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bltu &rta “"kuratora rokasgramata”. Piemé&ram: x = mora krisana, y = Balkani; x = patérétgjsa-
biedriba, v = masu mediji; x = militAras stratégijas, y = sakaru tikli; x = postmodernisms, y = Zie-
mejvalstis utt. Sis objektivais faktologiskais tikls ir |oti pateiciga augsne dekonstrukcijas un kriti-
kas pan&mieniem, kuru izmantosana kops 20. gs. 80. gadiem jau ir visai tradicionala.

Sadu attieksmi varétu nosaukt par ekstravertu - arpasaules apsték|us p8tosu. "Divkarsie
devindesmitie: katastrofa un hedonisms” - t& saucas makslas teorétikes J. Djogotas raksts,
kurd vina pievérsas ST perioda makslas hedonismam un interesei par "fonu" - apkartgjiermn ap-
stakliem.1 "Masdienu varona” tuvosands &tikas kategorijam galvenokart notiek ar estétiskas uz-
tveres starpniecibu. Protams, arT no vérotdja skatpunkta gribétos, lai dzTgi multfilmu varonim
skaistais ir arT labais, tadu lielakajd dalad gadijumu svarigi, ka skaistais ir skaists, un “labums” ir
saskelts un diskut&jams j&dziens. 80. gados &0 kanonu viskonsekventak ir izdevies parkapt jau-
no mediju aktivistiem, medija tekstudlajd kultira atsa8kot diskusiju par morali.

“Morales” un “utopijas” j&dzieni ir radniecigi jau varda definguma, pastav pat kardingjums tos
samainit vietam, un 20. gadsimta Sos j&dzienus ir piemeklgjis dzigs aizmirsanas un pakartosanas
liktenis. Tadu tas, ka tie veidojas un tiek defing&ti diskusijd un dialoga, varbot ir iemesls, k&dg| var-
du salikums "utopija Ssodien” vél var iegldt aktualitdti. Ja 8rpasaules fakti un vizualitdte ir sevi izsme-
lusi, iesp8ja parkapt to uzskat&majadm robezam pastav, pievérsoties diskusijai par to, k& nav.

191 1. gada E.M. Forsters uzraksta stastu “Madina apstajas”". Komforta pasaul&, tagad jau
pazemé&, bez kariem dzivo cilvéki, kurus aprapé universala masina. Katra cilvéka dzZive norisinas
atseviskd sOna&, no kuras tas var kontaktBties ar tokstosiem MdzcilvEéku un gt apmieringjumu
intelektudld darbiba. Sizeta k&pingjums notiek, kad viens No varoniem pievérs uzmanibu zvaig-
zn&m un dodas &rpus Mmasinas pasaules izpéte. Varonis tiek sodits, bet st&sts beidzas ar ma-
Sinas apstaSanos un tai pakjautas civiliz&cijas boj&eju. Forstera sacergjums ietekmeéjis turpma-
ko Science Fiction 2anra attistibu, pied&véjot nakotnei manipul&tas bojaejas modeli.

“Labas sabiedribas” idejdm literatird raksturigs neizb&gams fatalisms (Fausta nolemtibal -
utopija ir v8stures beigas, jO pat radosai apzinai grati iedomaties laiku p&c v&imiju piepildijuma
(Forsters to atrisina ar masinas civiliz&cijas apokalipsil , kad k& civiliz&cijas dzinulis vairs nekal-
potu konflikti un cina par varu (vietu zem saules). lepriek$8jo gadsimtu sabiedribas ceribas stars -

zin&tne vai religija p&ckara gados ir sevi izsmélusi.
Bet “vBstures beigu” t&ma ir bieZi pielaikota art postmodernismam, “informacijas sabiedribai” (ku-



=3 L 1= L Ll o W - - = | [= P =t W

for historical and sociological categories and Y for territorial units, compiling a helpful "Curator's
Handbook”. For instance: X = fall of the Wall / Y = the Balcans; X = consumer society / Y = mass
media; X = military strategies / Y = nets of communication, or X = postmodernism / Y = Nordic
Countries, etc. This objective system of facts would be a very fertile ground for methods of
deconstruction and criticism, which have been widely used ever since the 1980s.

