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Bass Jans Aders

Zéns, kurs iekrita Niagaras
adenskrituma

16 mm filma /

Bas Jan Ader

The Boy Who Fell Over Niagara Falls
16 mm film

1972

Foto no publicitates materialiem /

Publicity photos

Pateiciba / Courtesy of the Museo d’Arte Moderna
di Bologna, Bas Jan Ader Estate, Mary Sue Ader
Andersen and Patric Painter Editions

Mekléjumi ikviena virziena
Searchin’ every which way

Bass Jans Aders. “Starp divam pasaulém” / Bas Jan Ader. Tra due mondi
24.01.-17.03.2013. Mambo, RoZu villa, Bolona / Mambo, Villa delle Rose, Bologna

Barbara Feslere / Barbara Fassler
Maksliniece / Artist

Kas gan ir tas dzinulis, kurs liek trisdesmit tris gadus gadus vecam
puisim méroties spékiem ar Mati Dabu - vienam, burtiski plikam
rokam -, turklat vieta, kur tai ir visa vara un teikSana? Prata nak ar-
hetipiska Sausmu aina - laiva ka skaidina sakultas bangas svaidas
Surpu turpuy, lidz sasveras un apgazas, un to aprij bezgaligais okeans,
vienigais uzvarétajs Sai cina. Varam tikai iztéloties absurdo ainu
nakamaja diena - idille, idens joms lidzens ka spogulis, spid saule, it
ka nekas nebiitu noticis...

Tie, kas pazina Basu Janu Aderu (Bas Jan Ader), raksturo vinu ka
vientuligu un apcerigu puisi. Vinam nepatik doties izklaidés ar drau-
giem - vini parak daudz dzer un pipé. Jauno makslinieku kaut kas
urda, vin$ vienmeér kaut kur traucas, iek$€ja nemiera dzits, vins
muzigi kaut ko mekIé.

Dzimis 1942. gada Vinshotené (Niderlandé), vin$ir “grits”, dum-
pigs pusaudzis. Vin$ pamet pusrata studijas Amsterdamas Gerrit
Rietveld Academie, kur pusgadu nostradaja pie vienas lapas, nemi-
tigi skicéjot, dzéSot un parziméjot. Devinpadsmit gadu vecuma aiz-
stopé uz Maroku un kapj uz Nila Takera Bérceta (Neil Tucker Bur-
chet) jahtas Felicidad, un péc vienpadsmit ménesSiem izsézas Kalifor-
nijas krastos. Vispirms vins apmeklé Otis College of Art and Design

What is the drive that makes a thirty-three year old man try out his
powers against Mother Nature - alone, practically with naked hands -
besides nature at its most powerful? An archetypical horror scene
comes to mind - the boat like a small sliver of wood is thrown back
and forth in the crashing waves, until it tilts and topples over, de-
voured by the infinite ocean, the only winner in this struggle. We
can only imagine the absurd scene on the following day - an idyl],
the expanse of water as smooth as the glass of a mirror, the sun is
shining, as if nothing at all had happened...

Those who knew Bas Jan Ader in person speak of him as a re-
clusive and contemplative person. He was not much into going out
with friends - they drank and smoked too much. Something always
urged the young artist on, he was always speeding towards some-
thing, and driven by an internal inquietude he was always in search
of something.

Born in 1942 in Winschoten (the Netherlands), he was a “dif-
ficult”, rebellious teenager. He abandoned his studies at the Gerrit
Rietveld Academie in Amsterdam, where he had spent half a year
working on a single sheet of paper, continuously sketching, erasing
and re-drawing. At the age of nineteen he hitchhiked to Morocco,
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Bass Jans Aders. Atvadas no draugiem taluma. Digitaldruka /
Bas Jan Ader. Farewell to Faraway Friends. Digitalprint
49.5x56.5 cm. 1971

Foto no publicitates materialiem / Publicity photos

LosandZelosa, péc tam Claremont Graduate School, ko pabeidz ar
bakalaura un magistra gradu maksla. No 1967. lidz 1969. gadam
turpat Klermonta studé universitaté filozofiju, ipasi intereséjas par
Hégeli un Vitgensteinu. 1965. gada Lasvegasa apprecas ar Mériju Sju
Andersenu (Mary Sue Andersen).

Basa Jana Adera makslinieka darbi tapusi Kalifornijas sesdes-
mito gadu gaisotné, kad radas rietumkrasta konceptuala maksla,
kura savu lomu spéléja gan lingvistiska analize, gan ironija. Bet no
citiem talaika maksliniekiem Aderu atskir vina hepeningu eksisten-
cialisms, kas aizéno pirmaja acu uzmetiena pamanamo komiskumu.
HolandieSu izcelsmes Kalifornijas makslinieku uzskata par vienu
no “romantiska konceptualisma” pamatlicéjiem - $is termins pieder
Frieze Magazine Kritika Jerga Heizera (Jérg Heiser) spalvai, un $adi
tika nodéveta ari izstade, kas 2007. gada bija aplikojama Nirnber-
gas Makslas muzeja: tas ir virziens, kas apvieno konceptualo makslu
ar romantismu, domas ar jitam, ideju ar sentimentu. Apméram
35 darbi, kurus Bass Jans Aders radija nepilnos desmit gados, ir
fotografijas, filmas vai videoieraksti, proti - dokumenti par vina
performancém vai instalacijam. Tajos jitama ne viena vien atsauce
uz romantismu, melanholiju, ka ari uz makslas vésturi.

Krasainaja fotografija “Atvadas no draugiem taluma” (Farewell to
Faraway Friends, 1971) redzam sicinu makslinieka siluetu stavam
taluma tdens mala pret gaismu un vérojam pasakainu saulrietu.
Kompozicija, novietojums un proporcijas atgadina raksturigu ro-
mantisma virziena gleznu, Kaspara Davida Fridriha darbu “Mtks
juras krasta” (1808-1810).

