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Paraléelas realitates viruss

Pédéjas tris dekadés pasaules mikslas kopaina ir ieziméjusies tendence, ka vizuilaja maksla stradajosie maksli-
nieki pievérsas procesiem, kas drizak atgadina politiskas vai socialas aktivitites un no tadam atskiras tikai ar
estétisku jutigumu. Aktualizéjot miasu laika problémas - ekologiskos draudus, bezdarbu, vardarbibu, identitates
mekléjumus u.c~, makslinieki ir radijusi jaunu makslas valodu, kuras iesaistiSanas publiskas sféras norisés ir
kJuvusi par svarigu tas gramatikas sastavdaju.

Paplasinot makslas robezas, jauna Zanra publiskas makslas' parstaviji ka vienu no butiskakiem darba elementiem
iezimé komunikaciju ar skatitaju. Skatitajs kjast par makslas teksta lidzautoru, risinot “atvérta daildarba™
problematiku. Attiecibas starp makslinieku un publiku, kuras veidojas ar makslas darba starpniecibu, kjast
pasveértigas.

Atsakoties no “augstas” makslas valdzinajuma, tiek apliecinata neticiba postulatam, ka skaistums varétu izglabt
pasauli. Konceptudlisma un procesudlo makslu parstavji jau 60. gados ripigi dematerializéjusi makslas produk-
tus, padarot arvien gratik pamanamus skaista “nospiedumus” ideju vai temporalu aktivitasu faktira. Kultivéjot
skaistuma uztveri ka “kulturdlu” treninu vai politiskas manipulacijas, makslinieki tiecas nepastarpinati tuvoties
skatitdjam. Ta nav atgrieSanas pie makslas ka ritudlu sastavdalas, telpu noforméjuma vai kada cita pielietojamibas
veida - makslinieki patvaligi iendk sabiedribas dzives publiskaja telpa un censas rast dialogu ari ar nejausu
garamgajéju, ne tikai ar ieprieks sagatavotu muzeju apmeklétaju.

AtgrieZoties pie jauna Zanra publiskas makslas izpausmém, var piekrist izteikumam, ka “jauna publiska maksla
nav tik daudz 90. gadu kustiba, bet jauns darbibas veids, kas atradis savu laiku™. Paraléli problematikas identi-
ficéSanai maksliniekus nodarbina ikdienisku un trivialu lietu parvértibas makslas valodas zimés, akcentéjot mak-
slas ka komunikacijas procesa nozimi, kur rezultatam ir tikai pakartota loma. Ka atslégas vards makslas darbos
tiek lietots termins “realitate”, nereti gan uzsverot to ka “citu realitati”. Miksla turpina transforméties domu,
izteikumu un notikumu plismas, kam piemit vairak vai mazak taustimas ipasibas. Maksliniekiem darbojoties ar
informacijas fragmentiem, nejausu skanu vijniem un personigiem iespaidiem, tiek radits produkts, kas veido citas
premisas makslas konstrukcija — makslinieka darbs ka attiecibu reprezentacija, ka refleksija par uztveres veidu.
Projekts “Ventspils Tranzits Terminals”, kas norisinajas Ventspili 1999. gada septembri, bija méginajums iedzi-
vinat pilséta iepriekSminétas makslas formas. Makslinieku darbi “inficéja” pilsétu, Jaujot tas iedzivotajiem
nojaust, ka kaut kas nav isti kartiba, bet So darbu neobligatums un pietuvinatiba “realitatei” skatitijam Java vai
nu nepamanit makslinieka véstijumu, vai ari identificét uztvertas savadibas céloni. Viens no izstides kuratoriem
Kristaps Gelzis ilustré $o procesu ar “virusu teoriju”, ko projekta ietvaros iespéjams saistit ari ar kadu no pilsétas
valodas semantikas jaunajam kategorijam’, pieméram, “mutaciju”, kuras vairs neattiecas uz noteiktam telpiski
viegli identificéjamam pilsétas dajam ka dekorativi objekti jeb monumenti.

