2001 - TRISDESMIT VIENA UN VIENA UTOPIUA
“MUSDIENU UTOPIJA” - MAKSLINIEKU PROJEKTI

FRANKS VAGNERS

Ta k& pamatigai izsta&des ekspon&tu analizei nepietiek vietas, nol@mu Tsi raksturot katra mak-
slinieka sniegumu, pavisam nedaudz pievérdoties darbu interpretacijas iespé&jam, kas patiesiba
var atklat tikai neizb&gami ierobeZotu makslinieciskas koncepcijas izpratni.

Kan&das méaksliniece Mina Totino (Vankivera)l, kuras izmantotais vésturiskais kinomateridls
vinas darbricd mani pirmo reizi rosindja domat par filmas un utopijas apvienojumu izstades ie-
cerg, tiesi atsaucas uz MikelandZelo Antonioni filmu Zabriskie Point. Par paraugu vinas glezno-
jumiem kalpojusi jau Min8tas spradziena ainas kadri, ko Mmaksliniece parnesusi tradicionala télo-
tdjas makslas materidla, stiliz8jusi un apstadindjusi. Ko sie t8li mums sSodien var pavastit? Mi-
na Totino diskut& par fikcij@m, mediju realitati, glezniecibas priekSrocib&m un robeZam, beigu
beig&s arT par attiecib&m starp Tstenibu, iedomu pasauli un tds attélojumu.

Betinas Allamodas (Berline) darba Special Venue Ride - tas ir no atrakciju parku terminolo-
gijas patapingts apzZim&jums braucienam virtuals pasaulé - k&das zin&tniski fantastiskas filmas
mMotociklisti atkal Nno jauna cauri gaisiem traucas uz ka&du nakotnes pils&tu. Kombin&to kadru
projekcija redzama kubveida telpd, kas atbilst gadatirgus paviljona uzblves principiem. Kon-
struktivo kulisu ierobeZotas radosas iesp8jas atklajas standartiz&tas datorspélu, kompaktdisku
un videoierakstu formas. Maksliniecisko pardzivojumu unificBSanas un tiraz&sanas probl&ma ie-
klaujas Betinas Allamodas iecerétajd “TrivialitAtes arhiva” projektd, kas péc vadmotiviem inven-
tariz& nakotnes Viziju, plakatisku antipasaulu un "ZvaigZnu kariem” idZigu politisk&s propagandas
motivu sapldsanu.

Makslinieku grupa Art in Ruins (Londona) sava instal&cijad "liMbo" apvienojusi skatlogu mane-
kenus, pasu gatavotus T-kreklus ar uzrakstu | don't work ("Es nestradaju”) un neona izkartni ar
amerikanu naftas koncerna Mobil anagrammu. Tie ir makslinieku iecerats naktskluba elementi.
Videofilma par k&das zairieSu village punk grupas uzstasanos Londons jauj izbaudit mizikas spé-
ku un kaifu, kura raditdjiemn pastavigi draud izraidiana no Lielbrit&nijas. Lidz ar to tipiskd viken-
du izklaides kultOra ieskanas toni, kas liek domat par andergraunda un individu8las brivibas ro-
beZa&m Eiropas ekonomiska liberalisma apstak|os. Grupu no Anglijas patiesam arT izraidija.

Dzdlija Aulta un Martins Beks (Nujorka) izst&dijusi divus lielus stendus ar tuksnesSa ainavu
fotogra&fijam, kuras skaidri norada uz neskarto zemju apgUsanas centieniern na@kotn& un aploko




=001 - THIRTY ONE AND ONE UTOPIAS
“CONTEMPORARY UTOPIA” - THE ARTISTS PROJECTS

FRANK WAGMNER

Because the available space doesn't allow for a closer discussion of the individual works
shown in the exhibition, I've decided to give only very short descriptions of the individual works
and to merely allude to interpretative angles, which in any case can only offer limited access
to an underlying conceptual structure.