Darba “Makslinieks - pédéja mierinajuma patérétajs” (The Artist
as Consumer of Extreme Comfort, 1968) makslinieks, érti apsédies
krésla, atbalstijis zodu uz delnas, skatas uz iedegtu pavardu, virs
kura redzams attéls - jiras vidi peldoss kugis. Pie kajam vinam
saritinajies suns. Telpa mirdz vara stavlampas gaisma. Fotografija
ir melnbalta un neap$aubami cité slaveno Albrehta Direra graviru
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Bass Jans Aders. Cela uz jauno neoplasticismu, Vestkapelle, Holande. Digitaldruka /
Bas Jan Ader. On the Road To a New Neo-Plasticism, Westkapelle, Holland
Digitalprint

30x30 cm. 1971

Foto no publicitates materiGliem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

boarded Neil Tucker Burchet’s yacht Felicidad® and eleven months
later stepped out on the California coast. He first enrolled at Otis Col-
lege of Art and Design in Los Angeles, and then he attended the Cla-
remont Graduate School, obtaining a Bachelor’s and Master’s degree
inart. From 1967 to 1969 he studied philosophy at the university in
Claremont, and took a special interest in the philosophers Hegel and
Wittgenstein. He married Mary Sue Andersen in 1965 in Las Vegas.

Bas Jan Ader’s works were created in the atmosphere of 1960s
California, when West Coast conceptual art was born, with both lin-
guistic analysis and irony having their own role. But Ader is different
from other artists of the time with the existentialism of his happen-
ings, which overshadows the comicality that might be observed at
first sight. The Dutch Californian artist is considered to be one of the
forerunners of Romantic Conceptualism - this term was coined by
the art critic Jorg Heiser, and this is also the name of a 2007 exhi-
bition at the Nuremberg Art Museum. Romantic Conceptualism is a
movement that fuses conceptual art which Romanticism, thoughts
with feelings, ideas with sentiment. What we have today of the ap-
proximately 35 works that Bas Jan Ader created in almost ten years
are photographs, films or video recordings: they document his per-
formances or installations. In them we can perceive quite a number
of references to Romanticism, melancholy, and to the history of art
as well.

The colour photograph Farewell to Faraway Friends (1971)
shows a tiny silhouette of the artist standing in the distance, at the
edge of the sea and watching a magnificent sunset. The composition,
placement and proportions are reminiscent of Caspar David Fried-
rich’s painting The Monk by the Sea (1808-1810).

In the work The Artist as Consumer of Extreme Comfort (1968)
the artist is comfortably seated in a chair, his chin resting on his
hand, looking at the fire burning in the fireplace, and above it hangs
a photo of a ship in the middle of the sea. There is a dog sprawled on
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Bass Jans Aders. Bez nosaukuma (Vestkapelle, Niderlande). Digitaldruka /
Bas Jan Ader. Untitled (Weskapelle, The Netherlands). Digitalprint
40.6x40.6 cm. 1971, 2003

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museo d’Arte Moderna di Bologna, Bas Jan Ader Estate,
Mary Sue Ader Andersen and Patric Painter Edition

“Melanholija” (1514), kura ir lidzigi motivi. Domigs engelis, atstu-
téjis galvu pret roku, raugas taluma uz jiru, bet visapkart vinam
meétajas zinatniski instrumenti, ko neviens neliek lieta. Tapat ka
Basa Jana Adera fotografija, ari pie engela kajam dus suns, grut-
sirdibas simbols. Renesansé melanholiju uzskatija par ligu, no
kuras galvenokart cies intelektuali, kas ir ipasi noskanoti uz ap-
cerigumu. No citiem temperamenta tipiem - sangvinikiem, holé-
rikiem un flegmatikiem -, kurus pazistam kop$ antikas pasaules
laikiem, tieSi melanholikis tika uzskatits par vissarezgitako, ar ko
vajadzéja vien sadzivot, maksajot par to dargu cenu, reizém ka
Direra engelim nespéjot piedalities racionalas vai intelektualas
nodarbés, kad uznak neparvaramas skumjas.

Vairuma darbu Bass Jans Aders ir gan autors, gan dalibnieks.
Vins noliek uz skatuves sevi pasu ka heroisku figiiru, kas atgadina
romantisma kultivéto makslinieka télu, kuru uzskata gan par géniju,
gan nekaunigu dendiju. Adera slavenakaja darba “Esmu parak bédigs,
lai stastitu” (I'm Too Sad To Tell You, 1971) prieksplana redzama vina
seja, kas kameru prieksa nemitéjas liet gauzas asaras. Ka jau rada
nosaukums, makslinieks ir parak bédigs, lai atklatu mums, par ko
vins ta raud, un, patiesibu sakot, stastiSana ari neko nedos - asaras
runa pasas par sevi: atkailinats un tieSs jiitu paudums. No $i video-
darba nak vesels atdarinajumu vilnis 11dz pat misdienam, izraisot
tadu ka 20. gadsimta beigu “Vertera efektu”. Ir tapusi neskaitami
rimeiki - video, multiplikacijas filmas, fotografijas. Basa Jana Ade-
ra majaslapa (basjanader.com) ievietoti dazadi paraugi: Dzankarlo
Norézes (Giancarlo Norese) “Sakas ar S” (Starting With S, 2006), Me-
ganas Dalderes (Megan Daalder) “Esmu parak nogurusi, lai stastitu”
(I'm Too Tired To Tell You, 2007), ka ari video kopigoSanas vietné
vimeo Pola Bogmana (Paul Baughmann) animacijas filma “Esmu
parak bédigs, lai stastitu”.

