ala in nel-cad l"IBhEIdZEI‘I'IE umpiaka pmlak.ba jeb, ja drikst patapinat cita sakarﬁ Bacm::a F!un:lales
pils muzeja direktora Imanta Lancmana vardus, t& ir “projekcija, kas ieraugdma garigdm acim™.

Sociélo utopiju sadure ar utopiju, kas ieslégta jebkurd nopietnd makslas defiricija (un to ir daudz),
skiet augliga tAd&jadi, ka t& sekméjusi daudzu aktuslu Mmakslas darbu rasanos. Ar aktualitdti Seit sa-
protu ne tikai 20. gadsimta radito, bet arT Zeriko “Medazas plostu” vai citu senakad v8sturé tapusu
hrestomatisku darbu. Sodienas makslas darbus un makslas procesus analiz8t gritak - jaunas uto-
pijas radisana visiem cilvEkiermn vienlaicigi, skiet, ir visliel&kad utopija. Vai v8l sarezditak - viena cilvéka
psih& var sadZivot ne tikai daudzas l[dzvértigas psihologiskas, bet arT est8tiskas kaislibas! (Ko darit
radikali kreisam aktivistam, ja vins nepratigi mil dZivu klasisko operu? Vai dedzZigam etnisko minori-
tasu aizstavim, kurs nevar k|Ut Tsts cilvektiesibu aizstavis, jo ienist seksusl&s minoritdtes? Vai god-
pratigam ekonomistam, kura teorija apliecina, ka ASV darbalauZu vara ir realiz8jusies caur pensiju
fondiem, bet prakse par&da, ka ASV nav vienigd valsts plasajg pasaulgé.) ArT “izdZivosana" k& utopi-
ja neiztur kritiku - v8l arvien ir pietiekami daudz 19. gs. gard dZivojosu cilveku, kuriem gods ir sva-
rigdks par “izdZivosanu”. (Seit pietiek ar vienu vierigu Ced&enijas piermaru.)

Lai ST 7s8 teksta ietvaros nepaliktu mazaugligas teoretiz@Sanas sférd, centiSos dot pienesu-
mu nevis stratégijas, bet taktikas virziend. Tadéjadi es nerund&su par diviem iesp8&jamiem stra-
tégiskiem poliem - par vienu, kurs$ apgalvo, ka "postmoderna situlcija” izraisjusi atteikSanos no
visaptverosam utopij@m un ar steigu j@mekl& alternativas, un otru, kurs censas pieradit, ka
“postmodernisms .. mérk& uz Tstu plurdlismu. Ta ir utopijas forma, kura péc ielikoSanas jebku-
ras monistisk8s utopijas spaidu iedabd skiet legitima un nepiecieSama."=

Paturot prata izst&des t&mu "Masdienu utopija”, mans izejas punkts ir gauZi pragmatisks - es ne-
run&su par makslas lomu utopiskas stratigijas atspoguloSana vai radiBana, bet gan par nelieliemn tak-
tiskien soliem. To visu s&kotn&jibé atrodas kads individudls utopisks projekts, kurs tads arT paliek,
aplikojot to tuvpl&na. Attalinoties var skist, ka Sis utopijas ir realiz8jusas, lidz ar to parstijot bat uto-
pijas. Turpmak Tsi aplikotos tris solus var papildingt p8c patikas, kas uzkréta persoriigajd pieredzs.
Mans patoss - pietiekami liels $8du soju jeb projekciju kopums ietver misdienu utopijas tai NnoZima,
k& Marsels Dis&ns izprata individuslu maksliniecisko aktu k& vierigo bUtisko makslas tapSana vispar.
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my opinion art itself is a never-ending utopian project, or, if | may quote the words of the direc-
tor of the Palace of Rundale', Imants Lancmanis, said in a different context, art is “... a pro-
jection to be viewed with spiritual eyes”=.