The Canadian artist Mina Totino (Vancouver) - in whose studio the idea first came to mind
of thinking up an exhibition on film and utopia on the basis of historical filmm material she has
worked with recently - refers directly to Michelangelo Antonioni's film Zabriskie Point. She takes
"stills” from the already mentioned explosion scene in the film as the basis for her painting and
virtually freezes the images through the transferal of the material into a traditional artistic tech-
nigue. She stylizes themn, arrests them in their fleetingness. What can these images still tell us
today? Mina Totino discusses fiction, media reality, the advantages and limitations of painting
and finally the relationship of the real and the imaginary and its representation.

In her ,Special Venue Ride", a concept borrowed from amusement park terminology which
refers to a ride through a computer or film simulation, Bettina Allamoda (Berlin) has motor-
cycles from a science fiction film repeatedly racing through the air in a future city. The split
screen projection can be seen in a cubic exhibition space built according to the principles of
trade fair architecture. Creative ability is frozen into constructed backdrop and presented in
standardized form through computer games, CD ROM and video material. Operating with this
quality of ready-made factory manufacture intrinsic to artificial worlds of experience compris-
es one part of her project to put together an archive of the trivial which, arranged according
to leitmotifs, takes inventory of the merging of future visions, overly simplified alternative
worlds and political propaganda motifs akin to Star Wars.

Art in Ruins (London) bring together window mannequins, T-shirts they've produced carry-
ing the words “l don't work”, and a neon sign with the anagram of the American oil company
Mobil in an installation entitled ,liMbo". These are components of a nightclub the artists could
potentially open up. The video, which shows a village punk band from Zaire at one of their per-
formances in London, deals with the power and groove of the boisterous music of musicians
constantly under threat of being deported out of Great Britain. It adds a certain touch to week-




mainibas oreolu.

Ka&da spékstacija un t&s apkaime Stena Duglasa (Vanklvera) fotografiju sérijgd "Pavadijums
kinematografiskai ainai: Raskina, Britu Kolumbija" réda moderna laikmeta ielauSanos neskarta-
& Britu Kolumbijas ainava. Raskinas rajona nosaukums célies no k&das utopistu kopienas, kas
Sajd vietd bija apmetusies19. gadsimta. Jau p&c diviem gadiemn sabiedriski politisk& iecere Tste-
not jaunu, Raskina atzin&dm atbilstosu socidlistisku kopdZives formu cieta fiasko. Sausuma dg|
apstéjas darbs kokzagétava, kas bija kolonistu pulcina particibas avots, un uznémums bankro-
t8ja. 1929. gada saja Britu Kolumbijas apvidl ar varenas elektrostacijas uzcelSanu iend&ca pir-
matné&jo dabas skaistumu iznicinoss Mmodernas pasaules spéks.

Dace DzZerina (Riga) savas videoprojekcij@s pretstatijusi zvaigznotas debesis un ieskatu mis-
dienu dzZlvojamas majas interjeros, no saskanotaj@dm koordingtam izveidojot strukturalu virsmu.
Ar mé&rogu izmainam maksliniece filmas izteikemé& panaékusi tuva un tala, sasniedzama, ierasté
un nesasniedzama, svesad tuvindsanos, atkl8jot cilvBka niecigumu k&da lielaksa, gluzi neaptvera-
m& pasauld& un uzdodot jautdjumu par misu esamibas jégu un perspektivu. Daces DzZerinas in-
scengjumu varoni majo k&da no neskaitdmam vienadam daudzdZivok|u &ka&m, un vinas darba Sis
privatas pasaules ainas iek|aujas k&da noslépumaing universald sistéma, kuru més patiesiba ne-
maz neizprotam.

Dominiks Eihlers (Austrdlija/Berfine) un DZulidns Géte (Berline) ritmiski samontg&jusi atrastu
videomaterialu par naktl izgaismoto slaveno Barselonas striklaku ar muzikdlu pavadijumu. Ode-
nim neganti S|acoties laukd no sprauslu simtiem, striklakas fighras parvérsas dejojosos baro-
ka ormamentos un atgadina skietamo civilizBcijas sabrukumu filmas Zabriskie Point psihodélis-
kaj&s spradziena ain8s. Grandiozais dejojoso striklaku izr&des inscengjums, kura halucinatoris-
ko iedarbibu k&pina Dominika Eihlera mont&zas tehnika un DZuliadna Gétes miazika (aizgita no Fi-
lipa Glasa operas Einstein on the Beach), iemieso svarstibas starp neiegroZoti orgiastisku spé-
ku un |oti stingru estétisku kontroli.