This approach could be described as an outward one, one that explores external conditions.
In @ publication entitled “The Double Nineties: Catastrophe and Hedonism” the Russian art the-
orist Ekaterina Diogot wrote about hedonism of contemporary art and the interest it would
iNnvest in the "background”, in the surrounding situation.?’ The “protagonist of our time" is used
to approximate to ethical categories predominantly by means of aesthetic experience. Although
the observer, too, would certainly like to associate the beauty with moral goodness as in car-
toons, usually the beautiful must be simply beautiful and it is what counts, whereas the “good-
ness” is a split and disputable notion. During the 1990s, the most decisive break with this tra-
dition has been performed by new media activists, who have taken up the discourse on moral
virtues in their “textual culture”.

The definitions of moral and utopia are so interrelated that it even seems tempting to
replace them one by the other. In the 20th century both of them have been bound to a simi-
lar obscurity and subordination. Nevertheless these notions are formed and defined in a dis-
course and dialogue, and exactly their discoursive quality may be the reason why the expres-
sion "Contemporary Utopia” still can be reconsidered today. If the outside facts and visuality
are exhausted, there is perhaps a possibility to step beyond their evident confines in a discus-
sion on something that does not exist.

In 1911 Edward Morgan Forster wrote his short story "The Machine Stops”. It was about
People who live in a subterranean world of comfort and ease, operated by an omnipotent
machine. They are leading their lives in separate cellular cabins, from where they can contact
thousands of fellow people and find satisfaction in intellectual pursuits. The action develops as
one of protagonists takes notice of stars and leaves the Machine to explore the outside world.
The protagonist is punished, but the story ends with the stop of the Machine and the collapse
of the machine-operated civilisation. Forster's story has influenced the further development of
science fiction, associating the future with a manipulated annihilation.




ras idedlo modeli apraksta Z. Liotars). Tadg|, pienemot apstak|u fatdlo raksturu, varam iedoméaties,
ka atrodamies utopijd vai katré zind utopijas sabiedribas priekSvakara, ko traucé tikai “informacijas
sabiedribas” teritoridld ierobeZotiba un zindMma sabiedribas mordles relativitdte. Bet cilvéks?

Interesanti, ka Forstera anti-utopijas apraksts veidojas no divBm utopiju Vizijdm, aizglstot
Platona ideju par eigéniku un eitanaziju un Tomasa Mora vienlidzibas un zin&sSanu papildingsanas
ideju, tacu dzigi k& Bibeles mita idealaja kartiba iejaucas cilvBciskd zinatkare, kas arT pazudina
nevainojamo pasauli. 20. gadsimta s8piga pieredze ar "labas sabiedribas” krisanu ir likusi atteik-
ties No pozitivistu idedlu TstenosSanas dzivé, un vismaz dala ceribu gadsimta beig8s tiek parnes-
ta uz cilvéka subjektivo pieredzi un redz&jumu. lesp8jams, cilv@ka faktors ieglst ari papildu no-
Zimi, jo pirmo reizi v@sturé cilvéce ir tuvu iespé&jai zindtniski attaisnoti ar to pilnba izrékinaties.
Paradoksali, bet TV un masu mediju teorijas ir stiprindjusas diskusijas par “iztéles telpu” k& po-
zitivu alternativu fizisk&s telpas dimensijam.

Andris Fridbergs. Private from Art, Art from Private. 1997. Foto / photo: Izolde Césniece

guu vanr nskstumt ari k& nespéju iepaZities ar "“Tsto realitdati” un varbut aps’cﬁk]u tc:tahtetes apzi-
nu, jo, lai ari, piemé&ram, Ars Electronica blOtu veltita génu inZenierijas t&mai, ta passaprotami
izr&das nespéjiga "pasniegt” so nozari tis Tstenajd nopietniba. Tapat k& to nespéj arT pati zinat-
ne. Tadé| tads populars seridls ka "X faili", manuprat, ilustré ne tikai skaisto problémas sceno-
grafiju, bet arT "agenta motivu” laikmetigajd maksla. Looking awrye (citada, divaina skatiena) me-
todes un darbibas sodien ir ne tikai piedodamas sadzivé, bet kluvusas arT par makslas ieroci.

