NAPK
CKRYADIITYP
UEINO ABTOP
'YCTAB
BUIT'EAAHH

GUSTAV
VIGELAND
THE MAN BEHIND
THE VIGELAND
PARK
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T'YCTAB BUFENIAHH B MACTEPCKOW B XAMMEPCBOPTE. 28 MAS 1917 / GUSTAV VIGELAND IN THE STUDIO AT HAMMERSBORG. 28 MAY 1917. PHOTO: INGEMURDUR EYJOLFSSON
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®OTO rYCTABA BUTETAHHA /15 BU3UTHOW KAPTOUKW. 1884 /1M 1885, MY>XXUYMHA U KEHLLMHA. HABPOCOK. MAPMX. 1900. BYMATA, MEPO. 20,8 x 14, 6

VISITING CARD PHOTO OF GUSTAV VIGELAND. 1884 OR 1885. PHOTO: JENSENS ATELIER, MANDAL MAN AND WOMAN. SKETCH. PARIS. 1900. PEN ON PAPER. 20.8 x 14.6 CM

MYXUYNHA N OKEHLLMHA. HABPOCOK. MAPKXK. 1900. BYMATA, TEPO. 20,8 x 14, 6 KONEHOMPEK/IOHEHHbBIM MY>XUMHA 1 CTOALLLAS XXEHLLMHA. 1908. BPOH3A. BbICOTA 168 CM

MAN AND WOMAN. SKETCH. PARIS. 1900. PEN ON PAPER. 20.8 x 14.6 CM KNEELING MAN AND STANDING WOMAN. 1908. BRONZE. H. 168 CM
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lyctaB BurenaHH (Burenanp) (1869-1943) — BEpOSTHO, CaMblli W3-

BECTHbI CPeAM HOPBEXCKUX CKyNbMTOPOB. 3TO B OCHOBHOM
obbsicHseTcs Hanuuvem B Ocno oblMpHOro napka Burena-
Ha. B 3TOM npocTpaHCcTBe B 340 aKpOB, CMIAaHMPOBAHHOM U 00Y-
CTPOEHHOM CcaMUM BurenaHHom, pa3melleHo 6onee [ByXcoT
ero ckynbntyp. C MOMeHTa CBOero cosfaHus B 50-x rogax XX
BEKa Mapk CTas BecbMa NONyAspHbIM Kak cpeau xutenen Ocno,
Tak 1 cpean TypuctoB. HecmoTpsi Ha 3TO, Henlb3a CkasaTb, 4TO-
6bl BurenaHH okasan ocoboe BAMsHWE Ha CKynbnTypy Hopseruw.
B 3TOM cMbic/ie ero Henb3s NoCTaBUTb PAAOM CO
3HaMEHWUTbIM COBPEMEHHNKOM XYAO0XXHWNKOM D[~
Bapaom MyHkom (1863-1944). BurenaHH Bbien
13 CKPOMHOW Ccpefbl, UCNbITbIBAN HEMANO TPYA-
HOCTEW M NNLLIEHNIN B CTYAEHYeCKMe roabl 1 Ha
3ape cBoeli npodeccrmoHanbHOM Kapbepbl, Of-
HaKO B KOHLLe KOHLOB CTan BCEMU NMPU3HAHHbIM

CKYNbMTOPOM.

CEMDbS U IOHDbIE roabl

Ero oTey nnoTHWK dnunceyc TopceH aepxan cob-
cTBEHHOE fieno B ropoae MaHgan. Cembsi xuna
B TPEXDTaXXHOM [IOME HErofaneky oT LeHTpa
ropoaa. OTey 6bin BECbMA PEUIMO3HbBIM, HO, K
COXaNeHMo, He BblN Tpe3BeHHNKOM. B Kakoi-To

MOMEHT OH BJTOXW NPaKTUUYECKN BCE COCTOAHNE

1935. TPABFOPA HA [IEPEBE. 16 x 31,7

cemMbl B Mopckoe feno. Korga cyAHo 3aToHyno,

GIRL STANDING ON ROCKS IN THE SEA

Cembsi oCcTanach HU ¢ yem. Mo3xe r-H TopceH oT-
Kpbla B CBOEM JOME Ha HWXKHeM 3Taxe nab. C ro-
[AaMW OH CaM [0 TOrO NPUCTPACTUIICS K anKOronto, UTO KeHa B KOHLLe
KOHLLOB OCTaBusa ero, 3abpas ¢ coboit Tpoux aetein. OHKM nepebpa-
NNCb B IOM ee 0TLa - Ha Hebonbluyto depmy K 3anagy oT MaHaana,

B MeCTeuko BurenaHH, ot HOPBEXCKOIro — «3€M/14 BUKNHIOB».

XXMU3Hb B OCJ10

Korpa B cepeante 8o-x rogos XIX Beka lyctas BurenaHH nepebpan-
ca B Oc/io B HageXae BblyUnTbCa Ha Xy[OXKHMKA, €My YAaNOCh NNLLb
NOCTYMUTb B yUeHMe K AEeNCTBYIOLWMM CKyibnTopam. bonbLue yuntbcs
66110 Herfe: AKafemus Xy[oxecTB Obina co3gaHa Nuilb B 1909 rofy.
Ho BurenaHHy noBe3no: n3 cpaBHUTENbHO HEOGOMBLIOTO KOMYECTBA
cKynbnTopoB, paboTasLumnx B Ocno, oH cymen BbibpaTth cebe B yuntens
TaKNX aBTOPUTETHbIX MacTepoB, Kak bpuiHynbd BeprcnnH n MaTmac
Ckerbpok. Camas n3BecTHas paboTa beprcivHa — KOHHas cTaTys Ko-

pons Kapna FOxaHa HanpoTvB koponieBckoro AeopLia B Ocno.

BurenaHH He cpasy pelnncs obpaTuTbCs K beprcavHy. OfHako B Ha-
uane 1889 rofia OH BCe-Taku caenan 31o, U beprcinH, NocmoTpes ero
PUCYHKM 1 HabpoCKM, Skobbl CKa3as, YTo HUKOTrAa He BUAEN HUYero
cTonb Breuatnsrowero. OH gaxke ocTaBUA MX y cebst Ha HeCKOobKo
LHei, uTobbl MokasaTb cBoemy Apyry JlopeHuy JnTpuxcoHy, npodec-
COpY UCTOPUK NCKYCCTB B yHMBepcuTeTe Ocno. ToT Takxke 6bl BeCbMa
BreyaTneH yBUaeHHbIM. BeprcivH n AntprxcoH cooblya obpatnnnch

K APY3bAM N 3HAKOMbIM, yTobbI CO6paTb cpencrtea gnsa BurenaHHa.