The clash of social utopias with the utopia locked inside any serious definition of art (and
there are many), seems to be fruitful in that it has encouraged the creation of many relevant
works of art. By relevance, | mean here not just works of the 20th century but also Géricault's
"Raft of the Medusa" and other, more ancient, works that have become textbook examples.
The analysis of today's art and its processes is more difficult - the creation of a new utopia
for all people at the same time seems to me the greatest utopia. Or, to put it in a8 more com-
plicated way, in one person’'s psyche, there may coexist not only several equal psychological but
ethical passions too. (What is the radical left wing activist to do if he is madly in love with live
classical opera? What about the passionate defender of the rights of ethnic minorities, who
cannot become a genuine defender of human rights because he despises sexual minorities?
And the honest economist, whose theory teaches him that the working class of the USA has
realised its power through pension funds, but practice shows that the USA is not the only
Country in the world) And "survival" too as a utopia does not stand up to criticism; there are
still sufficient numbers of people living in the spirit of the 19th century, whose honour is more
important than “survival”. (We only have to look at the one example of Chechnya.)

So, to avoid fruitless theorising, | shall attempt to make my contribution, Nnot in a strate-
gic, but in a tactical direction. | shall not be dealing with two possible strategic poles - one that
claims the "post-modern situation” has called for the rejection of all-encompassing utopias and
that an alternative has to be found quickly; and the other that tries to prove that “post-mod-
ernism .. is targeted at real pluralism. It is a form of utopia that appears, on examination of
the coercive nature of any of the monistic utopias, to be legitimate and necessary."s

Bearing in mind the theme of the exhibition, “Contemporary Utopia”, my point of departure
is quite pragmatic - | shall not be considering the role of art in the reflection or creation of a
utopian strategy, but rather some modest tactical steps. The origin of it all is to be found in
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SOLIS |I. BIRONS—RUNDALE—LANCMANIS

18991 . gada augusta (Zimigi, ka tikai dazas dienas pirms augusta puca Maskava) Rundales pils
direktors Imants Lancmanis intervijd Janim Borgam par padomiju laikiem pauda to, kas vina dZives
sakard nojausams jau sen: “Nav griti iedomaties, ka ta dzZive, kuru més seit pieredzgjam un kurai
bijdm pak|auti, man bija organiski nepienemama... Visapkart bija t&da riebekliba, ari vizuali, k&da
nav pieredz&ta, kops pastadv pasaule. [..] Mani parsteidz cilvéki, kas saka, ka esot kaut kam ticé-
jusi, ka tikusi apmaniti. Es atceros sevi k& mazu bérnu - un Ne sekundi, Nneviend téma, neviena jau-
t8juma un nekada veida avizu murgi mani nav apmanijusi. Varétu likties, k& nu ta, vai tieSam lielie
onkuli t& malditos? Tadu es to visu noraidiju visos punktos un visas formas."s

18957. gada Imants Lancmanis s&ka radit pieZimes par Latvijas muizadm. 1984. gada izn&ca
vina gramata "Rundales pils”, tactu pasas pils fizisko restaurdciju varéja uzsakt tikai 18972. ga-
da. Jau ilgdk neka trisdesmit gadus Imants Lancmanis ir Rundales pils direktors, jau ilg&k neka
trisdesmit gadus vinsg dZivo pill.

1735.-1736. gada arhitekts F. B. Rastrelli uzZiméja sa8du projektu:

lais makslinieciskais projekts ir pils atdzimsana. Kur v8l Latvijas telpa atrast gr*anizﬁk.u pro-
cesudlo makslu paraugu k& So, kas parada spéles ar birokratiju un ar dazgdam varam, kuram
&7 pils k& zin&tniski restauréts piemineklis Nneblt nav vajadZiga! Harmoniska dzive pabeigtd pilf
21. gadsimta ir vistir8k8 utopija - to |oti labi saprot t8s tagadgjais saimnieks. Un tomar...