Agentu télu, manuprat, sava darbibd apzingjusi un iemiesojusi vairaki vienas paaudzes mMmakslinie-
ki, kas m&ginagjusi vienlidz rOpigi atklat, izzindt un sasaistit makslas un socidlo telpu. Anderss Herms,
rakstot par igaunu videomakslu, nosauc to par medium of a certain interruption®. So terminu va-
retu art veiksmigi aiznemties, rundjot par Mikela Fisera, Ginta Gabré&na un Andra Fridberga darb-
bu, vinus minot k& makslas slepenos agentus, kas ar gudru zinu 90. gadu vida ir apgriezusi kajam
gaisa dalu skatitdja pienémumu. Makslinieku pirma kopizstade 1994. gada saucas "DZives kultira”,
varblt vinu turpmakas darbibas konteksta to var skatit k& - dZive kultOra/kultira dzive. ..

19897. gada izstddé "Opera” Andris Fridbergs izstadia divus diapozitivus Private from Art, Art
from Private. Viena bija redzams vina draugu (arT izstides kuratore) un pazinu smaidoss barins ar
pieslapingtdm biks&m. Pretim atradds otrs diapozitivs (uznemts no malas), kurd tas pats barins
uzjautrinBdamies skatijas uz makslinieku, kas pllgjas Tstenot durasSanas aktu. P&dégjais foto tika uz-
nemts dabiska&s performances laikd, pirmais - post factum apstradats ar datoru. Metaforas tie-




The visions of a "better society” in literature are typified by inevitable fatalism (Faustian pre-
destination) - utopia means the end of history, as even the creative imagination can hardly pic-
ture the time after the fulfilment of desires (Forster found the outcome in the collapse of his
machine civilisation), the time when the human history is no longer run by military conflicts or
struggle for power (a place under the sun). As rays of light for societies of the previous cen-

turies, the science and religion have become outdated in the post-war period.

Nonetheless the "end of history” has also been frequently fit on postmodernity and the
"information society”, the ideal model of which is described by Lyotard. Accepting the fatalism
of this situation, we can thus picture ourselves as living within a utopia or at least on the eve
of a utopian society, the rise of which is only delayed by the territorial limits of the "informa-
tion society" and certain relativity of public moral. But what about the individual?

It is interesting how Forster composed his anti-utopia of two utopian concepts, combining
Plato's eugenics and euthanasia with Thomas More's ideas of equality and learning, but the
ideal order, just as in the Biblical creation story, is destroyed by human curiosity that dooms
the perfect world to perish. The agonizing downfall of the "better society” in the 20th century
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waltzes (park music). Fridbergs' situationism and quotation art are rather typical of his genera-
tion that has been described as “confused by life, intoxicated by art and deciphering problems
of representation”s.

Intoxication with "ready-mades” both as classical objects and processes may be diagnosed
in the creativity of Gints Gabrans, who has lately turned to institutionalised and therefore
defenceless forms of addressing the spectator - for instance, the questionnaire in the project
“Stairway to Heaven" <http:/home.parks.W/E-LAB/notikums>, “The Spheroid Community”
<http://re-lab.net/spheroid>, or the agency structure for Riga Dating Agency project (with
Monika Pormale), and the advertising company “Neostar” for the Starix campaign. The prag-
matic life, work and time management of the nineties has greatly overrun the previous imagi-
native and contemplative activities in order to introduce a new type of an artist-editor who
keeps setting traps for curious spectators.

