HELENA DEMAKOVA

Latvijas joaunas makslas tre3ais vilnis

I. Izstades iecere

Sojg katalogé redzamie un oprakstitie makslas
darbi lopusi izstadei 2 SHOW Vilnas Laikmeti-

opjoms nodroding pietiekami lielu parsidvnieci-
bu visiem musdienu maksla lietotiem medijiem
[gleznieciba, ziméjums, ielnieciba, instalaciio,
foto, video, datori, skana).

gas makslas centrd. T4 ir kopéja Lotvijas un lie  Izsiddes mérkis — dot parskaty par divem inovalivem

tuvas jouno makslinieku skate, kurd piedalas jou-
ni cilvéki lidz 30 gadu vecumam. Izsiade topusi
péc latvijos Republikas arkartéjas un pilnvarolas
vésinieces Lieluvd Mairas Moras ierosmes, atzi-
méjot Latvijas valsts dibinGsonas 85. godadienu.
Vilnas laikmetigas makslas centro direkiors Késtutis
Kuizins, kur§ vada visada zina labako, dinamis:
kako un prolesiondlako laikmefigas makslos ie-
stadi Baltijos volsfis un vienu no labakajam Bal
lijas-Ziemejvalsiu regiond, jou 2001, gada ne-
kavéjoties piekrita $im izoicinGjumam. Késtutis

makslas kopainam kaiminvalsfis, kuras, ka iz6:
dijés sagotavosanas laika, nesaskaras. lai ar
padomiju laikd notika Lotvijos, Lietuvas un Igou:
nijas socidlistisko republiku kopéjas skates - Vi
nas glezniecibos un Tallinos grafikas trienndles
un Rigas télniecibas kvadrienndles, ka ari citi ko
péjl makslas pasakumi -, lidz or neatkaribas ak
gusanu méakslas vides alfistijas bez ipoSiem sor
skares punktiem. Tiksonds profesiondu siorpa
noritéjuias parsvara Ziemeljvalsty un Rietumu ko
lédu rikotos posakumos un izsiades.

Kuizins vairgkkart solidarizéjies ar kaiminu cen-  Protams, 90. gados 3o rindu autorei ir bijusi iespéjo

tieniem parvarét latviesu makslas institucionalas
vides provinciglo goisoni, kuras bedigais si6-
voklis ipaii soosingjies 2003. gada.

Sogad Kultiras ministrijo noléma nepiedalities
2003. goda Venécijas makslas bienndle, kas
svin savu 50. gadskarty, bet jou 2004. gada
laikmefigas mékslos izstadem nebds pieejoma
neviena valsts izsi62y zale: vieniga lidz $im pus-
lidz piemérota vieta - Valsts Makslas muzeja iz
siazu zale “Arsendls” ~ top par padomiu laka
makslos kolekcijos pastavigas atradisonas vietu.

Strédajot pie §i projekio, kjuvis skaidrs, ko fik profe-

shiaddt or atseviskiem lietuviesu mdksliniekiem
starptautiskos projekios, un man ir janosauc 1di
vardi ka Mindaugs Navoks, Darjus Girus, Eg:
le Rokouskaite, Gintauts Trimaks. Ari Késtusa Kuf
zino un vina domubiedru rosindld Vilnas triennd
les atiaunosana jouna makslinieciska pakape ir
veidojusi kontakius ar lietuvu, tacu tom visam
nav bijis izvérsts opjoms. Igounija ir notikusos
doudzos samérd vérienigos lotviesu jounds mak
slas izstades, Vijna 3is ir pirmais lielais loikmefi
gas laviesu mékslos projekts péc neatkaribas at
jounosanas.

sionGlu miisdienu makslas izstzu uzbivi un pa-  Gandriz visi laviesu darbi topusi fiesi Sai izstadei.

vadoio firgzinibu Baltijas volstis var nodrosinat
tikai Vijnos laikmetigas makslas centrs,

Todéjadi izstade 2 SHOW Vijng nav vienkardi
“reprezentativa” skate, kuré izstadits noteikss lat
viedu un lietuviedu jounds makslos davdzums. 1z-
stade dialoga or lidzigos mentalitates, tocu ot
Skiigd trodicije auguliem maksliniekiem dod
parskatu par interesantakajam jounds makslas
nofisém Laivija un Lietuva.

Tos tadijusi makslinieki, kurl sakudi piedolifies iz
siadés Q0. gadu ofraja pusé. Vinus var opzimé!
ka laviedu loikmetigas makslas tredo vilni, kurd
nacis péc pirmas koncephualist paaudzes (And-
ris Breze, Ojars Pétersons, Olegs Tillbergs, Kiis
taps Gelzis un citi], kuras izpausmes raksturoja
gon apjomigas télainas instalacijas, gan lietfor-
malo serigrafijas, gan precizi nostodali proce
suali darbi.

Bijo ieceréts liels, vérienigs un nopietns projekss, ke Olro konceptudlisty poaudzi [Mikelis Fisers, Gints |

G pdrsvard lop darbi tiedi 3oi izsiadei un kura

Gabréns, Andris Fridbergs, Eriks BoZis, Amins
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F5. "Baudi jouko noktil®. 2003, videcinstalacijo
“Have a Nice Night!”. 2003, videcinstallation
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Tagad, rikojot 30 jouno makslinieku izstadi Vina,

nakas secingt, ka lielakajai dajai no gados jou-
nojiem lotvijas dolibniekiem ir véré@ pemama
slorplautisky izstaZu pieredze, kurd cita slarpd
iefilpst sadarbiba ar redzamém makslos institici-
jam. To vor dévét par konjunkioru, tadu misdie-
nds fai ir likai viena, jou divus godsimius sena al
ternativa — solons.