Ari frazes, ko Bass Jans Aders raksta uz instalaciju sienam, ir
emocionali piesatinatas. “Ludzu, nepamet mani” (Please Don’t Leave

the floor at his feet. There is a faint light emitted by the floor lamp in
the room. The photograph is black and white, and it is an undisputed
interpretation of the famous etching by Albrecht Diirer Melancholia I
(1514) which has similar motives. A brooding angel, head resting in
his hand, looking at the sea in the distance, and a number of scien-
tific instruments, not needed by anyone, are scattered at his feet. Just
like in Bas Jan Ader’s photograph, in the etching there is a dog - a
symbol of melancholy - sprawled at the feet of the angel. During the
Renaissance, melancholy was considered to be an ailment which
contemplative intellectuals were especially prone to. From the four
types of temperament known since the time of the ancient world -
sanguine, choleric, melancholic and phlegmatic - melancholic in par-
ticular was considered to be the most complex type which one had
to live with and pay a high price for having that temperament type,
similar to Diirer’s angel, at times not being able to partake in rational
or intellectual activities when insurmountable sadness took over.

In the majority of his works Bas Jan Ader is both author and
participant. He places himself on the stage as a heroic figure, remi-
niscent of the artist-persona cultivated in Romanticism who was at
the same time considered a genius and an impudent dandy. In his
most popular work I'm Too Sad To Tell You (1971) we see the face of
the artist in the foreground, incessantly shedding tears. As is evident
in the title, the artist is too sad to divulge why he is weeping so bit-
terly, and truthfully, saying it would not change anything - the tears
speak for themselves: a naked and direct expression of feelings. This
video work has spawned a wave of imitations up until the present
day, creating a sort of Werther effect of the late 20th century. There
have been numerous remakes - video, cartoons and photographs. On
Bas Jan Ader’s website (basjanader.com) there are several samples:
Giancarlo Norese’s Starting With S, (2006), Megan Daalder’s I'm Too
Tired To Tell You (2007), in addition the video-sharing website vimeo
has Paul Baughmann’s animated film I'm Too Sad To Tell You.
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Me, 1969), ko apgaismo virs kapném piekarts lukturis, atgadina
mums Zaka Brela Ne me quitte pas (1969). Sirdi plososais klie-
dziens lieliem burtiem uz sienas visparcilvéciski pauz vienas no
pamatigakajam bailém, ko pazistam kop$ visagrakas bérnibas, -
bailes tikt pamestiem, kuras, ka uzsver Freids, célusas no dzim-
$anas laika raditas mates un bérna $kir§anas traumas. Si fraze ka
dires blieziens pa aci uzbur nenoskarstas bailes no tukSuma, no
pamestibas vai atsauc baisas sajitas atmina ikvienam, kas to ir
izbaudijis uz savas adas.

“Nepateiktas un tad aizmirstas domas” (Thoughts Unsaid, Then
Forgotten) atgadina mums, cik gruti reizém ir atrast Istos vardus,
cik loti més cieSam, lidz spéjam tos bilst. Cik daudzkart miisu vésts
miloto sasniedz vien domas, cik daudzas véstules més prata apce-
ram, bet ta arl nepauzam vardos, neizliekam uz papira un ta ari ne-
nostitam! 1973. gada tapuso instalaciju veido pasteli un ella uz sienas
rakstiti vardi Thoughts Unsaid, Then Forgotten, uz trijkaja uzlikts luk-
turis, kas slipi met gaismu uz Siem vardiem, un zeme nolikta vaze
ar apkaltuSiem ziediem. Vitums sava zina simbolizé aizmirSanas
procesu, tas attélo nepateikto domu izzuSanu, izkipésanu,
saplisanu ar fonu. Ari $1 instalacija - neraugoties uz konceptualo
uzstadijuma “gramatiku” - tiesi cité romantisma tradiciju, pieméram,
Francesko Ajeca (Francesco Hayez) renesanses stila tapuso gleznu
“Melanholija” (1841), kura apvitusas pukes uzsver jaunas sievie-
tes bezgaligas skumjas, ko pauz ari tukSuma vérstais skatiens. Ne-
pateiktas domas sasaucas ar aizmirstibas tému, bet to adresats ta
arl paliek, neuzzinajis par tam. Tikai mirstoSie ziedi apliecina nekad
neistenotos nodomus, tie ir ka pédas, ko atstajis virtuals, aprises ta
arl neieguvis Zests. Katra nepateikta doma ir lemta navei, sazuvusas
pukes atgadina puvusos auglus 17. gadsimta klusajas dabas un lidz
ar tiem ari vanitas, lietu nicibu un misu mirstigumu. Smaga misu
esiba ir jutu pasaules pinek]u un neveiksmju nasta, bet beigas savas
nepateiktds domas mums naksies panemt lidzi kapa.

