir nemt véra
ilgstosi, kops dzives pirmajam dienam veidojusas, nesaraujamas attiecibas ar noteiktu vietu —
mantotajam vecaku majam un tuv&jo apkartni, ka gobelénos ietverto t€lu pirmavotu, nozimigu
interpretacijas materialu, balstoties kura, caur personigi izjustu sensoro pieredzi, ir iesp&jams
pietuvoties Skiedras materija reprezentéta te€laina satura dzilakajiem slaniem. Noteikta vieta ka
telveidi organizgjoss pamats, kas paliek nemainigi aktuals visas autora radosas darbibas laika, ir

vienigais $ads piem&rs Heimrata skolas parstavju vidi.

Pilsetas vide uzaugusas Ingas Skujinas gobeleénos reprezentéta ainava atklajas ka viengabalaina,
ilglaicigi tapusa veseluma sakausétas autores jaunatklatas personigas attiecibas ar lauku vidi,
kuras iespaida rastajos t€los jauSams kontrastgjoSa pretmeta pastiprinajuma sekas. Tuvi iepazita
vieta, tas dabiski pilniga lauku vide un cikliskie procesi ienak radosa darba t€los ka kopsakaribas
apjausta, Skiedras materiala iedzivinata eksistences forma, stabila tematiska piesaiste, kur,
organiski saauzoties ainava, tiek savienoti tautas makslas audumu raksti, folkloras un seno

tradiciju narativi, laikmeta portretu raksturojoSie vaibsti un dabiskas vides dzivais fons.

Dzintras Vilks austas ainavas, 1paSi Piebalgas cikla gobeléni, ir vértéjami ka unikalas austo
ainavu variacijas, makslinieka kompleksa sajutu uztverée fikséti vietas teli, kuru Skiedras struktiira
meérktiecigi izveletu telveides un tehnisko pan€mienu rezultata iemiesoti dazadu manu pieredze
iegtti iespaidi. Vilks ainavas motivs tiek saskatits un pielagots gobeléna izteiksmes iesp&jam,
koncentréti veérSot uzmanibu uz tekstila materiala iemiesojamam, tehniski variativi izauzamam
zemsedzes struktiiram, Skiedru virsmas saskatamam vieliski atveidojamam formam, apzinati
noskelot debesu fonu un citas mazsvarigas, tekstiliski neizjiitamas struktiiras. Ainavas t€lojumi
gobeléna tadgjadi ieglist makslinieka lietotas materialitates noteiktu krasu, formu un taktilas
uztveres ekspresiju, ko autore modelg€, izmantojot noteikta tipa materialu, pieméram, ardito plucu
dziju, sizalu, kliigas un citus nevérptas Skiedras materialus, kombingjot dazadas austas un
neaustas savienojuma tehnikas.
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Ilma Austrina Heimrata skolas parstavju vidi jau kops radosas darbibas sakuma nostabilizgjas
ka nefiguralu t€mu att€lotaja. Ainava un dabas motivi izvirzijas par domingjoso izteiksmes
formu un t€lainas izteiksmes pamatu jau pirmajos gobelénos. Ka uzrada Austrinas radosa darba
izp€te, nozimigs pagrieziens gobelénu satura iezimé&jas 20. gs. 80. gadu beigas, kad autore
iegadajas 1paSumu Kalsnavas ezera krasta. Sakot ar So periodu, gobelénos ieaustais t€lainais
saturs attistijas ciesa sasaiste ar ezera apkartné vérojamo dabu, raksturigajam ainavam, veidojot
vienota cikla saistitu refleksiju virkni. Ilmas Austrinas piemérs uzskatami parada, ka, autoram
esot ilgsto$a sasaisté ar t€laino izteiksmi rosinoSu vidi, ainavas reprezentacija ne tikai
nostabiliz&jas par radosa procesa idejisko kodolu, bet iegiist attistibas dinamiku, kas izpauzas
telu serijas, kopuma veidojot vietas iespaidos bazétu, telveide radniecigu gobelénu ainavu ciklu.
Sada gadijuma austajos télos ietvertais saturs veidojas noturigas intereses virzits ilgstosa laika
perioda, autoram reflektivi izzinot un atveidojot saistoSo ikdienas apkartné vérojamajas ainas,
kas pilna méra interpret€jamas ka Skiedras materiala apjaustas un iemiesotas attiecibas ar vietu.
Sasaistot ezera cikla gobelénos reprezentétas ainavas ar makslinieces dzives vietas apsekoSana
ieglitajiem iespaidiem un pieredzes stastiem, to méneSiem augusaja struktura klust iesp&jams
uztvert ne tikai t€lu formali vert€jamo saturu, bet multisensori rekonstrugjamu nozimigas,

gobeléna ausanas vertu pieredzes telpu.
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SECINAJUMI

1. Ainavas jédziena ietverta multidisciplinaritate un no tas izrietosais pluralistiski
izv€rSamais saturiskais skaidrojums iezimé daudzfunkcionalu pétijumu telpu jeb
diskursu, kura dazados rakursos mijiedarbojas ar ainavas jédzienu saistitas teor&tiskas
nostadnes un perspektivas. lesp&jams izdalit apjomigu pétniecisko virzienu, kura
ietvaros lidz minimumam tiek samazinats ainavas pielidzinajums noteikta tipa dabas
skatam, priekSplana izvirzot ainavas koncepciju konstrugjoso saturu un vérsot uzmanibu
uz subjektivitates noteiktas uztveres problematiku, vietas izjiitas, pieredzes un
identitates formu gradaciju izpausm@m. Raugoties no S$adas perspektivas, klist
iesp&jams identific€t ainavas reprezentaciju gadijumos, kad par ainavas téla eksistenci
liecina ne tik daudz vizuali uztveramas kvalitates, gleznaina skata estétika nostiprinatie
kodi, cik kompleksa ainavas uztveres sajitu pieredzeé rekonstrugjamu pazimju spektrs,

tadgjadi radot pamatojumu ainavas p&tijumiem, pieméram, gobeléna.

2. Ka atklaj gobeléna makslas vesturiska izpéte, ietverot periodu no 14. gs. lidz 20. gs.,
ainava dazadas medijam specifiskas izpausmes formas ir saglabajusi nemainigu
aktualitati visos §1s tekstilmakslas jomas attistibas posmos. Konstatgjams, ka gobeléna
ausanas tehnologija, materialitates un krasas atveida iesp&jas veicinaja medijam
specifiskas izteiksmes veidoSanos, ka rezultata, pieméram, par domingjoso gobeléna
reprezentéta t€la formu nostabiliz€jas horizontali organizets, dabas skata principa
balstitas kompozicijas modelis. Par ainavas reprezentacijas pirmsakumiem ir uzskatami
viduslaiku perioda ttikstoSziedu stila gobeléni un verdiras — zalojoSu floru reprezent€josi

dabas skati, kas izplatibu guva flamu zemés, sakot ar 16. gs.

3. Termins “gobeléns” latvieSu valoda atbilst starptautiski lietotajiem $1 tipa tekstiliju
apzim&jumiem (anglu val. — tapestry, fran¢u val. — tapisserie) un nav aizstajams ar
alternativiem jédzieniem, jo (1) termina ‘“gobeléns” pamata ir auSanas tehnikas
apzim&jums, kas ietver noradi uz noteiktas kategorijas audumiem; (2) termina
“gobeléns” lietojuma nav konstat§jamas nekonsekvences attieciba pret Gobelenu
manufaktiira (Francija) austajiem gobeléna makslas paraugiem, jo taja austo gobelénu
apzim&jumam netiek piemérots termins, kas satur norades par izcelsmes vietu; (3)
aizstajot terminu “gobeléns” ar apzim&umiem “dekorativa tekstilija”, “makslas

vesturiski izveidotais un nostabiliz&tais statuss, ka arl deforméts téla interpretacijas
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lauks, kur, zaud€jot sasaisti ar medija attistibas likni un specifisko izteiksmi, tiek

devalvéta ta saturiska vertiba.

Ka uzrada pétijuma rezultati, termins “gobeléns” plasaka lietojuma Latvija ieviesas
saistiba ar makslas aud@a-keramika Rudolfa Heimrata (1926-1992) radosa un
pedagogiska darba izvérsumu gobeléna medija. Gobeléna makslas uzplaukumu Latvija
noteica un virzija Heimrata izstradata un realizéta augstakas profesionalas izglitibas
programma Latvijas Makslas akadémija, uz individualo izaugsmi orientetas
pedagogiskas metodes, ka ari spécigas lidera pozicijas gan Latvijas, gan Padomju
savienibas meroga, kas nozares attistibai pieskira radoSas motivacijas verienu. Tapat to
sekmgja padomju valsts finans€juma modelis, garant§jot apmaksatus pasttijuma
darbus, iepirkumus no izstadém, materialo nodroSinajumu, kas tad€jadi veicinaja
verienigu, ilgtermina realiz€jamu lielformata gobelénu izstradi. Heimrata raditas skolas
ietekmé gobeléns ka medijs un tekstilmaksla ka nozare izvirzijas jauna kvalitativa
Itmeni, radot tekstilmaksla gobeléna makslas atzaru, kas ir pilnveértigi ieklaujams
pasaules gobeléna makslas kultiirtelpa ar vienotu izcelsmes vésturi, pamatojumu un
attistibas tendence€m un nav uzskatams par fragmentaru, noteiktam periodam atbilstoSu

paradibu.

Ainavas reprezentacijas variacijas gobeléna maksla izskirosa veida ietekmé gobeléna
izstrades metode — klasiskaja pieeja, kas tika konceptuali nostiprinata 17. gs. francu
gobeléna maksla, strikti noskirot audéja un makslinieka darbu, veidojas vizualaja
izteiksmeé bazets tels. Savukart laikmetigajas versijas (tai skaita Heimrata skolas
parstavju gobelénos), kas paradijas 20. gs. 2. pus€, un kuru t€lveide balstita
autorizpildijuma, t€laino ekspresiju nosaka autora realizéts izpildijums, ka rezultata
gobeléna saturs tiek papildinats ar materiala plastikas un multisensori izjitamam

tekstilisko izteiksmes lidzeklu kvalitatem.