Pill realizj@s un sabruka hercoga Pé&tera Birona dzive, kura 200. naves gadskartai veltito
izstadi 2000. gada Rundalé var uzskatit par Tsto Millennium projektu Latvijd ta intelektusdld iz-
aicindjuma dé|. Gan hercogam Bironam veltitad izst&de, gan dZive pill ir Imanta Lancmana izaici-
Nnajums jebkuram totalit&rajam pasaules uzskatam - t8 ir vBrsanas pret tagadnes lietu fetisiza-
Ciju, pret jebkuru absolutizétu virzienu, ari maksla. Tas, ka Lancmana utopijas fiziskais pieturas
punkts tika radits pagatné, nav izsSkirosais. K& teica jau min&tais intervétdjs Janis Borgs : "N&,
Pils nekad nav bijusi tikai patvertne, kur viens eiropietis gl&bjas no tir@nijas. [..] Pils ir bijusi va-
jadZiga tikai t&péc, lai atkal un atkal, un atkal pieraditu Brivibu."s



some individual utopian project that, on closer inspection, is just that - an individual utopian
project. With distance it may appear that these utopias have been realised and have thus
ceased to be utopias. The reader is free to supplement the three steps examined below with

STEP |. BIRON—RUNDALE—LANCMANIS

In August 1981 (significantly just a few days before the August putsch in Moscow), the
director of the Palace of Rundale, Imants Lancmanis, was interviewed by art theoretician Jénis
Borgs. Speaking about the Soviet times, he said something that, in relation to his own life, had
been felt long ago: “It is not difficult to imagine that the life we experienced here and to which
we were subject was, to me, organically unacceptable... All around was such revulsion, visual
too, the like of which had never been experienced since the existence of the world. | am sur-
prised by those who say they had believed in something and that they had been cheated. Even
as a child | remember that | was not taken in by the nightmares in the press, not for a sec-
ond, not by any subject and not by any issue. One may have thought, can those at the top
really have it got so wrong? But | rejected it all, on all points and in all forms."a

In 1857 Lancmanis began to make notes on the manors of Latvia.

In 1894 he published his book “The Palace of Rundale”. The physical restoration of Rundale,
however, could only begin in 1972. Lancmanis has been the director of Rundale Palace for over
30 years and he has already been living in a palace for over 30 years. $

From 1735-1736 the architect F. B. Rastrelli designed the project bels

Lancmanis is an artist and an exceptional painter too. However, his greatest artistic project is
the rebirth of the palace. Where else in Latvia could one find a more splendid example of
processual art than here - with all the games with the bureaucracy and the various (now) pow-
ers for whom a scientifically restored monument is surplus to requirements! A harmonious life
in & completed palace in the 21st century is the purest utopia - the current landlord under-
stands this very well. And yet... The life of Duke Peter Biron was realised in this palace, it also
fell apart here. The exhibition in 2000 at Rundale commemorating the bicentenary of Duke
Biron's death may be regarded as the real Millennium project in Latvia because of its intellec-
tual challenge. Both the exhibition dedicated to Duke Biron and life in a palace are Lancmanis’
challenge to any totalitarian view of the world: it is turning against the fetishisising of the
objects of today, against any absolutised direction, in art too. That the physical reference point
of Lancmanis' utopia was created in the past is not the deciding factor. As the above-men-
tioned Janis Borgs said about Lancmanis: "No, the Palace was never just a refuge where one
European escaped from tyranny... The Palace was necessary only to prove Liberty, again and
again and again."s




SOLIS ll. NSRD—BOLDERAJA—VOLODJA

Bolderaja nav nekas Tpass - t& varétu likties, ja tur nav blts kopé ar labiem maksliniekiem.
Uz Boldersju ved sliedes, Bolderaja ir daudz padomiju laika bezpersonisko celtnu un daudz 1 a. gs.
beigu romantisko koka naminu. Lidz pat S0. gadu vidum tur atradas lielas padomju armijas da-
las, ieskaitot floti ar zemGden&m. Ta ir Figas priekspilséta, k&dreizg&jd zviedru nocietindjuma jeb
17. gs. Daugavgrivas cietoksSna atrasan8s vieta. Cietoksnis, tagad drupas, planots bija ta:

Uz turieni iet kuditis - apméram stundu, un stasta, ka ab8s Bullupes mal&s dzivo bandas,
kuras paretam uzrikojot viena ar otru karinu. Tie pat neesot ne latviesi, ne krievi, bet kadu Kau-

k&za tautibu kausli.
Boldergjas vargja ari neblt latvieSu makslas sakaré, ja vien palaikem nenaktos atminéties

tur nekad lidz galam nerealiz8juSos makslas projektus.