Valija EKSPORT (Vine, Kelne) izstadei "Milsdienu utopija” rekonstrugjusi savu 18983. gada
instal&ciju "DZives prakse jeb Tetovétas asaras”". No Zurnalos atrast&m stravas nosistu cilvéku
fotografijam, videofilmam un stiros apzadé&tas vannas, kas piepildita ar lietotu eljlu, vina ir radr-
jusi dramu hdzTbu par cilv@ka apdraud&tibu. Fotoliecibas par elektribas navéjoso iedarbibu uz cil-
vBka kermeni ir satriecosi agresivas. Sok8josSos, antikonvencionadlos un disharmoniskos té&lus
var uztvert k& varas un nevaribas, vainas novelSanas un kontroles metaforas. Sis multimedia-
lais darbs ir turpingjums Valijas EKSPORT kermeniskajam akcijam, kas ataino dazadas sabied-
riskas un strukturdlas likumsakaribas.

Mikelis FiSers (FRiga) atjaunojis lielfformata gleznu "Armagedons” ar neona un metala ele-
mentiem un Zima&m, kas norada uz ekstremaldm situdcijdm un briesmu avotiem. Saja darba
makslinieks risindjis avarijas situdiciju t&8mu. Sabiedrisko attiecibu sodienu caurauzZ daudz bries-
mu, bailu un agresijas Mmotivu, Nno kuriem nav iesp&jams nekavéjoties aizbé&gt pa avarijas izeju.
Varti uz iztéloto mazidk bistamas un apdraudé&tas dzZives utopiju izskaté&s aizslégti. Vai varbit
izeja toméeér pastav?

Andris Fridbergs (Riga)l DZzima DZarmusa filmas "Spoku suns” ("Samuraja ce|s") ietekmé Hi-
gas teritorijd ir meklgjis vietas, kas sava banalitdt& bltu piem&rotas ritudlas pasnavibas izpildi-
sanai. Pils8&tas kermena iepazZidana valda eksistencidls noskanojums, ko tomé&r mazina pieredzes
parstradasana filmas valoda. Véstures notikumu un cilvéku apZimogotd dzives telpa k|Ost par
skatuvi "lielajai operai”, lieliem pa&rdzivojumiem, kas vai nu apliecina, vai armf mégina atsp&kot ta-
das vértibas k& gods, stiprums un rigoriska fiziska disciplina. Aigu makslinieks attélojis k& p&-
rék augstu marku un necilvBciski stingra goda kodeksa sabrukuma vietu. lzst&des kataloga Frid-
bergs piedava ligumu par Klienta pasnavibas - ja tdda notiks - parvérsanu makslas darba.

Gints Gabrans (Riga) izmantojis rekl&mas valodu un sabiedrisko attiecibu menedZzmenta ie-
spé&jas, lai padaritu k&da bezpajumtnieka dZivi par individudlas brivibas zind atdarindsanas cien'-
gu paraugu. Trikumciet&ju un socidla tikla acim cauni izslid&juso cilveku apstak|i ir tik Sausmigi,
ka tos bieZi vien censas izlikties neredzam. Tadu skumijd realitdte parak noteikti atgadina par
misu pasu eksistencidlo nedrosbu. Sis stavoklis ekstremald socidla situacijd veido pamatu Gin-
ta Gabrana dzéfgajai satirai par beztiesigumu un vienlidzibu.



mately impossible Sisyphean task. In the midst of a temporary anger and desperation, this
again and again lets a glimmer of hope and a repeatedly reawakened optimism shine through.

Marc Brandenburg’s (Berlin) dense pencil drawings going by the title Tiergarten reverse
light and dark (they're drawn from photographic negatives) in what are actually rather banal pic-
tures taken in a Berlin park. This effect is further emphasized through the presentation in an
ultraviolet setting. Light and shadow and their reversal are transferred onto the paradisiacal
garden. The beauty of the everyday, the capriccio and the pastorale, appear in a peculiar light
in which a secret seems to adhere to each object.