Ventspili realizétie makslinieku darbi iek]aujas starptautiskaja “virusu pliisma” un, izejot arpus izstizu zalém,
turpina imitét realitates procesu un komunicét ar skatitdju. Ka piemérus 3ai makslas paradibai pasaules kontek-
sta var minét vairaku skandinavu makslinieku aktivitates: Elina Vikstréma (Elin Wikstrim ) “parvacas uz dzivi”
supermarketd, Stigs Sjolunds (Stig Sjolund) ziemas vidi nosaludajiem Stokholmas viesiem un iedzivotdjiem
piedava saldéjumu, Karls Mihaels fon Hausvolfs (Carl Michael von Hausswolf) un Leifs Elgrens (Leif Elggren)
proklamé Elglandes un Varglandes karalisti, kura apvienotas visas pasaules valstis." Danu makslinieku grupa
Superflex izgudro jaunu biogazes iegfiSanas veidu, kas atrisina energijas resursu problémas Tanzanija. Ventspili
Superflex, apkopojot materidlus no intervijam ar vietéjiem iedzivotajiem, rada nikotnes pilsétas “Ventspils 2”
télu, kas aplikojams interneta lappusé, ka ari plano iegadaties zemi Ventspils centra, kur ieceréjusi biivét
nakotnes pilsétas interneta radiostaciju. Somu maksliniece Minna Heikinaho pasniedz ventspilniekiem bezmak-
sas brokastis kafejnica, fiksé sarunas ar viniem un piedava iespéju aplakot interviju video un foto dokumentaci-
jas. Maksliniece organizé savas aktivitates ka terapijas veidu, censoties aizpildit komunikicijas deficitu cilvékiem,
kuru dzives telpa reizém ir gandriz iznicinata. Magnusa Bertosa (Magnus Birtds) isfilmas savukart tiek demon-
strétas Zviedrijas televizija reklamas klipu vieta. Bet Ventspili abi zviedru makslinieki - Magnuss Bertoss un
Patriks Karlstréms (Patrik Karlstrom) - iepazistina skatitdju ar gandriz sociala rakstura pétijumiem. Ventspils
sporta hallé eksponéta Patrika Karlstréma fotografiju sérija ar nosaukumu “Tirgus politika” fiksé cilvékus un
Ventspils apkartni, ilustréjot jau klisejiskus prieksstatus par cilvéku labklajibu, darbu un atpiitu, kas apkopoti,
pétot dazadu uznémumu reklamas materialus. Magnusa Bertosa uzdotais jautajums “Kas ir...?" aizved skatitaju
Ventspils bibliotékas otraja stava, kur iespéjams iegit informaciju par vairikiem maksliniekam zinamiem cil-
vékiem. Ideju un teoriju veida turpindja attistities Odesas makslinieku Vadima Ceckorska un Miroslava Kul¢itska
objekts, kas bija ieceréts ka papildinajums daléji izjauktajam Gagarina piemineklim. Mikslinieku ideja materia-
lizéjas ventspilnieku diskusijas un ka iespéjamais piedavajums pilsétas vizuila téla risinajumiem tika apliikota
vides attistibas projektu ietvaros.

Lielaka dala latvieSu makslinieku darbu, kuri piedalijas projekta “Ventspils Tranzits Termindls” otraja karta, ari
iekJavas “virusu” kategorija. Monikas I.Pormales raditais “viruss” ir telekartes veida, uz kuras redzams pasas
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makslinieces portrets. Telekartes kalpoja redlai komunikacijai - tas bija izmantojamas Lattelekom kabines, kur
telefona lietotajus parsteidza ari plakats ar visu izstades dalibnieku portretiem. Tikpat “netveramas” bija Anitas
Zabi)evskas “CeJotaja pastkartes”, kuras savas pastkastés varéja atrast gan Ventspils, gan Rigas, gan ari citu pil-
sétu un valstu iedzivotaji, kas bija iekJuvusi pasakuma organizétaju adresu sarakstos. Ar savu neobligatumu un
it ka realitati kopéjoso vizualo risinajumu péksnu parsteigumu degvielas uzpildes stacijas Statoil lietotajiem
sagadaja Ilvas Klavinas darbs “Gaiss Udens Zeme Uguns”. Hardija Ledina “Ventspils skanu ainava”, kas tika par-
raidita no komunalds parvaldes ékas torna, izplatijas pilsétas ielas un bija uztverama nejausam garamgajéjam.
Starp “realitites nospiedumiem” minams ari Arvida Alks$na, Martina Ratnika un Ervina Broka veidotais
videomaterials, kura fikséts Irbenes lokatora teritorija notiekosais un kurs$, vizuali apstradats, bija aplikojams
veikala “Alete” tirdzniecibas zalé izvietotajos televizoru ekranos. Ka projekta “Ventspils Tranzits Terminals”
vizitkarte kalpoja jauna makslinieka autodidakta Modra Sapuna gleznotie Ventspils iespaidi, kuru palielinatas
reprodukcijas, iebraucot Ventspili, bija aplikojamas uz reklamas stenda ceja mala. “Tirds makslas” paraugs uz
reklamas vairoga ieziméja realitates un fikcijas, makslas un komercreklamas trauslo robeZsituaciju.