Savukart jound laikmetigas makslas vide piedava ci-

tu alternativu, kura ofikiras no orientédanas uz
patérinu, ko piedava salons. laikmefiga méksla
uziverama tikai tod, ja lidzdomajom makslinieka
piedavatoja intensilates pakapé. Tikai ta rodas
nojausma par citam iespéjomam pasaulém, kury
paradilanai diemzél () bijis nepieciesoms ari in-
stitucionalais ieréméjums, par kuru bis runa turp-
makaijas rindkopéas.

Jou minétais jaunais mékslinieks Marting Rainiks kopa

ar Rigas elekironiskas makslos apvienibu edab ir
sonémis godalgu jouno mediju festivala ARS
Electronica lincd 1998. gada, gadu ieprieks
jau piedalijies Sorosa Misdienu makslas cent
ra—Riga [SMMC] rikotaja gadskanéia izsiade
"Opera”, kopa or Eetriem citiem latvijas Mak-
slas akodémijas Vizualas komunikacijas nodalas
studentiem izveidojis neformalu grupu un leibly
F5 jeb Famous Five, kuros sosiave parsiavéjo
lawviju Sanpauly biennale 2002. gada. Doudzi
projekti notikusi kopa ar radosajam “elekironis-
kajam 3unindm” edab un RIXC, to skaila ArtGen-
da Helsinkos (2000) un nel.congestion Amster-
doma (2000).

2001, goda Eiropas kultiras ménesa ietvaros Rat

niks kopa ar levu Rubezi darbojas k& vidzeji muk
timedialaja pasakuma HIP TEK.LV Rigos pieosias
spikeros, kamér cita F5 dalibniece liga Marcin-
kevica, starptautiskas kuratory komandas izvéle-
lo, gatavojas 2002. gada Eiropas bienndlei
Manifesta, kas nofika Frankfurté pie Mainos.

Sady vzskaitijumu varétu turpingt, attiecinot 1o vai uz

visiem 2 SHOW lafviesu dojos dalibniekiem.
Lok, Martinam Virbulim 2003. goda bijusas iz
stades Alénds un Stokholma, masas Dila un An-
la Pences piedalijuias dozadas radosas darbni-
cas un projekios no Idlijas lidz Austrijai un Nor-
végijoi. Masas kopa ar Daci Dzerinu istenojuias
parsteidzodi inovativus projektus ari Riga (Kara
muzejd, vz peldoias galerijas “Noass” un citur),

Daja no 2 SHOW méksliniekiem Sogad ir bijusi do-

libnieki latviesu jounas makslas izsiads o Riga
Milana vai lavijos Laikmetigas makslas centro
starploutiskajé projekia “Re:publika”, bet Katina
Neiburga pati ir bijusi divu vérienigu multimedi

lotvijos jounds mékslas redols vilnis

alu projektu iniciatore ~ “Téjas séne” (2000, ko
pa ar Péteri Kimeli) un “Sestais elements"(2002,
kopa ar Moniku Pormali),

Masu izsiddes dalibnieks Kaspars Gobo, izstudéiis

biologiju, tagad ir vieno no pélinieciskds Zumé-
listikas jounajém “zvaigzném®, kurs roksla, folor
grofé un veido dokumentdlos filmas. Bet diw
jounu, ekonomiku izstudéjusu ouloru tandéms
pureculture ar saviem ollernativas modes projek:
tiem piedalijies daudzos starploutiskos pasaku:
mos un izdevis jou ofro kalalogu.

Sawkart ar divom glezndm misu izsiadé parsiave:

lois Emests Klaving, vél bidoms students (2001,
goda), rikojis Lanvija vienu no skandalozakajom
izsadém ar nosoukumu “Ulmanis misu sirdis”.
Ka zinams, Karlis Ulmanis bijo viens no laivijas
valsts dibindigjiem 1918. goda, ladu reizé oulo-
ritarisma jevieséjs 1934. goda. 1940. goda jir
lija padomju okupanti vipu izsifija vz Ziemet
kaukazu, kur vins kara loika mira. Vina neviennc
zimigd personibo iedvesmojo daudzu jouno
makslinieku darbus, par ko bija solutusi rodikalie
nacionalisti un doudzi vecakas poaudzes faudis.

leprieksminétais jouno makslinieku darbibas uzskaif

jums ir Joli bitisks, lai saprastu is jaunds makslas
sava veida “projekiu” raksturu. Protams, 16 ir fikai
aisberga redzoma dajo, vinu domas un ieceres i
vinu autonom@ zona, kam mazs sokars ar atbak
si medijos un katalogu rakstos. Tomér pieredze
“solidos” pasakumos un izsiadés ir noteikusi Sis
makslas raksturu, kuru 18s profesionaliltes dél firi
formali vairs nevar nosaukt por “eksperimentalu”.

Tik strauju iesaistifanos starplautiskaja aprifé noleiku:

3i vairaki objektivi apstakfi, ne fikai pasu maksi
nieku spéjas un ieinteresfibo. Pirmais objeklF
vais apsiaklis un polidziba bijo SMMC izveide
1993. gada, kuruvodiia]oﬁawémmmdh
personiba Janis Borgs.

Gadskariejam “Sorosa izsiadem” bija liel ietekme

vietgjas makslas dzives oktivizéiand, un 10jas
jou 1996. un 1997. goda saka piedalities = iz-
turot nopietnu konkursul = vairaki no misu izsio-
des dalibniekiem.