In his photographic series of a power station and its surroundings .Accompaniment to a
Cinematographic Scene: Ruskin B. C.", Stan Douglas (Vancouver) portrays the arrival of the
modern in the pristine landscape of British Columbia. The name of the district derives from a
utopian community which settled there in the late 18th century. After only two years, the
socially political project of a new, socialist living community functioning according to Ruskin's
definitions was terminated. A drought rendered the running of a lumbermill, on which the col-
lective wealth of the group was hinged, impossible and led to bankruptcy. In 1829, a huge
water power station was erected, thus establishing modernism and its full arsenal of the
destruction of virgin landscape beauty in this area of British Columbia.

In her video projections, Dace DzZerina (Riga) juxtaposes the view of stellar constellations
with the view into the rooms of a modern residential building by adapting the coordinates and
developing a structural surface out of them. By employing a shift in scale, the cinematically
generated process of visualizing proximity and distance, the reachable, the habitual, the for-
eign and the unreachable allows the limitation of human conditions within a larger, infinite whole
to become comprehensible while pé:sing the question as to meaning and perspective of our
existence. Dace DZerina stages insights into the private human realm, the inhabitants of one
of a countless number of building complexes all laid out in an identical grid, as a part of a uni-
versal structure whose cryptic system we only believe to know.

Dominic Eichler (Australia/Berlin) and Julian Géthe (Berlin) have rhythmically mounted
together found video material on the famous, nocturnally lit fountain (built for the 18928
World's Fair) in Barcelona into music he's composed himself. The figures produced by hundreds
of water jets alternate from furious eruptions to starkly choreographed Baroque patterns
reminiscent of the psychedelic images in the film Zabriskie Point, in which civilization appears
to run aground. The staging of the magnificent play of the dancing fountain, whose effect on
the viewer's retina is heightened to the hallucinatory through Dominic Eichler's cutting tech-
nique and Julian Géthe's music (derived from Philip Glass opera Einstein on the Beach), depicts
states of oscillation between unleashed orgiastic power and the strictest aesthetic control.

VALIE EXPORT (Vienna/Cologne) reconstructs the video installation ,The Praxis of Life or
Tattooed Tears® from 1983 for "Contemporary Utopia”. With found newspaper photographs
of electrocuted bodies, video films and a tub filled with old motor oil which is cut at the cor-
ners, the artist sets a desolate picture of human endangerment into scene. The images of the
fatal effects of electricity on the human body are disturbingly aggressive. The shocking visual-
izations of an extreme questioning of convention and conformity can be read as metaphors for
power and impotence, attribution and control. VALIE EXPORT'S performance practice of using
physical actions to represent socially as well as structurally coerced conditions finds its con-
tinuation here in Mmulti--,media.

Mikelis FiSers (Riga) reconstructs a large-scale painting with elements and signs of neon
and metal which all hint at emergency situations or sources of danger. In a work going by the
title Armageddon, he addresses emergency situations. Motifs of danger, fear, flight and
aggression play upon the presence of social conditions which one cannot easily escape from
through an emergency exit. The gate to an imaginary utopia of a less dangerous and endan-
gered life perspective appears cut off. Or is there a way out?

Andris Fridbergs (Riga), inspired by Jim Jarmusch's Samurai film, Ghost Dog - The Way
of the Samurai”, searches out locations in Riga appropriate for a ritual suicide by virtue of their
banality. He explores the city body with an existential tenor which is nonetheless guided by cin-
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Rakstot &is rindas, vl nebija izlemts, vai izst&dé paradisies arT Kristapa GelZa (Riga) izdoma-
tais animacijas reklamfilmu téls - misters Fingers, kas mudina pirkt mobilos telefonus. Anarhiska
prieka un inteligentu jandalinu milestibas raditais person&s atbrunojosa vientiesba ignoré skar-
bo dZives Tstenibu, |audamies tikai ksmibam, spé&lém, jokiem un dejdm. Mistera Fingera darbo-
sanas rekl&mas jora apsauba iesp&ju novilkt skaidru robeZu, aiz kuras sakas viscaur komercia-
liz&ta lietiskd maksla, un atklgj situdciju, kas Mmisdiends vieno daudzus latviesu mMmaksliniekus.

