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Aastal 1910 avaldas Austria arhitekt Adolf Loos essee ,,Ornament ja
Ruritegu“, Rus ta Rritiseeris dekoori Raasaegses toodangus, vdites, et

ressursside Rulutamine ebauajaliku ornamendi lisamiseks on amoraalne.

Loos polnud ainus; Ra teised tuntud modernistid, nditeks Le Corbusier,
olid dekoori suhtes leiged uoi Roguni vaenulikud. Ometi on see vaid
osa modernismi ajaloost. 20. sajandi disain Raasas lisaks puhastele
toonidele ja uuenduslikele vormidele ka mitmekesist ornamenti, mille
uurimine vdimaldab mitte ainult valgustada modernismi uut Riilge,
vaid Ra demonstreerida regionaalse disaini variatsioone. See nditus
keskendub ndhtusele, mida tuntakse Balti modernismina, piiiides seda
avada uue nurga alt. Ldbi ornamendi piiiiab naitus avada regionaalse
modernismi ajalugu Noukogude perioodil, vorreldes Rolme Ballti riiki,
mille Rultuurilood on 20. sajandil ldhedalt seotud. Eesmdrgiks on
ndidata Rolme riigi disaini sarnasusi ja variatsioone, avades seeldbi Ra
kohaliku modernismi pohimaotteid. Paljud esemed ja tendentsid nditusel
ei pruugi vastata traditsioonilistele modernismi paradigmadele ja
langeuvad nii alternatiiuse Rultuuriloo valdRonda. Samuti on huvitav
jdlgida ornamendi paiknemist noukogude disainiloos: lihelt poolt on
ornamendil oluline roll eriti tarbekunstist ja rahvakunstist mojutatud
disainivaldRondades, teisalt vdib seda vaadata kui omalaadset
anomaadliat ratsionaliseerimisele ehitatud tootmissiisteemis.

In 1910 Austrian architect Adolf Loos published an essay “Ornament and
Crime”, where he criticised décor in contemporaneous production, claiming
that it is amoral to waste resources on adding unnecessary ornament. Loos
was not the only one, other famous modernists, including Le Corbusier,
were also indifferent or even hostile towards décor. Yet it is only a fragment
in the history of ornament. The 20th-century design incorporated not only
pure colours and innouvative shapes but also diverse ornaments, and the
study of them allows us not only to show a new side of modernism but
also to demonstrate the variations of regional design. This exhibition

focuses on the phenomenon known as the Baltic Modernism. Through

ornament, this exhibition presents the history of regional modernism
of three Baltic countries of closely intertwined cultural histories during
the Soviet occupation. The aim is to show the similarities and variations
in the designs of the three countries by introducing the principles of
local modernism, when many objects and tendencies presented may not
correspond to the paradigms of traditional modernism and, thus, fall in the
realm of alternative histories. It is also interesting to observe an ornament
in Soviet culture. On the one hand, an ornament carries an important role
in design spheres influenced by crafts and folk arts, while on the other
hand, it can also be seen as an anomaly in the production system built
on rationalisation.

Leedu tarbekunstnikud Julia Vysnauskiene ja Vladas Daujotas tutuumas vdljapanekutega Vaclouas Miknevicius. Vaas ,,0unapuudied”. Kaunase Salme Raunam. Rinnanodel. 1956. Eesti Tarbekunsti-
Balti liiduvabariikide tarbekunsti nditusel. Foto: G. Loss. Rahvusarhiiv. EFA.250.0.24008 Kunstitoodete Kombinaat ,,Dailé”. 1953. Leedu Kunstimuuseum ja Disainimuuseum
Lithuanian applied artists Julia Vy$nau3kiene and Vladas Daujotas at the Baltic applied arts Vaclovas Miknevicius. Vase “Apple blossom”. Kaunas Art Salme Raunam. Brooch. 1956. Estonian Museum of
exhibition in 1955. Photo: G. Loss. Estonian National Archive. EFA.250.0.24008 Products Factory ,,Dailé”. 1953. Lithuanian Art Museum Applied Art and Design