Nedomaju, ka ta ir sagadiSanas, ka pirma Basa Jana Adera re-
trospekcija Italija, kas notika Rozu villa (Villa delle Rose), Bolonas
Modernas makslas muzeja (Mambo) filidle, Arte Fiera festivala
atklasanas pirmajas dienas izraisija tadu furoru: jismigas runas
par to skanéja visas malas. Vérsos pie Dzankarlo Norézes, un vina
komentars lidztekus atzinumam, ka Basa Jana Adera un vina pasa
darbi runa viena valoda, ka vienmér bija 1ss un kodoligs: “Sakaves
estetika.” Ka velak redzésim, sakave (to fail) nudien ir tads ka
sarkanais dzipars, vadmotivs, kas iet cauri visai Adera dzivei.
Jauno makslinieku ipasi pievelk iespéja ciest sakavi, un vins apcer
visus iespéjamos sakaves scenarijus, ka ari $a varda lietojumu un
nozimes dazadas valodas. Anglu valoda tas skaniski atgadina citu
darbibas vardu (to fall - krist) un liek vinpam pétit kriSanas prin-
cipu daznedazadas situacijas. Starp citu, vinu intrigé Vitgensteina
“Traktata” pirmais teikums “Pasaule ir viss, kas iekrit"? (Die Welt ist
alles, was der Fall ist), kas pasauli savieno ar faktiem, kuri iekrit,
var atgadities un varbit ir aprakstami ar valodas starpniecibu, ka
ari savieno pasauli ar priekSmetisko esibu ka tadu un tadéjadi pa-
svitro visas eslbas akcidentalitati, nejausibu. Vél viens piemeérs tam,
ka Bass Jans Aders rotalajas ar vardiem, ir vina paradiSanas kazas
ar krukiem, jo vins bija fallen in love, burtiski - “iekritis milestiba”.
Amsterdamas Art & Project Gallery un Brémerhafenes Kabinett fiir
aktuelle Kunst vins publiski lasa dramatisku stastu no Reader’s Di-
gest popularas gramatinas The Boy Who Fell Over Niagara Falls?,
ik pa laikam iepauzédams, lai iedzertu iidens malku no glazes.
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The phrases that Bas Jan Ader writes on the walls of his instal-
lations are also emotionally charged. Please Don’t Leave Me (1969),
which is illuminated by a light bulb hung at the top of a ladder,
reminds us of Jacques Brel’s Ne me quitte pas (1969). The heart-
tearing cry splashed across the wall in big letters expresses one of
the universal fears that we are familiar with since earliest child-
hood: the fear of abandonment which, according to Freud, begins at
the moment of birth when the child experiences the trauma of being
separated from its mother. This fear is like a punch in the face and
it conjures up unsuspected fears of emptiness, of abandonment, or
it brings back terrifying feelings in anyone who has actually experi-
enced abandonment.

Thoughts Unsaid, Then Forgotten reminds us of how difficult it
is at times to find the right words, how much we suffer until we are
able to utter those words. How many times our message reaches
our loved one only in our thoughts, how many letters we mull over
but never put down on paper and never mail them! The installation-
performance made in 1973 consists of the words written on the wall
in oil and pastel Thoughts Unsaid, Then Forgotten, illuminated by a
lamp attached to a tripod, and on the floor there is a vase with wilt-
ed flowers. The state of withering in a way symbolizes the process
of forgetting, how the unsaid thoughts vanish, go up in smoke and
merge with the background. Despite the “grammar” of the conceptu-
alidea present in this installation, it also directly quotes from historic
Romanticism, for example, the painting by Francesco Hayez Melan-
choly (1841), where half-wilted flowers emphasize the infinite sad-
ness of a young woman, also evident in her gaze fixed into the emp-
tiness. The unsaid thoughts chime with the theme of oblivion, but
the object of the thoughts remains oblivious to them. Only the dying
flowers testify to unfulfilled intentions; they are like footprints left
by a virtual gesture that has never taken form. Each unsaid thought
is destined to die, and the wilted flowers are reminiscent of the de-
caying fruit in 17th century still lifes and also speak of vanitas, the
transience of things and our own mortality. The burden of failures
and the tangle of our emotional world is heavy, but in the end we will
have no choice but to take our unsaid thoughts with us to the grave.

[ do not think it is a coincidence that the first retrospective of
Bas Jan Ader’s work caused such an uproar and ecstatic reviews. The
works were presented at the branch of the Bologna Museum of Mod-
ern Art in Villa delle Rose during the opening days of the Arte Fiera
festival. Giancarlo Norese comments, next to the acknowledgment,
that Bas Jan Ader’s and his own works speak the same language,
were always short and to the point: “the aesthetics of failure”. As we
will later see, failure is like a red thread, a leading motif that goes
through all of Ader’s life. The young artist is especially attracted by
the possibility of experiencing failure, he mused over all the possible
scenarios of failure, as well as the use of the word and its meaning in
different languages. In English the word is phonemically similar to
the verb ‘to fall’ and it makes him research the principle of falling in
various situations. By the way, Ader is intrigued by the introductory
sentence of Wittgenstein’s Tractatus, which in German is as follows:
“Die Welt ist alles, was der Fall ist”?. It is generally translated into
English as “The world is everything that is the case”, however, the
German verb ‘fallen’ is the direct translation of the English verb ‘to
fall’, which in this case connects the world to things that ‘fall’ into
it, happen by chance and might be described by the means of the
languages. These things that fall to us also connect the world with

Bass Jans Aders. Lidzu, nepamet mani. Instalacija
Bas Jan Ader. Please Don’t Leave Me. Installation
28x35.5 cm. 1969

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

Bass Jans Aders. Esmu parak bédigs, lai stastitu. 16 mm filma /
Bas Jan Ader. I'm Too Sad To Tell You. 16 mm film

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

Bass Jans Aders. Nepateiktas un tad aizmirstas domas. Instalacija
Bas Jan Ader. Thoughts Unsaid, Then Forgotten. Installation
1973

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museo d’Arte Moderna di Bologna, Bas Jan Ader Estate,
Mary Sue Ader Andersen and Patric Painter Edition

Bass Jans Aders. Krésla. 16 mm filma
Bas Jan Ader. Nightfall. 16 mm film

4161971
Foto no publicitates materidliem / Publicity photos
Pateiciba / Courtesy of the Museum Boiji Van




Bass Jans Aders. Apturétais kritiens (geometrisks), Vestkapelle, Holande
16 mm filma /

Bas Jan Ader. Broken Fall (Geometric), Westkapelle, Holland. 16 mm film
1'49“, 1971

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

Stasts apspélé vienu no daudzajam anglu varda fall nozimém, Seit
ar1 ‘0denskritums’, un vésta par tragédiju, zénam iekritot taja. La-
sijums beidzas, kad tiek iztukSots pédéjais idens malks no glazes.
Filma “Krésla” (Nightfall, 1971) “krit” nakts, kad makslinieks sasit
divas uz zemes noliktas lampas, uzmetot tam virsi betona kluci...