Ainavas izvirziSanos par domingjoso t€mu Heimrata skolas parstavju gobelénos
veicingja vairaku savstarp&ji parklajosos faktoru kopums. Pirmkart, noskaidrots, ka
sp&ja pielagot daba verotas impresijas gobeléna medija iesp&jam tika metodiski trenéta
un attistita Heimrata izstradatas izglitibas programmas ietvaros. Otrkart, secinams, ka
ainavas vai dabas motivi ka t€lu resurss ir 1pasi veiksmigi pielagojami gobeléna

formveides specifikai, kas tehnologiski ir pateiciga tiesi plastisku, biomorfu formu
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atveidam, ko pierada arT gobelénu t€laina satura attistibas v€sture ar taja parstavéto
ainavas motivu nemainigi augsto Tpatsvaru. Nav noliedzams, ka ar1 Heimrata liktais
uzsvars uz ainavas motiviem gobeléna kompozicijas izstrad€ izrietja no $1 apstakla.
TreSkart, Heimrata skolas ietvaros attistitajos t€lveides principos vertibu ieguva tautas
makslas tekstiliju paraugos apgiitas lakoniski risinata tela ekspresijas iesp&jas, ka
rezultatd par konceptuali svarigu telaina satura komponenti izvirzijas krasa. Krasa
savienojuma ar materialitates specifiku un tehnisko risindjumu izradijas aktivs t€laino
izteiksmi un ainavisko domasanu orient€joSs riks. Ceturtkart, ka uzrada pétijuma
rezultati, iesp&jams, svarigakais izveli noteicoSais faktors ir autorizpildijuma balstita
gobeléna izstrades metode, caur ko pastiprinati tiek izjusta gobeléna auSanas procesa

specifika, kas izsledz labojumus un nozime ilgstosu, ciesu sasaisti ar auzamo telu.

Promocijas darba pétita multisensoras uztveres darbiba veér§ uzmanibu uz kermenisko
manu lomu ainavas uztvere un t€la reprezentacijas veidoSanas procesa gobeléna maksla,
uzradot tieSas kopsakaribas starp autora subjektivo, individualajas 1pasibas un spgjas
balstito poziciju jeb attiecksmi un tekstila medijam raksturigo t€lainas izteiksmes
specifiku. Konstatejams, ka Heimrata skolas gobeléniem raksturigas ainavas
reprezentacijas formas rodas kompleksa sasaist€ starp t€la izcelsmi iezim&joSo selektivo
autora uztveri un sekojoSo t€la materializaciju. Ainavas t€la izcelsmi ietekmé un vada
makslinieka subjektivais veérojums, nosakot ainavas motiva izvéli, kas savukart tiek
paklauta un samérota ar rado$a uzdevuma nosacfjumiem, ko ietekmé praktisko
noteikumu ietvars — prasmes (tehniskas zinasanas, sp&jas), materials (pieejamiba,
koncepcija, atbilstiba prasm&m), tehniskas realizacijas iesp&jas, aprikojums.

Neskatoties uz izteikti nosacito raksturu, ainava Heimrata skolas gobeléna saglaba
vizuali uztverama, tatad formali un ikonografiski analiz€jama objekta statusu. Ainavas
iesp&jams tipologiz&t péc tajas reprezentéta t€lu satura, izSkirot biezak parstavétas
temas. Visplasak Heimrata skolas gobelénos reprezentéta gadalaiku téma. SalidzinoSi
plasi parstavétas zemi, laukus, mezus, kokus un iezu struktiiras atveidojos$i teli.
Vismazskaitligak gobelénu ainavas reprezentéti téli, kas satur upju un ezeru t€lus. No
tdenstilpém visvairak parstavéta jlras tematika, kas kopuma iezimé makslinieku
interesi ietvert piekrastes zonas kapu joslu un tai raksturigo reljefo virsmu. Kopuma
verojams, ka ainavas t€lojumos makslinieki visbiezak pievérSas krasas un dabas
plastisko formu, to Skiedras strukttiras ierosmé balstitiem veidoliem, par ko liecina

izteiktais dabas noskanu t€lojumu parsvars un ainavas elementu konstruktiva Skiedras
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10.

11.

formas un tekstras izpauzama satura izzina balstiti t€li. Multisensori uztveramo
aspektu un materialitates specifikas dél ainava Heimrata skolas gobelénos ir uzskatama

par vienu no komplic€takajam un daudzpusigakajam ainavas reprezentacijas formam.

Gobeléna maksla, 1pasi ainavas reprezentacija, iesp&jams izdalit uztveres darbibas veidu
ka artefaktu gener&joSu procesu, kur, balstoties rekonstrugjosa sajitu pieredzg, tiek
radita jauna materialitates forma. Ainavas t€ls tiek atklats reflektivi interpret&josa
manieré, transformgjot realaja vidé uztvertas sajiitas tekstila Skiedra. Tadgjadi,
interpretéjot $adu makslinieka raditu ainavu, svarigi nemt vera tas satura izcelsmé
ietverto informaciju, neaprobezojoties vienigi ar vizuali konstateéjamam noradém, bet
piemérot imersivu, multisensori verstu interpretacijas pieeju. Nepastarpinati izjustas
pieredzes rezultata, rekonstrugjot manu kopdarbiba izjustas uztveres raditus iespaidus,
vizualie teli iegiist formu, taktili sajitamu tekstliru un apjomu, tos iesp&jams asociét ar1

ar dzirdes, smarzas un garsas sajutam.

Promocijas darba pieradits, ka, piem&rojot personigas geografijas koncepciju
savienojuma ar biografisko izp&tes metodi un sensoras etnografijas metodé balstitiem
lauka petfjumiem, ainavas reprezentaciju gobeléna iesp&jams identificét un interpretet
saistiba ar topografiski precizéjamu vietu. So metozu apvienojuma rezultata pétniekam
ir iesp€ja sasaistit gobeléna reprezentetos t€lus ar identificétas ierosmes vietas realitates
ainavam, tadgjadi iegustot interpretacijas aptveres paplaSinajumu, pieskirot t€liem
kermenisko sajtitu raditu telpas dimensiju un mérogu. Sensoras etnografijas metodes
pielietojuma balstitas izp€tes rezultata ir apkopota gobelénu grupa, kuros reprezentéto
telu izcelsme saistita ar konkrétas vietas pieredzi, taja giitajiem iespaidiem un sekojosu

refleksiju autora radoSaja darba.

Pienemot vietu un tas ainavas motivus par t€lainas izteiksmes izejmaterialu,
maksliniekam kliist iesp&jams att€lot gobeléna tematisku narativu vai bezpriekSmetiska
satura vidi. Ainava $aja gadijuma kliist par stabilu, laikmetos parbauditu t€lainas
izteiksmes resursu, kas Skiedras plastika balstita formveideé lauj izteikt gobeléna
daudzpusg€ju sajutu spektru. Piemers tam ir vietas pieredz€ balstitu gobeléna ainavu
cikli, kas ir reprezentéti Aijas Baumanes, Ingas Skujinas, Dzintras Vilks, IImas

Austrinas radoSaja darba.
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12. Ka atklaj promocijas darba pétijuma rezultati, Heimrata skolas parstavju gobelénos
reprezentetos dabas t€lus ir iesp&ams interpretét ka ainavas, piem&rojot aprobé&to
starpdisciplinaras ievirzes metodologisko instrumentu izlasi. Promocijas darba veikta
ainavas reprezentacijas izpéte gobeléna maksla lauj paplasinat vizualaja maksla
nostabilizéta ainavas jédziena defin€jumu un attiecinajumu, ietverot interpretacijas
aptvéruma ne tikai vizuali uztveramas t€la kvalitates, bet arT multisensori verstas
uztveres generétus un t€lveidi ietekm&josos komponentus. Promocijas darba atklatas
Heimrata skolas parstavju gobelénos reprezentétas ainavas pierada, ka izvirzitie
uzdevumi ir veikti un uzstaditais mérkis ir sasniegts. Promocijas darba zinatnisko
pienesumu veido izpétito un apkopoto datu faktologiska baze, ko iesp&jams izmantot ka
pamatu turpmakajiem p&tjjumiem vides uztveres, tekstila medija specifiskas izteiksmes,
ka ari t€la materialas interpretacijas petnieciskajos virzienos multisensoras uztveres
konteksta. Turpmakos pe€tijumu virzienus iesp&jams attistit ar1 padomju perioda radosas
vides specifikas konteksta, ietverot ideologijas, cenziiras un politiskas sist€émas
ierobezojumu radito ietekmi un izraisitas sekas. Nemot véra promocijas darba analiz&to
saikni starp subjektu-makslinieku, konkrétu topografisku vietu un afektivu pieredzi,
promocijas darbs lauj modelét datu korpusus, izmantojot art digitalo humanitaro zinatnu
rikus. Savukart multi- un starpdisciplinarais skatijums rada potencialu t€mas attistiSanai

humanitaro vides zinatnu nozare.
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ABSTRACT

The topic of the doctoral dissertation is the representation of landscape, analyzed as a form of
artistic expression generated by multisensory perception and reflected in tapestry art,
contextualizing and analyzing in particular its presence and stylistic variations in the tapestry
of the Rudolfs Heimrat’s School in the second half of the 20th and early 21st centuries. By
establishing an appropriate framework for the attribution of the term 'tapestry’, its use in Latvian
has been legitimized in both historical and contemporary tapestry groups. The authorship in the
creation of a tapestry, the medium-specific means of the visual language, the significance of
the textile materiality as a haptically perceived substance in the design and interpretation of the
artistic image are emphasized. The personality and contribution of the artist Rudolph Heimrats
to the development of textile art in Latvia, especially the local branch of contemporary tapestry
art or school, was investigated and typologized using a multidisciplinary research approach that
examines the artistic creative practice of the graduates of the Heimrat’s School, especially
artistic weaving based on the authorship approach, their role in landscape representation and
the constant topicality of the subject. A number of interpretative methods have been developed
and applied that are appropriate to the specificity of the artistic expression of the tapestry
medium. The scientific novelty of the work lies in the application of perspectives from
multisensory perception research and personal geography to the legacy of the Heimrat’s School.

Keywords:

Landscape, Tapestry, Tapestry Art, Contemporary Tapestry, Textile Culture, Rudolfs
Heimrat’s School, Sensory Etnography, Personal geography, Multisensory perception.
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INTRODUCTION

Topicality of the Doctoral thesis

Doctoral thesis " Landscape in Tapestry. The Case Study of Rudolfs Heimrat’s School (The
Second Half of the 20th Century — the Beggining of the 21st century)" examines the potential
of identifying and interpreting the representation of landscape outside the traditional forms of
expression of the landscape genre in painting, graphic art and photography. In the context of
landscape representation, the study focuses on the peculiarities of the revelation of the subject
matter in the medium of tapestry, which, in addition to the visually perceptible content, also has
characteristic qualities such as material, texture and volume modeling, thus emphasizing the
factor of multisensory perception involved in the creation and perception of an artistic image,
as well as the technological peculiarities of the weaving process and their significance for

construction and interpretation.

The study emphasizes the necessity of researching tapestry as a form of visual art and focuses
on the hitherto little-studied representation of landscape in the medium of tapestry in general
and in particular in the creative approach of representatives of the Rudolf Heimrat's School
(1926-1992).

The doctoral thesis also highlights terminology problems in connection with the use of the term
"tapestry" in Latvian visual art, for which there is currently no scientifically based explanation
and approved attribution. In written sources published in Latvia, this term has been used since
the beginning of its dissemination in the 20th century. In the 1960s, it is used evasively and
imprecisely, for example by giving inappropriate provenance data, distorting the chronological
development and incorrect translation, and it is also associated with various kinds of prejudice,
e.g. the certainity that only historical versions of tapestries can be defined as tapestries and the
abandonment of its use in relation to contemporary samples. This situation draws attention to
the problematic situation in the historiography and terminology of Latvian tapestry art, which
is evidenced by the fact that in the period since the 20th century 1960s no scholarly work has
been published that refers to Latvian tapestry art as a whole or to the creative work of an
individual representative of this branch, which has created a vacuum of reliable sources of
information in this field of visual art.