1880. gada novembrT "Nebijusu sajiotu restaur&sanas darbnica” (NSRD, toreiz Juris Boiko,
Hardijs Leding un Imants Zod3iks) pirmo reizi devas uz Bolderaju. ST grupa ir legendsra to jau-
no latviesu makslinieku vidé, kuri toreizéjos padomiju laika neformaljos vél arvien saskata savus
skolotajus. Es atminos, ka par savu skolotaju Jurl Bolko uzskata "MUOsdienu utopiljas™ dalibnie-
ce Anita Zabilevska, bet Hardiju Ledinu augsti goda jaunais talants Péteris Kimelis.

“Nebijusu sajitu restaur&sanas darbnicai” tur bija pl&nots doties ik gadu - ikreiz citd meéne-
ST, un pat sagsidit tur gadu tiksto$u miju. Tom&r géjieni, ko té dalibnieki devéja par savveida ni-
tusdliem, kuros Tpasa vieta bija ce|ad satiktajai diennakts parejai no gaismas uz tumsu, partrika.
Vai pareiz8k - NSRD tos partrauca...

VElak - 1992. gada - vienam no grupas dibingtajiem Hardijam Ledinam bija |oti Tpatnéja sa-
runa ar kritiki P&teri Bankovski par Bolderdjas gdjienierm:

“Hardijs Ledinsg: CilvBka ce|s Sajd eksistences forma&, kurd mums ir kaut kada dvésele un mie-
sa, - katram ir k&di ldzek|i, k& vins so celu veic.

Pateris Bankovskis: Par tevi. Sis ce|s sasta@v no blitiba paspietiekamam struktlOram, piema-
ram, gdjieniem uz Bolderdju, kam nemaz nebltu j@nonak atklatiba.

H. L.: Atklatiba tas non&ca nejausibas dé&|. Man pat traucgja k&du bridi sT Boldergjas mito-
logizésanas.

P. B.: MitologizéSan&s notika tpéc, ka tu pats procesu izlaidi no rokam.

H. L.: Es to neizlaidu no rokam, vaciesi to man izsita no rokam. Barbara Straka to uztvéra
k& latviesu makslas fenomenu. Bet tas nebija domats ne k& maksla, ne k& fenomens."s

80. gadu otra pusé sakas pirmie kontakti ar Rietumiem, arl izstd2zu apmainas zina. 1988. ga-
da Rietumberiines Jaunad télotd3jas makslas apvieniba (Neue Gesellschaft fur bildende Kunst)
Beriing, K& un Brémené sarikoja pirmo jaunas latviesu makslas izstadi Rietumos ar nosauku-
mu Riga - lettische Avantgarde. Tolaik viena no kuratorém bija tikko k& citétajd sarund Hardija
Ledina min&td Barbara Straka, kura izstadé iek|&va NSRD un Bolderdjas dokumentaciju. Sadanr-
biba attistij@s, un 1991. gadad Higd notika grandioza Rietumberfines 60.-80. gadu makslas pa-
r&de ar nosaukumu "Interferences”. Toreiz liel8k&s izst&des dalas kurators izst&zZu za8lé Latvija,
kurd bija redzams neoekspresionisms un citas postmodernas tendences, bija "Muisdienu utopi-
jas" makslinieciskais vaditéjs Franks Vagners.

Vai uz misu draugiem vaciesiem tiesam neparprotami attiektos Hardija Ledina sacitais, ka
“waciesi to man izsita no rokam"? Vai nav driz8k t&, ka to, ko negrib atdot, nevar ari “izsist"?
2001 . gada "“Masdienu utopijd” Franks Vagners velgjas, lai tiktu atjaunots viena no NSRD dibi-
natajierm Jura Boiko 18980. gada darbs “"Salspltéjs” - m&konu videoprojekcija uz sals kaudzes.
Toma&r makslinieks to nespéja, t.i. - nevargja radit vélreiz to pasu instalaciju.