JEBYLLUKA, CTOALLAA HA CKANNAX B MOPE.

WOODCUT. 16 x 31.7 CM
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Gustav Vigeland (1869-1943) is perhaps the best known Norwegian
sculptor, a fame confirmed by the Vigeland Park in Oslo. This area,
measuring about 340 acres and mainly designed and shaped by
Vigeland, has more than 200 of his sculptures, and since its completion
in the 1950s been very popular, both with locals and with tourists.
Despite this, Vigeland has never made a particular impact on Norwegian
sculpture - he is not like one of his famous contemporaries, the painter
Edvard Munch (1863-1944). Vigeland had a modest upbringing, went
through a struggling period as a student and in his early career, but

ended up as an acclaimed sculptor.

FAMILY BACKGROUND

His father, the carpenter Eliseus Thorsen, had
his own business in Mandal, and the family lived
in a three-storey house near the centre of the
town. His father was very religious, but, alas, no

teetotaller. At one stage he invested almost all the

family fortune in shipping — and when the ship
sank, the family lost it all. Thorsen later opened
a pub in the house, situated on the ground floor.
Over the years the alchohol got the better of him,
ending with his wife leaving him, taking their three
children with her. They moved to her father, who
lived on a small farm west of Mandal, in a place
called Vigeland, apparently derived from the

Norse word for “viking land”.
1935.

OSLO

When Gustav Vigeland arrived in Oslo in the mid-1880s wanting to
become an artist, he was dependent on being taught by established
sculptors: the Academy of Fine Arts was not established until 1909.
Among the few sculptors in Oslo, Vigeland was lucky enough to receive
instruction from two of them, Brynjulf Bergslien and Mathias Skeibrok.
Bergslien’s most prominent work is the equestrian monument of the

late king Karl Johan in front of the Royal Palace in Oslo.

It took some time before Vigeland paid Bergslien a visit, but when he
did so in early 1889 Bergslien looked closely at Vigeland’s drawings
and sketches, and is supposed to have uttered that they were by far
the most impressive he had ever seen. He wanted to keep them for
some days, to show them to his friend, Lorentz Dietrichson, professor
in Art History at the University of Oslo. Dietrichson too, was much
impressed by what he saw, and the two of them contacted friends and
acquaintances in order to provide Vigeland with financial support. It
gave him financial relief for a while, but it make Vigeland feel like a

beggar when he made his monthly visits to his benefactors.

Vigeland was allowed to work in Bergslien’s studio, both assisting and
learning from the master. It was a fruitful relationship, and after only
nine months in his master’s studio, Vigeland made his debut in autumn

1889 with the sculpture group “Hagar and Ishmael” at the annual Salon

d’automne (Statens kunstutstilling) in Oslo.



B pe3ynbTaTe Ha Kakoe-To Bpems ero puHaHcoBble Npobnembl 661K
pELIJEHbI, XOoTA 6y}:|,yu|/| BbIHy)K,El,eHHbIM eXxXemecssuyHO HaHOCUTb BU3UN-
Tbl CBOMM 671arOTBOPMTESISIM, OH YyBCTBOBaN cebsi nonpoLuankon. Bu-
refiaHH Nnosyumn BO3MOXHOCTb paboTaTb B MacTepckol beprciuvHa,
roe ogHOBPEMeHHO MomMoras MacTepy W yumncs y Hero. 3Tu OTHO-
LIEeHMs 0Ka3anmnch MIoLOTBOPHbLIMU: yKe OCeHbo 1889 roaa, cnycrs
BCEr0 9 MecsueB nocse Hauana paboTsl B macTepckoi beprcniuvHa,
BurenaHH fgebrotnposan Ha exerogHom OceHHem canoHe (Statens

kunstutstilling) B Ocno, rae npeactasunn paboty «Arapb 1 Viamaunn».

Tol ke oceHbto BurenaHH ctan nocewaTb 3aHATUSA B XYA0>KECTBEHHOM
wkone. B ceBoem knacce oH oka3sancs eAnHCTBEHHbIM CKY/TbMTOPOM.
OpHUM 13 ero npenopgasateneit 6611 ckynbntop MaTmac Ckelibpok
(1851-1896). Ckeitbpok yumncs B KoneHrareHe v MNapuxe, oH cumnta-
eTCsl OCHOBOMOJIOXKHWKOM HaTypanuama B CKynbnType Hopseruu.
XyfnoxecTBeHHble Bo33peHus Ckenbpoka, KOHeUHo, O onpepesneH-
HOW CTeneHn NOBAMSIN Ha €ro yYeHUKoB, XoTs BurenaHH Bnocnep-
CTBMM peLuMTeNbHO OTpMLan Kakoe 6bl To HY BbiNo BO3AENCTBME Ha-
TYpanuUCTUYEeCKOl LWKOMbl Ha ero TBopyecTBO. Monogoi BurenaHH

6b171 B TO BpEMS OPUEHTMPOBAH Ha CUMBOJIM3M Y HEOPOMAHTU3M.

HecmoTps Ha 1o, uTo BurenaHH He cTpeMuUCs UATU B CBOEWN CTUW-
CTVKe Mo cTonam yuutenel, beprcant n CkeMbpok He COMHEBanuCh
B €ro TasiaHTe 1 OKa3blBasn emMy BCEBO3MOXHYHO nopaepxky. Ocobo
3HauMMyto posb Cbirpan 3aecb CkelMbpok — OH BXOAWUN B pa3finyHble
KOMWUTETbI, BeaBLUMe BCMOMOLLECTBOBAHMEM [/ MOMOAbIX XyA0X-
H1KoB. B Mae 1890 roga BurenaHH nonyyumn 2000 HOPBEXKCKMX KPOH
OT CBOEro pogHoro ropoga Manpgan. B cnepytoiem rogy oH nonyumn
rocyfapCTBeHHbIN rpaHT. B 1891 rogy BurenaHx otnpasuncsa ana npo-
[onKeHWs yuebbl B KoneHrareH. Tam ero yumTenem ctan cKynbntop
Bunbxenbm buicceH (1836-1913). 3aech OH BrepBble YBUAEN My3ei,
MOCBALLEHHbIN XN3HW 1 TBOpPYeCTBY cKynbntopa beptens Topsanb-
fceHa. BneuatneHue oT My3es BJOXHOBWMO BurenaHHa B oTnnuume
oT npou3sBefeHnin TopBanbAceHa, KOTOpPble OCTaBUAW €ro AOBOSIbHO

paBHOAYLLIHbIM.