1996. gada SMMC projekia “GeoGeo”, kas nole

ka Pedvéles brivdabas makslas porka, gluZi jou
nina leva Rubeze veidoja sovus zemes objekius,
dodot darbom nosavkumu “Salas®. Antos Perr
ces asprafigais “netradiciondlo” putnu bory ko
tojums izpelhijas starptoutiskas Zirijos godolgu.
Godu vélak uz Doiles teatra jumia Soroso fonda

projekla ietvaros Mrtins Ratniks veidoja tikai o

debesim redzamu zimi, bet leva Rubeze, iefind!
sarkand plia auduma laiviesu Klosika Raipa ki
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sutély, izpelnijas skalu Dailes tedira akfiera kritiku
kad 16 saucamo Sorosa izsiGZu polencials bija
daléji izsmelts un ieziméjds saova veida krize,
0. godu otrajd pusé tika dibindlas vairgkas Ci
tas jounds makslas atbolsta vienibas, 1Gdas ka
jauno meaiju cenlrs e-laby [iniciolor Rasa un Rai
tis Smiti, Janis Garanés un Alise Tifentale) un
makslas menedZmenio vieniba Open (iniciator
lze Strazdina un Kaspars Vonags). Jouna lime
ni sdka darbofies Rigos Restouracijas biroja at
balstitd nekomercidlas makslos galerijo "MO”
kuras lurpat piegulolaié kalejnica pulcéjas vai
visa Rigas “scéna”, bet klubé “Slepenais ekspe
riments” vairdku godu gorum@ nolika nelielas
misdienu méakslas izsiades un allernafivas mizi
kas pasakumi

gadu beigas péc Olega Tillberga un Dzintara
Zilgalvia ierosmes tika izveidolo sabiedriska of
ganizacijo “Kultiras un makslos projekts
Noass”. Tas ir neliels kugis, Dougava Rigas cent
G peldosa galerija, kurd lidzas izstadém noliek
dzejas un prozas losijumi, nelieli koncerfi un vi-
deomakslas festivali

minétajam Sininam 2003. godd aklivi darbojas
vien edab, jou pariapis lielaka voirdku rododu
grupu apvieniba RIXC, un “Noass®. 2003. go
da RIXC jau sesto reizi pulcéja daudzus viesus
un lotvijos moksliniekus vz festivalu "Maksia +
Komunikacijas®, kura lekcijos un elekironiskas
makslos prezentacijos mijas ar  koncerfiem un
performancém. Sovukart uz “Noasa” péc mak-
slinieka Jura Boiko ierosmes, veidojas nopieino

videomakslas koleke ija

Togadéjos opstklos makslos dzives sozarodands

katru godu rada jounas organizécijas, kuras ap
rokstitas  Maras Traumanes raksid misu kalalo
ga. Ari sabiedriskd organizacijo “Kulliras pilol
projekti®, kas istenojusi Latvijas dojas lidzdalibu
Vilnas izstadé, dibinata tikai 2003. godd

Tomér, loi ari vairdku organizéciju un galeriju dorbi

ba ir izsikusi, savuloik ¥am bija loti svariga lo
ma. Piemérom, llzes Strazdinas un Kasparo Vo
naga rikofie pasakumi Open [1995] Miesnieku
ielos 13 &ka Vecriga un “Biosports” (1997) biju
Sojos rupnicas “Dzintors” telpas lacplésa ield
piedévajo jouniedu subkultiny, ieskailo! reivu, so
plifonu viend projekid ar misdienu makslu, so-
vukart makslai bijo izteikii kontekstuals, konkrélai
vietai piemérots raksturs.

Ari vélakie Open projekti bijo saméd pamanami Ri-

gas un lowijas vidé. Noteikli jaatminas “Téjos
séne”(2000), ko Open istencja péc misu izsia
des dalibnieces Katrinas Neiburgas un Pétera Ki
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mela (grupa Primitive] koncepcijos, kad fika ro
dits ne vien veikaling, loi izplofilu podomju un
pirmspadomiju laika Mislitru burkds mito$as 18jas
sénes, bet ari kd procesuals darbs veidota liela
marketinga kampana — izdodot savu “Téjas sé
nes” avizi un izrddot 50 projekiu televizija. Savas
akfivés darbibas beigu posma Open ar Kultiras
ministrijas atbalstu 200 1. gada Eiropas kultiras
ménesa ietvaros Rigd veidoja projektu “Subvers
jo pilsélvidé”. Sabiedriskd fransporia pieturvietas
bijo izvietoli makslinieku daringti plokati, kas, iz
mantojo! reklamas volodu, oradijo posaules por
puldro zimolu kritiku. Projekia moto, vérioties
pret globalizaciju, bijo - "Togod karos uzvaru iz
cino or firmas zimém, nevis ieroliem”, bet kon

F5. “Loriki®. 2003, videoinstolacijo
“Peepers”. 2003, videoinsiallation

Valats

Siote Maseun of Art. Riaga

Makslos muzeqs, Rigo

ceptudlais pomots — cilati no Zana Bodrijara
"Polérdidju sabiedribos®, Gije Deboro “lzrazu
sabiedribas” un Naomi Kleinas No logo. lzver
i&iot “Subversiju pilséividé”, maksias zindiniece
Siella Pelie rokstijo: “Tiek ari passaoprolami ap
galvots, ka “iepirkumu soroksts ir kd scendrijs
wrpmdkai dzivei”. Tatad galvend loma te bitu
reklamas stimuléjosai un pavélosai iedarbibai¢
Toéu vz kadiem argumentiem bolsias piené
mums, ka cilvéki laivija ir predu zimju hipnozes
varae Vismoz publiskolojas oplauias por rekla
mas lomu vairGkums alzist, ko vai nu nepievers
1Bm uzmanibu, voi ari 18s drizék uzjoulring un
kaitina neka piedava dzives scendrijus,”