Laiems Giliks (Londona) izstadijis divus telpiskus aluminija un krasaina organiska stikla objek-
tus, ko nosaucis par Twinned Retraction Screens. Tas ir telpiskas barik&des, kuram ar savu
kiatbOtni j@veicina domu sakartoSana un izskirosu IBmumu pienemsana. Sie trisdimensiju veido-
jumi atspogulo sabiedribas funkcion&sanas pamatprincipus. Abstrahgjoties no domam un idejis-
ka&m forma&cijdm, tie vizualiz& organizétas sazinas gramatiku. Visparinatus retorikas un valodas
filozofijas faktorus Laiems Giliks parvértis skulpturalos objektos. Tajos materializ8tas domasa-
nas sistematiz&Sanai paredzétas sh&mas, uzmetumi, tabulas un tamiidzigas instrukcijas.

Andris Grinbergs (Riga) fotografé un portretd cilvBkus. Attélos vienmar redzams arT vins
pats. Kopa ar fotografu Andri Egiiti veidota vizudld dienasgramata ik nedé&lu paradas dzeltena-
& bulvaru avizé "Vakara Zinas". Ta vins ieraksta sevi ridzinieku biografijgs un vinu ikdiena, nodi-
binddams kontaktus ar visiem siem |audim, kas piesaistijusi vina uzmanibu. Plasi pazistamais
autsaidera pozZiciju aizstévis gaiSa dienas laikd bez graujosiem efektiem aicina no jauna apzina-
ties sabiedribas daudzveidibu.

Rainers Kamlahs (Beriine) sagatavojis Zim&jumu s&riju ar nosaukumu “Ko K.O.", sme|oties
iedvesmu no kinematografisk&m robinsoni&d&m un citdm filmam, kuru varoni nondk eksisten-
cidlas situacijgs uz vientulas salas. Vards "ko" taizemiesu valoda apzimé salu. "Robinsonu” fil-
mam vienmeér raksturigo noskanu |auj uztvert darbu saikne ar boksa terminologijd aizgito no-
kauta j&dzienu. Cilv@ka ilgdm péc vientulas salas makslinieks pretstata sevis iepazisanu ekstre-
malos apsték|os un cinu ar savu "es” - cinu par izdzZivosanu. Holivudas filmas arvien turpina ie-
miesot stereotipiskus priekSstatus, kas sniedzas no individa pasSattiriSanas lidz kroplu sabied-
risku Nnormu radiSanai, gistot atspogulojumu “Robinsona Krdzo® jaunaja ekranizacijd vai "Musu
k&nind". So kinodarbu siZeti vienmér saistas ar cilvBces attistibas cela atka&rtoSanu un primiti-
vu darbariku piemé&rosanu izdzivoSanas vajadzibam. lzmantodams $8du dzivesstastu stereotipu,
Rainers Kamlahs savos Zim&jumos tuvojas popul&rém liter&rém un kinematografisk&m utopi-
jam, kas biezi nodarbojas ar lab&ka cilvEka veidoSanu vai art noved pie cilvéka centienu sabruku-
ma. Makslinieks darbos ir saglab&jis zZim&Sanas gaitd radusos labojumu p&das, kas atgadina
svVitrojumus agrino multiplikdcijas filmu kadros.

Makslinieki Alesandro Kodanons un DZons Lovets (Nujorka) kopa ar saviem vecakiem sta-
cionaras videokameras prieks$d daz&das kombinacijas &etras reizes izspél8jusi p&c Edvarda OI-
bija lugas “Kam no VirdZinijas Vulfas bail?" motiviem uznemtas filmas findla epizodes. Vienlaikus
demonstréjot visus variantus, konflikts starp Virieti un sievieti, kuru attiecibas skiet jau par vé-
lu partraukt, vinu instalacijd zaud& atkaribu no télotaju dzimuma un vecuma. Sprieguma pilnais
milas un naida savijums k& sentimentaéla metafora atkldj pilsonisko divkosibu, kad bailes no jau-
nas dZives veidosSanas nelauj cilvékiem aiziet vienam no otra un klOst par pamatu nemitigiem
savstarpgjiem apvainojumiem. Tas ir gratsirdigs skatijums uz savulaik moderniem un art sodien
v&l dZiviem attiecibu principiem - mietpilsoniska tragédija.

