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Nakotnes vizijas un sabiedribas attistibas projekti, kuru pamatd vienmer bijusi Austrumu un
Rietumu politiskd un ekonomiska dihotomija un kuri arvien bijusi vairék vai mazak saistiti ar vie-
nu vai otru sabiedrisko iekd&rtu, vairs neizturgja kritiku un likGs ozam péc naftalina. Lidz ar skie-
tamo brivibas - celoSanas, privatipasuma uzkrasanas, domu apmainas un naudas brivibas - pie-
augumu bltiski mainias visa cilvéka vélmju pasaule. Saja situdcijad vairs nederéja ne ilggadé&ja po-
litisk& tradicija visu attaisnot ar rundm par labd&kas valsts ide8lu, ne arT paradums raudZities pa-
saul& no savulaik okup&tas n&cijas droma skatpunkta.

Latvijas neatkaribas atjgunosSana 1981. gada |&va atdzimt zemei, kura likés zaud&jam savu
identitati. Latviesu valodu jau ilgi vairs neatzina, un skita, ka Latvija tiesam pazudis lielajgd pa-
domiju socidlistisko republiku saim&. Tom&r Lietuva aizs8ktie un Latvijd turpinatie neatkaribas

centieni v&l pirms PSRS politiskd sabrukuma liecingja par nezidosu nacionalas pretestibas po-
tencidlu. Kvali ilgoties pé&c saimnieciska liberdlisma, kas bija iesp&jams tikai kapitilistiskaja iekar-
ta, lika arT atminas par seno Hanzas savienibas vésturi un ekonomisko varenibu, kurai bija liela
nozime Higas un citu Latvijas ostas pils&tu izaugsmé. DZivo tieksmi pé&c tradiciju iemiesosanas
redzes t8los apliecina bilZu gramatas ilustracijai TdzZigd Melngalviu nama rekonstrukcija. Tagad,




egated to the private sphere, and the idea of dissolving into the larger structure of the social-
ist Soviet republics seemed to have fulfilled itself. The struggle for independence which led to
the Latvian Republic, following Lithuania but still before the Soviet Union fell as a political con-
struct, demonstrated however that a potential for resistance had always remained present.
A strong desire for an economic liberalism which could only be realized within a capitalistic sys-
tem still existed in reference back to Latvia's history with the Hanseatic League and its formenr
financial strength, which played a crucial role both for Riga and for other Latvian harbor cities.
The textbook-like reconstruction of the seat of the Blackheads Merchant Guild gives evidence
of this vital interest in visualizing traditional lines. After ten years, a first look back at what has
been achieved in the state, at what has begun to change and produce an effect, can provide

a basis for forming an idea about what life is going to be like in Latvia in the future. The com-
mon choreography of utopias no longer applies, for the models of the future have become
aged, theory has been overtaken by practice, and it's evidently difficult to develop a new one.

An uneasiness prevails concerning the future perspective and what mankind can expect in the
third millennium. Thinking about the future becomes difficult in the face of political and economic




p8c desmit neatkaribas gadiem, pirmais atskats uz paveikto un valsti notikusajdm vai toposa-
j@m parmainam varétu k|0t par pamatu nakotnes Latvijas redz&jumam. Tacu ierastd utopiju "ho-
reografija” vairs nav izmantojama, jo agrakie n&kotnes modeli ir novecojusi, prakse ir aizsteigu-
sies priek&ad teorijai un jaunu teoriju Nnav viegli izstradat.

Pardomas par nakotnes izredz&m un cilvE@ces attistibu tresaj@ gadu tlkstoti valda pesi-
misms. Nakotnes apceri apgridtina politiskas un saimnieciskas problémas. Otrais gadu tlksto-
tis ir beidzies, un Mmé&s atrodamies jau 21. gadsimtd, tacdu neviens ldz Sim nav riskgjis ieZimet
kursu uz jaunu apvarsni, k& 2000. gadu iedomajas nakotnei ticigajos 60. un /0. gados. Kata-

" Zabriskie Point. Foto / photo: Martin Beck
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tu izt8loties. Jaunais separdtisma vilnis, vides pies&rnotiba, jaunu slimibu paradisangs, nesau-
dzigé dabas resursu iz&ké&rdé&sana, biologiskd& un meteorologiska lidzsvara traucgjumi, "siltumni-
cas efekts”", ozona caurums un daudzas citas nelaimes drizak |auj paredzé&t IEnu attistibu arvien
launaku un gritdk labojamu dzZives apstak|u virziena., 20. gs. beigés ticiba progresam ir kljuvusi
gluZzi pragmatiska un pastav tikai dazu dabaszindtnieku pratos. Sociélajd joma valda rezignacija.
Literd&ri un politiski utopija, péc visa sprieZot, ir kluvusi par vE@sturisku kategoriju. Bet ko utopi-
ja toma&r nozZimé& midsdiends - valsts teoriju, sabiedribas attistibas redz&jumu vai privatu idilli?