Basa Jana Adera sakaves principa pétijumi neaprobezojas tikai
ar individu likteniem, bet kalpo par pamatu veselai virknei darbu, ar
kuriem vins atbild savam tautietim Pitam Mondrianam, atsaucoties
uz modernitates projektu kopuma, - ka zinams, De Stijl* makslinieku
uzskata par tipisku modernitates parstavi. Cetri darbi 1971. gada
top tiesi pie slavenas Vestkapelles bakas, ko Mondrians laikposma
no 1910. Iidz 1920. gadam vairakkart gleznojis, lidz nonacis pie
geometriska risinajuma, kur nav vairs nedz diagonalu, nedz krasu
niansuy, vien melnais, ka arl pamatkrasas (sarkans, zils un dzeltens).
Visas paréjas krasas un linijas neoplastiku piristu skatijuma bija
liekvardiba.

Diptiha “Bez nosaukuma (Vestkapelle, Niderlande)” (Untitled
(Westkapelle, The Netherlands)) redzam Aderu ar kapuci galva, vis-
caur melna térptu: viena fotografija vins stav, bet otra ir nokritis
devindesmit gradu lenki attieciba pret poziciju pirmaja fotografija.
Abi kermena vérsumi norada uz Mondriana darbu melnajam state-
niskajam un limeniskajam linijam. Galva uzmaukta kapuce savukart
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Bass Jans Aders. Apturétais kritiens (organisks), Amsterdamas meZs, Holande
16 mm filma /

Bas Jan Ader. Broken Fall (Organic), Amsterdamse Bos, Holland. 16 mm film
149", 1971

Foto no publicitates materiGliem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

its physical existence as such and emphasize the accidental nature
of all existence. One more example of how Bas Jan Ader liked to play
with words was the fact that he showed up at his wedding on crutch-
es, because he had “fallen in love” literally. At Amsterdam’s Art & Pro-
ject Gallery and Bremerhaven’s Kabinett fiir aktuelle Kunst he had
a public reading of a dramatic story from a popular Reader’s Digest
book, The Boy who Fell Over Niagara Falls®, from time to time paus-
ing to take a sip of water from a glass. The story plays with one of
the many meanings of the verb “to fall”, here also forming part of the
word “waterfall”, and speaks of the tragedy when the boy falls into it.
The reading finishes with the last sip of water from the glass. In the
film Nightfall (1971), the night falls when the artist breaks two lamps
placed on the ground by throwing a concrete block on top of them...

Bas Jan Ader’s research of the process of failure is not limited to
individual destinies only, but they are the basis for a range of works
which serve as a reaction to his compatriot Piet Mondrian, making
references to the project of modernity in general - as we know, De
Stijl * considers the artist to be a typical representative of Modern-
ism. Four of Bas Jan Ader’s works created in 1971 were made at
the famous lighthouse in Westkapelle, the same one that Mondrian
painted several times between 1910 and 1920 until he found a geo-
metrical solution where there were no more diagonals or colour nu-

Bass Jans Aders. Kritiens |, LosandZelosa. 16 mm filma /
Bas Jan Ader. Fall I, Los Angeles. 16 mm film
24", 1970

Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Museum Boijmans Van Beuningen, Rotterdam

atgadina divus notikumus: vispirms to, ka nacisti no$ava Basa Jana
Adera tévu, macitaju, kad toposajam maksliniekam bija tikai divi gadj;
tad ari René Magrita gleznu “Milakie” (Les amants), ko gleznotajs ra-
dijis par pieminu matei, paSnavniecei, kura noslicinajas un tika
atrasta ar plastmasas maisinu galva.

Ar1paréjie tris darbi ar Vestkapelles fonu izmanto to pasu ai-
navu: tacinu, kam gar malu aug kriimi. Krasainaja fotografija ar sim-
bolisku nosaukumu “Cela uz jauno neoplasticismu, Vestkapelle, Ho-
lande” (On The Road To a New Neo-Plasticism, Westkapelle, Holland)
makslinieks gul zemé, kreisa roka ir izstiepta horizontali, kreisa
kaja taisna, laba kaja saliekta 90 gradu lenki. Katra nakamaja at-
tela pievienots kads priekSmets, ievérojot tas pasas De Stijl maksli-
nieka lietotas pamatkrasas: zila sega, dzeltena benzina kanna un
avarijas trijstiris sarkana kasté. Tatad atrodamies cela (on the road)
uz jaunu, cilvécisku neoplasticisma interpretaciju. Makslinieka
apgérbtais kermenis attélo melnas horizontalas un vertikalas
linijas, bet krasainie priekSmeti atgadina “racionalisma téva” slave-
nos vienkrasainos laukumus. Otraja darba, kas tapis tai pasa vieta,
nosaukums “Slazds cela uz jauno neoplasticismu, Vestkapelle,
Holande” (Pitfall On The Way To a New Neo-Plasticism, Westkapelle,
Holland) norada uz pirmo $kérsli, kas var miis “paklupinat” Sai cela
uz jauno neoplasticismu: redzam makslinieku nokritusu zemeé un

Bass Jans Aders. Kritiens Il, Amsterdama. 16 mm filma /
Bas Jan Ader. Fall Il, Amsterdam. 16 mm film. 19“

1970
Foto no publicitates materidliem / Publicity photos
Pateiciba / Courtesy of the Museum Boiji Van

ances, and all that remained was black and the primary colours (red,
blue and yellow). According to purists of the Neo-Plasticism move-
ment, all the other colours and lines were redundant.

The first photograph in the diptych Untitled (Westkapelle, The
Netherlands) shows Ader wearing a hood over his face, all dressed
in black: he is standing in the first photograph, but in the second one
he has fallen down and lies at a ninety degree angle to his position
in the first photograph. Both positions are references to Mondrian’s
black vertical and horizontal lines. The hood over his head reminds
us of two events: firstly, the fact that the Nazis shot Bas Jan Ader’s
father, a pastor, when the future artist was only two years old; sec-
ondly, René Magritte’s painting Les Amants, which the artist created
in the memory of his mother who drowned herself and was found
with a cloth wrapped around her face.