Makslas defingjumos iek|lautds utopijas, protams, nav vien8dojamas ar individudlo makslinie-
ku utopijdm, kur nu va8l ar socidlajiemn sapniem. Individudld radosd pasizpausme, lai cik t& bOtu



STEP Il. NSRD—BOLDERAJA—VOLODJA

Bolderaja may not seem to be anything special unless, that is, you have been there in the
company of good artists. Rail tracks lead to Bolderdja where yvou will find many impersonal
buildings from the Soviet era as well as many romantic wooden houses from the end of the
18th century. Right until the mid 1980s there was a large Soviet, later Russian, milicary pres-
ence there, including the navy with its submarines. It is a suburb of Riga, once a Swedish
fortress or the location of the 17th century fortress of Daugavgriva. The fortress, now in
ruins, had the following design: ~.‘ 4
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who still regard the informal arti of the then Soviet times as their teachers. | remember
that one of the participants of "Contemporary Utopia®, Anita Zabilevska, regards Juris Boiko
as her teacher and the young talent P&teris Kimelis holds Hardijs Ledins in high esteem.

NSRD had planned to go there every year, each time in a different month, and even to see
in the year 2000 there. However, these trips that the participants deemed rituals of a kind
and during which there was a special place for daylight turning into darkness, ceased. Or, to
be more precise, NSRD stopped making them...

Later, in 1992, one of the group's founders, Hardijs Ledins, had a quite curious conversa-
tion with the critic Péteris Bankovskis about the Bolderaja trips.

"Hardijs Ledins: A person's path in this form of existence, where we have some sort of soul
and body - everyone has their means of travelling this path.

P&teris Bankovskis: About you. This path consists of essentially self-sufficient structures,
for example, the trips to Bolderadja, that don’'t even have to be made public. .

H.L.: They became public knowledge by accident. For some time this mythologising of
Bolderaja annoyed me.

P.B.: The mythologising happened because you yourself let the process out of your hands.

H.L.: | didn't let the process out of my hands, the Germans knocked it out of my hands.
Barbara Straka saw it as a phenomenon of Latvian art."s :

The first contacts with - the West, also in the sense of exhibition exchanges, began in the
second half of the 1980s. In 1988 the West Berlin based New Association for the Visual Arts
(Neue Gesellschaft fiir bildende Kunst) organised the first exhibition of new Latvian art in the
West titled “Riga - lettische Avantgarde” in Berlin, Kiel and Bremen. One of the curators then
was the aforementioned Barbara Straka who included documentation about NSRD and
Bolderaja in the exhibition. Co-operation developed and in 1991 Riga saw a grand parade of
the art of West Berlin from the 1980s to the 1980s with the title of Interferenzen. Then, the
curator of the largest part of the exhibition that featured neo-expressionism and other post-
mModern tendencies and was on show in the Exhibition Hall Latvijs, was Frank Wagner.

Can Hardijs Leding claim that “the Germans knocked it out of my hands” really be true of our
German friends? Isn't it rather the case that, what you do not wish to surrender can't be "knocked
out™ For "Contermporary Utopia” in 2001, Frank Wagner wanted to restore "The Salt Blower”, a
1880 work by one of the NSRD founders, Juris Boiko. This was a video projection of clouds onto
a pile of salt. However the artist couldn't do it - that is, he could not recreate the same installation.
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“nesaviaiciga”, raugoties no B0. gadu s8kuma Padomju Latvijas ikdienas gait&m, k& tas bija
NSRD gadijum&, tom&r nav nek&ds Tpass iznémums. Drizak var maginat pamatot, ka iznémumi
ir tiesi pretgji. 1zn&mumi ir visi tie simtiem tikstosi gadijumu, kad trikst vardos nepasakamas
jaunrados8s intences un domas sasprindzind8juma. Ta8 viet stdjies pasapmans un pret sevi un
citiem negodigas spéles ar daudzkart tirazétadm formam. Tie ir izn@mumi t8pé&c, ka neatbilst pat
visbanaldkam makslas definicijam. Tie ir apkart klistosie balie surogati, kuru spéks ir to masa.
Mana personigé utopija ir vél neaizsniedzamaka nekd "Saules pils&ta” - ta8 ir apdzivota vieta, ku-
ra nedominétu td saucamie salonmaiakslinieki.