Utopiskie priekSstati par lab8ku n8kotnes sabiedribu Rietumos idz pat 80. gadu beig&m bie-
?i saistlj@s ar socidlistiskiern modelierm un komunistiskam perspektivam - katra zinad pastavéja
ceriba uz kaut ko lab8ku p8&c kapitdlisma vai vismaz ierobeZzotu kapitdlismu, kurd liel@ku noZimi
iegltu kolektivas intereses un personibas pasapliecindsanas iespé&jas. Lidz ar mdra krisanu, pa-
domiju impérijas bojgeju un Austrumu bloka sabrukumu ST augsupejas ideja izradijas neglabjami
novecojusi un radaés nepiecieSamiba saskatit attistibas potenciglu misu pasu kapitdlistiskas pa-
t&rétaju sabiedribas ietvaros. Vai tas nozim&, ka utopija kluvusi vieglak Tstenojama? Diemzél ne.
Latvija un citas postsocidlistisk&s valstis bija ilgojusés pé&c veca reZlma sairsanas un visaptve-
rosSam parmainadm, tactu Rietumu ekonomiskas sist&mas nostipringsanas seit ir izradjusies tik-
pat brutdla k& okupacijas laika socidlisms, un s&kotné&jo eiforiju nomainijusi vilsanas.

Sobrid, kad 80. un S0. gadu cinisms tiklab Rietumu, k& Austrumeiropas makslas dzivé ir
veiksmigi nogdjis no skatuves, atkal varétu kerties pie pozitivu utopisku elementu saskatiSa-
nas. Tiesi Latvijas jauniesu vidé v&rojams interesants riecumnieciska “stila” (MTV, Rietumu Mmo-
des, mizikas un kultGras kliSeju)l un savdabibas mekl&jumu sajaukums. Protams, arl te ne-
trikst moderna "vésuma" un “"hipiguma”, tadu Saj8s dranas ietérptés probl@mas un atzinas ir
izspé&létas cit&di k& "vecajos Rietumos".
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problems. We've reached the end of the second millennium, we already find ourselves well into the
21st century, yet no one has dared to set out for a new vanishing point of the kind the year
“oO00" represented for the sixties and seventies with their belief in the future. The transforma-
tion of the earth into a global Disneyland in view of the catastrophic conditions in parts of Asia,
Latin America and Africa is hardly imaginable. And the dream of extraterrestrial colonies, whether
it be within our planetary system (as the magnificent film 2001 - A Space Odyssey fixed into
unforgettable images, none of whose prognostic contents, however, have come to pass today,
|n the yaar‘ 2001) or even in a far- Elway galaxy seems exhausted, as well. Social and ethnic con-
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and reflected in the artistic process. A complex image of incoherence arises, one which is not
marked by dissatisfaction alone. More than this cannot be expected.

The parameters presented to the artists were simple. Based on the concept, it was a mat-
ter of conceptions of the future and potential changes in social, cultural and personal struc-
tures, of alluding to future perspectives and formulating ideas on how changes could be
brought about, how ways of seeing can change. The historical descriptions of utopian forms
of society of figures such as Sir Thomas More, H.G. Wells or Aldous Huxley and many others
- who wrote down detsiled conceptions of how they envisaged a future form of society and its
interaction, psychology and culture, its hierarchies and riches - now lie far in the past.