Visu nelielo makslas menedZzmenia vienibu aklivitates
nemazindjo 1 finanséjuma nozimi, kuru Q0. go
dos saviem projektiem konkursa karfiba atsevidki
mdakslinieki sanéma Sorosa tondd. bet véldk uz



22 HELENA DEMAKOVA

¥ 1 | ] Vi k F 3] 1 Tallla, 0 fir {
] i 1 J ] . ¥ ] ' e A0 L:
JE (3 Eenira f I =1 { k ' TN, ' "
5 g i 4 L 4
[ 1 ¥ 0T #
i i i . } LY
= ¥ T i 4 F N ¥ . ¥ s . i 4
Tala " "
¥ T ' T e ' v 1. " . N 1
SIS i L 1 | | | k LA ¥ . v 14"
d 4 k L Ak l| a
' . iy i .
i | Jil } 1K W i | 1 1K .
’ TRk i | ] 1000 DIesk i 10 1k " T
¥ T1ETT I il WIrck 1 ¥ K
i i 4 .
I . | 1 1
) i J Ji i
r ] ¥ L g * .1 1 r
» iy ' ¥ Y N1
k K ¥
' bl il
' ¥ ] NOKSIO vienn JE 5!
4 ! i ¥ ¥ o g ]
Q. Koo Jrl y i Nk ] 101
4 ¥ 4 K i " ’
" bt . " ¥ Y "
‘ il d I8 I3 i
| [ 1k | ¥ i ¥ ]
@) i i i | ] ] 1 }
¥ " . | | T 1 i i [ T
l 1) 1 Vv OO K [
1 ' b 150 '
) WK W ! AT [
Ear 3 1K f § Tl 1 f
ECHCT K] ] L ] ¥
{ R
at 484 K 4
¥ ] art nay attisliba lielo : i3
¥ " ¥ v l i ] 1 1
F ] L] M . i il 4 JLd
W3, " [ ] 1 JIK RO 1 POSYOV A
F 1 ] F 1l y brw lri 1 ] 3 I K f
* 4 ) L 4 4 4 . A A
» Tl Vi ' b L v
i 1 i ¥ X 1
¥ LI 1 [ ] ' ] I K ] J |
¥ [ 5 ¥ ! i
K f 1 i 103 1 1 i | i W
F £ [ ) | ) T e ¥ T f=1a Tal & r T [
} 4 i JP 4 I i ¥ LU
T 1 [ A
i : i | T Tele I 1k &l ¥ q st b5 y v 1 ]
LA AIRETN qtd 1K ] I ] b 1 O | IUI 0 HPMma
¥ v L] [t
4 A = 1 1 MY K ¥ i = - . e ¥ i 1 f 1 "
o) g i . e A1 .
I v i P [
3 F1t - e i I . I
| + [ Yy L e i il 51 ¥
i : 1 Ful i Vi) 1K WO O 1¥ ) | i Lk
T % [ " A A
Vi ¢ reke b el
iy 1 K y [ ] ] 00 y 11# - 1Y r Y y aTal 1 1 k 3
L d » ¥ 4 ¥ & "
I ] orde = se | . A A= ' .kt i v
J W ] Dhlé i k ' 1Ta al . . A B e 10
d ¥ ¥ '] AN 4 ¥ id 4 4 -
¥ o o WYY r L1 . * i 13 e L
i 4 LA™ ¥ 4 1 L . ) 4 -t
W
= alle s T 1, v -
w | + 1 |
LRl . r Fi™s [
N N il T lllaT, . 1 B ¥ { “w T 1 Vi 1Y rhG
- | = = L# i " | & Wi
# . N i A & ’
riik b
i 1 1 3 ik + [ I T
¥ LIS ) ) W y ¥ 1 ¢
I } ¥ I = AN, 1k ' il B Iis 0] e
{4 r Y 3
i Nnaes = L L] L 1 ¥ i ]
Ut 1 O0ad Deid; Rakstniecibo 3 U 0 ka1s muzi
1 EMIS0E 3 | 1K el0 I ey fon ri i A reerny L]
& T [ rr . 1
: Hak) HNAs iefekn matio e . Wam ur
¥ ] el ] ] | T 10 ] L1
i s f 1 ]
| K W 3 T T i
el i t 10 N0 1t 1 | ST Jartien i 1 M ]
I v 1 1 L L] v iIL)
o T P vy 4
L L ] [ 1 el il Ti'e s " ¥ TMli'a
L d 1 ] 1o 1 VD A ’ I T 1 s 1 ]
d L | | W k \ s
LA L) L1503 I‘_.‘:l". YT I eIl - . 4 . | b - . § 3 k i
! | 4 |y IV 1K ] =] i { 00 L 1 KLl L 4
10 . T My N W A A r'd b 1 L Tery
' pHd I L 1 [ axiny Ea alia s BT W i releik ) Vi) !
1 LT Vi LA
irlm ’ ry
AL A W - £ [ ¥ T Yy 'y v A
| [ f 3 T ¥ ¥ 14
8 i § i f
v i vl L2
Mg B =T 1 Y b r " ¥
AW i [ i i i 14 il .
i Ll 00 =1
] L L] ¥ . 1 { -




ll. Tre3a vilpa “~lietas” un “+lietas”

2000. gadé Rigas jounds literatiras, vizudlas mak-

slas un miizikas vidé paradijas zimiga A4 forma:
lo lopina ar rodofo procesu opliecinoiu fekstu.
Tos bija kuratores Maras Traumanes aicingjums
piedalifies izstadé ar nosoukumu “~lielas” uz pek
dosas galerijos “Noass”. lesakuma Méra raksfija:

"*~lietas" ir iecere apvienot viend izstadé Riga akfi

vo Dj, makslinieku, fotografu un literdtu darbus.
|lzsiade veidosies ka “-lietu” ~ ierakstu, fologré-
fiju, rakstu un priekimets ~ kolekcija; k& pamat
kritérijs priekimetu aflasé ir eksperimentalitate un
varbit “nepareizs forméts” vai kvalitale, kas ne-
louj ieklaut 3os darbus nopietnd izsiadé, albuma
vai rakstu krgjuma. [..) Viens no izstodes mér-
kiem — apvienot nelielos individuglos eksperi-
mentus skanas, folografijos un hand made ob-
jects joma. .. *?