Lorings Makalpins (Nujorka) uz spoguliem klata daudzskaldna projic& misu ikdienas un pa-
térétsju sabiedribas ainas, kuru atspidums sagkist greizos fragmentos. L&nam griezas zvaig-
zne. No vienas puses, spogulskulptlru var interpretdt k& metaforu, kas atklgj sarezgitas cilve-
ku ietverosas vides spogulattéla sadrumstaloto uztveri vai arm makslas mediju valodad pausta
skatljuma nespéju parvarét materidla pretestibu un aukstumu. No otras puses, dekorativo
zvaigzni var uztvert k& starptautiski izplatitas un nekaunigi demonstrativas sliktas gaumes pie-
méru, kas simboliz& I8tus un vienveidigus priekSstatus par pilsonisku labkl&jibu. Lorings Makal-
pins sava instal&cijd ir paradiis masu dzZives klisejisko v8limju un tieksmju skatloga dekoréacijas,
laujot nojaust arT to neredzamo &nas pusi.

Mihaela Melidana (Minhene) ir iecergjusi koka un Zida instal&ciju "Acu apmans" ar telpiski iz-
veérstu karkasu, kas var&tu bt gan gulta ar baldahinu, gan skatuve. Instal&ciju izgaismo star-




ematically tailored experience. The living arena, marked by history and civilization, becomes an
arena of magnanimous feelings, "great opera" which either depicts or struggles with virtues
such as honor, strength and martial arts. Riga is represented as a location for a fictional film
on the failure of too large aims and a too rigid and ultimately inhuman code of honor. In the
catalogue, Andris Fridbergs offers a contract in which he obligates himself to transform the
client's death into a work of art in the event of suicide.

Gints Gabrans (Riga) uses the means of the advertising industry and the possibilities avail-
able to public relations to put the life of a homeless person, exemplary in its individual freedom
and a model worthy of imitation, on display. The situation of the poor and of those who have
fallen through the social net is so horrible that many often don't even want to take note of it
anymore. A state of affairs as desolate as this comes too close to one's own insecure living
conditions. Gints Gabraéns takes this situation (which rests on an extreme social difference) as
the point of departure for his incisive satires against injustice and indifference.

Whether "Mr. Finger”, the animation figure invented by Kristaps Gelzis (Riga) who encourages
people to buy mobile phones, will also be seen in the exhibition is something which wasn't yet decid-
ed upon as these lines were being written. The figure, born of anarchistic pleasure and the fun
of inteligent shenanigans, rises above the bleakness and wearisomeness of the everyday and
knows only play, games, jokes and dance. The fact that this invented figure has crossed the
threshold to advertising renders the borderline to applied art in a highly cormmercialized, profit-
orientated area porous and questionable, refiecting the situation of many Latvian artists today.

Liam Gillick (London) exhibits two large spacial objects of aluminum and colored Plexiglas
which he calls ,Twinned Retraction Screens". These are spacial barricades which, through their
sheer presence, are meant to clear thoughts and reinforce decisions. They are three-dimen-
sional models which elucidate the fundamental pattern of social behavior. As abstractions of
thoughts and thought formations, they visualize the building as the grammar of logistic com-
munication. Liam Gillick extracts the factors of rhetoric and linguistic philosophy and transiates
them into sculptural objects. They function as materializations of instructions on structuring
thought, such as plans, sketches, panels or organizers.

Andris Grinbergs (Riga) photographs and makes portraits of people. He himself is always
a part of the picture. The visual diary he produces together with his photographer Andris
Eglitis is published on a weekly basis in the ,Vakara Zinas", the tabloid newspaper printed on
yellow paper. In this manner, he writes himself into the history and everyday of Riga's popula-
tion and enters into a relationship with all those arousing his interest. The artist, notorious for
defending the outsider position, thus arrives at a reevaluation of social diversity, by the light
of day and without subversion.