On the other hand, a fim by Michelangelo Antonioni from the year 1870, Zabriskie Point,
served as material and food for thought and was made available to the artists for viewing in the
event that they weren't already familiar with it. The film is based on the occurrences and expeni-
ences of the American student movement of the late sixties and the astonished and disapprov-
ing demeanor of the Italian director in the face of what seemed to be a recently unleashed
American variation on capitalist consumerist culture - from advertising through the acquisition of
weapons to the ambitious real estate projects which were supposed to make the watering of
desert areas possible for their commercialization as residential areas and leisure arenas for the
rich and super rich. The sober view of the students' discussions and deeds and the harassing
activities on the part of the police are pitted against a penchant for freedom and adventure and
the development of individual mythologies. The two main characters experience free love at the
lowest point of the earth in the middle of the desert (Zabriskie Point, a mythical place for the
Indians, from where Death Valley can be viewed), in which borders and civilizational ascriptions
dissolve or even become replaced with erotic hallucinations. This experience of transgressing
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Tapéc projektd "Miasdienu utopija” nevar runat ne par utopiju témas izsme|osu trakt&jumu,
ne arT par atgriesanos pie vec8s dihotomijas. Apkopotie darbi jGaplUko k& ideju arsenals, k&
daudzsl&nainu, sarezditu un smagu probl&mu makslinieciskd inventariz&cija. Tie rada pretrunigu
kopainu, kas tomér atkldj ne tikai iek&8ju neapmierindtibu, un nekas lielaks arT nebija gaidams.

Maksliniekiern izvirZitie termatiskie nosacijumi bija vienkarsi. Saskana ar utopijas jédzienu tie bija sais-
thti ar nakotnes redz8&jumu, ar parmainu iespg&jadm sabiedribas, kultOras un personiskajd dimensijg, iez-
m8jot perspektivas, pardomajot parmainu Tstenosanas mehanismus un apsverot, ka formulét jaunus
skatijurma aspektus. Tomasa Mora, Herberta Velsa, Oldosa Hakslija un daudzu citu autoru vésturiskie
utopisku sabiedrisk&s kopdZives formu apraksti ar detaliz&ti atainotiem prieksstatiermn par nakotnes sa-
biedribu, tas ieks8jo struktiru, psihologiju, kultOru, hierarhiju un bagatib&m palika talu pagatné.

Makslinieki toties san&ma citu materidlu un ierosmes avotu - Mikelandzelo Antonioni filmu
Zabriskie Point (1970). Filmas saturu veido 80. gadu beigu studentu kustibas notikumi Amenri-
k& un itdlu reZisora izbrinftais, noraidosais skatijums uz kapitdlistisk@s patérétaju kultOras neie-
groZoti amerika@niskajdm izpausma&m - no rekl&mas un ierocu industrijas lldz vérienigiem tuksne-
Su apUdenosanas projektiem, lai s teritorijas nestu pe|nu, k|Gstot par bag&atnieku dZives un iz-
klaides vietam. Skarbajam un objektivajam studentu diskusiju, akciju un policijas |aunpratibu vé-
rojumam rezisors pretstatijis alkas péc brivibas, piedZivojurmiem un individudlas mitologijas radsa-
nas. Abi galvenie varoni Marks un Darija nododas brivajai milestibai mitiska indignu svétvieta tuk-
snesa vidl - visdzilgkajgd Zemes punktd, no kura paveras Naves ieleja. Spéku zaudegjusos civiliz&ci-
jas groZus un priekSrakstus tur nomaina erotiskas halucin&cijas. Kad policija filmas beigu dala no-
Sauj Marku, robeZu izgaiSanas un sapliUSanas pardZivojums turpind@s vina partneres Darijas iztéle.
Viena no iedarbigakajam epizodé&m vina fantastiskos palénindtos kadros daZzédos rakursos un Pink
Floyd satriecosés psihodélisk&s mizikas pavadibd iztélojas gandriz nebeidzamu luksusa viesnicas
eksploziju, kas simboliz& kapitilistiskds patérétaju kultOras un augstas civilizacijas bojaeju.

Zabriskie Point atspoguloja kapitdlisma kontekstd bltisku pavérsienu, kura sekas izpauzas ari
miisdienu ideolodijds, kontrideologijis un utopijgs. Kaut art filma ieZimétie un iztirzatie mérki var likties
diezgan novecojusi, Sodien ir vérts paraudZities pag&tng, lai tos izvert8tu no nakotnes skatpunkta.
Ne jau velti misdienu jaund paaudze ir atgriezusies pie 70. gadu kultlGras elementierm un interesg&jas
par talaika makslas, sabiedribas un modes paradbam. Progresam ticigés burzuazijas atriblti ka ves-
tures dala ir kjuvusi citdjami un kombingjami. Jaunatne jOsmo par sen pagaisusu Nakotnes sapnu spo-
*ajdm atliekdm, un tas vél vairék akcenté jauna vizionarisma resursu trikumu midsdienu pasaulé.