That same autumn Vigeland was also attending at art school, the
only sculptor in his class. One of his tutors was the sculptor Mathias
Skeibrok (1851-1896), who had studied in both Copenhagen and Paris,
and is said to have introduced naturalism in Norwegian sculpture.
This made, of course, a certain impact on the students, but Vigeland
later became much opposed to this. The young sculptor was more
oriented towards the symbolism and neo-romanticism of the time.
Despite the fact that Vigeland was not to follow stylistically in his
tutor’s footsteps, the environment was supportive towards him and
his talent acknowledged. Skeibrok played a significant part in this, as
he held positions in commitees providing emerging artists with funds.
In May 1890 Vigeland was granted 2,000 Norwegian crowns from his

hometown Mandal, and in 1891 he received a state grant.

In 1891 Vigeland travelled to Copenhagen for further study, and was
given tutorials by the sculptor and teacher Vilhelm Bissen (1836-
1913). It was here Vigenland first saw the museum dedicated to Bertel
Thorvaldsen and his art and life. It was to become an inspiration for
Vigeland, although not necessarily for Thorvaldsen’s art. Many people
supported Vigeland during his life and career, but Vigeland had a
temper, and there were falling-outs. Jens Thiis was in the 1890s director
of the Museum of Applied Art in Trondheim, and connected to the
restoration of the Nidaros Cathedral - skilled sculptors were needed,

and Vigeland was invited.

TRAVELS IN EUROPE

Thanks to public and private funding Vigeland was able to travel around
Europe during the 1890s and early 1900s. He particularly enjoyed Paris,
Reims, Florence, Rome and London. In 1895 he stayed in Berlin, which
at that time was very popular and important for Norwegian artists.
During his stay, Vigeland had a close professional relationship with
Edvard Munch, and they shared a room and studio, but had a falling-
out; rumour has it that during one argument, Vigeland threw a clay
bust of Munch at the artist. It was destroyed, and Vigeland never made

a new one.

MAPK BUTENTAHHA / VIEW OF THE VIGELAND PARK
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PABOTA HAZl MOAE/NBIO MAMSTHUKA MATEMATUKY HAMTbCY XEHPWKY ABE/THO. 1905 / THE ABEL MONUMENT DURING MODELING. 1905. PHOTO: INGA SYVERTSEN
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1. KEHLLUVIHA, EPKALLIAS HALL COBOW PEBEHKA. ®PATMEHT

2. MYXKUMHA W XKEHLLIVHA BHYTPU KOMECA

CKYIbMTYPA HA MOCTY. 1927. EPOH3A BbICOTA 242 CM

3. MY>KUMHA, XOHTTIMPYIOLLINIA YUETHIPBMS MAIAJEHLAMM. GPATMEHT.
CKYIbNTYPA HA MOCTY. 1927-1928. BPOH3A. BbICOTA 210 CM

4. MOHOJINT. 1929-1943. MOAE/Ib CO3[IAHA B 1924-1925 IT. BbICOTA 1674 CM
5. KOMECO KWM3HMW. 1934, BPOH3A. IMAMETP 300 CM

6. DOHTAH B MAPKE BUTEJTAHHA
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1. WOMAN HOLDING OVER A CHILD. DETAIL

2. MAN AND WOMAN INSIDE A WHEEL. ON THE BRIDGE. 1927. BRONZE. H. 242 CM

3. MAN JUGGLING FOUR INFANTS. DETAIL. ON THE BRIDGE. 1927 - 1928. BRONZE. H. 211 CM
4. THE MONOLITH. MODELLED IN 1924-1925, CARVED IN 1929-1943. H. 1674 CM

5. WHEEL OF LIFE.1934. BRONZE. DIAMETRE 300 CM

6. THE FOUNTAIN AT VIGELAND PARK




KNIAH. 1936. BPOH3A. BbICOTA 333 CM / CLAN. 1936. BRONZE. H 333 CM

CMEPTb, PA3BEANHAOLLASA MYXUYNHY N OXKEHLLINHY.

PE/TbE® ®OHTAHA.1916. BPOH3A. 50 x 60
DEATH PARTING MAN AND WOMAN. FOUNTAIN RELIEF. 1916.

BRONZE. 50 x 60 CM
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MAJTEHBKUI MANbYVIK, CTOALLMIA HA TONOBE LJOMCTOPUYECKOTO XKMBOTHOTO.
PENBE® ®OHTAHA. 1916. BPOH3A. 50 x 60
LITTLE CHILD (GENIUS) STANDING ON THE HEAD OF A PREHISTORIC ANIMAL. FOUNTAIN

RELIEF. 1916. BRONZE. 50 x 60 CM



Ha npoTsa>keHnn BCem >KN3HM OYeHb MHOTVE OKa3blBan eMy NOMOLLb
M NOAAep>KKY. XapakTep y BurenaHHa 6b11 BCMbIIbUMBbLIN, U He BCe
€ro BblAepXunsanu. 34ecb Hago yNOMSHYTb eLle OfHOro YenoBeKa no
nmeHn Venc Tunc. B 9o-x rogax XIX Beka oH 6b11 gupektopom Myses
NpVKNaAHOro NCKYCCTBa B TpOHXeliMe 1 6bin CBA3aH Takxe C pecTaB-
pauueit Hugapocckoro cobopa. ns atoi paboTbl TpeboBanmch KBa-

I'II/Id)I/ILl,l/IpOBaHHbIe CKyNnbnTopbl, U Tnuc npurnacun BurenaHHa.