Rainer Kamilah (Berlin) has produced a bundie of drawings going by the title ,Ko K.O." which
were made in reference to films setting Robinson Crusoe-like figures into scene, showing char-
acters in existential situations on lonely islands. “Ko" means island in Thai. The connection to
the expression originating in boxing, “"Knockout”, gives an idea of the basic mood which is played
over again and again in such films. The longing for a lonely island is juxtaposed with the situa-
tion of being left to one’'s own devices under extreme conditions, the struggle with the self -
the struggle for survival. A stereotype that reaches from individual purification to the forma-
tion of perverted social norms is played through over and over in Hollywood films, whether in
the repetitive filming of ,Robinson Crusoe" or ,Lord of the Flies". It's always a matter of trac-
ing the development of human tribes and the acquisition of primitive tools to secure existence.
Rainer Kamiah builds the cliché of this type of life path into his drawings, coming close to the
Popular literary and cinematographic utopias which often produce a better human being or lead
to the failure of human endeavors. Rainer Kamlah has left the traces of reworking and cor-
rection in the drawing process, like the line-by-line changes in early animation film.

Lovett/Codagnone (New York): The closing scene of the film based on Edward Albee's ,\Who's
Afraid of Virginia Woolf" is reconstructed and acted out in various constellations four times by
the artist couple Alessandro Codagnone and John Lovett, together with Lovett's parents. In the
round-about installation, in which the scenes are presented simultaneously, the conflict between
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k& péc fotogréfijas gleznotas pils&tainavas tuvosanas diaprojekcijam, veido daZadu me&rogu at-
tiecibas, kuras pauz melanholisku dzZives redz&jumu.

Natasia Nisi®a (Parize, Berline) savad videoinstaldcijd r&da no kadas augstceltnes kritosu
priekSmetu lidojumu uz zilu debesu fona. Vienk&rs$a darbiba mérojas spé&kiem ar sareZdgitajam
un paléninatajdm spradziena aindm filmas Zabriskie Point nosléguma, kur gaisa lido un saskist
televizori, gré@matplaukti, skapji un atplitas méabeles. Nataga Nisita savu darbu nosaukusi par
“PriekSmetu pasnavibu" (Le Suicide des objets), un ta ir studija par lietdm un to nozimi. Maksli-
nieces inscen&td aina atsauc atmind vardu - priekémetu nosaukumu - attélojumu skolas &be-
cés, lai paraditu to, kas vé&l nav apzZiméts. lesp&jams, vinas studiju var uztvert art ka parodiju
par verbalizésanu un babilonisko apstdk|u radito nepieciesamibu labpratigi vai piespiedu karta
vienmér apglt jaunus svesvalodu izteicienus.

Dita un Anta Pences (Riga) izdomajusas interesantu mehanismu, k& atainot Platona idzibu
par alu. Darba redzamas idejas un vizijas ir vienk&rs$u un nemitigi rotéjosu rotallietu énas. Mak-
slinieces nav slépusas kustigo télu radi$anas principu. Sasaistot $8da veidojuma motivaciju un
rezultdtu ar izst8des t@mu, k|Gst redzams, cik vienk&rs$a un reizé atsvesindta, amatnieciska un
diletantiska var blt utopija, ko cilveks sev Zimé& un izkr&so k& bilZu lapu. Ta& nelauj iziet Nno no-
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starp zemi un Odeni, apzinu un bezapzinu. Makslinieka varoni nododas nevainigdm vai draisku-
ig&m nodarbé&m, vini ir zinkarigi, nordpéjusies vai neb&dnigi. Vinus tikpat k& nav iespé&jams ie-
dalit kategorijgs. Pludmale savrupina cilvékus un lauZu grupas, atbrivojot vinus no sabiedribas
piekartajdm etiket&m. Volfgangs Tilmans inscen& pozitivu dzZives izj0tu, kuru gandriz var sa-
jaukt ar Tstenibu. Par fotografiskd inscengjuma un tajad darbojosos télu komponentiem k|lst
gan mirkla netveramiba un nepartrauktibas apsaubiSana, gan individusla un kolektiva dzives re-
dz8&juma eksperimentalais raksturs.