Lidzigi “virusiem” darbojas un iedzivotaju interesi kapindja vairdki “pamanamie” darbi, ki, pieméram, Inetas
Sipunovas “Galerija “Kaimini”“, kas katru vakaru pulcéja pravu skatitaju pulku. Diapozitivu projekcijas uz
mikrorajona namu sienam atri vien kJuva par apkartnes iedzivotaju ikdienas izklaides sastavdaju. Ne mazak
biitiska bija “galerijas” komunikativa katalizatora loma - cilvékiem bija radies iemesls vakaros iziet uz ielas, vérot
mainigos attélus un parrunat notiekoso ar kaiminiem. Lidzigi darbojas ari Daces DzZerinas kustigas plaksnes
ietves seguma, kuru atraktivi provokativa daba attalinaja So0s elementus no ekspozicijas nopietnibas un pietu-
vindja “virusveidigajai savadibai”. Savukart Armina Ozolina optiska ekvilibristika kluva pamanama, nevis
uzkapjot uz tonétajiem bruga kvadratiniem, bet atrodot isto skatpunktu no malas. Saméra organiski pilséta
iedzivojas ari Stefana Geka baloZu biida. lespé&jams, ka ari Andra Valda ironisko videoinstalaciju varéja “nolasit”
ka Ventspils Augstskolas priekstelpas interjera sastavdaju.

Projekta “Ventspils Tranzits Terminals” vizuali “nemanamo” télu lidzsvaro Leonarda Laganovska pieminek]a
semantikas mekléumi un Andreja Kalna¢a metaforiskais uzstadijums, kaut gan Laganovska trauslo konstrukci-
ju silueti pavirsa skatitaja redzéjuma itin viegli var “apmaldities” parka zalajos un Kalnaca ready-made var
sajaukt ar ta prototipiem, kas novietoti turpat netialu Ventas krastmala.

Projekts “Ventspils Tranzits Terminals” aplikojams ka pilsétas makslas nerva iedzivinasanas meéginajums -
méginajums apaugjot pilsétu ar “virusa” makslas mutéciju, Soreiz izvairoties no monumentalizétiem objektiem
un pilsétvidi dekoréjosiem elementiem. Ta ir vélme parsteigt pilsétas iedzivotajus un viesus, ka ari sagaidit redzét
gribosu un zinatkaru skatitaju. PiedaliSanas makslas procesa tapsana aizsak jaunas attiecibas un rada nebijusas
izjuitas ari lidz §im pasivam makslas patérétajam, un pieskarSanas “citai realitdtei” klust daudz vienkarSaka neka
iekapsana spogula otra puseé.

Solvita Krese

' Termins, ko definé Suzanna Leisija darba Mapping the Terrain. New Genre Public Art, apzimé&ot makslas procesus, "kas nebalstis materiila,
telpas vai makslinieciska medija tipologija, bet drizik gan auditorijas, savstarpéjo attiecibu, komunikécijas un politiskas intences koncepta”.

* Eko, U. Atvérta daildarba probléma // Kentaurs. 1993. Nr. 4. 10-14. Ipp.

* Marijas Dzeinas DZeikobas izteikums Suzannas Leisijas ievadtekstd. Lacy, S. Mapping the Terrain. New Genre Public Art. Bay Press. 1995, P. 30.
‘ Telpiski noteiktu pilsétas rajonu, ceju, éku u.c. vietd més varam runit par “plismam”, “majokliem”, “konteineriem”, “muticijim”, terraine
vague. Sola-Morales, 1. Present and Futures. Architecture in Cities // Present and Futures. Architecture in Cities: Catalogue. Barcelona, 1996.
P. 142-157.

* Arrhenius, S. Body Contact. Hungering for the Real // Like Virginity, Once Lost. Five Views on Nordic Art Now. 1999. P. 11- 37.
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The Parallel Reality Virus

The general landscape of world art over the last thirty years has been marked by a tendency for artists working
in the visual arts to turn to processes more associated with political or social activity, the only difference being
their aesthetic sensibility. By bringing to the forefront the problems of today - ecological fears, unemployment,
violence, the search for identity and others—, artists have created a new language. Involvement in public life has
become an essential element in its grammar.