Tomé&r gan Zabriskie Point daudzk&rt sagrautds Vizijas, gan citas v8sturiskas utopijas bija ti-
kai aptuvens izejas punkts makslinieciskai misdienu situdcijas apcerei, domajot par utopijas un
nakarmibas tematiku. Agrako tradiciju precizés detal8s izt&loties kadu redli funkciongjosu nakot-
nes sabiedribu arvien bieZzak nomaina doma par nakotni k& atvértu, gaistosu struktiru un DOid-
riha Diderihzena raksta formul&tais priekSstats par haotiskas nesaderibas (Inkoharenz) un stin-
gras noteiktibas (Stringenz] pretstatu. So redz8&jumu varé&tu raksturot ka visparéju nedrosibu,
kuras attieksme pret zindtniskd@s fantastikas uzburtajdm vizijdm kino un televizijd svarstas no
neticibas ldz vienaldzibai, driz&k izkopjot distanc&tu skatijumu uz tagadni (k& Monikas Pormales
eksperimentos ar gaismu un tas lausanul, nevis mekl&jot konkr&tus nakotnes formulgjumus.

Genoma projekts, misdienu datortehnikas nespéja izskaitit olbaltumvielu struktirelementus,
daéﬂdu galakuku un dz ar' to var'but: lab&ku pasaulu attél:naéanés no EIlVEk’.E r-adzvasiclka t&pat
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borders and merging continues in the fantasy of his partner Daria after the police shot the stu-
dent Mark, the male protagonist, towards the end of the fim. In one of the most impressive
scenes in film history, she imagines the seemingly unending explosion of a luxury hotel and, with
this, the destruction of the capitalist consumerist culture, of highly developed civilization, in fan-
tastic images from the most varied camera perspectives, in slow motion and accompanied by a
subversively disturbing soundtrack of the experimental psychedelic rock group Pink Floyd.

Zabriskie Point reflects a significant social change in the capitalist context that still carries
an effect today, one in which ideologies and counter-ideologies, utopias and goals were articu-
lated, impressed upon and bartered, which today appear almost obsolete, yet which it is worth
taking a fresh look at from the vantage point of the future back into the past. (Not without
reason, the younger generation revived elements of the seventies culture and is interested in
artistic, social and fashion phenomena of this time. The insignia of a bourgeoisie which believed
in progress have since become historical and, as a result, quotable and combinable. It is the
glittering ruins of long since vanished dreams of the future that are being celebrated here. They
only serve to make the dearth in fresh visionary potential all the more clear today).

The historical utopias as well as the repeatedly broken visions of the film Zabriskie Point
were, however, only vague points of departure for artistic considerations more aligned along
today's status quo on how to address utopia and the future as themes. The historical achieve-
ment of dreaming up future functioning societies in detail has increasingly given way to an atti-
tude which understands the “future” to be an open structure in the process of dissolving, or
which sets incoherence against stringency, as Diedrich Diederichsen formulates in his article.
One could describe this way of seeing things as a general insecurity which counters the trivial
science fiction visions of film and television with what ranges from mistrust to apathy, adopt-
ing instead a distance to the present (recall Monika Pormale's experiments with light and its
refraction), rather than concretely formulating the future.

In regards to the genome project and the incalculability of protein folds still prevailing today despite
huge capacities in storage and computation, or to the galaxies which, on the other hand, have slipped
into the far distance, thereby circumventing perhaps better worlds and the eradication of war, vio-
lence and destruction, the longer term prognoses are becoming questionable. An uneasiness is
developing in the present once again, and the belief in images appears to have petered out.

For a long time already, attempts are being undertaken to put the model of the multicul-
tural society and the peaceful cooperation of different social and ethnic groups into action.
Close enough to almost touch as a utopia, according to the definition of utopia - no place, or
“nowhere land"” - the utopian model would have to slowly dissolve, because it would have
approached living reality in its serviceability. The principle of the utopia is, however, a paradox:
the more real and complex it is formulated, the less tangible it becomes. That has to do with
fantasy. Imaginative depictions of a non-existing society are termed utopias. Utopias cannot
become real, yet they don't dispense with real ideas and patterns of behavior. It is perhaps for
this reason that the discourse on how open and democratic a society can be appears endless.