Maras Traumanes “-liet” projekis jou bija notikuia

tokia konstatacija; jouna Latvijas maksla - 18, ku-
ras sakard var rundt par procesa affistibu, = ir
slarpdisciplindra, 1as veidols ir Makslas akodé-
mijos beidzéju un studentu dorinjumu saplodi-
najums ar Rigos latviesu un krievu dzejnieku pan-
tiem, elekironisko un citu miziku un dazada ver-
da jauniedu subkultiras izpousmém. Sis saplodi-
nGjums ir noticis ne tikai kopdarbiba, ko var no-
saukl par "eksperimentalu”. Piemé&rom, efab ri
kolajos festivalos “Maksla + Komunikécijos™ skor
fikgjiem redzomais produkis bieZi ir pabeigts,
profesionals, kout ari storpdisciplinari aprak:
siams dotums,

Tiklosands notiek ne tikai starp lidzigam interedu jor

mam starplautiskaja oprité, ka tas ir edab godi-
jumé ar dozadu zemju nekomerciGlo internela
aklivitgiu adeptiem.

Pédéjos gados fiklodanas Lalvija ir voiréku radodu jo-

mu sapliana viend nofikum@, piedevam 15
vairs nav fikai Rigas privilégijo. Festivals Down
the Tunnelz iesakas godu tokslodu mija Liepgja.
Liepdijé aizsakas ori Kalles BjorSmorka un Kristi
nes Briedes ulopiska darbodands postpadomiu
laika pilnigi nolaistaja Karostd, kuré obi filmdo-
i sddajui gan padi pie saviem darbiem (zing-
mékais ir projekts Borderland), gan rikojusi do-
z&dus starpdisciplindrus pasakumus. Pat vinu ro-
dita roiba éra kafejnica ar nosavkumu “K.Mak-
sla?” ir lielisks procesuald rodo3a projekta par
faugs.

Ventspili 1998, goda oizsakas bio.codes kustiba,

kura pérapa sabiedriskd organizacij, un “pie-
cu gadu laika tapusi ap 60 dazadi pasakumi ar

miziku [df, me, grupas), video, gaismu, tekstu
un instoléciju eksperimentiem”™,

Piemérus vorélu sameklét joli daudz. Ari makslas me-

nedzmenta birojs Open savos posakumos ap-
vienojis visdazadako izglifibu ieguvulus jaunus
cilvekus. Kad Open 2000. goda rikojo projek:
tu “Slaidiovs” INT kandla, televizijos virtudlaja
lelpé sovus acumirkligos isos siastus kusfigas bil
dés citu starpd parddijo modes maksliniece Be-
lo [stdsts par oklém meiteném modelém), bet for
togréls un rezisors Martind Grauds radija projek-
tu “Old skil®, kuré jauniedu fetisi iz masu kultiras
kontrastéja ar louku skolu tricigo vidi. (Rokstosie
mediji to visu skoidroja k& vizuglo méksly iz-
pousmi, ka tas ari foktiski bijo.) “Slaidlugu” so-
kora Mara Troumone apgalvojo, ka “kops
1995. godo pirmojam Open akcijam ~ izsia-
des un reiva partiju sérijos ~ 3i projekia ietvaros
méksla un populdrd kultira i skatitas ké paradi-
bas ar vienu oudiloriju un lidzigiem uzdewwr
miem™.

Klubu (subjkultiras affistibo ir bijis stimuls 3oja vidé

ieklouties ari jounajiem maksliniekiem, jo gol
gola 16 ir dajo no vinu (sajdzives. Rigas kiubi
"Metro” un “Pulkvedim neviens neraksta” [tagad
ofi “Depo’) ap gadu tikstodu miju bijusas popu-
larakas vietas, kur jounie outori vorgjusi vidzejot
un veidol citus projekius. Makslas akadémijos
Vizualas komunikacijos nodoljé iegitas iemanas
jou ar pirmo kursu tolantigakajiem paver samé-
& plosas iespéjos tikt pomanitiem 30jd klubu
.ml

Mﬁwlzsﬂd;sdﬂiinMGMKaMMno

pirmajiem vina digitalo projekciju apvienoju
miem or elekironisko miziku noficis kluba
*Metro” (projekio www.semema.org prezeniaci-
ja), savukart Kotino Neiburga un vairgki cif
2 SHOW dalibnieki ilgaku laiku reizi nedéfa uz-
furgjusi dzivu digitale video un elekironiskas mi-
zikas projektu Soyo kluba “Pulkvedim neviens
neraksia”

Tomampdmpmpromﬂmmun

auditoriju or o ipado cilveka darbibas jomu, kv
ru noteikios apstaklos var nosoukt ari par maksl
un kuras radisanai un uziverei ir vojodzigos no-
teikios opgitas iemanas. Sis iemanas nekadi ne
izriet no kopibas ar populdro kulforu. Pat jo por
sakumu rikotaji, k& losijam ieprieksgja Maras
Traumanes cildtd, makslu un populdro kultiry
skato ké paradibas ar vienu ouditoriju un lidzi
giem uzdevumiem, las nenozimé, ko “kopibai
or popularo kultiry® ir velfits nopieino jauna
makslinieka laiks. Cits joutdjums, kos ir parak



apjomigs, loi lo iztirzatu tiesi latviedu jaunajoi
makslai velfild kalologa, aftiecas vz paradibu
cik lield mérad misdienu maksla ir ietekméjusi po-
puldras kultiras veidolu. Ta¢u runa var bit tikai
par ietekmé&anas rezulldld rodusos veidolu,
nevis par bifibu

Makslai ir savi vzdevumi, kurus ikreiz sev izvirza

katrs makslinieks. Populard kultira ir vérsta tikai
vz izkloidi un patéripu. Tos neizslédz, ko ari
makslo vor izkloidét, todu 1Gs lopsanai por mak-
slu $im aspektam ir pakariola nozime.