Bedta Sénberga. Teeserviis. 1950ndad. Ldti Rahuuslik Kunstimuuseum

Bedta Sénberga. Tea set. 1950s. Latvian National Museum of Art

§ Noukogude modernism Balti riikides
Kui Teise maailmasoja alguseks oli Rolmes Balti riigis
vdlja Rujunenud oma kohaliR, Lddnest inspireeritud
modernism, siis Noukogude oRupatsioon t6i kaasa
sundusliku stalinismi Roigis Runstiliikides. Tehased olid
sunnitud Rasutama Moskuas loodud ja kohalike oludega
sobimatuid raskepdraseid neohistoritsistlikke mudeleid.
Alles pdrast Stalini surma 1953. aastal teRRisid
muutused ametlikus ideoloogias. Neohistoritsistlikus
stiilis Rujundamine oli Rallis ning aegandudeu, mistottu
oli pidev puudus tarbeesemetest. Nii oligi toetumine
Lddnes levinud modernistlikule stiilile majanduslikult
vajalik. Balti arhitektide ning tarbe- ja todstuskunstnike
hulgas polnud stalinistlik stiil erilist poolehoidu leidnud
ja nii levis modernism Roheselt Riiresti. Sellele aitas
Raasa Balti riikide omavaheline Roostd6 kultuurivallas,
tingitud nii riiRide vdiksusest kui kultuurilisest
lahedusest. Nditeks Rdisid Leedu ehtekunstnikud
oppimas Eesti Riiklikus Kunstiinstituudis, samas Rui
Eesti ja Lati toostusdisainerid Riilastasid sageli Vilniuses
asunud VNIITE ehk Uleliidulise Tehnilise Esteetika
Teadusliku Uurimise Instituudi kohalikku filiaali.
Balti modernistlikus disainis sdilis ometi ornament.
Rahuuspdrased mustrid olid iihelt poolt inspiratsioon-
iallikaks toostusdisainis ja teisalt sagedaks motiiviks
suveniiritoostuses. Samal ajal ilmusid kohalikku
tootmisse kaasaegsed mustrid. Paneelkorterites
olid tekstiilid ja tapeedid heaks viisiks elavdada ja
moderniseerida iihetaolise moobliga interjodre. Samuti
aitas ornament tdhelepanu eemale juhtida Resise
Rualiteediga toormaterjalidelt ja tootmiskualiteedilt.
Dekoor polnud alati vaba valik; tehastele oli pandud
lilesandeks toota suveniire, mistottu on huvitav jdlgida
Rompromissi ,sotsialistliku” sisu ja modernse vormi
vahel. Kuigi nditus Reskendub disainile, oli tarbekunsti
peamiseks eesmdrgiks mojutada masstootmist — sel
pohjusel on nditusel ekRsponeeritud ka unikaalesemeid.

§ Soviet modernism in the Baltic states

By the beginning of the Second World War, the three
Baltic states had developed their local Western-inspired
modernism. However, the Soviet occupation brought
compulsory Stalinism in all arts, and factories were
forced to use heavy Neohistorical models. Only after
Stalin’s death in 1953, the changes emerged in official
ideology. Designing in Neohistorical style was expensive
and time-consuming, thus, there was a constant lack of
commodities and it was economically necessary to rely
on the modern style that was popular in the Western
world. Amongst Baltic architects, applied and industrial
artists, Stalinism had never been very popular, which
caused the modernism to spread fast. This dissemination
was aided by the cooperation of Baltic countries in the
cultural sphere, caused by the small size of the states
and their cultural connections. For example, Lithuanian
jewellery artists studied at the State Art Institute of the
Estonian SSR, while Estonian and Latvian industrial
designers often visited the branch of Vilnius of VNIITE
or All-Union Scientific Research Institute of Technical
Aesthetics.

Ornament still persisted in Baltic modern design.
Traditional décor was both an inspiration to industrial
design and a frequent motif in the souvenir industry.
At the same time, contemporary patterns emerged in
local production. In standardized apartments, textiles
and wallpapers were an effective way of enlivening and
modernising interiors filled with monotonous furniture.
Ornament helped to direct the attention away from the
poor quality of materials and production. Décor was
not always a free choice; factories were tasked with
producing souvenirs and, thus, it is interesting to observe
the compromise between “socialist” content and modern
form. Although the exhibition focuses on industrial
design, unique objects are also exhibited to illustrate
the fact that all applied arts were intended to serve
as the basis for mass production.