It is also necessary to establish a precise terminological framework for the direction of Latvian
textile art, within which contemporary tapestry art has emerged and developed, and which has

been in existence since the 20th century. In the 1990s, the term "Heimrat’s School™ was used
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in connection with tapestry art, which marks the period of artists Radolfs Heimrat's creative
and pedagogical work and his influence on the development of textile art, especially the
medium of tapestry, but without a clear and well-founded definition being developed.

In addition to the tapestry art realm and the problematic terminology used in this context, the
dissertation also identifies problems related to the interpretation of the subject matter of
tapestry, suggesting that no appropriate methodology has been developed for the content
analysis and interpretation of the artistic image represented in this medium. As a result, when
analyzing the imaginative content of the tapestry, attention is focused primarily on the
technological component - the fiber joining techniques used, the materiality - with the aim of
highlighting an original solution based on innovation as the main contribution and establishing
the development trends of the general textile art field. It should be noted that numerous
publications and the few academic studies that have been carried out in the field of textile art
contain data on the range of subject matter represented in tapestries. In general, the content
represented in the tapestries of the Heimrat’s School was characterised by a pronounced
abundance of nature motifs. This predominance of nature or landscape imagery in tapestry is
noted in any detailed examination of current achievements in textile art covering the period
from the early 1970s to the 21st century. It is important to note that among Latvian art critics,
in the presence of a strong demand for the development of narrative, figuratively modeled
representation in tapestry art, which has continued into the 21st century, representations of
natural motifs are constantly equated with low-value experiments with a ornamental patterns in
the material. The leveling of the tapestry's artistic content was also continued through the 20th
century. In the 1970s, the term "image of indegenious nature™ was widely used in a general
sense to describe the theme of nature. On the one hand, this formulation of the thematic image
was entirely in keeping with the aesthetics of the homeland propagated during the Soviet era,
but on the other hand, in the case of the tapestry, it completely ignored the artist's personal
experience and individual achievement and grouped the figurative expression according to its
general affiliation to the thematic segment.

Regarding the representation of the nature theme in the tapestries of the Heimrat’s School, it
should be emphasized that despite the negative attitude of local critics, compositions with
depictions of nature not only did not dissipated, but increasingly retained a significant
predominance in the entirety of tapestry art during the Soviet period and, more importantly,
afterwards as well. The development of tapestry art was driven by artists for whom the depiction
of nature became the core of their creative work. These include Radolfs Heimrats (1926-1992),
Edite Pauls-Vignere (1939), Aija Baumane (1943-2019), llma Austrina (1940), Dzintra Vilks
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(1948), Zinta Beimane (1948), Irisa Blumate (1948), Inga Skujina (1952), Iveta Vecenane
(1962). It is important to note that in the creative work of those artists who received their
education under the guidance of Rudolf's Heimrats and continued to work in the medium of
tapestry in the 21st century, landscapes and motifs derived from nature retained a leading
position and repeatedly appeared as the main theme of the subject matter represented in
tapestries. This situation draws attention to the widespread assumption that the increase in the
proportion of landscape depictions in the Soviet period, which is generally attributed to
painting, happened due to a freer possibility of imaginative expression or self-emigration.
However, in the case of tapestry art, such a statement is not unequivocally applicable, since the
proportion of landscape representation in tapestry art cannot be identified as a specific
phenomenon of the Soviet period, but rather is related to the creative approach of artists who
started their education and professional activity in a certain period and consequently adhere to
a certain type of medium, predominantly tapestry. It is therefore necessary to find out the
reasons for the constant relevance of the theme of nature in the creative work of the
representatives of the Heimrat’s School and to identify the factors that determine the artist's
thematic choices.

If one assumes that the education, skill, experience and subjective position of the artist have a
decisive importance in the creation of a work of art, especially a tapestry, which conceptually
determining both the content and the form of the image, it becomes possible to identify the
individual experience of the artist, the perceptual experience in seemingly generalized
composed images of nature and the position based on reflective decisions and thus to equate
such representations of nature motifs with a variation of the landscape genre in the tapestry
medium. By replacing the statistically thematizing, summarizing approach with an image
interpretation method that focuses on the knowledge of the origin of authorship and the artist's
creative task, a fundamentally different expansion of the figurative field of expression is
achieved, which opens up the possibility of assigning an individual scale of meaning and an
original content value to the images represented in the tapestries.

At the same time, however, it is recognized that the application of such an approach is
problematic due to the lack of an interpretative instrumentation appropriate to the specificities
of the medium, because when applying the art-historical methods traditionally used to interpret
the content represented in the tapestry, which are based on visually perceptible qualities, it is
only possible to operate only with the visual information contained in the composition, certain
typological codes, according to which, for example, views of nature that correspond to a certain
compositional scheme are regarded as landscape. In the case of the tapestry, it is therefore
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necessary to apply a methodological framework specifically adapted to the medium when
researching the landscape image, the application of which would make it possible to analyze
the broadest possible field of sensory perception and reflection.

The subject, aim, and tasks of the Doctoral thesis research

The subject of the thesis research is the representation of landscape in tapestry. Tapestries
created by professional textile artists who received their education at the Art Academy of Latvia
(until 1973 State Academy of Arts of the Latvian SSR, from 1973 to 1988 Teodora Zalkaln's
State Academy of Arts) under the direction of Riidolfs Heimrats from 1961 to 1992, as a branch
of contemporary tapestry art that can be designated as the "Heimrat’s School", were selected as
a separate target group.

The aim of the thesis is to identify, summarize and analyze the forms of landscape
representation in tapestry art, taking into account the aspects of landscape definition, perception
and representation in the context of the specificity of the textile medium. By applying an
interdisciplinary research approach based on a combination of methods, develop a
methodological framework applicable to the interpretation of the artistic image of tapestry in
order to interpret the tapestries by representatives of the Heimrat’s School included in the
research sample as landscapes, thus legitimizing their autonomous artistic value and including

them in the group of landscapes represented in Latvian visual art.

Tasks of the thesis:

1. To study the concept of landscape in an interdisciplinary field, emphasizing the
interrelationships between multisensory perception and landscape representation in
conjunction with the peculiarities of imaginative expression characteristic of the textile
medium and the subjective position of the author in the selection and materialization of
the subject;

2. Identify, research and validate the genealogy, usage and attribution of the term
"tapestry" in historical and contemporary contexts in Latvia and internationally, develop
a terminological usage framework;

3. Identify and analyze the expression of the representation of landscapes, images of nature
and motifs in tapestry art in relation to the chronological development, taking into
account the possibilities and limitations determined by the specifics of the medium in

revealing the imaginative content;
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4. To examine of the influence of Riidolfs Heimrats on the development of Latvian textile
art and on the creation of a certain direction or school in tapestry art;

5. Tosummarize the tapestries of the representatives of the Heimrat’s School, which depict
images of nature, clarifying the circumstances of their occurrence and the possible
reasons for the formation of their dominant proportion in the context of the pictorial
imagery characteristic of the medium and the peculiarities of the creative approach of
the representatives of the School;

6. To adapt the concepts and methods developed in research on landscape representation,
such as personal geography and sensory ethnography, to the local context in order to
clarify the artistic strategies, the particularities of the process of creation of the artwork
and the semantic meanings integrated into the content (especially with regard to the
synergy of images of nature and landscape) in relation to the medium of tapestry;

7. Develop and apply an approach based on a combination of qualitative research methods,
based on the concept of personal geography, the results of field studies and data from
focus group interviews, interpret the tapestries representing the image of nature as
landscapes;

8. To collect, systematize, classify and characterize the examples of landscape
representation in tapestries by representatives of the Heimrat’s School, created in the
period of the 20th century from the early 1960s to the 21st 20s, supplementing the
knowledge of the manifestations of the landscape genre in the visual art in various ways

and in a broader context.

Methodology of the thesis research

The research strategy is based on the triangulation of research methods, which integrates
different methods of data collection and analysis, emphasizing the theoretical and
methodological pluralism that characterizes qualitative research in the humanities. Such a
research approach was determined by the segmentation of the research subject, which consists
of several interrelated research directions, to each of which a specific type of research method
is applied. The data used in the study were collected, analyzed and interpreted using the
contextual approach, with the landscape and its representation in tapestry art as the central axis
of the study.

The formal, comparative and iconographic research method of art history is applied to the

analysis and interpretation of visual data — tapestries and their reproductions. As a result of this
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analysis, a basic selection of the researched material was collected and created - the tapestries
of representatives of the Heimrat’s School, in the visual content of which representations of
nature images or motifs can be identified, and their typological classification was conducted.
Selected collections of tapestries and textile art products relevant to the study were examined
in 29 foreign and 5 Latvian museums. The selection was created with the aim of obtaining data
on the historical development of tapestry, technological performance and material
characteristics of tapestry, including the most important weaving centers and artifacts, the most
remarkable samples of tapestry art, and identifying the manifestations of landscape
representation, facts relevant to the study and interpretation of its development.

In researching the Heimrat’s School, the case study or case analysis method is used. The unit
of analysis in the context of this study is comparable to the type of professional social group,
and these are the professional artists who received the education of a textile artist under the
guidance of Rudolfs Heimrats.

According to the research strategy, the primary data collection is based on a combination of
interdisciplinary qualitative methods, applying the sensory ethnography method, the survey
method, the field study method, the biographical method, and the focus group method. The
focus group of the doctoral thesis consists of representatives of the Heimrath School, whose
creative work is represented by the medium of tapestry, while the attention is concentrated on
artists whose tapestries represent landscape images created under the influence of the perception
of the particular place data about which were obtained applying the biographical research
method. They are: Rudolfs Heimrats, Aija Baumane, Edite Pauls-Vignere, [lma Austrina, Egils
Rozenbergs (1948), Irisa Blumate (1948), Zinta Beimane, Dzintra Vilks, Inga Skujina, Iveta
Vecenane. Where possible, semi-structured in-depth interviews were conducted with the
representatives of the focus group to obtain data relevant to the research question, including
information related to education, creative work in relation to the specifics of the tapestry
medium, as well as thematic attraction or selection, identifying the conditions and possible
reasons for the representation of nature images or landscape , their connection to a specific
geographical location. Between 2019 and 2023, 19 respondents were interviewed: llma
Austrina, Edite Pauls-Vignere, Ruta Bogustova, Martin§ Heimrats (son of Rudolfs Heimrats),
Dzintra Vilks, Liene Grantina (daughter of Aija Baumane), Zinta Beimane, Inga Skujina, Elina
Lusis-Grinberga, Irisa Blumate, Iveta Vecenane, Inese Jakobi, Marite Leimane, Péteris Sidars,
Leontine Pigozne, Marite Leimane, Anita Celma, Arvids Priedite, Daiga Stahlberga-

Senoussaouli.
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In the research, the method of sensory ethnography is applied, emphasizing the necessary
sensory involvement of the researcher/ethnographer through the environment and the practical
activity, and emphasizing the importance of the aspects contained in the researcher's own
multisensory experience for the direction of the research. Within the sensory ethnography
approach, the ethnographic method is qualitatively expanded by focusing on the researcher's
sensori-somatic experience and including the body and feelings in the ethnographic
instrumentation. The sensory ethnography method is used in the thesis as an equally important
approach both in the study of the artists' places of inspiration, the environment, the real
landscapes, in the collection of primary data and in the analysis and interpretation of examples
of tapestry art, exploring the artifacts as much as possible in direct tactile and physical contact,
and is considered an important factor in the thesis in the scientific quality assurance of the work.
It is important to note that by obtaining data on the motivational source of the tapestry landscape
as a result of empirically conducted qualitative research applying the sensory ethnography
approach, a reconstruction of the multisensory, i.e. the landscape environment perceived as a
whole with complex senses, is possible, whereby a real landscape prototype or an associative
model for the interpretation of the represented landscape image is obtained as a basis.