NOE3AKHM MO EBPOIE

bnarofaps rocynapCcTBeHHbIM M YaCTHbIM BCMOMOLLLECTBOBAHUAM,
B 90-x rogax XIX seka v B Hauane XX seka BurenanH nonyumn sos-
MOXXHOCTb COBEPLUMTb HECKONbKO nyTewecTenin no Espone. Oco-
6eHHO cunbHOe BrneuaTneHMe Ha Hero npoussenu lMapux, Peimc,
®dnopeHuuns, Pum n JToHgoH. B 1895 oH npoBen HekoTopoe Bpems B
BepnuHe — 3ToT ropof 6bi1 Torga ouYeHb MOMYNSPeH Y HOPBEXCKUX
XYLOXHWNKOB. Bo Bpems npebbiBaHMs Tam BurenaHH 3aBs3an TecHble
npogeccrmoHasnbHble OTHOLWeHMS ¢ DABapAOM MyHKOM — OHU, MOMK-
MO Npoyero, Aennnn Kpos 1 macTepckyto. Bece, oHako, 3aKoOHUNIOCH
pa3pbIBOM = XOAWUAMN CNYXM, UTO B MblAy cnopa BurenaHH WBebIpHYN B
MyHKa ranHsaHbIN 6rocT, MyHKa e n3obpaxasLmii. BrocT 6bin yHNY-

TOXEH, a HOBbIN nopTper MyHKa BurenaHH Tak HMKOraa v He caenan.

OOHVMM M3 CamblX 3aMmeTHbIX Ntoaen B TorpawHem bepnunHe 6bin
MofbCKWIA HTennekTyan CtaHncnas MwmbbiweBckmit. OH UMen He-
KOTOpOe NnpeAcTaBieHe O HOPBEXCKOM XYA0XKECTBEHHOM cpefe co
C/I0B CBOEW >XeHbl — HOPBEXCKOM nuncaTensHuubl farHn FOnb. Mwn-
6bILLIEBCKNI NepBbIM ONyOAMKOBaN CTaTblo O TBOpYecTBe BurenaHHa
B O[IHOM W13 €BPOMENCKMNX >XXypHanoB. Ta CTaTbd OKa3asna onpeaeneH-

HO€ B/IAHME Ha MONIOAbIX MOTbCKUX CKYNbMTOPOB py6e>Ka cTONneTnn.

MOPTPETDI

BurenaHH Obin NMUHOCTBIO BECbMA C/IOXXHOM: C OAHOW CTOPOHbI, OH
6b171 3aMKHYT 1 3aCTEHUMB, a C Apyroi — 0b6nafan B BbICLIEN CTENeHM
npakTUYeCKMM MbilineHnem. MNocnegHee oco6eHHO 3aMeTHO, ecnu
NPUHATL BO BHMMaHWE KONMMUECTBO CKyﬂbI‘ITyprIX nopTpeToB, UC-
MOSTHEHHBIX MM Ha pybexe XIX n XX BekoB. BurenaHH cam obpatiancs
K N3BECTHbIM N1LLAM C MpeAIoXKeHNeM CAenaTb X NOPTPET, a B Npo-
Liecce No3MpoBaHMs 3aBOANI Pa3roBOPbl Ha Pa3Hble TeMbl, Nepexoas

B KOHLIe KOHLIOB K MPOCbOam 0 COBETAX 1 O NMOMOLLM.

Moka3saTeneH cnyya C KOMMO3MTOpPOM 3SaBapaom [purom, uen
nopTpeT JONroe Bpems OCTaBancs MMLib B NpoxxekTax BurenaHHa.
B 1902 rogy KomnosmTop Aan cornacve Ha npocbby BurenaHHa - no
npasfe rosops, NpeAnoXeHne oT CTOMb TaNaHTAMBOrO CKynbnTopa
emy paxe nonbctuno. OfHako B CUAY pacmucaHus CBOMX KOHLep-
TOB [pyr cmMor HauaTb NO3MPOBaTb NNLLb 3MMOM 1903 rofa. BurenaHH
BOCMO/b30BANICA C/lyYaeM M 3aroBOPU O CIOXKHOCTAX, CBA3AHHbIX C
BO3JBM>KEHMEM NMaMATHMKA 3HAMEHNTOMY HOPBEXCKOMY MaTemaTu-
Ky Abento. Tpur npefnoxmn Aatb KOHLEPT B MO/b3y 3TOro npoekTa
(uTo0, NpaBAa, TaK ¥ He ocyLecTBMAOCk). Mucatens KHyT lamcyH ocTa-
BasfiCs B APY>XXECKMX OTHOLUEHMAX C BurenaHHoOM [0 KOHLLa ero »ms-

HW. B toHble rofbl OHM HepenkKo oTnpasnanvcCb pa3BiekaTbCsa BMeCTe.
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One of the more prominent persons in Berlin at that time was the Polish
intellectual Stanislaw Przybiszewski. He had some knowledge of the
Norwegian art scene through his wife, the Norwegian author, Dagny
Juel. Przsybizewski was the first to publish an article on Vigeland's
work in a European magazine, which made something of an impact,

particularly on young Polish sculptors around the turn of the century.

SOME BUSTS

Vigeland was a complex person, in many ways withdrawn and shy,
but also very strategic. This is particularly evident from the number of
busts he executed around the turn of the century. Vigeland approached
prominent people in order to portray them, and in doing so he took the
liberty to present them with different topics and tasks asking for both

advice and assistance.

One such example was the composer Edvard Grieg who for a long time
had been on Vigeland’s "wish-list”. He accepted the invitation from
Vigeland in 1902, flattered to be portrayed by such a talented sculptor.
Due to Grieg’s concert programme, he was unable to pose until winter
1903. Vigeland took the opportunity to speak about the difficulties
connected to the Abel monument and Grieg suggested a concert to
the benefit of the project. However, this plan never saw the light of day.
The author Knut Hamsun stayed a friend with Vigeland throughout
his life, and in their younger days the two would often spend time
together. It is said that Hamsun was the most outgoing of the two, and
on several occasions he did not turn up in Vigeland’s studio as agreed.
Vigeland had long been trying to approach the writer Henrik Ibsen, but
it was not until towards the end of the writer’s life that he was allowed
to sculpt him. Ibsen, having suffered two strokes, did not speak, and
allowed Vigeland to work for only ten minutes at a time, over six visits.