Tadéjadi vietas moments nav nemaz tik mazsvarigs. Ta8lplanad aplOkojamas realizjusas uto-
pijas k& maksimali pilnigs radoss individuals akts nav nejausas vietas izvelé.

Ne jau katra vieta ir vieta, kuras nav, bet kura top par esosu caur koncentré&tas gribas ak-
tu. Nedz Rundéale, nedz Bolderdja nav tikai nejausas vietas, kuras "gadijusas"” maksliniekiem ce-
|&. Mérk&jums bijis precizs tiesi t8pat k& veiksmigi iztélotos gadijumos - atmin&simies vacu
rakstnieces Kristas Volfas romanu “"Nav t8das vietas. Nekur”, kurd izdom&ta tikSanas starp ro-
mantisma dzejnieci Karolini fon Ginderodi un Heinrihu fon Kleistu notika Vinkeld pie Reinas. Kat-
rai iedomai sava atbilstosa kulise...

Boldergdja k& méakslinieciska ritudla vieta ir cikliski atgriezusies parsteidzosi biezos lokos.
1894. gada intervij@ so rindu autorei misu metaforisko instaldciju meistars par excellence
Olegs Tillbergs pauda: “Ir tikai viens cilvéks, ar ko kopa varu klainot. Tas ir Volodja, saukts par
Boldergjas Jézu Kristu."s

Vairdkus gadus Olegs Tillbergs savu sapni par n8kotnes Latvijas Laikmetig8s makslas muze-
ja tapsanu saistija tiesi ar Boldergju. Muzejs pat nav ieguvis tadas aprises k& Bolderajas cietok-
Sna pirmo planu ZIméjumi - t8 bija tada "kampanveidiga" Olega kaisliba, kas t& arT palika nereali-
z8jusies. Tacu k3 "projekcija, kas ieraugama garig8dm acim” t& palikusi atltGzu veida Olega insta-
I&ciju Mmateridlos, liela dala no kuriem atrasti Boldergjd un t8s apkartné.

Savukart Bolderajas Volodja (Viadimirs Jakusonoks) turpina I8nam to, ko vina miza laikd ne-
sasniegt, bet pat neiespg&jami sasniegtais atskirtos no iecerétda. 1999. gada méakslas projekta
"‘Balasts” sakar& n8cas lasit maziem burtiniern mazind katalogd nodruk&tu nepretenciozu pazi-
nojumu, kurd atrodami ne tikai Volodjas, bet art ievérojamu latviesu maksliniecu vardi: ""Ekomu-
zejs" ir Boldergjas-Daugavgrivas Vides aizsardzibas kluba darba grupas - Sandras Jakusonokas,
Viadimira Jakusonoka, Aijas Zarinas, Anitas Kreituses - ilgtermina projekts, kas p&d&ja gada
laik& cerigi tiek saistits ar Daugavgrivas cietoksni. Tas paredz pakd@penisku cietokSna iesaistiSa-
Nnu kultlOras dzives aprit&, nodrosinot té saglabasanu un atjaunosanu."”
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SOLIS . OJARS PETERSONS—LATVIUAS MAKSLAS AKADEMIJUA

Ojars Pétersons strada Latvijas Makslas akadémija. Vinsg ir makslinieks, 48. Vené&cijas bien-
n&les dalibnieks. Vina bijus&s un tagadéjas studentes leva Rubeze, Monika Pormale, Dace DzZe-
rina un Anta Pence veido izst8des "Milsdienu utopija" Latvijas dalibnieku kodolu.

Vietu, kuraé vinas izveidojusas profesionéli, sauc par Latvijas Makslas akadé&mijas Vizudlas ko-
munika8cijas nodaju. Kops S0. gadu s8kuma Saja Latvijas Makslas akad&mijas nostari, pateico-
ties viena cilvéka - pasniedzg&ja Ojara P&tersona vizijai un darbibai, pamazam ieviesas tas, no k&
“visi" tagad baid&s - talants, skaistums, kreativitte, darbaspéjas.