The other three works created in Westkapelle also use the same
landscape: a path with bushes on both sides of it. The colour pho-
tograph with its symbolic name On the Road To a New Neo-Plasti-
cism, Westkapelle, Holland shows the artist lying on the ground; his
left hand is stretched out horizontally, the left leg is straight, and the
rightleg is bent at a ninety degree angle. Every next image has anoth-
er object added to the composition, using the same primary colours
approved by the De Stijl artists: a blue blanket, a yellow gasoline can
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Bass Jans Aders
Visas manas drébes
Fotografija /

Bas Jan Ader

All My Clothes
Photography
28x35.5cm

1970

Foto no publicitates materialiem /

Publicity photos

Pateiciba / Courtesy of the Museum Boijmans
Van Beuningen, Rotterdam

51.lpp./p.51
Bass Jans Aders
Primarais laiks /
Bas Jan Ader
Primary Time
Video. 26"

1974

Foto no publicitates materialiem /

Publicity photos

Pateiciba / Courtesy of the Museum Boijmans
Van Beuningen, Rotterdam

turam roka tos pasus priekSmetus, kas vinam bija jau iepriekséja
darba. Man radas pardomas, vai tikai varda pitfall (slazds) nav
apspéléts Piet-fall, proti, Pita (Mondriana) krisSana. Pédéjo darbu $ai
sérija sauc “Apturétais kritiens (geometrisks), Vestkapelle, Holande”
(Broken Fall (Geometric), Westkapelle, Holland), tas pastav gan ka
fotografija, gan arl melnbaltas filmas forma. Taja makslinieka ker-
menis ir izstiepies, sastindzis un krit uz saniem uz zila krasa nokra-
sota kragisa. Stavais téls saskiebjas aizvien vairak, 1idz tas klust
diagonals (Mondriana noraidita diagonale) un nokrit garslaukus
(limeniski, gar zemi). Fotoversija redzam makslinieka kermeni
diagonala pozicija, kas ir nestabila un pariet neapturama kritiena, jo
$adi nav iespéjams ilgi noturéties...

1974. gada top virkne svarigu darbu, kuros makenit jausama
arl ironija par holandieSu meistaru: astonas lapas, kas izkrasotas
sarkanas, dzeltenas, zilas un melnas, un skice instalacijai ar neonu
(1stenota jau péc makslinieka naves), kuru iedvesmojusi vardi,
ko teicis Dali, kuram riebas Mondriana stingri geometriskie prin-
cipi: PIET NIET (“Pitam - né”). Darba “Bez nosaukuma (Puku kom-
pozicija)” (Untitled (Flowerwork)), kas ir septinu fotografiju sérija,
atkal redzam Aderu pievérSamies ziediem. Makslinieks izjauc un
parkarto jauktu buketi pa krasam, saliekot vienkopus zilo, sarka-
no un dzelteno, lai dabiitu tris vienkrasainus puskus neoplastiku
lietotajas pamatkrasas.

Tomeér darbi, kas vislabak izsaka sakaves un krisanas nojégumu,
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and an emergency triangle in a red box. Evidently we are on the
road to a new human interpretation of Neo-Plasticism. The artist’s
black-clad body depicts the black horizontal and vertical lines, but
the colour objects remind us of the famous colour squares of the
“father of rationalism”. In the second work, Pitfall On The Way To a
New Neo-Plasticism, Westkapelle, Holland which was created in the
exact same place, we see the artist fallen to the ground and hold-
ing the same objects that we have seen in the previous work. I have
wondered whether the word ‘pitfall’ might also be an oblique refer-
ence to ‘Piet-fall’, the fall of Piet Mondrian. The last work in this series
is named Broken Fall (Geometric), Westkapelle, Holland and it exists
both as a photograph and in the form of a black-and-white video.
In this work, the artist’s body is stretched and rigid, and it falls to
the side onto a blue trestle. The body which is in a vertical position
skews more and more until it reaches a diagonal position (the diago-
nal rejected by Mondrian) and falls down flat on the earth: a horizon-
tal position. In the photo version we see the artist’s body in a diago-
nal position which is unstable and inevitably turns into an unstop-
pable fall, because it is impossible to stay like that for a long time...
In 1974 Bas Jan Ader created a sequence of important works
which give a slight impression of irony directed at the Dutch mas-
ter. There are eight sheets of paper coloured in red, yellow, blue and
black, and a sketch for an installation with neon lights (implement-
ed after the death of the artist) inspired by the words said by Dali:

pamatu pamatos motive un urda So makslinieku - konceptualistu
romantiki - un kas vinu arl ir padarijusi slavenu, ir performances
ar inscenétu kriSanu. Gandriz lieki Seit noradit ari uz cilvéku dzi-
muma gréka krisanu paradizeé vai pieminét krituSos engelus; Seit
kriSana pirmam un galvenam kartam attiecas uz makslinieka (un
ne tikai) eksistencialo dimensiju, uz makslinieka sttibu vispar -
$ai arodaKkrist, izkrist no aprites, nonakt dekadencé ir vieglak neka
glt panakumus un cienijami pelnit ar sava darba augliem. Tapat
nav Ipasi jauzsver visiem zinama patiesiba, ka tikai neliela dalina
makslinieku spéj izdzivot bez piepelniSanas, pieméram, skolotaja
profesija, grafika vai piestradajot citos paligdarbos.