Arranged one by one, the titles of Mikelis Fisers' artworks "Sex'n'Spaceships”,
“Armageddon”, "Master of Ceremonies for Independence Day" (“MC 4 1D"), "Salvation Module”
(together with Ja&nis Vinkelis) and “Fucked Rider” clearly show their bond in a specifically inten-
tional narrative. “There's just enough painting here, as is necessary to spot the object being
depicted."s His messages range from the use of subculture “distinguishing marks", such as
aliens or neon signs, to symbolic representation of binary oppositions and generalised coded




naliz8tas un t8péc neaizsarga8tas skatitdja uzrundsanas formas. Ka piemérus var nosaukt ap-
tauju projektd "K&pnes debesis” <http:/home.parks.v/E-LAB/notikums/> vai "Sferoidu draudze"
<http://re-lab.net/spheroid/>, agentiras modeli projektd “"Higas iepazisanas birojs" (kopd ar Mo-
niku Pormalil, rekl&@mas kantora Neostar izveidi kampanai Starix. LidZigi k& vairums sociadlo in-
stitOtu, projekti ietver izvéles iespéjas piedalities vai vérot. Desmitgades dzZives, darba un laika
menedZmenta pragmatika, izstumjot agrak piekoptés radosas (sozidatelni) un apcerosas nodar-
bes, ir radijusi makslinieku-redaktoru, kurs izliek lamatas zin&tkariem skatitdjiem.

Sarindojot Mikela Fisera darbu nosaukumus - Sex'n'Spaceships, "Armagedons”, “"Ceremoni-
ju Mmeistars Neatkaribas dienai”, “"Glabsanas modulis” (kopa ar Jani Vinkelil, Fucked Rider -, k|Ust
skaidrs to pardomatais siZetiskais kartojums. "Glezniecibas te ir tiesi tik daudz, lai varétu ierau-
dzt to, kas attélots."s Vina darbu véstijuma paradas gan subkultOru pazisangs zimes (svesie,
neona embl&mas), gan simboliskas bin&r&s opoZicijas un vispa&rindts atsvesingdsSands un naves
témas nolasijums. “Vins ir legalizéjis kosmosu, nond&kot tuvak skandalozai patiesibai neka jeb-
kurs cits."s Laiciga apmierindjuma (seksuéla, drosibas, estétiskal motivu mizanscénas ievada va-
ras, izbila, atsvesinasanas "fonu". Fisera "Glabsanas modulis" (1994) bija divu novérosanas ka-
meru uzraudZita “"privat8s drosibas” dZivojama istaba.

E.M. Forstera gramatas lappusés ir télota aina, kura varonis - dumpinieks uzsak "spé&ka vin-
grindjumu” ar soliem mérot attdlumus Mmasinas aprapétajd dzives SOnind. Starp atkldjumiem par
“tuvu” un “talu” noZimém vins saprot, ka masina ir iznicingjusi izjitu par telpu. Vina pirma maci-
ba saja procesa un talgk tekstd moto ir - “cilvéks ir visa mérs".

ST epizode var&tu attiekties arT uz latviesu makslinieku “fenomenologisko sparnu”. No subjek-
tiva vai objektiva skatpunkta sie makslinieki biezi vien ir pievérsusies skatit8ja percepcijas p&t-
niecibai, kas varétu Tpasi krasi kontrastét ar Mikela FiSera stastijuma lidzek|iem.

Turpinot subjektivitdtes k& universalas utopijas tEému un art nevilsus sekojot dazam Forste-
ra t&zém, jGuzsver, ka telpa ir saistita ar distanci, un distance ir Tpasi svariga gariga dimensija
latviesu maksla. BieZi tas tiek skaidrots no etnologiskd skatpunkta, minot Latvijas ainavu hori-
zontélos apvarsnus vai latviesu k& zemnieku tautas gadsimtos uzkrato dabas milestibas un pa-
zemibas pieredzi k& ietekmju avotus. Lai k&, bet distancéts vérotdja skatijums ir mitologiz&ta
latviesu pasapzinas sast&vdala, t&dé&| fenomenologiska lietu veidola un telpas izzindsSana - arT ar
video starpniecibu - tiek skatita k& glezniecibas tradiciju turpinoss solis.