Tapat musdienu makslas darba bifibai un veidolam

pakartolos vai gluzi nesvarigas ir radicionalas
estétikas kategorijas ~ mékslas darbs Sodien var
bt gan skoists [radiciondlas 19. gadsimia uz:
veres mérauklas, kurgs por “skaistu® vor uzlokot

latvijas jounds makslas redais vilnis

tas var bit griezigi nepalikams ka viena ofra sko-
na noise kolekciondru dorbos. Tas var bit ori
salds kadi savulaik, iepriekiéja dekade, bijo lie
tuviedu makslinieces Egles Rokauskaites darindtie
$okolades krucitiksi

laba misdienu maksla nodarbojas ar pétiecibu, un

misu izstodes dalibnieki nav iznémums. Tas iz
pétes segments ikreiz var bt Joti mazs, todu lie-
lo talanto godijumé darbam vai procesom pie-
mit papildu nozimes, kuras paplasina gan mosu
pieredzi, gan uziveri. lalkmefigas makslas vispa-
rigds tendences pirms Cetriem godiem inferviia
rdpigi aprakstijis musu izsiddes dalibnieks Mar-
tin Rainiks: “Zid robezas storp makslu un lo,
kas ir cits. Paireiz procesd valdo3a ir resomplé:
sanas melode. Svariga ir sadarbiba ar citu sfén
darbiniekiem izgudrotajiem /politikiem/poli-
cistiem uv.c Maksly taisit var mikrokirurgs/prog:
rammélajs vai hokeris/bibliotekars v.c.” Taja
paia intervijd Martina Rotnika skolotajs Ojdrs
Pétersons apmierindts opgalivo, ka maksla bef
dzot ir atjégusies no apjukuma un otradusi viel
redlaja dzivé

Tomér ne realitile, ne fikcijo nav pomalarguments

kout k& nosaukianai par makslu. Lobs maksl
nieks roda jounas nozimes, doudzas paraléios
sfigas ap vienu apjomigu stumbry, kurd izoudzéts
ripigi oprékingid emociondld virziend, bet izglF
tols un jifigs skafitajs $is sfigas un stumbru kopu:
ma spéj uzivert un inferpretdt vésturiski noteikia
laika. Soli pa solim “nointerpretétais” lauks roda
iaundko laiku makslas vésturi.

Diemzél visi méginajumi piesoistit loikmetigajai mak:

slai “lielaku auditoriju” ir izgazulies Tie, kos par
18ré popkultiry un piedalas pasakumos, kuros if
ari makslo, vairuma godijuma makslu nemaz ne-
pamana. Por to nebitu ipasi jaskumst, bet gon
igievies 20. gadsimio makslas (ipasi 1as pecko
ra posma) apmaciba visparizglitojoids skolas

Jo runéjam par jauno makslinieku atfiecibam ar pop

kultoru un masu kulliras sadzivisko, ikdienidko
veidolu, tod doudzus maksliniekus visupirms inte-

resé 1as pastavesanas fakis. “Sterilos” dzives gor
dijuma to var izslégt no redzesloka, focu lo var
ari péfit ké redlu sabiedrisku dotumu. Maksla 1o
var péfit, izmantojot pasas popkulliras un masu

Dace Dzerina. “Stabilitgle”. 1999, objekti pilsatvide
“Stability”. 1999, objects in the city spoce

Izstode “Ventspils Tronzits Termingly”, Vientspils
Echubiition “Vontypels Trang! Terminal® 1..&_..;“5’.].{1 lahsa

grupas F5 projekiu misu izsiadé), bet tas var bit
ari neglits | kaut gon vai "glita” ir bijusi Albrehto
Direra ziméta NAVE?): mékslos darbs var bt
pikaini patikams ka dazi Dzela Kinsa sunisi. un

sabiedribas instrumentus. Misdienu maksia 3ie
“insrumenti” — zimes, simboli, vardu sakol, popr
kultiras valoda plasaka nozimé - tiek lietoti
daudz nepastorpinaak neka Endija Vorhola un
vél agrak Marsela Disana darbos. Parsteidzos,
cik doudzi 2 SHOW dalibnieki par savu moksit
nieciski péiecisko projektu “izejmaferialy” if iz



velgjulies tiedi masu kultiras “ierocus” jeb “atri
bitus”. Bet iespéjoms, ka nekd parsteidzodo te
nav, jo, ka jou minéju, kopitalisms Lalvija gluZi
nesen ir uzvaréjis “pilnigi un galigi®, un logad
16 vietdjas modifikacijos ir vérts papélit ari zem
makslas “mikroskopa®. Ka raksta amerikapu teo-
rétikis Pols Metiks: “"Méksla offistijas lidzas tam
razosanas komercializétajam veidom, kurd kjuva
par kapitalismu, un, likai saprotot makslu ka §i
razosanas veida aspekiu, iepéjoms saprast pa-
redzamo antogonismu [bitiskako estétikai] to
storpa un lidz ar to ari mékslas autonomiju, ™