Drawing on studies of the perception and experience of place and the relationships associated
with them, and assuming that the representation of landscape is based on a "reason or
Argument™ important to the author, the concept of personal geography is applied to the study
and interpretation of tapestries of the Heimrath School. The approach is based on focus group
research, the application of the biographical method and interviews to obtain data on the
important territories, places, experienced environment or personal geography of the authors,
complemented by data from field studies. The field studies included surveying the discovered
scenic location or site, multisensory environmental observations, photo documentation and
topographical analysis of the site in the context of landscape representation to outline the

engaging tapestry topography.

The novelty of the Doctoral thesis

The doctoral thesis offers a previously unrealized research direction in Latvian visual arts,
which could be described as identifying research opportunities for representation and
interpretation of subject matter outside the realm of fine arts, with a focus on tapestry art. In the
thesis, landscape is the center of research interest in relation to the expressive forms of pictorial
representation, which can be recognized as a sufficiently researched subject in Latvian visual
arts, but only in studies that have a consistent disciplinary affiliation, primarily in painting and
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photography. The thesis offers an innovative study in the field of landscape representation,
addressing the problems of landscape identification and interpretation in tapestry art, with
particular attention paid to the forms of landscape representation in contemporary tapestry.

In the thesis, the artistic creative practice of representatives of the Heimrat’s School and their
significance and contribution for the representation of the artistic image of tapestry were studied
in depth for the first time. The influence and creative input of Rudolfs Heimrats in the
development of pictorial textiles was examined, Heimrath's role in the creation of a local branch
of contemporary tapestry art or school was analyzed, the authorship-based approach that
determines affiliation to this school was characterized, the techniques of imaginative expression
and the specificity of materiality were determined.

The research is developed in an interdisciplinary realm that includes place and environmental
studies that can be contextualized with landscape representation in environmental humanities,
including cultural geography and environmental anthropology, studies of landscape
representation in the visual art, theories of sensory perception research. The representation of
landscape in tapestry is examined as a multisensory generated, complex form of artistic image
based on the specificities of the medium. By applying interdisciplinary oriented research
approach, a new research methodology was developed and approved, which can be applied in
studies of landscape representation in tapestry art.

The scientific novelty of the doctoral thesis lies in the application of the multisensory approach
and the theoretical perspectives of personal geography to tapestry art in the legacy of Rudolf

Heimrat's School.
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OVERVIEW OF THE DOCTORAL THESIS’S RESEARCH

CHAPTER 1. Landscape: a hermeneutically comparative view

The chapter analyzes the concept of landscape in an interdisciplinary framework, the problem
of its attribution in the theories of environmental humanities and highlights the principal
theories and concepts that can be applied in the interpretation of the landscape represented in
the tapestry. The role of the bodily senses in landscape perception and image creation is
analyzed separately, highlighting the interrelationships between multisensory perception and

landscape representation in the modeling of images in the medium of tapestry.

1.1.Terminology: the concept of "landscape™, its semantic plurality

An analysis of the literature to date leads to the conclusion that the studies dealing with the
concept of "landscape™ reveal a broad and multi-layered view of this term. Landscape is
simultaneously the subject of the natural, social and human sciences, so it is a paradigmatic
phenomenon whose explanation depends on which perspective is adopted when interpreting it.
In this interdisciplinary discourse, ideas and theories often overlap or are adopted inter- and
transdisciplinarily and continued with a considerable time lag. Pluralistic interpretations are
interconnected and reflect different aspects of landscape cognition. Landscape can be
considered as a concept, a discourse, a social space, a text, an ideology, an individual's or
group's conviction about the ideal material expression. The mutable and multifunctionally
adaptable structure of the term "landscape”, its particular capacity and flexibility in terms of
content, makes terminological demarcation difficult on the one hand and hinders its use in the
case of a clear classification; on the other hand, its diffuse construction opens up space for
various combinations of interdisciplinary expanded research directions, new formulations and
attributions, including tapestry art.

The examination of the term "landscape™ in the sub-chapters is organized in an interdisciplinary
manner, with the aim of creating a theoretical framework and interpretative aids that can be
applicable in the research and attribution of landscape representation in tapestry. Therefore,
firstly, the definition of landscape and the research approaches in the visual art are analyzed in
both international and local contexts; secondly, landscape is considered in the context of
environmental humanities as a phisical territory, environment and place in relation to the
particularities of human subjective perception; thirdly, landscape is analyzed in terms of

multisensory perception, emphasizing the importance of the material spatial structure of

51



landscape and bodily/psychosomatic sensations in the process of generating forms of

representation when this occurs outside of traditional media based solely on visuality.

1.2.Definition of landscape and its components in visual arts

Historically, it was the image of the environment created by the artist that determined the
formation of the concept and understanding of landscape and the stabilization of a certain
compositional configuration. The development of landscape representation in the visual art is
characterized by the constant topicality and renewal of the theme, revealing the peculiarities of
the thinking of the respective epoch and the attitude towards the depicted environment. The
analysis of what the author considers to be the most significant studies on landscape
representation in the field of visual art, taking into account various theoretical approaches, led
to the conclusion that the term "landscape”, even if it remains within the boundaries of the genre
of painting, cannot be defined unambiguously. A landscape can be both a natural sight that
corresponds to a certain tradition, as well as a scene of imagination created by an artist or the
result of a cognitive activity. Subjectivity is a pervasive aspect of landscape explanations, which
draws attention to the fact that landscape is always the result of individual experience. The
representation of the landscape indicates authorship, as the content and execution of the image
reflect the creative concept of the author. This is demonstrated by the most famous landscapes
depictions in art history, which are attributed to certain artists (Lorraine landscapes, Poussin
landscapes, Corot landscapes, Van Gogh landscapes, etc.). This leads to the conclusion that the
landscape in the visual art cannot be regarded as a static or generalizable construction. It reveals
the attitude of the author, the purpose of the creative task, the relationship to the place depicted,
to tradition and to material substances. Landscape is a way of perception, a process, a matter, a
symbolic system and a matrix for the expression of certain ideas. By transcending the
framework based on traditional esthetics and changing the representative materiality of the
image, it is possible to obtain a different type of landscape, which is allowed and even
demanded by the theorists, but is nevertheless included in the definition.

1.3.Theoretical perspectives for an interdisciplinary approach to the concept of
landscape

This subchapter focuses on landscape studies that refer to the analysis of the concept of

landscape, according to which a landscape is a specific part of a territory or a field of activity

and it is examined in relation to a topographically determinable environment and human

perception. Landscape studies conducted from such a perspective are represented in cultural
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geography, philosophy, the social sciences and the humanities, which are referred to in the
interdisciplinary block as environmental humanities. Among them, studies are distinguished
that are essential in the selection of the theoretical framework of the doctoral thesis and the
methodological tools of landscape interpretation, because they draw attention to the genealogy
of landscape representation, the conditions that determine the artist's choice, and the depicted
landscape as a reflection of the experience of a specific, geographically precise place, as a result
of the interaction of the senses of perception. In this group of studies, the contribution of the
representatives of the Berkeley School of the University of California (Berkeley School) to the
study of landscape is emphasised, highlighting the cultural geographer David Lowenthal
among the most important authors, as the author of the theory of personal geography, according
to which every field of human communication is based on personal perception, experience and
imagination and Edmunds Valdemars Bunkse, a representative of human geography of Latvian
origin, who defends the idea of geography as a humanitarian science and in his works draws
attention to the subjective perception that is part of experiencing the world. The author describes
the landscape as a subjectivity corresponding to reality and does not associate it only with a
visually perceptible image, but positions and examines it as a physical substance perceived in
the interaction of all the senses. Importantly, in such a perspective, landscape reveals itself as a
complex experience in the interaction of the perceptual senses and the emotional attitude, and
can thus be understood as a unique, multisensory experience, a space of data collection and

interpretation determined by the individual's cultural affiliation, experience and innate abilities.

1.4. Multisensory perception. Senses and their role in landscape perception and
representation

In landscape studies, the spectrum of sensory perception and the degree of influence in the
perception and interpretation of the landscape are emphasized as important factors in the
relationship between humans and the environment, but not as decisive aspects of landscape
representation. One of the tasks of the doctoral thesis is to find out how the activity of bodily
and spatially oriented senses of perception manifests itself in the representation of the landscape
and what is the configuring role of their images play in the materialization process and in the
expression of the landscape's content. In the theories of perception and studies on sensory
activity analyzed in the subchapter, attention is focused on the process of perception based on
the interaction of all the senses, according to which the landscape is a spatial, material
environmental unit that affects all the senses of the human body and reveals itself in their mutual
synergy. In such a perspective, it is possible to connect the form of landscape reality with the
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representation according to the principle of perceptual similarity. Consequently, analogies with
the landscape of reality can be found in the representation not only in the formal visual sense,
but also in the tangible and otherwise felt and perceived qualities. Such a multisensory approach
to interpretation may seem largely insignificant in image-supporting media such as photography
or painting, but it acquires a completely different weight and significance when the
representation of the landscape is created using spatially and haptically tangible means of
expression such as the textile medium. Thus, stepping outside the plane modeled with visual
means of expression and enter the sphere of plastically constructed material, it is possible to
reflect on the perceived tangible materiality, texture, form and the expression contained in the
volume of the landscape. In addition to the dominant visual impression in the perception of the
landscape, the tactile sensation of the fingers, the fibrous texture of its elements and the bodily
perceived volume qualities of the forms are also essential in the textile medium. Therefore, in
the interpretation of the landscape in the tapestry, it is important to consider as broad a spectrum

of sensations as possible, without limiting oneself solely to visually perceptible qualities.