Glezniecibas un videoma&kslas organiska sint&ze vé@rojama Anitas Zabilevskas darbos, vinas
videoinstal&ciju noturigie motivi ir ainava, skats, skatijums. Ta, piem&ram, “Piecas vienadas ai-
navas” - pieci apll izk&rtoti videoekrani, aiz kuriem redzami oranzas krasas audekli, katra video-
ekréna attéla "kamera |&ni slid pa apli, ietverot 8kas kiegelu sienu, logu, aizloga ainavu un au-
deklu k& videorealitdtes sastavdalu, turklat ainavas paradisanos pavada skana, bet sienas plak-
nes ir skat@mas klusuma. Nosl@éguma ari ainava iekr@sojas oranZa."? Anitas darbi ir "skats
uz...", kuréd makslinieces skatpunkts identificjas ar skatitdja skatpunktu. Empatijas un identifi-
césanas motivam var sekot art "Cel|ot8ja pastkart&s"” - caurspidiga graféta papira lapa viegla ie-
rameéjuma atkal jau pavérsta uz ainavu, soreiz - ce|otdja izveélétu.

Video ka "kustigas bildes" un kustigas faktOras vé&rtiba makslinieces darbos kopuma rakstu-
ro video k& izteiksmes [lidzek|a iend&kSanu latviesu maksla S0. gadu s&kuma. Videotéls bija vai-
rék poétiska vai ekspresiva "bilde"”, kas papildingja tradiciondlo glezniecibu ar fokus&sSanas tuv-
plana un kopskata mainas iespé&jdm. Likumsakarigi, ka $ajd posma videomaksla parmantoja arT
daudzus glezniecibas pané&mienus (ja vien t&8 nespélgjas ar low tech/raff estétiku) - kompozicio-
nalo kartojumu, kra@su laukumu attiecibas, krésas intensitati. Perfekcionistu projekti tika Tste-
Nnoti nepateicigaja video tehniks.




interpretation of alienation and death. "He's legalised the cosmos, coming closer to a scandalous
truth than anyone else."® Mise-en-scene of mundane satisfaction (sexual, security, aesthetic)
introduce the spectator to the background of power, fear and alienation. Figers' “Salvation
Module” showed the living room of "private security”, watched by two security cameras.

E.M. Forster's story includes a scene, where the revolting protagonist starts his “physical
exercises” - he is measuring distances by his feet, walking up and down in the Machine-oper-
ated living cell. Recapturing the meaning of "near" and “far". he comes to realise that the
Machine has annihilated the "sense of space". His first lesson in this process and the motto
for the later development of the story is that "man is the measure”.

This episode could also refer to the "phenomenological wing” of Latvian artists. From a sub-
jective or objective viewpoint, they frequently tend to explore the spectator's perception, that
could be a particularly sharp contrast to the method of Mikelis Fisers' narrative.

To continue on subjectivity as a universal utopia with unwitting references to some of Forster's
arguments, | should consider the association of space and distance, and distance is a particularty
important spiritual dimension in Latvian art. This peculiarity has been often explained from the eth-
nological viewpoint, speaking of such influences as the horizontality of Latvian landscape or the
Latvian peasants’' centunies-long experience of nature-boundedness and humility. Be that as it may,
the distant, detached observation has become a proverbial element of Latvian self-awareness. The
phenomenological investigation of objects and space also in video art is considered as a continuous
extension of this specific tradition and the tradition of painting as well.

A coherent synthesis of painting and video art are achieved by Anita Zabilevska. Permanent
motifs of her video installations are: the landscape, the view, and the vision. There are, for
instance, "Five ldentical Landscapes” with five monitors arranged in a circle and five orange-
painted canvases behind them. On every monitor “"the camera glides slowly round the circle
capturing the building's brick wall, the window, the landscape beyond and the canvas as com-
ponents of the video reality. In addition, sound accompanies the appearance of the landscape

but the planes of the walls are observed in silence and finally, the landscape becomes orange."?
Anita's works are "views to...", where her viewpoint is identified with that of the spectator.
Empathy and identification are also present in her “Traveller’'s Postcards” with a transparent
sheet of graph paper in a light framework that is turned again toward a landscape - this time
the one of the traveller's own choice.