Particularly in a time in which we can no longer retain an overview of the effects of our actions,
or have to limit the motive of our action ih territorial and mental terms to such an extent that a
per-apat:mra can only encompass the shnrmen: span of time following upon the immediate pnaaant
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trélijas, Kanadas, ASV, Francijas, Lielbrit@nijas un Austrijas makslinieki, pielauj utopijas proble-
mMatiku, kuras risindjumu noteikusi katra autora pieredze konkr&taja valstiskaja sist&ma, saskar-
sme ar valsts attieksmi pret kulttru, politiku, sabiedribu, dZives limena krit&nijiem un individa bri-
VIbu nodrosinosiem vai ierobezZojosiem faktoriem. Sorosa Masdienu makslas centra-Aiga izsta-
des "Valsts" (19894), “Piemineklis” (1995) vai “Opera” (18997) ik reizi no jauna pieveérsas lielam
témam, kuras spé&ja parvarét tradicionalu sentimentalismu un rosinat bltiskas diskusijas, lai ob-
jektivi izv@rtétu Sos jautdjumus, analiz&tu to Nozimi un noskaidrotu to lietderigumu. Laika, kad
SMMC ir kluvis par Latvijas Laikmetigds makslas centru ar lielaku valsts un pils&tas finanséju-
mMa Tpatsvaru, so pasakumu virkni turpina arT "Madsdienu utopija".

Kas mis sodien saista n&kotn&? Kadas prasibas més izvirz&m, lai atbrivotos no tagadnes
problémam un raditu partikusaku, labaku, emocionali pilnvértigku un sapratigaku dzivi? Ka des-
mit gadus p&c neatkaribas pasludindsSanas na&kotni redz latviesu makslinieki? Kada ta télojas vi-
nu kolégém un kolégiem Rietumu zemas? Vai vini vispar naék klajgd ar k&du nakotnes modeli? Ka-
das ir vinu atbildes uz jautdjumu par perspektivam?

Britu makslinieks Laiems Giliks So laiku pP&c socidlistisk@s sist@mas sabrukSanas un moder-
nisma k& misu kultOras demokratiska izpausmes veida apsSaubiSanas d&vé par "postutopisma
laikmetu”, pievérsdams misu uzmanibu arvien aktuslakajai sazinas arénai, sazinas stratégijdm
un apstékliemn, kas |auj iztirzat situdciju un pienemt IBMuMmus. Vina vardi Prevision. Should the
future help the past? ("Paredz8jums. Vai nakotnei vajadzétu palidzét pagatnei?"), ko iev@roju Ni-
kolausa Safhauzena sarakstitajd kataloga teksta par L. Giliku, saistas ar atzinu par tagadni k&
fikcijas, vBstures un to nemitigd parvértdjuma satekpunktu. Maksla vienmeé&r ir bijusi $8du do-
mu nes&ja vai inkriminétas tagadnes objektivais un greizais spogulis.

Latviesu makslinieks Juris Boiko pirms vienpadsmit gadiem izst&zu zal&é “Latvija” bija izveido-
jis v8@rienigu instalaciju “Salspat8js” ar lielu sals kalnu, kuré bija aprakti veci padomiju razojuma
televizori, k&dos tolaik varéja skatities aktualas parraides. Kalna gald bija redzama makoniem
kl&tu debesu projekcija. J. Boiko instal&cijas aktualitAte nebltu Mmazinajusies arT Sodien. Varbit
tiesi tApé&c autors vairs neatrada sevi spékus, lai atjaunotu $o mMmetaforisko darbu par sals at-
tiroso, dziedino$o un saglab&joso iedarbibu ari 2001 . gada.

Izst&des daudzveidigo saturu ne reizi vien ietekmé&jusi kinomaksla. Daudzu makslinieku darbos
kino un video kalpo par izpildijuma tehniku vai pamatmatenrialu. Filmu valodas specifikd saknojas si-
Zetu izklasta pané&mieni, seridlisms vai pat kustigu attélu izmantojums. Tiesi filma un ziNnGMma Mmars
art videoklips |auj lab&k atainot procesudlas norises. Laika maksla sp&| atklat arT tddas paradbas,
kas ietver metaforisku laika dimensiju. Turklat filma palidz pan&kt liel&ku izteiksmes tieSumu un par-
varét attdlumu no mékslas uztvergja, vienlaikus paredzot arT distancatu skatijumu uz objektu un
vésturi. Daudzi darbi raditi tiesi izstadei, vair&kus nacies atjaunot, un ar autoru piekrisanu "Mas-
dienu utopijas” Tpasajd kontekstd ieklauti arT daZi citi jau pastavosi darbi.