1.5.Textile medium, specificity of expression

The historical and contemporary forms of the tapestry are united by the main, perception
determining component — the textile fiber. The fiber tapestry contains color and form material
at the same time. While in historical tapestries color and materiality played a rather subordinate
role in the depiction of figurative content, in contemporary tapestry, including the tapestries of
the Heimrath School, the fiber material developed into a decisive means in the modeling of
pictorial expression. The inherent properties of the textile fiber - texture, shape and color -
became an independent carrier of imaginative expression. By focusing on the substantive
qualities of tapestry at the level of the material or textile fiber, research and theories related to
the field of textiles as a whole become relevant and allow tapestry to be considered within the
framework of general textile studies, focusing on the medium-specific perceptual peculiarities
and narratives included in the physical substance of the textile. For example, by drawing
attention to the textile knowledge revealed in metaphors about folds and threads, knots and
weaving in the fabric of life, all of which have an interpretable content load, and to the process
of connecting fibers by highlighting its particular role in creating a story or a contextual
message, by considering weaving as an intuitive guide to the process of creative work,
according to which the weaver is considered part of the loom because in this union, in which
he beats the fabric and throws the shuttle in a unified rhythmic action, he embraces and expands
his physical abilities.
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Summarizing what has been studied about the importance of materiality in the representation
of the image and the revelation of content in the textile medium, it can be concluded that
materiality is one of the most important features in the interpretation of the image in tapestry,
alongside the visual connotations that can be revealed in the interpretation of the composition
of the tapestry. The material qualities of textiles, including their multisensory content,
complement the possibilities of landscape representation and interpretation to a much greater
extent than is possible in visually oriented media such as painting and photography. Without
separating the visual impression from the tactile components of the landscape, it becomes
possible to reflect on such qualities of the landscape as the plasticity of the surfaces surrounding
the recipient, the substantially perceived color, the structure of landscape elements and the fiber

content of organic forms.

CHAPTER 2. Tapestry: Terminology, Genealogy, Landscape Representation

In the second chapter, the use and attribution of the term "tapestry™ in Latvian is developed in
the form of an analytical justification, the means of figurative expression and their role in the
expression of image representation in the medium of tapestry in the classic collective work
practice and the contemporary version of the author's work are explained and justified. A
comprehensive overview of the development of the medium of tapestry in the context of
landscape representation is given, starting from the earliest known examples of tapestry
technique to the contemporary versions of tapestry art of the 20th century, emphasizing the
consistency of the visual language and the omnipresent genealogical context, distinguishing the
main stages of development, the variations of creative approaches, the schools of local character
and their influence on the development of landscape representation.

2.1. The problem of the use and attribution of the term *"tapestry' in Latvian

The term "tapestry" is one of the textile terms used in Latvian art history for which no clear
definition and limits of application have yet been developed.

Starting from the 20th century in the 1960s, when the use of this term increased rapidly with
the rise of tapestry art, till the recently regular attempts to clarify, classify, supplement and
replace it can be noticed. A unified and clear use of the term "tapestry" was interfered by the
complicated classification variants of the contemporary versions that arose in the attempt to
distinguish the multidimensionally expanded forms created by a variety of different weaving

techniques and materials.
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Analyzing the possible etymology of the term "tapestry™ in Latvian, can be concluded that its
origins can be found in the designations of weaving techniques. The term "tapestry" for
decorative fabrics was introduced in Latvian written sources from the 1960s onwards. Changes
in the development and labeling of textiles were initiated by the monumental, figuratively
organized tapestry To the Song Festival/ Uz Dziesmusvétkiem (1960) woven by Radolfs
Heimrats.

The study concluded that there were no institutional or terminological obstacles to the use of
the term "tapestry". It was also have been clarified that it is crucial to maintain the link to the
basic woven structure contained in the term “tapestry”, as this incorporates the evolutionary
direction of development of tapestry as a form of woven textile. By introducing other types of
designations, such as the proposed "decorative textile, the genealogical lineage of the tapestry
is disrupted, making it impossible to examine the substantive qualities of this textile in a
complete, historical development and a section corresponding to the specificity of the medium.
The term "tapestry"” can be recognized as an appropriate and justified term for the designation
of woven textiles containing an artistic image, both in the case of historical tapestries and when
applied to contemporary versions, including the works of representatives of the Heimrats
School. The term "tapestry art" is used in a broader context. In general, in the field of tapestry
art, a distinction can be made between "historical tapestry", which includes tapestries woven
before the middle of the 20th century (up to the Second World War), and "contemporary
tapestry", to which all technological and material variations can be added, while maintaining
the main criterion according to which these textiles, which represent artistic images, are
basically woven. The term "classical tapestry”, which emphasizes the use of an unmixed
tapestry weaving technique, is considered inappropriate for the designation of contemporary
tapestries, including the tapestries of the Heimrat’s School, compared to historical tapestry, as
the tapestries are woven according to the traditional methodology, i.e. in the technique of
collaborative work. The term "textile” can be used to refer to a tapestry, maintaining the
affiliation with textile artifacts in general and emphasizing the specificity of the materiality.

Tapestry art and tapestry are a separate field of the professional textile industry.

2.2. Historical tapestry: tapestry technology, means of expression, their
development in the context of landscape representation until the 20th century

The subchapter traces the development of the tapestry art, starting with the first fabric samples
executed in the tapestry technique at the beginning of our era and continuing into the 20th

56



century. By outlining the genealogy of tapestry art and the chronological boundaries of its
historical development, attention is paid to the manifestations of landscape representation, the
peculiarities of the imaginative means of expression and the technological execution of classical
tapestry, as well as the determining and influencing factors of its development, which were
determined by the practice of collaborative or shared work, and its role in creating the guidelines
of figurative expression. This outlines the general development curve and the contexts of
tapestry art, which form the basis for the discourse on the revival of this field and the period of
reforms in the medium of tapestry in the mid-20th century. Particular attention is paid to the
most notable examples of medieval tapestry art that had a decisive influence on the development
of the contemporary concept of tapestry, including the creative work of representatives of the
Heimrat’s School, the depiction of landscape in the thousand-flowered or mille fleur tapestries
of the medieval period, 16th century under the conditions of the dominance of Flemish verdures

and the French tapestry art tradition starting from the 17th 2nd half.

2.3. Contemporary Tapestry: Revival, Lausanne Biennale, Polish School

The origins of contemporary tapestry can be traced back to the innovative work of the French
artist Jean Lurcat (1892-1966), who began his creative activity in the 1930s. The reforms
introduced as part of the revival and development of tapestry art can be evaluated as a step
towards a form of expression based on the specific characteristics of the medium and the
strengthening of tapestry as an independent form of visual art, which generally contributed to
the development of a medium-specific visual language of tapestry art. The International
Lausanne Tapestry Biennials 1962-1965 attracted worldwide attention to the revival of the

French tapestry tradition on a broad scale.

On a qualitatively new level, tapestry began to develop in a situation where interest in tapestry
art and its possibilities in the contemporary context and architectural environment began to
spread outside France thanks to the Lausanne Biennials, and the medium of tapestry was
approached by representatives of countries, especially Eastern European countries, where
tapestry weaving wasn't based on a concept corresponding to a certain technology, but on the
basic principles of fabric production, highlighting the physical content of the tapestry - the
textile fiber - serving as the starting point. In this concept, tapestry became a new form of visual

art, a work of art developed by the artist alone, from the idea to the finished work.
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The approach to the development of tapestry based on self-realization and complete autorship
in which Polish artists worked, was referred to as the term "Polish school” and, as a practice
based on the artist's own craftsmanship, determined the development of contemporary tapestry
in a new conceptual way, especially in regions where there were no historical traditions of

tapestry weaving, including Latvia and other Soviet republics.

As tapestry evolved from a variation of a woven painting in a classical plain weave technique
to a spatial combination of fibers of various types of coarseness, density, texture and materiality,
it also opened up a field of new expressive possibilities in the representation of landscape. The
creative method based on self-execution proved to be grateful for the search for variations of
the landscape depicted in the tapestry by directing the attention of artist-weavers from the
visually represented qualities to the structure of the landscape elements, the inner and outer
fiber layers of the organic elements, the tangible values, the volume of the forms and the spatial
scope of the representation in the multidimensional environment. Unlike a classic tapestry, such
a tapestry isn't woven on the basis of a pre-designed cardboard drawing, but is created in a

material-driven weaving process on a loom.

From the 1970s onwards, the textile material as a carrier of multisensory content became the
main device of expression in the work of the artists-weavers of the Baltic republics from the
1920s onwards, who were uniformly referred to as the Baltic School of Tapestry Art due to the
similarity of their creative approach. In this case, the landscape proved to be a valuable source
of associative imagery thanks to its symbolically interpretable qualities, its organic
correspondence with the textile form on the basis of abstracted color surfaces, textures and
spatial volumes. However, there were clearly discernible differences between the national
schools of the Baltic republics, which were reflected in their attitude towards the process of
creating tapestries, the proportion of colors and creative experimentation. Among them, the
Latvian branch of tapestry art was emphasized as the most innovative and progressive, the
creative approach of its representatives in the contemporary world of 20th century tapestry. In

the 1990s, it was given the designation "Rudolfs Heimrat’s School".

CHAPTER 3. Radolfs Heimrat’s (1926-1992) School of the 20th century. 60-90 years: a
case study

At the beginning of the 1960s, Latvian textile art underwent a change that was essentially
characterized by a massive reorientation towards the medium of tapestry. As a result, the aims
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of the creative task shifted from the development of utilitarian textile objects to the expression
of visual content in an artistic image, which gave the entire industry a qualitatively different
perfomance in the very next decade. The ideological driving force behind the changes was the
creative work, interests and goals of the artist-ceramic and weaver Radolfs Heimrats, which
initiated the search for imaginative expression in textiles and allowed him to emerge confidently
to the leading positions in the textile art industry,and in turn received the scope of an industry-
wide transformation through the professional training implemented at the Soviet state

universities of art education reform.

The chapter analyzes the conditions that determined Heimrat's rise to the leadership of the
industry, the factors that contributed to the development of tapestry art and the emergence of a
certain school or direction, identifying in this context the reasons that contributed to the
dominance of landscape depiction in the creative work of the representatives of this School.
The narrative means of expression characteristic of the Heimrath School tapestries are analyzed
separately, paying attention to the role of the author and executor in the process of image

creation and weaving itself.

3.1. Rudolfs Heimrats: biography and artistic expression in textile art

Rudolfs Heimrats (1926-1992) was associated with the development of the Latvian textile
industry and its most important events from his first participations in exhibitions to the end of
his life.