Darba “Apturétais kritiens (organisks), Amsterdamas mezs®,
Holande” (Broken Fall (Organic), Amsterdamse Bos, Holland, 1971)
Bass Jans Aders karajas virs kanala koka zara. Melnbaltaja filma re-
dzam vinu atlaizam rokas un iekritam kanala. Darba “Kritiens I,
Losandzelosa” (Fall I, Los Angeles) makslinieks séz uz krésla jumta
koré un tad léni noripo ar visu kréslu leja. Filma “Kritiens II, Am-
sterdama” (Fall II, Amsterdam) (abi darbi tapusi 1970. gada)
redzam vinu piebraucam pie kanala ar riteni. Vinam rokas ir pu-
kes, tapéc vins nespéj noturét stiri un parbrauc par kanti, ielidojot
kanala... KriSanas téma tomer iziet arpus farsa komisma robezam un
nav tikai neveiksmes vai sakaves metafora. Vina gadijuma kritiena
vienmeér ir ari kaut kas metafizisks, ta ir teju vai “iekriSana” telp3,
kura smaguma spéka likumibas ir atceltas, kur cilvéks plané tideni
vai plasas arés, nonak murgu pasaulé, un galu gala nozimé ari bailes
no beigam.

Basa Jana Adera makslinieka pasauli nudien ir ietekméjusi ar
refleksija par navi. Seit galvenokart japiemin nacistu noauta téva,
makslinieka bérnibas traumas, sublimacija maksla, konkréti divas
krasainajas fotografijas “Bez nosaukuma (zviedru kritiens)” (Un-
titled (Swedish Fall), 1971). Tajas redzams meZs, taluma starp divam
diZpriedém vid melnas drébes térpts tels (Aders). Otra fotografija
no ta pasa skatpunkta un tai pasa uzstadijuma talinais téls redzams
nogazies gar zemi.

Dzankarlo Noréze ir teicis: “BasaJana Adera makslu var definét
vienigi ka sakralu makslu. Ja “religija” bitu pozitivs vards, es to
lietotu.” Adera gajuma un dailradé atrodama ne viena vien atsauce

PIET NIET (“No to Piet”), who hated Mondrian’s strictly geometrical
principles. The work Untitled (Flowerwork) is a series of seven pho-
tographs, and here we see the artist turning to flowers again. The
artist takes apart and reorganizes a mixed flower arrangement until
he ends up with three bouquets of flowers in blue, red and yellow -
the primary colours of Neo-Plasticism.

However, the works which Bas Jan Ader is famous for and which
best express the concepts of failure and fall, the core motivating
factors for the artist - a conceptual romantic - are the performances
with staged falls. It is almost superfluous to point out the concept
of the fall of Adam and Eve in Paradise, or the fallen angels. In these
works Bas Jan Ader refers not only to the existential dimension,
but to the artist’s calling in general - it is much easier to fall in this
metier, to fall out of circulation, to descend into decadence than to
gain success and make a decent living with the fruit of one’s work.
There is no need to overemphasize the well-known truth that only
a small proportion of artists are able to survive without additional
employment, for example, as teachers, graphic artists or in other in
supplementary jobs.

In his work Broken Fall, (Organic), Amsterdamse Bos, Holland
(1971) Bas Jan Ader is hanging by a tree branch over a stream. In the
black-and-white video we see him unable to hold onto the branch
and fall into the water. In the work Fall I, Los Angeles the artist is seat-
ed on a chair on a rooftop and then slowly topples off the roof, com-
plete with chair. In the video Fall II, Amsterdam (both works were
made in 1970) we see him approaching a canal on his bicycle. He is
holding flowers in his hands, so is unable to hold onto the handlebars
and “goes over the edge” into the canal... The theme of falling, how-
ever, goes beyond the comicality of farce and is not just a metaphor
of failure or defeat. In Ader’s case there is always something meta-
physical in a fall, it is almost like falling into a space where the laws
of gravity have been cancelled, where the human being glides over
the water or in wide open spaces, ends up in a world of nightmares,
and after all it is also a fear of the end.

Bas Jan Ader’s art was indeed influenced by reflections on
death. The main work to be mentioned in this regard is the series
of two colour photographs Untitled (Swedish Fall), 1971, which is a
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uz religiju. Vina tévs bija macitajs, un viena jauka diena makslinieks
izléma braukt ar velosipédu uz Jeruzalemi. So celamérki dramatis-
ki aizéno italu makslinieces Pipas Bakas (Pippa Bacca), Pjero Man-
coni (Piero Manzoni) masicas, celojums-performance - 2008. gada,
gérbusies ligavas Kkleita, vina centas noklut Jeruzalemeé ar stopiem,
bet ta arl gala nenonaca...® Pipai bija trisdesmit tris gadi - ka Jezum,
kurs mira krusta nave, un ka Basam Janam Aderam, kurs devas
sava pédeéja brauciena. Makslinieks méginaja ne tikai uzstadit
jaunu pasules rekordu, viens pats visu laiku vismazakaja laivina
Ocean Wave (garums - Cetri metri) Skérsojot okeanu, bet mekléja
kaut ko lielaku. Vin§ mekléja zuduso laiku, absoliito, bezgaligo. Sevi
un juru. Sevi un parvarigo jiru.
Cusetsas Kodas raga (Cape Cod), lai pabeigtu triptihu “Brinumaino
mekléjot” (In Search of The Miraculous). Pirmaja triptiha dala “Kada
nakts LosandZelosa” (One Night in Los Angeles) astonpadsmit meln-
baltu fotografiju sérija Aders redzams nakti Skérsojam Losandze-
losu, lai rita gaisma tiktu okeana krasta. Uz katras fotografijas ar
roku uzrakstita fraze no grupas Coasters dziesmas Searchin’. Pirms
izbrauksanas koris noskandinaja jurnieku dziesmas, un uz Losan-
dzelosas Claire S. Copley Gallery sienam rotajas vardi 4 life on the
ocean wave. Laiva Bass Jans Aders bija panémis lidzi Hégela “Gara
fenomenologiju”, kura gars ieiet sevi, kad ir dialektiski izgajis cauri
dabai, kur valda nejausais...