Atseviskos gadijumos paredz&tos eksponatus, tapat k& jau ming&to Jura Boiko instaldciju
"Salsputéjs” (1990), tomé&r nav izdevies paradit. Kanadiesu makslinieks Stens Duglass bija ie-
cergjis piedalities ar citu darbu. Vina videoinstalacija Evening ("Vakars", 1994) ir pé&tijums par
18689.-1870. gada parmainam televizijas zinu atspogulojuma, ko fidz tam raksturoja liela tuvi-
ba objektivajai, funkcionalajai un neredzamajai radio zinu izteiksmei. Parsteidzosas sagadisanas
p&c tie bija arT filmas Zabriskie Point uznemsanas gadi. Lai piesaistitu skatitdju uzmanibu, zinu
parraides tolaik s&ka atdZlvinat ar t.s. happy talk elementiem, un parnésdjamas videokameras
palidzéja bez lieliem izdevumiem nodrosinat filmésanu notikumu vietds. Daadu neatkaribas un
emancip&cijas kustibu izraisitas sabiedriskd@s pa&rmainas Zurnalistu, zinu reportieru un komenté-
t8ju lomas tiesajd &tera |&va darboties sieviet&m un kr&sainajiem. LTdz ar siem jaunindjumiem zi-
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reason, Juris Elcukc: dldﬂt- feel strong enc:-ugh anymore to r'ec:cunstr'uct t:hls rnetaphc:-rlcal wc:r'k
on the cleansing, healing and conserving power of salt once again for 2001 .

The various contents dealt with in the exhibition have been influenced by film in a variety of
ways. The manner of telling stories and of assembling images into sequences or even iNto Mmov-
ing images - many artists use film and video as a technique as well as the initial material for their
works - has been borrowed from cinematic methods. Film and, in a restricted sense, the video
clip as well appear better equipped to depict developments and processes. The time-based medi-
um is also in a position to uncover approaches which are time-based in a figurative sense. The
cinematic technique serves to create a greater immediacy and to dissolve the distance to the
viewer. Exactly the opposite - the distanced perception of the object as well as of history - can
occur as well, however. Many works were created especially for the exhibition, some were recon-
structed for this occasion, and with other, already existing works, we dared, with the permission
of the artists, to incorporate them into the specific context of "Contemporary Utopia”.

This didn't succeed with some artistic works which were originally supposed to be shown in this
context (as in the aforementioned case of the "Salt Blower" (1980) by Juris Boikol. Thus, the
Canadian artist Stan Douglas was meant to present another work in the exhibition. The video instal-
lation "Evening” from 1984 is a research project on a significant change in the presentation of tel-
evision news from around 18688/70, which up until that time was still heavily influenced by the objec-
tive, necessarily pictureless radio broadcasting. Surprisingly, it's also exactly the same time that
the film Zabriskie Point was shot. Back then, the news - in order to make it more attractive for
the television viewer - was loosened up by so-called "Happy Talk"; the video portopack enabled a
switching over to live coverage from the on-site locations of news action without any great diffi-
culty, and the social changes following upon the various independence and emancipation movements
gave women and people of color access to direct news coverage as journalists, commentators and
moderators. An enhanced interest on the part of the advertising industry in broadcasting com-
mercials in ad blocks within the news programs appeared in tandem with these renewals. Thus,
consumerist society had polished off one of the last ad-free bastions of television, as well.
Unfortunately, the technical and financial costs were too high to show the work in Riga.

The planned film program promises further stimulus for thinking about our social future and
the concomitant complications and false turns of the present. Film as a time-based medium can
transform models into possible realities in an exemplary, almost hypnotic way. The visual arts,
even when they suggestively make use of video technology, cannot pit anything against its power.
Art can only put things in check, serve as a critical commentary, declare artistic ideas on a short-
term basis to be a standard for behavior: The entire exhibition idea is in the end based on visu-
alized thoughts translated into moving images and the resentments of an older European direc-
tor who, in Zabriskie Point finds himself confronted with the images of a different, American soci-
ety, and a new, critical generation ready to take risks. Individuality within a social whole which
changes both had interested Antonioni since his early fims; the danger of society swallowing up
such eccentric characters and ways of living is what makes his films bitter.

When | asked the artists taking part in the exhibition why they wanted to realize this or that idea,
or why they wanted to place a certain work in the context of this exhibition, the answer was for the
most part: “That's my Utopia.” With this sentence, I'd like to refer back to the individual projects col-
lected here in this book and in the exhibition now, and to leave it up to the readers of the catalogue
and the exhibition visitors to reflect upon this statement. TRANSLATED FROM GERMAN BY ANDREA SCRIMA

Mina Totino. M. Antonioni filmas Zabriskie Point studija / study after
Antonioni's Zabriskie Point. 1998, A.e. / oill on canvas, 157 x B8 cm
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