From the 1960s to the early 1990s, Heimrats regularly attracted the attention of art critics, as he
was the leading representative of Latvian textile art and the ideological pillar of creative
expression, which was always at the center of the most notable industry events. In 1960,
Heimrats exhibited his first hand-woven tapestry, and marked a new stage in the development
of artistic expression by demonstrating the possibility of creating a freely organized, thematic
composition in a textile object, working creatively with the parameters of color, shape and
materiality. This event is always highlighted in reviews of the history of Latvian applied art as
an important turning point and can undeniably be classified as a kind of manifesto of tapestry
art in Latvian textile art. Heimrat's ability to weave harmonious, large-scale, figuratively
modeled genre scenes established his reputation as a master of tapestry art in the Soviet state.
The successful stylization of the figures, the flowing flexibility of the lines and the appropriate

limitation of the volumes as well as the inner, harmoniously balanced rhythm of the
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compositions are certain Heimrat's signature. On the other hand, the poetic lyricism, which is
repeatedly emphasized by critics in context with Heimrat's works, can be considered as a stable,
unifying axis of the tapestry themes.

Heimrat's contribution and influence on the development of Latvian tapestry art in the second
half of the 20th century is significant, but a much more ambitious and lasting result can be

recognised in his pedagogical work at the Art Academy of Latvia.

3.2. Department of Textile Art of the Art Academy of Latvia

The Department of Textile Art in Art Academy of Latvia was founded in 1961. The opening of
the Department was not the result of any initiative by Heimrats, but was realized as one of the
points to reform the higher professional education of the Soviet state. Heimrats, as the most
visible representative of the textile art industry of the time with 13 years of teaching experience,
respectively was invited to head the newly established department. Initially, all subjects,
including painting, were taught by Heimrats, and all formalities had to be arranged and the
material base organized by Heimrats himself. Heimrats gradually assembled the teaching staff
of the department from his students - the graduates of the department. In general, these
conditions became the basis for the free and unrestricted progression of Heimrats decisions,
giving him the opportunity to construct the new department according to his own discretion and
set goals. Thus, by undertaking the creation of curriculum, management and development of
the new department, which encompassed both artistic training and tapestry weaving practice,
innovative professional activity in the textile industry, Heimrats gained an unquestionable
authority, a stable leadership position, making the direction of the industry entirely dependent

on the course Heimrats chose.

3.3. Content of Rudolfs Heimrat's curriculum

The curriculum developed by Heimrats and implemented under his direction can be considered
the decisive basis for the formation of the Heimrat’s School and the subsequently determined
artistic expression and content that followed. In terms of content, it was largely determined by
the freedom of choice granted to Heimrats, which meant that it was significantly influenced by

the author's personal vision and creative priorities, which in turn was facilitated by the fact that
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university programs linked to the textile industry were significantly different among socialist
countries.

Heimrat's educational program was, on the one hand, geared towards the development of an
independent, creatively free personality, which was recognized by both art historians and
students, and on the other hand, the training process was organized in such a way that it
consistently moved towards clearly defined goals and innovative forms of creative expression.
The compositional program guided the imaginative content and thematic orientation of the
tapestry.

By tracking the distribution of composition tasks by school year, it is possible to identify the
focus of Heimrats teaching plan. The largest number of lessons were devoted to the study of
folk art and nature. It is important to mention that folk art studies were organized by Heimrats
personally in museum repositories and funds, most frequently in the Latvian History Museum
and the Latvian Ethnographic Open-Air Museum. The extensive folk art textile studies based
on sensory experience can be evaluated as an attitudinal process for textile thinking, as they
brought the students in search of abstractly expressed imaginative thoughts and revealed the
material self-sufficiency of fabric color and the possibilities of laconic expression based on it.
On the other hand, the encouraged skills of integrating natural forms into the textile medium
were learned, highlighting in particular the specificity of woven structure in image modeling
and revelation, and drawing attention to the usefulness of scenic or landscape compositions in

the representation of thematic content in tapestry.

3.4. Rudolfs Heimrat’s pedagogical method and its role in creating a unified school

In addition to the composition program, an important part of Heimrat's education, which
influenced the establishment of a unified school, was the promotion of an individual approach
to creative work. A number of researchers have drawn attention to Heimrat's specific
pedagogical method, according to which the main task is to develop students' individual
abilities wisely and without coercion, to lead them in the right direction, and not raising others
who are similar to them. The democratic attitude of the professor, the ability not to overshadow
the individuality of the young artist with his personality, to help him find himself, as well as to
develop an original creative handwriting, to stimulate innovative thinking, are considered the
core of Heimrat's training method.

The original training model for textile artists created by Heimrats, which focused on the study

of folk art samples and landscape and nature motifs, their application to the specifics of tapestry
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visual language, the connection with the techniques of modern art expression and the
concentration of the entire creative process in the hands of an author, determined the further
development of tapestry art and created the specificity of artistic expression. Through the
special pedagogical methodology developed by Heimrats, a presentation of textile art filled with
artistic-creative variations emerged within the framework of one medium - tapestry - which in
a relatively short time - within about ten years after the department was founded - became a
clearly distinguishable direction in the overall structure of contemporary tapestry, which began
to be referred to as the "Latvian School of Tapestry art” and was replaced by the term "Heimrat's
School™ after Heimrat's death. The strengthening of the term was facilitated by the different
creative approaches in the industry, which clearly distinguished the generations of textile artists

who were educated at the Art Academy of Latvia under Heimrat's direction and thereafter.

3.5. The Heimrat’s School: the tapestry creation process and the components of
expression

The tapestries of the Heimrath School belong to the group of contemporary tapestries which,
due to their execution approach based on authorship, can be placed in a row with the Polish
School and other tapestries of the 20th century. On the second side are woven textiles whose
affiliation to tapestry art is determined not so much by the precise application of the tapestry
weaving technique, but by the content represented in the artistic image. Since the artist is
involved in all stages of the tapestry's creation within the framework of the authoriship-based
concept, the entire development process of the tapestry, including the technical nuances,
possibilities and limitations, affects the modeling of the image and its content revelation.
Furthermore, in the interpretation of the tapestry's image, the means of expression specific to
the tapestry medium - the techniques of combining woven and non-woven fibers, material and
colour - become important carriers of meaning.

In the case of realization specifics, the development of a tapestry requires strict discipline,
perseverance and concentration from the artist in order to successfully implement a creative
task that extends over a long period of time and cannot be accelerated or corrected, therefore
the choice of the subject matter requires serious consideration and a reasoned decision. Also,
improving the image of the tapestry under the direction of the author during the weaving process
highlights the importance of improvisation, which can be more successfully realized in the case
of a less complicated image. In addition, the expression of the tapestry's image is significantly
influenced by the technological characteristics of weaving, making the choice in favor of

images with pliant forms and compositions based on flowing lines. It can therefore be argued
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that these episodes decisively influence the thematic choices of the authors, as well as the
principles and techniques of pictorial composition, bringing to the fore certain themes the most
suitable to tapestry expression, such as the landscape.

The tapestries of the Heimrat’s School are usually woven using a combination of several
weaving techniques, the so-called mixed technique. The term "mixed technique" describes the
special feature of the technical execution of the Heimrat’s School tapestry. In contrast to the
Polish School, for example, where tapestries were mostly woven using the simplest types of
fiber combinations and materiality was emphasized, the Heimrat’s School's use of various
weaving techniques was a decisively important means of figurative expression in tapestry.
The most common material in the tapestries of the Heimrat’s School is wool yarn. From the
1970s, in addition to creative experiments in technical execution, the acquisition of new
materials were also acquired. In addition to wool yarn, other materials, mostly containing
natural fibers, predominantly sisal, were also used in the weaving of tapestries within the
framework of the Heimrat’s School to expand the content of the image of tapestry. It is
significant that the representatives of the Heimrat’s School used sisal primarily to vary the
surface texture of the tapestry, to increase the volume and to soften the transitions of the color
areas, but not to weave the basic form. An extreme deviation in the area of non-objective
expression, the conceptual work with materiality as a theme, is not characteristic of the
tapestries of the representatives of the Heimrat’s School. However, the dynamic materials
incorporated into the tapestry structure, mostly sheep's fleece and sisal fibers, stimulated the
reproduction of images based on textures, sculptural surfaces and gradations of silhouette
volumes, which were expressed in the most diverse variations in compositions with a scenic
character.

Colour is the most important means of expressing the imaginative content of the Heimrat’s
School's tapestries. During the Soviet period, the coloristic values of Latvian artists' tapestries
were emphasized as an important distinguishing feature of the national school. Dyeing the yarn
was an important part of the execution of tapestries, a physically demanding and time-
consuming task that artists usually carried out by hand, mostly in private, domestic settings. In
general, it can be concluded that this phase marked the beginning of the unique visual
expression of tapestries, which was determined both by the inevitable coincidences of the
dyeing process and by the tonal effects deliberately achieved by the artist, the available dyes.
Textile artists' attitude to colour is never neutral. There is always a clearly defined reason for
their choice and use. Colour as a phenomenon evoked by feelings acquires a dual, interlinked
meaning in the creative work of a textile artist. On the one hand, it represents the emotional
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component of the spiritual experience, on the other hand, it is a material entity in which physical
sensations, generally layers of information accumulated in the tactile experience, are
reproduced.

The mixed techniques and materials used in the weaving of the tapestry and the perceptual
impressions that can be reconstructed in the combination of their colours naturally influenced
the choice of image and content load in the creative work of the representatives of the Heimrat’s
School. As a multisensory constructed unit, the tapestry became a way of reproducing an
impression observed in nature, a form of embodying an impression that not only captures the
visible part but also physically models the fragment of the environment felt through the bodily
senses, which is why the creation of an image through an active combination of form, texture
and colour proved to be particularly productive in the creation of various scenic images. Nature
motifs, including landscapes or their fragments, were also undeniably easier to transfer to the
specifics of tapestry weaving, where sculptural forms can be more successfully bred
technologically. Moreover, the weaving process realised by the artist in the execution of such
motifs was organically driven by the naturally growing structure of the woven fabric. The
emotional effect of the colour played an equally important role in the choice of organic motifs.
Evaluating the specificity of the Heimrat’s School tapestry and the range of means of
expression, it can be seen that the artists' approach to the representation of landscapes was
greatly influenced by the specificity of the tapestry's medium, as well as the lengthy and
complicated process of realization, which forced a responsible and serious approach to the

choice of the depicted subject matter.

CHAPTER 4. Landscape in the Heimrat’s School tapestry

The chapter analyzes the development of the Heimrat’s School tapestry in the context of
landscape representation, systematizes and characterizes the most frequently depicted
landscape types, provides an insight into the example of the adaptation of the historical tapestry
image in the tapestries intended for the representation premises of Rundale Palace, summarizes
and interprets the representation of landscapes as image of the place in the tapestry by applying

the method of concept of personal geography.
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4.1. The development of the figurative expression of the tapestry of the Heimrat’s
School in the context of landscape representation

The analysis of the representation of landscape in the tapestries of the Heimrat’s School with
regard to their forms of expression and the means of imagery used shows a close connection
with the overall trend in tapestry development, which began in 1960s and reached its peak in
the first half of the 1980s. In all phases of tapestry development, the landscape is represented
as the dominant thematic orientation in the creative practice of the representatives of the
Heimrat's School.