Un atvértiba. Vienk&rsoti tas bOtu apméram t& - var braukt, kur grib, var skatities to, ko
grib, un var lietot tos materidlus, kurus grib. Jaun&s makslinieces specefektu radiSanai izman-




The utopias contained in definitions of art cannot, of course, be equated with the utopias
of individual artists, let alone social dreams. Individual creative expression, however out of time
it may be when seen from the aspect of everyday Soviet Latvia in the 1880s, as was the case
with NSRD, is no particular exception. One could rather attempt to justify that exceptions are
just the opposite. The exceptions are all those hundreds of thousands of times when, the lack
of creative intention and tension of thought that cannot be expressed in words is substituted
by self-delusion and games with oft-repeated forms that are dishonest to oneself and others.
They are exceptions by even the most banal definitions of art; they are pale wandering surro-
gates whose strength is in their mass. My personal utopia is even more unreachable than E/
Dorado - it is an inhabited space undominated by the so-called salon artists.

Thus the factor of place is not as insignificant as one might think. Looked at from a dis-
tance, realised utopias, as a maximally complete creative individual act, are not accidental in
the choice of location.

Not every place is a place that does not exist but which comes about through an act of con-
centrated will. Neither Rundale nor Bolderdja are accidental places that artists have just "hap-
pened" to come across. The aim was precise, just as in successfully imagined cases. Let us recall
the German writer Christa Wolf's novel “There is No Such Place. Nowhere" (Kein Ort. Nirgends),
where she imagines a meeting between the romantic poetess Karolina von Gunderrode and
Heinrich von Kleist in Winkel am Rhein. Every notion has its appropriate background...

Bolderaja, as an artistic ritual location, has cyclically returned surprisingly often. In a 1884
interview with our master of the metaphoric installation par excellence, Olegs Tillbergs, he said:
“... There is only one person | can go wandering with. He is Volodja, known as the Jesus of
Bolderaja. .."7

For many vyears Tillbergs associated his dream of a future Latvian Museum of
Contemporary Art precisely with Boldergja. The museum has not even got as far as the draw-
ings for the first plans of the Boldergja fortress; it was more a “"campaign like" passion of
Tillbergs' and stayed unrealised. Nevertheless, as "a projection to be viewed with spiritual eyes”
it has remained in the form of fragments in his installation materials, many of which have been
found in Boldergja and its surroundings.

In his turn, Volodja from Bolderdja (Viadimirs Jakusonoks) slowly carries on with what can-
not be completed in his lifetime, but even the impossibly achieved would differ from what had
been envisaged. In the small catalogue for the 188989 art project "Balasts", written in tiny let-
ters, was an unpretentious announcement containing the words of not only Volodja but also
some well known Latvian artists:

“The "Ecomuseum” is a long-term project by the Boldergja-Daugavgriva working group of the

STEP lll. OJARS PETERSONS—LATVIAN ACADEMY OF ART

Ojars Peétersons, a budding legend of Latvian art, works in the Latvian Academy of Art. He
is an artist. Participant in the 48th Venice Biennale. His current and former students leva
Rubeze, Monika Pormale, Dace DzZerina and Anta Pence form the Latvian nucleus in the
"Contemporary Utopia” exhibition.

The place they gained their profession is called the Visual Communications Department of
the Latvian Academy of Art. Thanks to the vision and efforts of one person, lecturer Ojars
P&tersons, this corner of the Academy has, since the early 1990s, gradually become home
for what "everyone” is afraid of now - talent, beauty, creativity, capacity for work.