Nevertheless, Vigeland was very satisfied with the finished work.

THE STUDIO AT FROGNER

In February 1921, an agreement between Vigeland and the City of
Oslo was signed by which he was given a vast studio at Frogner in the
outskirts of Oslo. In exchange, he would give the city all of the work
he had already made, as well as eveything he would produce until his
death. The studio had an apartment for him and his family, consisting
of library, dining-room, living-room, sitting-room, two bedrooms, and
a bathroom with bathtub and lavatory (not every household had such

indoor facilities in the early 1920s).

There are a number of interesting features about the agreement about
the studio. Vigeland was determined to make it a museum of his works
after his death, and decided at an early stage that his body was to be

cremated and his urn to be placed in a dedicated room in the tower.

Signing the contract, Vigeland was able to concentrate on his work,
although the agreement did not, however, give him any fee or salary.
He was allowed to participate in competitions or take on private
comissions. Interestingly, Vigeland held only two solo exhibitions in his

career, the first in 1894, and the last in 1899.



CumnTaeTcs, UTo U3 HUX ABOMX Hanbonee NMXMUM rynskon Obin famcyH:
HepeaKo OH HapyLlan JOrOBOPEHHOCTU, He ABNAACH B MacTepPCKyto
BurenanHa. Monyuntb cornacre nucatens freHpuka NbceHa Burenan-
Hy yAanocb faneko He cpasy. Chenatb €ro NopTpeT CKyNbnTop CMOr
MWL B NocneaHne rofbl xmn3Hn MbceHa. Mucatenb, nepeHecluni
[Ba NHCY/bTa, HE MOT BECTW pa3roBopbl ¢ BurenaHHom, a ceaHcbl no-
3MPOBaHMNA NPOAOMXKANNCH NNLLL MO 10 MUHYT. XOTa BurenaHH nony-
UnN paspelleHne NnLib Ha 6 BU3UTOB, OH OCTanCcA OYeHb [O0BOMEH
BbINOMHEHHOM paboToit. daBapa MyHK v TycTaB BurenaHH 6binm npu-
MEPHO POBECHMKAMW, M YaCTO YTBEPXKAAETCS, YTO APYr K APYry OHM
OTHOCUIUCb C UCK/OUNTENBbHbBIM MpeHebpexxeHnem, XOTs 3TO SBHOe
npeyeennuyeHune. BoamoxHO, OHM 1 He ObiAn NyULMn ApY3bSMU, HO

MO OTHOLUEHWIO APYTr K APYTrY NPOsABAAIN B3aMHOE YBa>KeHMeE.

MACTEPCKASA BO ®POHbEPE

B deBpane 1921 roga mexay BurenaHHom u Bnactamm ropoga Ocno
6b1710 BOCTUIHYTO 0coboe cornatieHne. CKynbNTOp Nonyumn obwmp-
HytO0 MacTepckyto B npuropoge Ocno, a B 06MeH JomkeH bbin nepe-
[,aTb FOPOAY BCE MCMOMHEHHbIE UM K TOMY BpPEMEHU Npon3BefeHus, a
TakK>Xe BCe, UTO OH elLlle caenaeT Ao KOHLa CBOeM XM13HW. B npefocTtas-
NEHHOM eMy 3[AaHuK, MOMUMO COOCTBEHHO MACTEPCKOM, HaLLIOCh
MEeCTO 1 A8 NPOXMBaHUS BurenaHHa v ero ceMby — B XKMIOM NOMe-
LL|eHMM NOLAAbI MPUMEPHO 300 KB. M pa3mecTunmncs bubnmnoteka,
CTOMOBasl, FOCTUHAs, BE CNa/lbHN U AaXke BaHHas KOMHaTa C BaHHOM

N TyaneTtom, 4to B Hayane 20-X rogos XX Beka bbinio penKocCTbHo.

B 5ToM cornalleHnMn o MacTepckoli eCTb fIBa MHTEPECHbIX MOMEHTA.
Bo-nepBbix, BurenaHH 6bin pelwnTenbHO HamepeH co3faTb My3el
COBCTBEHHbBIX MPOU3BEEHNI, KOTOPbIN JOMmKeH 6bin OTKPbITHCS MO-
Crle ero KOHUMHbI. Bo-BTOPbIX, OH AABHO y>Ke peLlus, UTo ero Teno
nocsie CMepTu JOMKHO 6blTb KPEMMPOBAHO, @ YpHa C Npaxom nome-
LieHa B 3apaHee M36paHHYtO 115 3TOrO KOMHATy Ha TpeTbem STaxe
AOMa, HaNnoMMWHaBLUYHO ballHI0. 3aKNHOUMB Takoe cornatleHne, Bure-
NaHH CMOTr MOMHOCTbIO OTAaTbcs paboTe. OfHaKo AOrOBOPEHHOCTb
C TOPOACKMMM BNacTAMM He mpefycmaTpuBana HuKakux roHopa-
POB WNWN PErynsipHoro >kanoBaHbs. [paBAa, CKyMbNTOp MMeN MpaBo

NPUHUMATL yyacCcThe B KOHKYpCax UMK BbIMNONHATb YaCTHbIE 3aKa3bl.
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MEAANb HOBENEBCKOW MPEMUW MUPA. 1901-1902. AUAMETP 10 CM

NOBEL PEACE PRIZE MEDAL. 1901-1902. DIAMETRE 10 CM

ARTS AND CRAFTS

In his apartment, there are excellent examples of his interest in
design, and arts and crafts, evident in particular in candelabras and
lamps, designed by Vigeland and executed in wrought iron by his
own blacksmiths. In addition he drew patterns for tablecloths, pillows
and carpets. The apartment consists of many objects and details
from Vigeland's life, and it is tempting to describe it as a kind of

“Gesamtkunstwerke”.

THE PARK

The park was not intended to be developed as we know it today, nor
was it part of Vigeland’s initial plans. Interestingly, he stuck to several
of his ideas for many years, and we see them in the park today. When
the agreement for the studio was signed in 1921, Vigeland first planned
to establish a park-like area in front of the building. As we can see
from a model in the museum this would consist of the fountain and
the monolith. However, people close to Vigeland suggested that a
better place would be the land near Frogner manor, an area acquired
by the city of Oslo in 1899 in order to create a park for inhabitants. For
different reasons these plans never turned out, and the area had been

like a waste land since the Great Exhibition in 1914.