The particular role of video as a moving picture and moving texture in Anita Zabilevska's
work recalls the appearance of video in Latvian art in the early 1980s, when the video image
was a predominantly poetic or expressive “picture” that expanded the traditional methods of
painting by the use of changing close-ups and general views. Consequently, the video art of this
period (if it was not playing with the low tech/ raff aesthetics) inherited much of painterly
expression - compositional arrangements, juxtaposition of colour fields and intensity of colour.
These were perfectionist projects, accomplished in the unrewarding medium of video.

The ideal space of Anita Zabilevska's video art would involve minimised three-dimensionality,
whereas the projects of Eriks BozZis are hardly imaginable outside a cultural context. Most of his
works are deservedly associated with humorous connotations, that is often a key to their con-
textuality, emphasising the role of the setting and the spectator. Coming back to the subject of
human measure, Eriks Bozis' projects could be described as measurements of both the physi-
cal and intellectual space. During a Moderna Museet Project in Stockholm (1998) he set up In
the city a functional phone cabin that was for 25% bigger than standard ones. The artist
claimed that his major interest is the process of perception - those few seconds until specta-
tors realise incorrectness of space. Relativity of spatial dimensions is one of the motifs used by
BozZis in the interpretations of his predominant subject - the border between reality and unreal-
ity. His “Film without Words and End” for the "Contemporary Utopia®, which will be the artist's
first use of 18 mm film format, consists of a single constantly recurrent episode. The monot-

a. Ainava / Landscape. 1884
Baltic Jubilea 'S4, Zviedrija / Swedan

Eriks Bofls. Bezr nosaukuma / Untitied., 1888. Anita Zabi
Manifesta 2, Luksemburga / Luxembourg
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kais) skats ir manifest8jies skatitdja situésanas, virtudlas un arpusmaksias telpu projektos.

Izstade "Miasdienu utopija”, vismaz latviesu makslinieku lidzdalibas zind, ir veidota p&c naciona-
& principa, varbit pat gaidot k&du Tpasu, regionalu izst&des t&mas risingjumu. Tadg&|, manuprat,
&T raksta ietvaros ta bdtu jGpapildina ar vél paris projektiemn - mediju laboratorijas E-lab darbibu
un Gintas Vilsones videofilma&m, abi projekti attiecas ari uz regiona izpratnes paplasinasanu.

Atskiriba no stajmakslinieku prakses, kas Sodien lield m&ré atspogulo servisa un pasutijuma at-
tiecibu popularitati visds dZives jomas, mediju makslinieku aktivitdtes var aplUkot k& darbibu pasu
par sevi - "medijs sevis d&|"s, k&, rundjot par E-lab, to nosaucis Eriks Kluitenbergs. Medijs k& dar-
bibas telpa passaprotami nosaka brivpratigas kopienas (community) rasanos, panakot lielaku tuvi-
bu utopijas socialai izpratnei. K& jau mingju, sadarbibas prakse, diskusiju forumi, alternativie medi-
ji ir fdzek|i, ar kuriem tiek redefinBtas monrédles kategorijas, un tie veicina diskusijas, kas aiznem no-
Zimiigu vietu tikla teorijd. Latvijas jaunajiem medijiern parasti tiek piedéveéts idealisms vai roman-
tisms, ko lield méra nosaka v&lme iefiltrét un legaliz&t radoso darbibu sabiedribas infrastruktlira.