And openness. A simplification would be something like - you can go where you want, look
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Misdienu utopijas naivaka izpausme ir mitu kopums par t8 saucamo makslu interneta. Lat-
vijas Maéakslas akad&mijas Vizuslas komunik&cijas nodalai, lai arT tur jauniesi parsvara strada ar
digitalajdm tehnologijam, gan neka&da sakara ar midsdienu utopijdm nav. Bet "digitdis” - tas to-
mér faktiski ir sinonims visam tam, ko saprotam ar utopisku, ar kaut ko tédu, kas varbidt no-
tiks vai nenotiks ar mums pé&c briZza. Ta arT Latvijas jaunie makslinieki, kuri strada ar digitalajam
tehnologij&m, gaida - varbit kaut kas notiks vai nenotiks ar vinu “lappus&m”. Saja Vizudlas ko-
munik&cijas nodald iepretim jebkurdm utopij@m ir skarba un triciga realitdte, kuré toposie mak-
slinieki kvalitativas tehnikas deficita apstak|os censas radit kvalitativus darbus.

Utopija s8kas tad, ja kaut hipoté&tiski pielaujama doma, ka to, kas tur Tsti notiek, to, k&da tam
visam tagad un nakotné& bls j&ga, to, k&da vispar jBga ir tam, ko sauc par dZivo, misdienigo mak-
slas procesu, saprastu visi apkartgjie. Mlsdienu utopija ir visparéja sapratne par misdiendm. Pre-
cizék - piemé&ram, utopiska bltu So rindu autores v@ime p&c tidas vietas, kurd "svesi" cilvéki ne-
attiektos noraidosi pret laikmetiagés makslas izpausmém. Utopija - 10k, tagad nesaprot. bet ndkot-
né sapratis... Bet vai tBdas "utopiskas sapratnes” reZima vispar bitu nepiecieSamiba p&c makslas
k& socidli estétiskas prakses? Liktos - kas gan tur sevisks? Kas gan tik nesaprotams midsdienu
maksla? Bet vai tas nesaprotamais nav ta pati Bolderdjas un Rundales citadiba?

1 Lancmanis |. K&da dzive, k&da izstide / Studija.- 2000.- Nr. 4.-49, Ipp.

2 Welsch W. Unsere postmoderne Moderne.- Weinheim: VCH, Acta Humaniora, 1991 .- S. 41.
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4 Turpat.

8 Ne adim redzams, ne acdimredzams [P. Bankovseka intervija ar H. Ledinul #
Kentaurs XXl.- 19892.- Nr.2.- 107.-108. Ipp.

8 Olegs Tilbergs. Kﬂﬂuﬁmw Helginki: Henna ja Pertti Niemistdn
Kuvataidesaatid, Kiel: Stadtgalerie im Sophienhof.- 18894 .- 32, Ipp.
7Ealuah-ﬂ(ntalun-1.-l‘-‘ma Terras media, 1899.- 6. Ipp.




The most naive expression of contemporary utopia is the collection of myths surrounding so-
called art in the Internet. The Visual Communications Department of the Latvian Academy of
Art, even though its students mainly work with digital technologies, has, however, no connec-
tion with contemporary utopias. But nevertheless, “digital” is actually synonymous with all that
we understand as utopian, with something that may or may not happen to us after a while.
Similarly, Latvia's young artists working in digital technologies wait - perhaps something will or
will not happen with their “pages”. In contrast with any utopias, in this Visual Communications
Department you will find harsh and impoverished reality. And it is here, where the budding artists
endeavour to produce work of quality despite the lack of quality technology.

Utopia begins when we allow the however hypothetical thought that, what really happens
there, all has and will in the future have some Mmeaning, that what we know as the living contem-
porary art process has any meaning at all, could be understood by the people around.
Contemporary utopia is a general understanding of our times. To be more precise - it would, for
example. be utopian for this writer to wish for such a place where “strangers” did not have a dis-
paraging attitude towards the expressions of contemporary art. Utopia, as we can see. is Dot
understood now. but it will be in the future... But under such a regime of "utopian understand-
ing”, would there be any need for art as socially aesthetic practice? What is so special about it,
one may think? What is so incomprehensible in contemporary art? But isn't this incomprehensib-
liness the same as the othermess of Bolderdja and RundBle? tRansiaTED FROM LATVIAN BY ANDRIS MELLAKALLS

1m-wmmmmhm it was designed by F. B. Rastrelli (1700-1771),

architect of the Russian court, for Count Ernst Johann Biron (1680-1772).
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