By the end of 1924 a final decision was taken, and Vigeland was allowed
to erect the monolith and the fountain on the fields. At first, the opinion
was in general positive towards Vigeland’s sculptures in the area, an
attitude that could be the result of Vigeland no longer opting for an
area close to the royal palace. The fountain had been part of Vigeland’s
ideas ever since a competition in 1907, and finally he had a specific site
and a grander context to place it in. The monolith was something he
had been working on for years, considering several projects, including
one for Oslo’s central railway station in 1919. It took him almost a year
to make the plaster model in actual scale, which was indeed a tour de
force: three stone masons would work on the monolith from summer
1929 to summer 1942. When working on the park, Vigeland also found
space for a modest-sized bronze sculpture, “The Angry Boy”, the first
sketch for which is dated 24 (29?) July in London. Vigeland later made a

first small version in 1913, but the one on the bridge is from 1938.



PACCEPXXEHHbIN MANIEHBKNI MABUMK. CKYNIbMTYPA HA MOCTY. 1928. BPOH3A. BbICOTA 100 CM / ANGRY SMALL BOY. ON THE BRIDGE. 1928. BRONZE. H. 100 CM
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CTOWUT 3aMeTUTb, UTO 3a BCHO NMPOGECCUOHANBHYHO Kapbepy y Hero

6b111 MWW ABE NEPCOHasbHble BbICTaBKM — B 1894 1 B 1899 rofy.

OEKOPATUBHO-NMPUKNAAOHOE
MCKYCCTBO

B kBapTvMpe BurenaHHa BbICTaBfEHbl 3ameuaTtefibHble 06pasubl,
CBMAETENbCTBYIOLME O €r0 MHTEpece K AM3aiiHy U [eKOpaTUBHO-
NpUKNaAHOMY MUCKYCCTBY — UX MOXHO OMpefennTb Kak CBOero pofa
"Gesamtkunstwerke”. 9To OTHOCUTCS NpeXKae BCero K namnam n KaH-
nensbpam, MCMOMHEHHbIM Ky3HeLamu 13 KOBAHOTO >Kefe3a Mnoj ero
HenocpeACTBEHHbIM PyKOBOACTBOM. Kpome Toro, oH pa3spabaTbiBan

PUCYHKM 151 CKaTepTel, MoAyLLEeK U KOBPOB.

NAPK

Csou vpen BurenanH ob6aymbiBan 1 pa3pabatbiBan Ha NPOTSXKEHUN
MHOIMMX €T, ¥ Pe3yfbTaTbl MOXHO CEroAHsi yBWMAETb B Mapke ero
cKynbnTyp. ECNV nepenTi K UCTOpMM CO3[aHMs Napka, TO MacTepckas
Bo ®poHbepe Obina ycnoBrem «sine qua non» — 6e3 Hee 6bl HUYEro
He BbILW/O. A BOT Napk, KakKMmM Mbl €ro BUAUM, HE BXOLMW/ B MepBOHa-
yasibHble 3aMblCbl BurenaHHa. I'Io;:mvlcaB B 1921 I'O,Ely cornaweHne C
ropogom Ocrio, oH mpegnonaran pasbuTb UTo-To Bpofe HebOsMbLIO-
ro napka rnepef BXOAOM B CBOKO MacTepckyto. Cyas no makeTy my3es,
peub wna o6 ycTaHoBKe POHTaHa 1 CTesbl-MOHONMTA. OfHAKO B OKpY-
>KeHny BurenaHHa Hawwmch to4u, NOACKa3aBLLMe /151 STOMO Apyryto

TEpPpPUTOPMIO — MyCTOBaBLLEE NPOCTPAHCTBO 61M3 ycaabbbl PpoHbep.

THE MEANING OF IT ALL - IN BRIEF

We know that Vigeland was stylistically oriented towards symbolism
and neo-romanticism. Some of his early sculptures also have a stark
realism to them, like “Expelled” (1892) and “Beggars” (1894). It is no
secret that Vigeland was inspired by Auguste Rodin during this early
phase: Vigeland visited Rodin’s studio when in Paris, but they never
actually met. What characterises the sculptures from the early period
is their expressionism, and depiction of the individual’s inner strengths

and struggles.

Stylistically, there is a shift around the time of World War I. Vigeland is
still leaning towards the French, but his sculptures are more simplified,
less expressionistic, closer to the works of Aristide Maillol and his syn-
thetism. This style is very much apparent in the works on the bridge and
those encircling the monolith. However, it was not a stylistic break as
such, as we also can see from the sculptures surrounding the fountain.
They have the emphasis on individual expressions and inner feelings,
and point back stylistically to Rodin. In the park we find a theme which
is both visualised in the whole, but also in the details. Interpreting Vige-
land is not the easiest of tasks: the artist never, or only very rarely, gave
titles to his sculptures. Rather, there are descriptions of what we see.
He did this on purpose, in order not to steer viewers’ expectations in
any specific direction. When looking at the park from a bird’s eye view,
one can easily see that the outline resembles a latin cross , with the

main axis from the main gate, across the bridge, towards the monolith,

KBAPTUPA BUTENTAHHA. TOCTUHAS / VIGELAND’S APARTMENT. DETAIL FROM THE SITTING ROOM
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3TOT yyacTok 6bin nprobpeteH ropogom Ocno B 1899 rogy Ans co3-
AaHus Tam obLiefoCcTynHOro napka. Mo pasHbIM NpUUYMHaAM NpoekT
Tak 1 He 6bIn OCyLecTBEeH, U nocie 60MbLION BbICTaBKM 1914 rofa
yyacTok npepacrtasnsn coboit 6onbluolt nyctbipb. K KOHLY 1924 roaa
YAANocb MpUMTK K OKOHYATENbHOMY pelleHuto, B pe3ynbraTe Bure-
NaHH MOMyYnn BOSMOXHOCTb YCTAaHOBUTb CTENTY-MOHOMMUT U (hOHTaH
Ha BblIOpaHHOM MM MmecTe. CHauana obLuecTBEHHOE MHeHWe B OTHO-
LUIEHWUW YCTaHOBKM CKYyNbNTyp BurenaHHa Ha 3Tom yuacTtke 6b1710 CKO-
pee MoNoXMTeNbHbIM — MaBHOE, CKYNbMNTOP He npeTeHoBan 6onee

Ha TeppuTOpMIO 6113 KOPOEBCKOTO ABOPLA.