As they broaden the boundaries of art, representatives of the new genre public art' regard communication with
the viewer as one of the key aspects of their work. The viewer becomes a co-author of the art text solving the prob-
lem of “the open work of art”’. The relationships between the artist and the public that form through the inter-
mediary of a work of art take on a value of their own.

Rejection of the temptation of “high” art confirms disbelief in the postulate that beauty muld save the world.
Already in the 1960s, the representatives of conceptualism and processual art carefully dematerialised art pro-
ducts making the “imprints” of beauty in the texture of ideas and temporal activities even less noticeable. Artists
endeavoured to approach the viewer directly by cultivating the perception of beauty as a “cultural” exercise or as
political manipulation. This is not a return to art as a ritual component, a means of arranging space or other uti-
litarian means - artists freely enter the public space of social life and try to create a dialogue with the casual pas-
ser-by too, and not just with the pre-prepared museum visitor.

Returning to the expressions of new genre public art, one can agree with the statement that, “the new public art
is not so much a 1990s movement as a new way of working that has found its time™". Alongside the identification
of problems, artists are concerned with the transformation of everyday, trivial things into characters of the lan-
guage of art, emphasizing the significance of art as a communications process where the result has only a minor
role. The term “reality” is used as a key word in works of art, often with the meaning of a “different reality”. Art
continues to transform in waves of thoughts, expressions and events of a more or less tangible nature. Working
with fragments of information, accidental sound waves and subjective impressions artists create a product that
forms different premises in the construction of art — the artist's work as a representation of relationships, as a
reflection on the type of perception.

The “Ventspils Transit Terminal” project that took place in Ventspils in September 1999 was an attempt to give
life to the above mentioned art forms in the city. The artists’ works “infected” the city, letting the inhabitants sense
that something wasn’t “quite right”, and the near approximation of these works to “reality” and their provoca-
tive non-obligatory nature gave the viewer the opportunity either to not notice the artist’s message, or to identi-
fy the cause of the perceived strangeness. One of the exhibition curators, Kristaps Gelzis, explained this process
with “virus theory”. In terms of the project, this could be applied to one of the new categories in the semantics of
the language of the city* — “mutation” for example - that no longer refer to definite, spatially easily identifiable
parts of the city like decorative objects or monuments.

The works produced by the artists in Ventspils are part of the international “viral current” and going outside exhi-
bition halls, they continue to imitate the process of reality and communicate with the viewer. The activities of sev-
eral Scandinavian artists may serve as examples: Elin Wikstrom went to “live” in a supermarket, Stig Sjolund
offered ice cream to the frozen visitors and inhabitants of Stockholm, and Carl Michael von Hausswolf and Leif
Elggren procla:med the Kingdom of Elgland and Vargland, where all the countries of the world were united with
no borders.” The Danish group of artists Superflex discovered a new way of producing biogas that solved the
problem of energy resources in Tanzania. In Ventspils, Superflex collated the materials from interviews with the
local inhabitants to produce an image of the city in the future “Ventspils 2“, that can be viewed on the Internet.
They also tried to buy a piece of land in the centre of Ventspils where, in time, they plan to build an Internet radio
station for the city of the future. In a cafe, the Finnish artist Minna Heikinaho provides inhabitants of Ventspils
with free breakfasts, records her conversations with them and gives them the opportunity to examine their photo
and video documentation. Her activities are organised as a form of therapy that tries to counter the lack of com-
munication for those people whose living space has sometimes been almost destroyed. The short films of Magnus
Birtas, on the other hand, are shown on Swedish television in place of advertisements. But in Ventspils, both
Swedish artists Magnus Bartas and Patrik Karlstrom introduce the viewer to almost social research. Karlstrom
exhibits a series of photographs in the Ventspils sports hall entitled “Policy of the Market”. These show people
and the Ventspils area, illustrating the already cliched preconceptions of people’s welfare, work and leisure that
have been gathered from the promotional material of various companies. The question posed by Magnus Bartas
“Who is...?” leads the viewer to the second floor of the Ventspils library where one can find information about
several people known to the artist. The object by Odessa artists Vadim Checkorsky and Miroslav Kulchitsky that
had been intended to supplement the Gagarin monument, continued to develop in form of ideas and theories. The
artists’ idea materialised in the Ventspils inhabitants’ discussions and was examined as a possible solution for the
city’s visual image as part of the environment development projects.
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Most of the works by Latvian artists in the second round of the “Ventspils Transit Terminal” project can also be
included in the “virus” category. The “virus” created by Monika I. Pormale took the form of a phone card bear-
ing the artist’s own portrait. It could be used in Lattelekom phone booths where callers were further surprised by
a poster bearing the portraits of all the participating artists. Anita Zabilevska's “Traveller's Postcards” were just
as “intangible”. They were found in the letterboxes of those people who were in the address books of the event
organisers. The letterboxes were not just in Ventspils; they were also in Riga and other cities and countries. Statoil
filling station clients were surprised by Ilva Klavina’s work “Air Water Earth Fire” with its non-obligatory nature
and visual solution that seemed to copy reality. The “landscape” of a combination of Ventspils sounds was broad-
cast from the tower of the Ventspils Community Board. It spread through the city streets and could be heard by
the casual passer-by. The video material by Arvids Alksnis, Martind Ratniks and Ervins Broks also bears
“imprints of reality”. They had recorded and visually processed the goings on at the Irbene radar station and
these could be observed on TV monitors on sale in the “Alete” shop. A painting of his impressions of Ventspils
by the young self-taught artist Modris Sapuns became the visiting card of the “Ventspils Transit Terminal” pro-
ject. Its blown up reproduction could be seen on a roadside advertising hoarding as one drove into Ventspils. This
example of “pure art” on an advertising shield marked the fragile boundary between reality and fiction, and
between art and advertising quite directly.