“Sveicieni no briniskigajiem Adera [Gdens]kritumiem;

Viss krit;

Un ieripo svaigi izrakta kapa;

Manas domas iet cauri sienam;

Krasta izskalota vesela giizma fotografiju par mironi okeana;

Mans augums praktizé slikonibu;

Jura, zeme, makslinieks dzilas skumjas ir uzzinajusi, ka ar1
viniem pienaks reiz gals.””

(No Basa Jana Adera piezimém.)

No itaJu valodas tulkojis Dens Dimin3

1 “Laime” (spanu val.). — Tulk. piez.

2 LatvieSu tulkojuma ir $ads variants: “Pasaule ir viss, kas iekrit.” Sk.: Vitgensteins,
Ludvigs. Filozofiski logisks traktats. Riga: Liepnieks un Ritups, 2006, 17. Ipp. Manis
piedavatais variants batu tuvaks krisanas metaforai, kur ‘iekrist’ lietots sarunvalodas
nozimé — ‘sagadities’, ‘trapities’. — Tulk. piez.

3 Divdomigs nosaukums, kur fall over ir gan ‘parkrist pari’, gan ‘iemiléties’, ‘iekerties’. —
Tulk. piez.

4 De Stijl (‘stils’ — niderl. val.) — niderlandieSu makslinieku kustiba, kam dots 1917. gada
Leidené dibinata Zurnala vards. Svarigakie De Stijl parstavji bija Teo van Dasburgs (Theo
van Doesburg), Pits Mondrians (Piet Mondrian), Vilmos$s Husars (Vilmos Huszdr), Barts van
der Leks (Bart van der Leck), Herrits Ritfelds (Gerrit Rietveld) un citi. Péc Teo van Disburga
naves 1931. gada kustibas darbiba apsika, bet ietekme turpinajas, it ipasi arhitektdra. —
Tulk. piez.

5 Parks uz DR no Amsterdamas starp Shipholas apkartceJu un Amstelvéni
(Amstelveen). — Tulk. piez.

6 2008. gada 31. marta vina tika izvarota un noslepkavota Gebzes pilséta Turcija. —
Tulk. piez.

7 Piezime Adera bloknot3, ko piemin Breds Spenss (Brad Spence) izstades kataloga,
kura no 1999. gada 25. februara lidz 20. martam bija apskatama Art Gallery Kalifornijas
Universitaté Ervina. — Ader, Bas Jan. Please don’t leave me. In: Catalogo Mambo, Museo
dArte Moderna di Bologna. Bologna: Comune di Bologna, 2012, p. 21.
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sublimation in art of the artist’s childhood trauma, namely, his father
being shot by the Nazis. In this series we see a forest, and in the back-
ground between two great pines there is a black-clad figure (Ader).
In the second photograph, taken from the exact same spot and with
the exact same composition, we see that the distant figure has fallen
to the ground.

Giancarlo Norese has said: “Bas Jan Ader’s art can be defined
only as sacred art. If the word “religion” were a positive word, I
would use it” There is quite an abundance of references to religion
in Ader’s creative work. His father was a pastor, and the artist one
day decided to go to Jerusalem by bicycle. This destination was dra-
matically overshadowed in 2008 by the journey-performance of the
[talian artist Pippa Bacca, a cousin of Piero Manzoni, who, dressed
in a wedding dress, tried to hitchhike to Jerusalem but didn’t get
there...5 Pippa was thirty-three years old - as was Jesus when he died
on the Cross and Bas Jan Ader when he took off on his final voyage.
The artist was not only seeking to set a new world record by single-
handedly sailing across the ocean in the smallest boat ever, the Ocean
Wave (length of boat - four metres), but he was searching for some-
thing bigger. He was searching for lost time, the absolute, the infinite.
Himself and the sea. Himself and the almighty ocean.

Bas Jan Ader set sail from Cape Cod, Massachusetts, on 9 July,
1975 in order to finish his triptych In Search of The Miraculous. The
first part of the triptych One Night in Los Angeles is a series of eigh-
teen black-and-white photographs, where Ader is seen crossing Los
Angeles at night so that he would reach the coast of the ocean by
dawn. Scribbled in hand at the bottom of each photograph is a line
from the Coasters song Searchin’ Before he set off, a choir performed
sea shanties and the walls of the Los Angeles gallery were adorned
with the words: A life on the ocean wave. Ader took with him on board
the boat Hegel’s ‘Phenomenology of Spirit, in which the spirit finds
itself when it has dialectically travelled through the whole of nature,
where the inadvertent rules ...

Greetings from beautiful Ader Falls;

Allis Falling;

Rolling into a freshly dug grave;

I can think around the corners;

Whole series of photographs on dead in ocean, being washed
ashore;

My body practicing having been drowned; The seaq, the land, the
artist has with great sadness known they too will be no more.

(From Bas Jan Ader’s notes.)

Translator into English: Vita Limanovica

1 Happiness (Spanish).

2 The translation offered by the author with the verb ‘to fall’ is closer to the metaphor of
falling, and in colloquial language it may also mean: “to happen by chance”.

3 An ambiguous title, where ‘to fall over’ can mean both ‘to fall over the edge’ or ‘to fall
in love’.

4 De Stijl (literally ‘The Style’ in Dutch) — a Dutch artists’ movement named after the
magazine founded in Leiden in 1917. The key representatives of De Stijl were Theo van
Doesburg, Piet Mondrian, Vilmos Huszér, Bart van der Leck, Gerrit Rietveld and others.
After Theo van Doesburg’s death in 1931 the activities of the movement dwindled, but its
influence continued, especially in architecture.

5 She was raped and killed on 31 March, 2008 in Gebze, Turkey.

6 BasJan Ader. “Please don’t leave me”. Catalogo Mambo, Museo d’Arte Moderna di
Bologna, was published by Comune di Bologna), page 21: a note from Ader’s notebook
which was mentioned by Brad Spence in the exhibition catalogue, which was open to
public from 25 February to 20 March of 1999 at the Art Gallery, University of California,
Irvine.
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