®oHTaH 6bi1 B MnaHax BurenaHHa ¢ MOMeHTa NpoBefeHNs KOHKypca
B 1907 rofy. B KOHLe KOHLIOB OH MOAYYMN AN €ro yCTaHOBKMW ropas-
[0 60bLUyto TEppUTOpUO. Haf MOHONMTOM e OH paboTan Ha npo-
TSOKEHUWM MHOTUX NeT. Y Hero 6biin pasHble MbICAIM MO MOBOAY €ro
pa3smelleHuns - Tak, B 1919 rogy peub wna o LleHTpanbHoM Bok3ane.
OpfHako mocsie TOro Kak C MeCTOM OKOHUYaTeNbHO OMpeaesnuanch,
y CKynbnTOpa YLI0 NMPUMEPHO 11 MeCSLLEB Ha CO3[aHWe MOosHopas-
MepHOW r’MncoBol mogenu — NofobHyto paboTocnocobHOCTb BNonHe
MOXHO Ha3BaTb NpodeccroHanbHbIM noasurom. fanbiue pabota no-
Luna, pa3ymeeTcs, MeAIeHHee: M3BECTHO, UTO TPM KaMeHoTeca Tpyan-
NNCb Haf, U3rOTOBNEHWEM CTefbl C fleTa 1929 rofja [0 neTa 1942 rofa.
PaboTas Hag mnaHoMm napka, CKyJbMnTOp Hallen TakXe MecTo A/
HebonbLol 6pOH30BOM CKyNbNTYpPbl «CepAnTbIA Manbiwy. [lepBbli
3CKW3 ee [aTUPOBaH 24 (29?) ntons 1 6bin caenaH B JlToHaoHe. MNMo3xe,
B 1913 rofly, BurenaHH cgenan ero ymeHblueHHyto Bepcuto. OfHako Ta

CKynbnTypa, UTo CTOUT Ha MOCTY, AaTUPOBaHa 1938 roaom.

KOMMEHTAPUU

Y>ke roBopunoCh, UTO B CTUIMCTUUYECKOM NnaHe BurenanH opneHTn-
poBasca Ha CMMBO/IM3M U HeopoMaHTu3M. OnpefeneHHyto AaHb OH
OTAaN W peannsmy — BO BCSKOM C/yyae, HEKOTOPble M3 €ro paHHUX
npousBefeHuit — Hanpumep, «M3rHaHHbln» (1892) unm «Huwme»
(1894) - aBnsarotcs cyrybo peanuctuueckumun. He coctasnset ce-
KpeTa, UTO Ha paHHEM 3Tane TBopuyecTBa BurenaHH HaXxoaunca nopa
onpegeneHHbIm BinaHuem Ortocta PogeHa. V3BecTHO, uto BurenanH
noceTun mactepckyto PogeHa Bo Bpems cBoero npebbiBaHus B Mapu-
e, HO ¢ caMim PofleHOM Tak 1 He BCTpeTuncs. Ero paboTbl paHHero
nepuofa xapakTepusyroTcs SKCMpeccren, B HUX OLLyTMMa BHYTPeH-
Hs5 cuna v 6opbba. MoBOPOT B CTUNUCTMKE BurenanHa npovcxognt
He3afonro fo Havana lNepso MMPoOBOM BOMHbL. OH MO-NpexxHemy
olyllaeT BAWSHWE BenuKoro paHLy3a, HO ero CKynbnTypbl Npu-
obpetatoT bonee 0606LeHHbIe DOPMbI, B HUX OLLYLLIAeTCS MeHbLUe
JKCMpeccumn. B Kakon-To mepe OHW HauMHatOT HanoMKHaTb paboThbl
ApucTtnaa Marions ¢ xapakTepHbIM /19 3TOro MacTepa CMHTETU3MOM.
HoBbIli cTUNb BurenaHHa sBCTBEHHO OLLYTMM B paboTax, CTOSILLMX Ha
MOCTY B MapKe, a Tak>Ke B OKPY>KatoLLNX CTeNY-MOHOMNT CKYNbNTypax.
CTouT, 0gHaKo, NOJUYEPKHYTb, UTO BCE OTO TEM He MeHee He CBufie-
TENbCTBYEeT O PeLuUTENbHOM W3MEHEHUW CTUMS: K MpUMEpY, OKpy-
Xarowne hOHTaH CKYNbNTYPbl BOCMPUHMMAIOTCS NPexX/e BCEro Kak
BbIpaXKEHME IMYHOrO, BHYTPEHHErO YyBCTBA U CTUANCTUYECKM OTCbI-

N1ak0T pa3Be UTo Hasapj — K PoneHy.
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GUSTAV VIGELAND
1869 - 1943

MNAMATHUK B MAPKE BUTEJTAHHA. CO3JAH ABTOPOM B 1942 I. BPOH3A. BbICOTA 186

GUSTAV VIGELAND. MONUMENT IN VIGELAND PARK. 1942. BRONZE. H.186 CM

FEHPUK MBCEH.
rnnc.1903

HENRIK IBSEN.

PLASTER. 1903

and ending with “The Wheel of Life” as the apsis. The fountain marks
the cross. The sculptures can be divided into groups - the bridge, the
fountain, the monolith, and the two smaller groups such as “The Wheel
of Life” and “The Clan”. Looking at the number of sculptures in the park,
we may say that relationship is a common denominator. We see the
visualisation of life, from conception, birth, growing up, living together,
and finally, death. However, death is not the end: the subject matter
is cyclical, and that is most obvious in the sculptures surrounding the

fountain, but also in the single “Wheel of Life”.



