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Pilsétam vienmeér piemitis savveida tikai savu stastu lidzautori un kada Sohiitsiitiate

magnétisms, kas visos laikos cita stasta dalibnieki. Pilséta var izstades kuratore
batiski ietekmét un mainit musu
stastu formatu un gaitu, laujot tiem
kartoties logiska notikumu virkné
ar sakumu un likumsakarigam
beigam vai ari sabirt neiespéjamu
sakritibu fragmentu mozaika.
Lidzigi ir ar si projekta ietvaros
raditajiem stastiem, kuros
objektivitate, kas balstita uz
dokumentalu materialu, var
transforméties privatas valodas
formas, fikcijas, jaunas mitologijas,
tadéjadi radot katra makslinieka
individualo véstijumu par Rigu.
Izstadé aicinati piedalities vairaki
Latvijas un citu valstu makslinieki,
kas, dzivojot vai kadu laiku
uzturoties Riga, vizuala un
dokumentala valoda fikséjusi savus
stastus par pilsétu. Fotografijas un
kustigais, kino — saja gadijuma
video — formata satvertais attéls
vedina uz atgriesanos pie reala
atela, gan liekot paturét prata
Rolana Barta fotografijas
raksturojumu ki nepratu un
halucinaciju, kas iesprostots
“arestéta laika” nospieduma.’
Au€la pievienota vértiba veidojas
no pagatnes un nakotnes
nojausmas, paplasinot taja fikséto
mirkli personiga stasta virziena.
Egona Spura un Gvido Kajona
fotografijas fiksé jau neesosa laika
klatbutni, gan it ka bezkaisligi
dokumentéjot Rigas vecos
stradnieku rajonus, gan ieklaujoties
“subjektiva dokumentalisma”
koncepcija un realitates tvéruma
registréjot ari attieksmi pret
notickoso. Padomju laika realiju
fotografijas ar kadréjuma un atlases
palidzibu veido prieksstatu par
vienotas étiskas un estétiskas
platformas formatizaciju.

vilindjis cilvékus un radijis
neviendabigu iedzivotaju
koncentraciju. Pilsétas raksturo
dinamika un kreativitate, tas biezi
ir kalpojusas ka cilvéces progresa
katalizatori. Pilsétas ir ari haosa
un stresa raditajas, tajas dzimst
radikalikie pretestibas asni un
norisinas vérienigakas cilvéces
tragédijas.

Pilséta sen vairs netiek uztverta
tikai ka arhitektQras kategorija. To
veido gan konteineri, mutacijas,
terra vague, komunikacijas un
transporta plusmas, cilveki, kuri tur
dzivo, ipasa folklora vai izteiksmes
forma, kas raksturo tas vidi,
neformalas geto zonas, “pilsétas
dzungli”. Pilsétas urbanais rezgis
visuzskatamak akumulé
globalizacijas procesu
transformacijas raditas mutacijas,
gan pienemot, gan censoties
izsplaut globalas pasaules novitates
vai deformacijas.

Makslinieki projekta ietvaros
aicinati radit savu subjektivo
pilsétas télu, necensoties
ideologizét pilsétu un paklauties
urbanisma mitiem, jo pasos
pamatos pilsétas audumu jau
veido atsevisku cilveku stasti,
atminas, nenotikusas tiksanas,
sarunas... Narativo struktaru var
nolasit visa, ko daram: dzeram
kafiju ar pienu Vecrigas kafejnica,
stridamies ar domino spéles
partneri kada no parkiem, pérkam
kantéjo kurpju pari, lietus laika ar
basam kajam dodamies uz
darijuma tiksanos, dzeram no
pudeles kaklina vinu Kipsala vai
pavadam laiku, sézot satiksmes
Sastréguma pirms pagrieziena uz
Akmens tiltu, Vienmér més esam
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Cities have always had their own
type of magnetism, tempting
people throughout the ages and
creating a heterogeneous
oncentration of inhabitants.
ities are characterised by
\amism and creativity and they
often served as a catalyst for
inkind’s progress. Cities also
ite chaos and stress; they give
to the most radical forms of
ywotest and witness the greatest
uman tragedies
The city has long since ceased to
perce
irchitecture alone. It is shaped by
ontainers, mutations, terra
vague, communication and
transport flc
live there, a special form of
folklore or ex sion that
haracterises its environment, its
nformal ghetto zones, the "city
1gle” ai o on. The city's urban
grid most visibly accumulates the
mutations created by the transf
mations of the globalisation pro-
it both accepts and attempts
to spit out the global world's
inovations and deformations
'he artists in this project have
ad to create their own
subjective image of the city
ithout trying to ideologise it or
ymitting to urban myths. After
the very basis of the city’s
woven from individual
2's stories, memaori
'tings that didn’t take place,
wersations... The narrative
ucture can be read in
wverything we do - drinking
an Old Rigz
r a game of dominoes
' one of the parks, buying
inother pair of shoes, running to
55 meeting barefoot in
ain, drinking wine from the
n Kipsala or sitting in a
jam on the Stone Bridge.