Makslinieku pémiecibo top por afraklivu inscené

jumu, kurd liela loma, parfazéjot Maru Traumo-
ni, ir “+lietdm”. Protams, misdienu maksla lop
dazadi darbi un ori fikcijai ~ bez piesaistes lie
1am — ir sava redzama vieta. Tomér Disana lini-
jo, kurd priekimetam, it ipadi industridli pagato-
votai lietai, ir noteicoda loma, vél orvien tiek uz-
lurélo spéka misdienu makslos proksé. Gadu
gaitd ready-made linija no pasos makslas korr
teksta konstrud3anas it parvériusies par dzives
aproksta, komentdro, izloujgsanas un izpéles
jomu. Ready-made vairs nav tikai “jebka” aizsié
igjs ka Disana “stikla pérlidy” 3aha voi bezgali
go reproducéjomd reproducéiana sabiedriskor
i@ aprite ka Vorhola sietspiedés.

Misdienu ready-made pielietojums parada, kd

priekimela ocimredzamés, ikdieniski lietojamas
nozimes makslos darba izklgjos ka aizroujodi
naralivi par palérinu, komunikdciju, vélmém,
kaislibam, zaud&jumiem un vél daudz ko citv.

Piemé&ram, Katrinas Neiburgas 2002. gada video

filma “Kas meiteném somina” stasfija it ka por
sominu saturu, ko péc makslinieces loguma Ri-
gas klubu tualetés vinoi atklgja dozodas meite-
nes. Tomér i lietu posaule poradija noteikias li
kumsakaribas, kurd viens otrs priekimets atklo|
vdji apsléptu cilvéka nedrodibu un pat izmisumu.
Avri izsiddei 2 SHOW radita Katrinas Neiburgos
videolilma "Burviu lietas® apspélé “+lien” pa-
sauli, kuru vieni cilvéki ir radijusi, loi gitu pejpu
no bitiba pilnigi nevienam nevojadzigiem
priekimetiem, bet citi pienem S0 maksligo por
sauli ké palsaprotomu.

Mékslas darba jeb jouno nozimju rodiSonas

procesd Jofi svarigs ir vietéjois konteksts, kurg
operé ar lielam: Joli retos 21. godsimia sakuma
godijumos kaut kas “visparcilvécisks® ir ot sais-
tos, Zindms, ka ir darbi, kuros kontekstom ir pa-
kartota nozime, - it seviski tas affiecos vz brity
jounds makslos (New British Ar) meistariem
Deimjeny Hérstu vai bréjiem Dino un Dzeiku

Cepmeniem, — taéu 1adas intensitates maksly
misu volsti griti ieraudzit. 90. gadu pirmaijé pu-
sé péc lik emociondli saka@pindlos un visparino-
Sas izteiksmes fiecds Olegs Tillbergs, bet ari vi-
na maksla lobakie dorbi lar lidmasinam, valja
kaulu, padomju armijos zabakiem | ir bijusi ie-
austi vietdja konteksta.

Sads makslas “stavoklis® - kada 3ouraka vide

olpazistamas emas — neliecino tikoi poar véimi
péc lieldkas komunikacijas or skotitaju. Drizak ta
ir reakcijo uz 20. gadsimia pirm@s puses moder-
nistu heroisko iedomibu, ka tie var sublimét kadu
noleikiu visopiverosu goriguma substanci vai abr
solufi derigu recepli sabiedribas parveidosanai.
Soprafigs cilvéks un makslinieks saprot, ka nevar
apiver! “visu®, tolu los nenozimé, ka utopiskam
idejam dzivé un maksla jelkad piendks gals.

2003. gade Venécijos bienndles ievaros Arsendld

redzoma Ulopia Station bijo apjomiga, bet ne-
ambiciozi naiva idedlistisku ideju pordde. Domas
sakustgsonds skaistums foja bija grifi notverams
liedi heroisko Zestu Wikuma dé&| - visi vésfijumi pa-
lika “tusipa” limeni. Utopija bija pieplakusi sav-
storpéjas komunikacijas trok3nainajai burzmai.

laba dorba izdosands gadijuma - pat jo 16 1@ma

pilnibé soprotoma likai noteikia vidé - “vispar-
cilvéciskais”™ ir klat k& likts. Lok, Katrinas
Neiburgas un Pélera Kimela (grupo Primitive)
2000. gada projekts “Téjas séne” ir saknojies
msu regiona padomiju laika un pirmskara radi-
cije. Trisliu burké oudzétd un ar saldu 8ju ap-
laistita séne ir bijis “pasa oudzéts draugs” (Primi-
live apziméjums) neskaitdmas gimends, un ska-
bend Zkidruma baudisana daudziem bija dajo
no ikdienas. lzvériot 18jos sénes audzélanu, apr
zinot 18s pasreizéjos lietoldjus, rikojot 1as popur
larizéSanas kompanu medijos, grupa Primitive
kopd ar biroju Open radija aizkustinodi poétisku
visa inscenétd proceso koptlu. Tos izstorojo
pladu visparinodu véstijumu, kurd fiesas sabied-
riskas norddes ("né kokakolonizacijail”, k& pav
da projekia autori] mijas or cilvécisko oftiecibu
siltuma parmantojomibu poaudzés.

Zimigi, ka pretéji postmodernisma teorijas aproksid-

majoi dekonstrukcijai, kod zimes nepaklaujos
viennozimigai interpretdcijai (Derida), Katrinas
Neiburgos visi projekfi satur kaut ko “nedekon-
strudjomu”. Tos ir kads vardos grifi apraksiams
cilvéciskuma “kodols®, kas nejauj cilveku un vina
ricibu reducét tikai lidz sistémiski un valodiski ap-
raksiémai vienibai.