Ignas Egidijus Talmantas. Kohviseruiis. 1968. Leedu Kunstimuuseum

Ignas Egidijus Talmantas. Coffee set. 1968. Lithuanian Art Museum
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§ 1955. aasta tarbekunstinditus

Kolme Balti riigi vahelisi sidemeid disainis ja tarbekunstis
tugevdasid iihised nditused. Kohaliku modernismi
Rujunemises oli eriti suur roll 1955. aasta Balti tarbe-
Runstinditusel. Nditus toimus Tallinna Kunstihoones
ning selle raames Rorraldati 10.-15. juunil Ronuverents,
mille ldbivateks teemadeRs oli tarbeesemete to6stusliku
tootmise kaasajastamine Balti riikides ning modernismi
olemus uues poststalinistlikus ruumis. Uldine Ronsensus
oli, et tsentraliseeritud Noukogude Liidus tuleb
arendada kRohalikku tarbekunsti ja disaini ning just
Raasajastatud ornament oli selle juures oluline:

Vene kunstnik N. N. Zukou: ,,Ornament udib olla
suurepdrane, Ruid iihtlasi mittekolbulik, Roik oleneb
tema moistlikult rakendamisest, temale madratud
Rohast, tema suhtumisest vormile ja eseme otstarbele,
Runstniku maitsest ja mdddutundest, tema tegemist
ergutanud pohjustest.”

Vene Runstiteadlane A. B. SaltoRou: ,,Olles esemest
eraldatud, ornament ei loo iialgi lopetatud Runstiteose
muljet, missugusesse raami teda Ra ei paigutataks ja
Rui ilus ta Ra ei oleks [...] Vastupidi, olles paigutatud
vastavale esemele, nad saavutavad endile senipuudunud
motte, muutuvad eluliselt tarvilikuks, saavutavad
Lopliku esteetilise vddrtuse.”

Leedu Reraamik Jonas Mikenas: ,,0n hddavajalik
viia ldbi niisugune Rord, et iga lilduvabariik toodaks
oma juures Roik toostuseks vajalikud mudelid. Ainult
niisugusel teel udib vadlja areneda toodete rahuuslik
vorm, Ruid laiatarbe esemete tootmise alal saab sel
teel vdltida tiiiituseni standartseid esemeid.”

Eesti Reraamik Helene Kuma: ,,K6ik olustikulised
(utilitaarsed ja enamus dekoratiivseid esemeid) on
lahendatud ornamentaalselt. Kuid Ra siin on selge ja
puhas dekoori riitm, tema vdrvide Riillasus, mitte iiRksi
rahvuslikult omapdrane, vaid Ra eriliselt kaasaegne
ilu ja vormi ning loike elegantsus — emotsionaalselt
peegeldades noukogude inimeste elulist riitmi ja
esteetilisi maitseid.”

(Eesti Rahuusarhiiv, ERA.R-1665.2.160)

§ Applied arts exhibition in 1955

The connections between the three Baltic states were
advanced by joint exhibitions. In the emergence of local
modernism, the Baltic applied arts exhibition of 1955
played a major role. The exhibition took place in Tallinn
Art Hall and on 10-15 June a conference was organized,
focusing on the modernization of industrial production
of commodities in the Baltic states and the nature of
modernism in a new post-Stalinist space. The general
agreement was that in the centralised Soviet Union
local applied arts and design must be developed and the
contemporary ornament was particularly important:

Russian artist N. N. Zhukouv: “Ornament can be
excellent, but at the same time unfitting, it all depends
on its rational application, dedicated place, its relation
to form and function, the taste and restraint of the artist,
the reasons that stimulated his activities.”

Russian art theoretician A. B. Saltykou: “Separated
from the object, ornament never creates the illusion of a
finished work of art, no matter which frame it is placed
in and how beautiful it is [...] On the contrary, placed on
a suitable object, it acquires a meaning that had been
missing, achieves a final aesthetic value.”

Lithuanian ceramic artist Jonas Mikenas: “It is
necessary to impose an order that every republic locally
produces all models necessary for the industry. Only
this way can a national form of products develop and in
mass production one can avoid objects standardized to
boredom.”