= always only the co

authors in our own stories and
participants in the stories of
others. The city can fundan

tally influence and change the
course and format of our stories;
it can allow them to be organised
in a logical chain of events with a
beginning and a consistent
ending, or they may fall into a

mosaic of fragments of

similar case with the stories
created for this project. Their
objectivity, based on documen-
tary materials, may transform into
private language forms, fictions
and new mythologies thus
creating each artist’s individual
message about Riga.

Several Latvian and foreign artists
would be invited to participate in
the exhibition and, living or
spending some time in Riga, they
would record their stories about
the city in a visual and documen-
tary language. The image cap-
tured in photographic and moving
picture - in this case video

format encourages the return to
the real image, while bearing in
mind Roland Barthes' description
of photography as madness and
hallucination trapped in the stamp
of arrested time'. The image’s
added value comes from the
sensing of the past and the future
that expands the moment
captured in the image in the
direction of a personal story

The photographs by Egons Spuris
and Gvido Kajons capture the
presence of a time that no longer
exists. While both seeming to
document impassively Riga’s old
working class districts and

keeping to the concept of

“subjective documentarism”, they

also register their attitude to
what is happening in the grip of
reality. With the help of framing

and selection, the photographs of

Soviet realities create the notion
of the formatting of a unified
ethical and aesthetic platform
Andrejs Grants, using what
Cartier-Bresson called the decisive
moment in combination with a
T._hl:.n_;gl'".t-r:u_n_ arsenal of technical
means manages to v convin
cingly the poetry of his city. The
wWol v Inta Ruka, portraits of
city p e, extend beyond the
walls of the hall, and blending
into the crowd, they find their
home on the advertising stands
by the city’s bus and tram stops
Different stories are hidden
behind the static recorded figures
They are not August Sander’s
photos of his peers inspired by
anthropological curiosity; these
images contain the encoded mes-
sages of individuals. The socio-
poetic observations by Kaspars
Goba of Roma/Gypsy life in the
Riga suburbs create a sense of the
quite autonomous existence of a
living space parallel to one of the
city’s “official” territories.
For Gints Gabrans and llva
Klavina, the city is only material or
a background for the creation of
| stories. By transforming a
vagrant from the Riga railway
station subways into a media star,
Gabrans attempts to unmask the
simulacra creating mechanisms
inherent in media strategies.
liva Klavina, on the other hand,
combines the stereotype
cinema language with the charm
of local provincialism to re
viab acters now exterior to
the artist’s “brief”
The artists invited from abroad
employ di
experience
Brigitte Carnochan projects her
childhood memories in the Riga
r making
on manoeuvre

of images of

Riga girls. Ingeborg Lockemann is
d in a cautious
observation of the city. She uses
the characteristic features of the
nts of the | environment
iconography to ¢ personal
topography of the city, a new
map of Riga. Swedish artist Ebba
Matz brings a personal system of
images closer to the generally
ecognised language of signs in a
story about herself in the city of
Riga. British artist Marcus
Haydo

texture of the city’s marginal

k's fr.;':||'|||'~.c:'_4 sums up the
shows the

erlaid by a
ge defined by the artist’s
structure

Authors of literary tex : yeen
invited to supplement the Riga
ory series with romantic, ironic
descriptive and critical individual
versions of the city’s segments. As
a whole, the project has been
envisaged as the registration of
the impulses of the city's margin
spaces because any representation
of a city can only be a reduced

version of its ¢

ence, In the
attempt to capture the quint-

, its dimensions
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