Viena no Francijd dZivojosas videomakslinieces Gintas Vilsones videofiimam, stastot par sap-
niem, ka&dus redz neredzigie, dokumenté so cilvéku dzives fragmentus, vinu ikdienisko reslit&tes
skatijumu. Otra filma - Mendum - vésta par kara bailu pieredzi, kada ta saglabajusies 25-30
gadus vecu cilvéku aukstd kara laika b&rnibas atminds. Ta ir téma, kas izradijusies kopiga ab-
pus dzelzs priekskara un ietver gan psihologijas, gan sociologijas kategorijas. ST universald ak-
tualitdti zaudgjuso bailu t8ma varbit vislabsk ilustré reéld kopienas laika un individuala saskar-
smi, |aujot veselai cilvEku paaudzei uztvert nerealizéto politisko karu k& realitati.

1 HudoZestvennij Zurnal.- 2000.- Nr. 28/29.- S.11.
2 Zizek S. Looking Awry: An Introduction to Jacques Lacan through Popular Culture.- MIT Press, 1888.
3 Harm A. Reflections of Media Space in Estonian Video Art / Nosy Nineties: Problems, Themes

and Meanings in Estonian Art on 19890s.- Tallinn, 2001 .- P. 180.

4 Demakova H. Misfits // Misfits: Bth Triennial of Young Baltic Art [Katalogsl.- Vilnius, 18995.- P. VI

S Steimane |. DaZreiz vinu saprot jeb Mikels Fidera message-art / Studija Nr. 6.- 1888.- 28. Ipp.

B8 Turpat.- 28. lpp.

7 Pele S. Anita Zabileveka / Stasti, stAstitlji: Latvijes Republika. Ven&cijas biennale. 48. Starptautiska
misdienu makslas izstBde [Katalogsl.- Aiga, 1889.- 45. Ipp.

8 Kluitenberg E. The Sovereign Experience of Media / Nu: The Nordic Art Review.- 1999.- No.1




once again. Dace DzZerina, too, in her film has focused on the interrelation scheme of the uni-
versal and the commonplace. As these films are being made now, one can discuss them only in
conceptual terms, still their subject-matter seems to show a certain isolationism (a distance
again). Therefore much depends on interpretation - does it mean utopia as isolation of oneself
or is it a withdrawal from the subject of utopia? The first version most likely could describe the
individual viewpoint, but the second could tell more about utopia as a social idea.

In the discussion of video art | have come back to the initially mentioned phenomenon of
“looking awry" that differentiates contemporary artistic creativity from other spheres of human
activity. The difference, otherness in the context of activity and perception may be seen even
as influenced by the escapism and opposition of the unengaged post-war art. In the nineties,
this individual (rarely social) vision has manifested itself by means of positioning projects in the
virtual and non-art space.

The exhibition "Contemporary Utopia”, at least in the choice of Latvian participants, basi-
cally refers to the national principle, perhaps even expecting a specifically “regional” version of
the subject. This makes me to expand it in my article by some more projects that effectuate
a broader interpretation of the regional. | mean the activities of the E-LAB new media labora-
tory and Ginta Vilsone's video films.

Unlike traditional art practices, that greatly reflect the importance of consumerist relations
in all spheres of contemporary life, new media artists present activity for its own sake, "media
for the sake of nothing else", as E-LAB practices were described by Eric Kluitenberg®. Media
as a field of activity inevitably create a voluntary community, approximating to a societal utopia.
As it was already pointed out at the beginning of this article, the communication practice of
the alternative media helps to redefine moral values, provoking discussions, which are very
important in the net theory. The new media of Latvia are usually associated with idealism and
romanticism that is greatly inspired by their striving to infiltrate and legalise their creative activ-
ity in the infrastructure of the society. —

My second additional reference would be to the projects of the currently France-based
Latvian video artist Ginta Vilsone. One of them conveys dreams of blind people, documenting
episodes of their lives, their everyday vision of reality. The other film, “Mendum", evokes fears
of war in Cold War period childhood memories of the generation that is 25-30 now. This sub-
ject unites both sides of the previous Iron Curtain and involves both psychological and socio-
logical categories. The universal problem of outdated fears is perhaps the best illustration to
the contact between the community time and the individual time, enabling this generation to
experience the unrealised political war as a reality. TRANSLATED FROM LATVIAN BY KRISTIANA ABELE
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