Landscapes and depictions of nature created under their influence can be found in the creative
work of all representatives of the Heimrat’s School, although it should be noted that the artists'
approach to the theme of nature was not occur evenly, it cannot be assigned to a specific, time-
limited period in the overall context of the development of tapestry art and the spectrum of
landscapes represents a pronounced diversity both in terms of the choice of motif and the
technical and material means of figurative expression. The expression of images of landscape
or nature motifs was influenced by the general trends in the development of tapestry art, the
individual styles of individual artists and the use of certain techniques and materials.

In general, two creative directions can be distinguished in the representation of landscape,
characterized by the interests and creative tasks of the authors, the development of the landscape
theme in the numerical and content sense. The first direction includes a group of tapestries
whose authors play a fragmentary or subordinate role in the creative work of depicting images
of nature or landscape motifs. In such cases, the landscape depicted in the tapestries of one
author has no thematically related continuations (with all means of expression — pictorial motif,
technical execution, material), no sustained development of content. Such landscapes are
mostly works of an autonomous nature and are found above all in the creative work of those
artists who make up the smallest proportion of the representatives of the Heimrat’s School.

As a second direction, a group of tapestries can be distinguished in which the represented
landscape images have a direct and verifiable reference to the environment of inspiration, a
specific place or territory, which can be identified in connection with the personal geographical
data in the artist's biography. In the creative work of the authors of these tapestries, too, the turn
to landscape depictions is often fragmentary or periodic, but in contrast to the previous group,
these images usually have topographically precise conditions of origin. The landscape in these
tapestries can be revealed as an image of a certain place; in the process of interpretation, a
fragment of the environment specific to that place can be reconstructed, expressed in tapestry-
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specific means of expression that emphasize color, texture or shape, in the content of which
indications of the artist's attachment to a particular landscape environment or territory can be
discerned. In contrast to the generalized images of the first group, which were created out of a
temporary interest, these landscapes are integrated into the creative program of the authors as
an important, purposefully developed part of it, variations of imaginative expression, from the
content of which can be determined the causes for the origin of the idea, which are important
to the author. The authors of these tapestries include Rudolf's Heimrats and the majority of the
most productive representatives of the School, among them Edite Pauls-Vignere, Aija
Baumane, Egils Rozenbergs, llma Austrina, Irisa Blumate, Inga Skujina, Zinta Beimane,

Dzintra Vilks, Iveta Vecenane.

4.2. Landscape typology in the tapestry - the identified landscape types

As a result of the formal, comparative and quantitative analysis of the visual content of the
tapestries, it can be concluded that the tapestries by representatives of the Heimrat’s School not
only show a clear predominance of scenic motifs, but that among them a certain orientation of
the depicted image in relation to the content it contains can also be recognized. According to
this criterion, the landscapes are grouped according to their affiliation to a particular theme or
landscape type. Summarizing the most frequently represented types of landscape, it can be
concluded that their thematic orientation clearly identifies the material component that
determines the choice of motif influencing the image of the landscape created with the entire
palette of expressive means of tapestry - the suggestive possibilities of color, materiality or
spatial modeling. For this reason, the so-called mood landscapes, which are based on the
emotional impact of colors, are in the majority, in which the seasons, states of the day and
natural phenomena are represented. Among the most prominent representatives of the
Heimrat’s School, there is not a single artist who did not explore the theme of the seasons in
tapestry. Autumn landscapes make up the relatively largest proportion of depictions of the
seasons.

A group of landscapes can also be distinguished whose authors are linked by the representation
of various landscape structures, surfaces and natural elements, including land, fields, meadows,
stones and rocks, forest and tree forms as well as the possibilities of depicting motifs of water,
mostly the sea, in the textile medium. A small part consists of tapestries with cityscapes, travel
impressions, genre landscapes, in which the natural environment is depicted in connection with

a narrative, figuratively resolved motif, as well as imagined or fantasy landscapes, among which
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representations based on a literary plot, the theme of space and other conditionally designed

landscape characters should be mentioned.

4.3. Rundale Palace Museum's verdures: a case of the adaptation of a classical
tapestry in the creative work of representatives of the Heimrat’s School

In the group of landscapes represented in the tapestry of the 1980s, four tapestries should be
noted separately, which were intended for the decoration of the renovated representation
premises of the Rundale Palace Museum and were woven as in the 17th century verdures
interpretations. The commission was realized by four artists - Radolfs Heimrats, Edite Pauls-
Vignere, Aina Muze and Ilma Austrina. The realization of the commission took more than ten
years. The Rundale tapestry by Radolfs Heimrats remained unfinished.

Evaluating the tapestries woven for the interior of the Rundale Palace in terms of the
correspondence of the image represented in them with images of tapestry art of a particular
epoch, it is possible to establish that, despite formally identifiable pictorial similarities,
technical consistency, they do not have the effect of a neutral decorative mood characteristic of
verdures, which is created by the originals of the period being interpreted. On the contrary, each
of these tapestries clearly reveals the individual signature style of the artist, his sense of color
and his technical skill. This circumstances, in turn draws attention to how strongly the visual
image of the tapestry is influenced by the methods used in its creation. The conceptual
adherence to the actual colors of historical textiles has also not proven successful. The artificial
predominance of blue and brownish-yellow colours, chosen as if to imitate the bluish tint
resulting from the fading of historical verdures seen today, creates the effect of a tonal
imbalance, even an unfortunate colour choice that strongly underscores the overall eclectic
orientation. However, by extending the comparative, formally focused analysis of the
iconographic content to an examination of the authors' individual practical experience, it
becomes possible to look at the artworks in a different way. By focusing on the study of the
individual case, on the particularities of the materialization of the image, it is possible to
highlight the special contribution of the Rundale tapestries on the basis of an unprecedented
experiment in the form of unique masterpieces of tapestry art, which not only focus on the
achievements and losses of the years-long working process of the artists involved, but in a
comparative juxtaposition highlight the fundamentally different approach of the historical

tapestries, components that determine their value and status.
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4.4. Personal geography in the artwork of artists of the Heimrat’s School

In the context of landscape representation variations, the study pays particular attention to
tapestries in which the depicted images or motifs of nature are based on a reference to a certain
geographically identifiable place or topographical area. The images of nature represented in
these tapestries can be interpreted as reconstructions of landscapes found as a result of short or
long-term experience of a certain place, as impressions fixed in the material, as reflections of
environmental impressions evoked and influenced by multisensory perception, and whose
origins can be found as stable, provable references to the geographically precise conditions of
the emergence of the image. The landscape representations found in these examples fully
demonstrate the form of expression characteristic of the Heimrath School tapestry, based on the
specificity of the medium and the consequences of authorship. The research method in these
cases is based on the theory of personal geography, explored in depth by the geographer David
Lowenthal, who described the individual's geographical world or terra cognita as part of the
shared geographical imagination. According to Louwenthal, each of these private environments
has its own history, and each individual constructs the world in his or her own way and endows
the landscape with his or her own specific content.

Taking these theoretical concepts into account, as well as the authors' biographical data and the
information provided in the interviews, the study identified and collected geographically
precise points of inspiration. As a result, data material was obtained, according to which a
separate series of tapestries has been distinguished,where the landscape can be interpreted in
relation to the environment specific to a particular place and the impressions and experiences

found therein.

4.5. The textile artist's relationship with place and landscape as a creative resource
In the context of emphasizing the importance of place as a source of creative inspiration, it is
possible to single out those artists whose pictorial content in the tapestries has a long-term
connection to a specific geographical location and its characteristic landscapes. The motivation
and choice of landscape in this case is not related to the aim of a selective choice to represent
the ideal perfection of the view, but rather with the author's persistent and enduring desire to
immerse himself in the sensations evoked by the multisensory perception of the place and to
compare them with the form of expression achieved in the tapestry, preserving the experience
in a materialized form in the fiber.
It can be observed that a creatively stimulating attraction to a particular place is influenced by
a distinctly individual, subjective experience, giving it an intimate, personally perceived,
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materially realizable meaning that is worthy of misunderstanding. Examples include the
homestead of the Aija Baumane family in the Talsi district, the rural estate of Inga Skujina in
the Valmiera district, the former estate of Dzintra Vilks in Piebalga and the residence of lima
Austrina by Lake Kalsnava. These places and their characteristic landscapes appear in the
artists's creative work as a source of strong and persistent creative impulses, as a unique source
of tapestries from which uniform cycles of sensory landscapes interwoven with multisensory
experiences were initially created.

When interpreting Aija Baumane's creative work, especially the landscape images, it is crucial
to take into account the long-standing, inseparable relationship to a certain place - the inherited
parental home and the nearby surroundings - as the primary source of the images contained in
the tapestries, an important interpretative material on the basis of which, by drawing on
personally felt sensory experiences,it is possible to approach the deepest layers of the
imaginative content represented in the fiber material. A specific place as a pictorial
organizational basis, which remains constantly relevant throughout the author's oeuvre, is the
only such example among the representatives of the Heimrat’s School.

The landscape represented in the tapestries of Inga Skujina, who grew up in the city, proves
to be a one-piece, long-crafted whole, fused by the author's newly discovered personal
relationship to the rural environment. The familiar place, its naturally perfect rural environment
and cyclical processes enter the creative work as a form of existence realized in relationships,
brought to life in the fibrous material, a stable thematic attraction in which the patterns of folk
art motifs, folklore narratives and ancient traditions that organically characterize the era merge
with the landscape and form the vivid background of the experienced, natural environment.
The woven landscapes of Dzintra Vilks, especially the tapestries of the Piebalga cycle, can be
evaluated as unique variations of woven landscapes, in which the images of a place are anchored
in the artist's complex emotional perception, whose fiber structure embodies impressions from
different sensory experiences through deliberately chosen visual imagery and technical
soulutions. The motif in the landscape is chosen and adapted to the expressive possibilities of
the tapestry, focusing attention on the structures of the ground cover that can be embodied in
the textile material, that can be woven in various technical ways, on physically reproduced
forms that can be seen on the fiber surfaces, and that delineate the background of the sky and
other unimportant, structures unsuitable for textile materiality. The representations of the
landscape in the tapestry thus acquire the expression of certain colors, shapes and the tactile
perception of the materiality used by the artist, which the author models with a certain type of

material, such as spun cotton yarn, sisal, willow and other non-spun fiber materials.
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Among the representatives of the Heimrat’s School, Ilma Austrina established herself as a
weaver of non-figurative themes from the very beginning of her artistic career. Even in her first
tapestries, landscape and nature motifs emerged as the dominant form of expression and the
basis of her imaginative expression. As the research of Austrina's oeuvre shows, the 20th
century saw an important turn in the content of tapestry. In the late 1980s, when the author
bought a rural property on the shore of Lake Kalsnava. From that time onwards, the imaginative
content woven into the tapestries developed in close connection with nature and the
characteristic landscapes observed around the lake, forming a series of reflections linked in a
single cycle. The example of lima Austrina clearly shows that when the author has a long-term
relationship with a certain imaginary environment, the representation of the landscape not only
stabilizes as the ideological core of the creative process, but acquires a developmental dynamic
that manifests itself in a series of images, generally creating a tapestry landscape based on the
impressions of the place and connected in a cycle of landscapes. In such a case, the content of
the woven images is formed under the guidance of a sustained interest over a long period of
time, with the author reflectively learning and reproducing the compelling in the everyday
scenes observed in the surroundings, which can be fully interpreted as the relationship with the
place perceived and embodied in the fiber material. By combining the landscapes represented
in the tapestries of the Lake Cycle with the impressions and stories of experiences gained during
the artist's exploration of the place where she lives, it becomes possible to perceive not only the
formally evaluated content of the images in their structure, which has grown over months, but
also a multisensory reconstructable space of meaningful experience that is worthy of weaving

a tapestry.
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CONCLUSIONS

1. The multidisciplinarity involved in the term of landscape and the resulting pluralistically
expanding explanation of content mark a multifunctional research space or discourse in
which theoretical positions and perspectives on the concept of landscape interact from
different perspectives. A large-scale research direction can be identified in which the
limited equation of landscape with a certain type of view of nature is reduced to a
minimum, which brings the constructive content of the concept of landscape to the fore
and draws attention to the problems of a certain perception of subjectivity, the
manifestations of gradations of the sense of place, experiences and forms of identity.
From such a perspective, it becomes possible to identify the representation of landscape
in cases where the existence of the image of landscape is indicated not so much by the
visually perceptible quality established in the aesthetics of a picturesque view, but by
the spectrum of features that can be reconstructed in the complex sensory experience of
landscape perception, thus creating a basis for landscape studies, for example in
tapestry.