YPHA C MPAXOM I'YCTABA BUTENTAHHA, HAXOAALLAACA B 30AHUW MY3ESA / VIGELAND’S TOMB IN THE TOWER OF THE MUSEUM BUILDING
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ALL THE IMAGES COURTESY OF THE GUSTAV VIGELAND MUSEUM

©

Bo Bcex HanMuecTByHOLLMX B Napke Npov3BeAeHNsAX OTUETIMBO MNPO-
BeAeHa onpeaeneHHas TeMa, KoTopas BM3yann3mpyeTcs Kak B LIE/IOM,
Tak M BO MHOXEeCTBe feTanen. Tem He MeHee nHTepnpeTpoBaTth Bu-
renaHHa — Henerkas 3afgauya. Tak UTo HuXKecnegytoLlee — ckopee no-
MbITKa BbIPa3nNTb C/IOBaMM MH;wleuJ,yaanoe BocnpuaTne Xy,ElO)KHI/IKa
1 ero TBopyecTBa. [puyem BurenaHH HMKOrga — MM NMOYTU HUKOT-
[a - He JaBan CBOMM NpounsBefeHnsM Ha3BaHWn. OHM 06bIUHO 060-
3HAYarOTCA onuncaTesibHo. ABTOP NOCTyNan Tak HaMepeHHo, YTobbl He
HanpasnATb BOCNPUATME 3pUTeNiemM CKYNbNTYpPbl NMNLLb B OJHOM KOH-

KPETHOM HanpaB/ieHUn.

Ecnn nocmoTpeTb Ha Mapk C NTUYbEro noseTa, CTaHOBUTCS OUEBUS-
HbIM, UTO €ro OUepTaHMs HANMOMUHAKOT KaTONNYECKNIA KpecT. [naBHas
OCb MET OT MMaBHOIO BXOAa Yepes MOCT, lafiee K MOHOMNTY — U1 3aBep-
waetcs «Konecom Xm3HW» B KauecTse ancuibl. Touka nepeceyeHms
oceit o6o3HaueHa poHTaHOM. CKyNbNTYpPbl MOXKHO NOAPA3[ENNTb Ha
rpynmnbl — CPeAM HUX MOCT, POHTAH M MOHOJNT, @ Tak>Ke [iBe MeHbLUNe
rpynnbi: «Koneco »xusnm» n «Knar». CKynbnTypbl B napke ob6beanHe-
Hbl 0OLLIeN TEMOWN — 3TO OTHOLLEHWUSI MeXay NoAbMU. B BMU3yanbHOM
nnaHe npefAcTaBieHa BCS YeOBeYeCKas XXM3Hb OT 3auaTus, PoXKAe-
HWsl, B3pOC/ieHus, 6paka N COBMECTHOM >XM3HW [0, B KOHLE KOHLOB,
cmepTu. Ho 1 cmepTh — He KoHew. XXM3Hb LUMKAMUHA, 3TO CTAHOBUTCS
OUEBUAHBIM NpU faxke 6ernom B3rsife He TOMbKO Ha CKYIbMTYpbl,

OKpy>KatoLyme hoHTaH, HO 1 Ha paboTy «Koneco >KnsHm».

Euwle opHy rnasHyto ans BurenaHHa wpeto packpbiBaeT ero ctena-
MOHOMUT. OHa 0b6beAVHsIeT CyMMapHO 121 Urypy, CPean HKX Kak
B3pOC/Ible, Tak M [1eTW, 1 BCE OHU B PaBHOM CTEMEeHN CTPEMSTCS BBEPX.
Ha Bonpoc, uTo 03HauaeT ero MOHOMMNT, CKY/IbNTOP OTBETU: «ITO MOS
penurus». YecTHO roBopsi, 3TOT OTBET HUUYETO He MPOSICHSET, HO TNY-
HO AN MeHs npobnembl B 3Tom HeT. Cpeaun CKynbnTyp B napke ecTb
1 [ipyrvie npyUmepsbl € JOCTAaTOUHO TOHKUM NoATeKCTOM. OfNH U3 HUX
cesizaH ¢ poHTaHoM. CkynbnTypa «[leByluka Ha epeBe» — 3TO 130-
Hpa>keHne MONOAOM AeBYLLUKM, C/IOBHO 3aBUCLUER B BO3fyxe Cpeau
BeTBell AepeBa. OHa NpUKPbIBAeT pyKaMu rpyAb, Kak Obl 3aluLLasch
OT Yero-To. 3Ty paboTy MOXHO TPaKTOBaTh Kak WAMKOCTPALMIO Nepe-

X0fja leBOUKM OT AeTCTBA K OTPOYECTBY.

SAKJTIOMEHMUE

XK13Hb 1 TBOpUeCTBO BurenaHHa - Tema He TOMIbKO MHTEpeCHasi, Ho 1
CnoxHas. OH 6bl11 3aCTEHUMBLIM M 3aMKHYTbIM, OLHOBPEMEHHO Ynpsi-
MbIM M pacyeT/IMBbIM, @ TakXe YBNEeKatoLMMCS U BETMKOAYLLIHbIM.
KoHeuHo, Bce cka3aHHOE O HEM CU/IbHO 3aBUCUT OT TOTO, KTO UMEHHO
rosoput. OfHaKO ero NpakTUUYHOCTb HECOMHEHHa, 1 bnarofaps 370-
My KauecTBy BurenaHHa Mbl pacriofiaraem CErofHs v NpekpacHbIM My-

3eem, NpeacTaBnAaroW M ero TBopYeCcTBo, U BETMKONEMHbIM MapKoM.

SIPJIE CTPEMOAAEH

One example of the enigmatic Vigeland is to be found in his monolith.
A total of 121 persons, children and adults alike, are striving upwards.
When asked what this monolith meant, he answered, “This is my
religion”. It does not seem an elucidating answer, but personally, |
have no problem living with that. There are other examples among
the sculptures that have a fine subtlety to them. One is connected
to the fountain - “Young Girl Levitating in a Tree” shows a young girl
afloat in the air, between the branches of a tree. Her arms are covering
her breasts, as if she wants to protect herself from something, as if

illustrating the young girl’s transition from childhood to adolesence.

END NOTES

Vigeland’s life and works are interesting and complex. He was shy,
reclusive, stubborn, strategic, but also affectionate and generous - this
would depend, of course, on whom you asked. His shrewdness, however,
is undisputable and thanks to that, we have today a fine museum
consisting both of his sculptures themselves, and the impressive park

that bears his name.

JARLE STROMODDEN

SMBPUOH. 1923.6POH3A. BbICOTA 41,5 / FOETUS. 1923. BRONZE. H. 41.5 CM