Several of the more “noticeable” works also had a virus like effect and heightened the interest of the inhabitants.
One of these was Ineta Sipunova’s “The Gallery “Neighbours™” that drew a sizeable crowd every evening. It
didn’t take long for the slide projections on the sides of new housing estate buildings to become part of the resi-
dents’ daily entertainment. The “gallery’s” role as a catalyst for communication was no less important. People
now had a reason to go outin the evening streets, watch the changing images and discuss what was going on with
their neighbours. Dace DzZerina’s moving plates in the pavement worked in a similar way. Their attractively
provocative nature distanced these elements from the seriousness of the work and brought them nearer to a
“virus like strangeness”. The optical equilibration of Armins Ozolin$, on the other hand, becomes visible, not by
walking on the coloured cobbles, but by finding their right viewing point. Stefan Gec's pigeon shed seemed to fit
in with the city quite organically. It is possible that the ironic video installation by Andris Valds could be “read”
as an integral part of the foyer interior of the Ventspils High School.

The project’s “Ventspils Transit Terminal” visually “unnoticeable” image is balanced by Leonards Laganovskis’
search for the semantics of a monument and Andrejs Kalna¢s’ metaphoric construction. However, the delicate
silhouettes of Laganovskis’ construction can, to the casual viewer, become easily “lost” in the greenery of the park,
and Kalnacs’ ready-made can be confused with its prototypes that are standing nearby along the banks of the
Venta river.

The “Ventspils Transit Terminal” project should be seen as an attempt to stimulate the city’s art nerve; an attempt
to fertilise the city with a mutation of “virus” art avoiding, on this occasion, monumentalised objects and decora-
tive elements for the city environment. It is the desire to surprise the city’s residents and visitors as well as to wel-
come viewers curious and eager to see. Participation in the creation of the art process originates new relationships
and evokes previously unfelt feelings, even in the hitherto passive art consumer, too. And touching “another real-
ity” becomes far easier than climbing into the other side of the mirror,

Solvita Krese

' A term coined by Suzanne Lacy in Mapping the Terrain. New Genre Public Art to describe the art processes, “that are not based on the
typology of materials, spaces or artistic media, but rather on the concept of audience, relationships, communication and political intention”.

* Eco, U. Atvérta daildarba probléma [The Problem of the Open Work of Art] // Kentaurs. 1993. Nr4. P. 10-14.

' Mary Jane Jacob quoted in the introduction of Lacy, S. Mapping the Terrain. New Genre Public Art. Bay Press. 1995. P. 30.

‘ “Instead of spatially defined city regions, roads, buildings, etc. we may speak of “flows”, “habitats”, “containers”, “mutations”, terraine
vague.” In Sola-Morales, 1. Present and Futures. Architecture in Cities // Present and Futures. Architecture in Cities: Catalogue. Barcelona,
1996. P. 142-157.

' Arrhenius, S. Body Contact. Hungering for the Real // Like Virginity, Once Lost. Five Views on Nordic Art Now. 1999. P. 11-37.
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