Anita Zabijlevska (Riga) palielindtai videoprojekcijai pretstatijusi gleznojumu, tatad audekla

realitdti - kinematogréafiskd att@lojuma realitdtei. Abas realitBtes saskaras, parklgjas un par-
trauc viena otru. Tacu savstarpgjd parklasanas nav pilniga. Anita Zabilevska mediju konteksta
p&ta skituma un Tstenibas attiecibas, aicinot doties estétiska, ar uztveres filozofiju saistita ce-
lojuma. Realitdte un ilGzija gan filmiskaja, gan gleznieciskajé atveidojuma skiet vienlidz klatesosa,
k& promesosa. Skatitajs var iepazit So makslinieciskas realitdtes formu fundamentalo atskirigu-
mu. Sasaisté ar izst8des problematiku maksliniece pievérsas ne tikai Tstenibas un skituma, do-
kumentalisma un fikcijas vai realitdtes un utopijas jautdjumiem. Salidzinddama filmu k& vizualu




Michaela Melian (Munich) has conceived the installation Trompe l'oeil out of wood and silk,
a room-filling framework which could be both a heavenly bed and a stage. It's illuminated by a
tentative round light similar to a spot light, projected by a slide projector. It thereby brings the
increasing subsumption of the private through publicly disseminated media images and narra-
tives into the discussion, which just as much come to expression in phenomena such as the
European TV reality series Big Brother (which was for some time much discussed) as they do

in the cell phone conversations, business and private, carried on in public, or in the paparazzi
photographs in newspapers and magazines. The dissolution of the private sphere into public or
pseudo-public areas as well as the fear of becoming the glass human in the glass room lead us
to think about a media future in which the definitions of these concepts no longer apply.
While visiting the site, Piotr Nathan (Berlin) had an experience in Riga's market halls which
recurred in a dream. He saw a boy so poor and ragged that he was begging for nothing more
than bread and milk. In his installation going by the title ,Sleepwalker”, the artist sets this dream
in relation to the image of the city and the possibility of escaping this reality at any time, yet the
images remain. The view out onto the railroad bridge is reminiscent of a painting of William
Tumara which visualized and mythicized the early st:agas of lnduatnahzat:un h: is, hnwever. only
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distance, into the dream. The performers disarm the conventions and conformity of our think-
ing, as though one had called for time-out from the course of life and all its severity.

With oil on canvas, Erik Schmidt (Berlin) paints the banality of the everyday in his living envi-
ronment and overpaints the idyllic or magnificent motifs of photographic wallpaper with a huge,
flat camouflage pattern. The stylized representation and stylish repression - in the one case of
the everyday, and in the other of the high gloss backdrop - are respectively different forms of
appropriating life reality and the longing for its transformation. Real as well as dream worlds,
worlds of desire and images of accepted indifference counter the status quo with the secret

and promise of a thoroughly playful state. Thus, quality of living is won. Yet they're only deco-
rative aperdéus which make dreams and reality more bearable.

Katharina Sieverding (Berlin) made films in the late sixties and early seventies in which she
processed her everyday and the cultural underground of the time. What would today be termed
an extended art practice was regarded back then with suspicion, at least in academic circles.
Katharina Sieverding earned her way through college by working in nightclubs or in the area of
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in the context of the media and beckons one to a journey in aesthetics and perceptual philos-
ophy. The real and the imaginary appear to be present and absent at one and the same time
in the cinematic as well as in the painterly representation. The viewer can experience the fun-
damental difference between pictorial realities. In the exhibition, the artist not only poses the
question of reality and illusion, document and fiction, reality and utopia, but rather articulates
the similarities and ambivalences in the juxtaposition between a temporally based visual medi-
um, film, and painting in a confrontation of a “new" medium with an “old” one, thereby address-
ing a fundamental problem of “Contemporary Utopia”.

The exhibition of the puppet maker Pavils Sénhofs in Eduards Smilgis Theatre Museum
counts as the 32nd utopia. We've integrated the entire special exhibition, with its puppets, fig-
urines, sketches and posters, into the "Contemporary Utopia" show. It forms the entrance to
the part we are presenting in the Theatre Museum. The world of puppets has always had very
much to do with reality. One can, however, go over the line, thereby representing matters in
a more pointed, funny and droll way, more bearable in their consequences. In the realm of pup-
pet fantasy, the dead can rise again and again, animals can speak, monsters and magicians
can be hunted down and caught. It is the most friendly way to shape a utopia for children and
adults. The puppet game follows its own rules, the laws of fantasy. And if they aren't dead,
then they still live on today. Some of the artistic works of the participating artists have been
integrated into this mMuseum setting. TRANSLATED FROM GERMAN BY ANDREA SCRIMA