Estonian ceramic artist Helene Kuma: “All utilitarian
and most decorative objects are solved ornamentally.
But here too is a clear and clean rhythm of décor, the
abundance of its colours, not only nationally peculiar
but especially contemporary elegance of beauty, form
and cut — emotionally mirroring the quotidian rhythms
and aesthetic tastes of Soviet people.”

(Estonian National Archives, ERA.R-1665.2.160)




Tiju Ené Veljataga—Vaivadiené. Pross ,Nastik“. 1969. Leedu Kunstimuuseum

Tiju Ené Veljataga-Vaivadiené. Brooch “Grass snake”. 1969. Lithuanian Art Museum

§ Ornamentalism

Nouembris 1955 avaldas Arhitektide Liit RdskRirja
»ornamentalismi“ vastu. Todstuslik tootmine
orienteerus iimber modernismile ning liialdusi
dekooris moisteti hukka. Ometi jdi ornament Balti
disaini ndukogude perioodi viltel, omandades uusi
vdljundeid ja ilminguid. Mdned siintoodud esemetest
esindavad rahvusuaheliste mojutustega dekoorilaadi,
teised pigem vastanduvad globaalsele stiilile.

§ Tootmine
Toorainete nappus ning Resised tehnoloogilised
vdimalused piirasid Rohalike disainerite udimalusi
Rujundada minimalistlikke puhta vormiga tooteid.
Nii oli ornament Ra vdimalus iihelt poolt juhtida
tdhelepanu eemale puudujddkidest toote kualiteedis
ning teisalt suurendada toodete sortimenti lihtsa
vaeuaga. Balti tehased kasutasid ndukogude perioodil
tootmisel sageli Rasit6dd; Ra paljud nditusel olevad
esemed on Runstnike poolt maalitud.
§ Ldds
Balti riikide disain oli enam mojutatud Lddnest ja
Pohjamaadest kui enamuse Noukogude Liidu tootmine.
Uhelt poolt oli nditeks Eestis udimalik ndha Soome
televisiooni, teisalt levis informatsioon Rapitalistliku
maailma disaini Rohta Ra ldbi ametliku meedia,
t60stuskunsti ndituste ning muude Ranalite. Kohalikele
elanikele oli lddnepdrane stiil udimalus suhestuda
maailmaga teisel pool ,raudset eesriiet”, Noukogude
vdimule muutusid Balti vabariigid kohalikuks
versiooniks saladuslikust ,Lddnest”, mille abil
levitada miiiiti liidust kui 6nnelikust multikultuursest
ihiskonnast.

»Balti riikide tooted Randsid eksimatult templit
Euroopa Rultuurist, mida me niivord ihaldasime.”
(Juri GertSuR)

§ Ornamentalism

In Nouember 1955, the Union of Architects of the Soviet
Union published a decree against “ornamentalism”.
Industrial production reoriented to modernism and
excess in ornament was condemned. Yet, the ornament
remained in the Baltic design throughout the whole
Soviet period, acquiring new outlets and manifestations.
Some of the objects here represent international
influences, others juxtapose to the global style.

§ Production

Lack of raw materials and poor technological
possibilities restricted local artists from designing
minimalist products. Thus ornament was a possibility
to both direct attention away from deficiencies in
production quality and to simply increase the selection
of products. Baltic factories often used craft techniques
in production; many objects on display here are
painted by artists.

§ West
Baltic design was more influenced by the West and the
Nordic countries than the production in the majority
of the Souiet republics. On the one hand, in Estonia,
it was possible to access Finnish television. On the
other hand, the information on the design of capitalist
countries spread through official media industrial art
exhibitions and other channels. For local citizens, the
Western style was an opportunity to relate to the
world of the other side of the “Iron Curtain”, while to
the Souiet power the Baltic states were turned into a
local version of the mysterious “West” to spread the
muyth of the Union as a happy multicultural society.
“For us, the products of the Baltics bore the
unmistakable stamp of the European culture we
so desired.” (lurii GerchuR)

Elza Zarina. Kausid, 1963. Ldti Rahuuslik Kunstimuuseum

Elza Zarina. Bowls. 1963. Latvian National Museum of Art

Minni Patune. Kiilalisraamat ,,0rnament. 1968. Eesti Tarbekunsti- ja Disainimuuseum

Minni Patune. Guest book “Or

t”. 1968. E:
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