2. As the historical study of tapestry art, which covers the period from the 14th to the 20th
century, reviles, the landscape, in the various forms of expression inherent to the
medium, has retained a constant significance in all phases of the development of this
field of textile art. It can be stated that the technique of tapestry weaving, the
possibilities of materiality and colour rendering contributed to the development of a
medium-specific expression, whereby, for example, a horizontally structured
compositional model based on the principle of the natural scenery became the dominant
form of the image represented in the tapestry. The beginnings of landscape depiction
can be seen in the medieval tapestries in the thousand-flower style and the verdures -
nature scenes representing lush flora - which became widespread in the Flemish
countries from the 16th century onwards.

3. The Latvian term "tapestry" (gobelens) corresponds to the internationally used
designations of this type of textiles (English - tapestry, French - tapisserie) and cannot
be replaced by alternative terms, since (1) the Latvian equivalent of the term "tapestry"
is based on the designation of a weaving technique, which contains an indication of
textiles of a certain category; (2) the use of the term "tapestry™ in relation to the samples
of tapestry art woven in the Gobelin Manufactory (France) is not contradictory, since
there is no term for woven tapestries that contains indications of place of origin; (3) by
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4.

replacing the term "tapestry"” with the terms "decorative textile, "art fabric" or other
variants, the genealogical course of the development of tapestry, its historically created
and stabilized status and a deformed field of interpretation of the image, in which the
connection with the development of the medium is lost, are disturbed and the specific
expression, its content value devalued.

As the results of the disertation show, the term "tapestry™ came into wider use in Latvia
in connection with the expansion of the creative and educational work of the art weaver
- ceramicist Radolfs Heimrats in the medium of tapestry. The flourishing of tapestry art
in Latvia was determined and driven by the curriculum of higher professional education
developed and implemented by Heimrats at the Art Academy of Latvia, pedagogical
methods that focused on individual development, and the strong leadership positions in
both Latvia and the Soviet Union, which gave the industry the shift and scope for
creative motivation. It was also facilitated by the Soviet state funding model, which
guaranteed paid commissions, exhibition purchases and the provision of materials,
contributing to the proliferation of intricate, large-scale tapestries that could be realized
over the long term. Under the influence of the direction established by Heimrats,
tapestry as a medium and textile art as an industry rose to a new qualitative level and
created a branch of tapestry art that can be entirely included into the cultural ecosystem
of world tapestry art with a joint history of origin, justification and development stages
and cannot be regarded as a incidental phenomenon of a particular epoch.

The variations of landscape representation in tapestry art are decisively influenced by
the method of tapestry execution — in the classical approach, which was conceptually
consolidated in the 17th century in French tapestry art, the strict separation of the work
of the weaver and the artist develops an image based on visual expression. In contrast
to the contemporary versions created in the 20th century (including the tapestries of
representatives of the Heimrat’s School), whose visual language is based on an authorial
performance, the imaginative expression is determined by the weaving process realized
by the author, the content of the tapestry is complemented by the plasticity of the
material and the multisensory qualities of the textile means of expression.

The emergence of landscape as a dominant theme in the tapestries of the representatives
of the Heimrat’s School was facilitated by a number of overlapping factors. Firstly, it
has been established that the ability to adapt impressions observed in nature to the
possibilities of the tapestry medium was methodically trained and promoted within the
framework of the curriculum developed by Heimrats. Secondly, it can be stated that
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landscape or nature motifs as a pictorial resource can be particularly successfully
adapted to the specifics of the medium of tapestry, which can be technologically
attributed to the reproduction of plastic, biomorphic forms, which is also evidenced by
the progressive history of the imaginative content of tapestries with the consistently high
proportion of landscape motifs in them. It cannot be denied that Heimrat's emphasis on
landscape motifs in the composition of tapestries also results from this circumstance.
Thirdly, in the pictorial principles rooted in the Heimrat’s School, the possibilities of
laconic, imaginative expression obtained from folk-art textile samples gained in
importance, whereby colour emerged as a conceptually important component of the
imaginative content. Colour in combination with the specifics of materiality and
technical solution proved to be an active tool for the orientation of imaginative
expression and scenic thinking. Fourthly, as the results of the study show, perhaps the
most important factor determining the selection of the thematic choice is the authorship-
based method of tapestry production, which enhances the specificity of the tapestry
weaving process, excludes corrections and means a long-term, close connection with
the woven image.

. The activity of multisensory perception examined in the doctoral thesis draws attention
to the role of the bodily senses in the perception of landscape and in the process of the
formation of pictorial representation in tapestry art, showing direct links between the
subjective position or attitude of the author, based on individual characteristics and
abilities, and the peculiarities of imaginative expression characteristic of the textile
medium. It can be stated that the forms of landscape representation characteristic of
tapestries of the Heimrat’s School arise in a complex relationship between the selective
perception of the author, which marks the origin of the image, and the subsequent
materialization of the image. The creation of the landscape image is influenced and
guided by the artist's subjective observation, which determines the choice of landscape
motif, which in turn is subject to and measured against the conditions of the creative
task, which is influenced by the framework of practical rules - skills (technical
knowledge, abilities), material (availability, concept, conformity with skills), technical
realization possibilities, equipment.

Despite its highly conventional character, the landscape in the tapestries of the
Heimrat’s School retains the status of a visually perceptible, therefore formally and
iconographically analysable object. It is possible to typologize the landscapes according
to the content of the images depicted in them and to distinguish the most frequently
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10.

represented themes. The most widely represented theme in the tapestries of the
Heimrat’s School is seasons. Motifs depicting land, fields, forests, trees and rock
formations are relatively common. The least represented landscapes in the tapestries are
those portraing rivers and lakes. Among the bodies of water, the theme of the sea is the
most variously represented, which generally shows the artists' interest in including the
dune strip of the coastal land and its characteristic relief surface. In general, it can be
observed that in landscape representations, artists most often focus on the plastic forms
of color and nature, on forms based on the inspiration of their fibrous structure, as
evidenced by the marked predominance of representations of moods of nature and
images based on the knowledge of the content expressed in the constructive fibrous
forms and textures of landscape elements. Due to the multi-sensory aspects of
perception and the specificity of materiality, the landscape in the tapestries of the
Heimrat’s School can be considered one of the most complicated and versatile forms of
landscape representation.

In tapestry art, especially in the depiction of landscape, the mode of perception can be
identified as an artifact-generating process where a new form of materiality is created
on the basis of reconstructive sensory experience. The image of the landscape reveals
itself in a reflective, interpretive manner that transforms the sensations perceived in the
real environment into a textile fiber. When interpreting such a landscape created by an
artist, it is therefore important to take into account the information contained in the
origin of its content and not to limit oneself to exclusively visually detectable
indications, but to apply an immersive, multi-sensory approach to interpretation.
Through the immediate felt experience, through the reconstruction of the impressions
created by the felt perception in the interaction of the senses, the visual images acquire
a form, a tactile texture and a volume, they can also be associated with the sensations of
hearing, smell and taste.

The thesis demonstrates that by applying the concept of personal geography in
combination with the biographical research method and field studies based on the
method of sensory ethnography, it is possible to identify and interpret the representation
of the landscape in the tapestry in relation to a topographically precise location. By
combining these methods, the researcher has the opportunity to relate the images
represented in the tapestry to the landscapes of the reality of the identified place of
inspiration, thus achieving an expansion of the scope of interpretation by giving the
images a spatial dimension and a scale created by bodily sensations. As a result of
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research based on the application of the method of sensory ethnography, a group of
tapestries has been compiled in which the origin of the images represented is linked to
the experience of a specific place, the impressions gained there and the subsequent
reflection in the author's creative work.

By accepting a place and its landscape motifs as raw material for imaginative
expression, the artist is able to depict a thematic narrative or an environment with non-
objective content in the tapestry. In this case, the landscape becomes a stable, time-
tested resource of imaginative expression, allowing a diverse range of feelings to be
expressed in tapestry in a fiber-based flexible form. An example of this are the cycles
of tapestry landscapes based on local experience, as found in the creative work of Aija
Baumane, Inga Skujina, Dzintra Vilks and [lma Austrina.

As the research results of the doctoral dissertation show, it is possible to interpret the
images of nature expressed in the tapestries of representatives of the Heimrat's School
as landscapes by applying a selection of proven interdisciplinary methodological tools.
The investigation of landscape representation in tapestry art carried out in the
dissertation makes it possible to expand the definition and attribution of the thoroughly
established concept of landscape in the visual arts by including not only visually
perceptible image qualities, but also components generated by multisensory perception
and influencing the image in the interpretative framework. The landscape depictions
discovered in the examined tapestries by representatives of the Heimrat's School prove
that the tasks set were fulfilled and the goal has been achieved. The scientific
contribution of the doctoral dissertation lies in the factual basis of the researched and
collected data, which can be used as a basis for further studies in the research fields of
environmental perception, the specific characteristics and underlying expression of the
textile medium and the material interpretation of the image in the context of
multisensory perception. It is also possible to develop further research directions related
to the specifics of the creative environment of the Soviet period, including the influence
and consequences of the restrictions imposed by ideology, censorship and the political
system. Considering the connection and embodied relationships between the subject-
artist, a specific topographical location and the affective experience analyzed in the
dissertation enables the modeling of data corpora using digital humanities tools. On the
other hand, the multi- and interdisciplinary perspective creates potential for the further

development of the topic in the field of environmental humanities.
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