Tocu, no olras puses, visi iepriekiminétie projekti ie-

klavjas pladaks mosdienu makslas sralégija, ku-
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ciju sabiedriskaja aprité neaprobezojas tikai ar
procesudlo makslas dorbu veidosanu un doku-
mentésanu. Skielami pierasto, ikdienidko, ko
“parstav” kads priek3mets, vini, aftiecigi atsvesi-
not, pace| paradoksa vai pat simbola limeni.

Dita Pence parastas dzeltends un citu krasu liméjo-
mas lapinas, kuras lieto ké otgadinGiGjus dazé
du darbu veikianai, ir identificéjusi or siresa iz
raisitajiem, bet vinas masa Anla Pence dozadu
skatpunkiu  izgaismolanai lieto vienu doloro
ekranu.

Par “+lietu” groteskako izpausmi misu izsiadé un
varbit pat viso resd vilna nosacilojd darboso
nas louka varétu uzskatit Martina Rainika gais-
mas kasti “Véstre”. Rigas stocijas loukuma
McDonald's éstuves skatlogd ieraudzitois kop-
téls — daudzas mazas Ghrojoi boriboi kiat pielik-
1as spéllietinas bémiem un kods uzraksts pari vi
som “Vasture" — apliecina misv posu “sviesia”
afiecibas or globdlo ki¢u. Jou agrék citélaja in-
lerviia Marting Ratniks apgolvoja, ka svarigas ir
ori mokslas aftiecibos ar “sviestu”. Krisfine
Ploksna gadu gaitd ir kjuvusi pozistama ar so-
viem “vésajiem” kadas nosléglos vides péliju-
miem, kas visspilgisko tlainibu ieguwuii sovo
veida gleznotos “komiksos®. Vipas gleznotie
stasti ir anonima cilvéko poradilanas kada ano
nim@, toéu misdienu komercidlaja vidé alpazis
tama vield (kinotediri vai biroja). Nepazistamais
cilvéks tur kustos ieprogramméli poreizi, facu
skafitaju neotstaj sajita, ka vips teju, teju izdaris
kaut ko “troku”.

Misu laiviedu-lietuviesu kopéja izsiadé Krisfines
Ploksnas iecere ir viena no kontekstualok iekraso-
15kajam. Pirms ieskaSonas Eiropas Savieniba
starp ab@m valstim pastav robeza, 1acu 16 nav i
kai fiziska robezo, bet ori minétd nesaskarsands
starp divam makslos videm. Kristine Ploksna atkal
glezno priekimetisko pasauli, taéu Soreiz o po-
pilding “redlos” lietos. Komunikafiva simbola Ii-
meni ir pacelias simtiem mazas spéju automasi-
nas, kuras nosaciti kursé storp latviju un Lietuvu.

Prolams, to visu aprakstol, nevilus rodas jauldjums
par 3o mékslas dorbu [8gu. Kas rada jégu 6r
pus profesionalas makslas offisiibos robezam,
kur makslas ikonogréfijas, saturiskie un stilistiskie
nosacijumi ir laikmeta un tradicijas doti€ Cik lie-
lo j&ga ir, pieméram, Emesta Klavina gleznoju-
miem, kurd vina “+lietas” atkal ir simbola lime-
ni pacelts misu pasu “sviests™? Tas izpauZas ko
dozu no konteksta izrautu alpazistomu tautisku
vizugly zimju (koklétdjs, toutumeitas] kartojums
vai pieminekju ideologizacijos groteskais lauks.

Jéga ir domasand, kurai rasta atbilstoda vizudla vai
skaniska izteiksme, kura rezoné citadak neka in-
formafiviss vai dekoralivas vienibas.

Lok, ko par savu mékslu 2003. goda pavasara péc:
pusdiend personigd sarund ar 2 SHOW laNvijas
dalas kuratori sacijo makslinieks Ermests Klavins:
"Maksla mani neinteresé. Esmu sapratis, ka ne-
vajog darit neko lieky.”

IV. Liriskie tehnokrati

lidz or nopietniem parkariojumiem makslas kole-
dzas un laivijos Makslas akadémija, ka ari por
leicoties akfivajai edob darbibai, kura varéja ie-
klauties ari studenti, or datory apstradatais atéls
un skana ir kjuvis par mediju, kuru visbiezak aso-
cié or jouno makslu. Tiesi noteiktu tehnologiju
pielietojums plasakai audilorijai ir licies nozimi-
gbks par to soturisko lauku, kurs tika aprokstits ie-
prieks.

Toéu, stingri pemot, lehnologijai nov izikirodas nozi-
mes. Bel nevar nolieg!, ka doudzos stilistiskas ie-
nas — animacijo, interaklivitate, manipulacija ar
atélu un skonu un cilas iespéjas —, maksla paré-
dijusas fikoi lidz ar visjounakajam tehnologijam.

Tapot grili apstidét, ka pie kustigo attélo skotiiGju
pieradingjusi TV, it ipasi 1&s reklamas klipi.

Péc veiksmigas Lowvijos Makslas akadémijas Vizualas
komunikécijos nodajos 1999. gada bokalouru
darbu izstades “Tauki”, kur cita starpd piedalijas
jou daudzkart pieminét grupa F5, digitalais vi-
deo tika uzlikots ka pilnigi un domingjosi nostipri
ndjies jounaje maksla. Kritke Margarila Zieda,
nosaucot jauncs maksliniekus par “liriskajiem teh-
nokratiem”, por o raksfija cildinoSus vardus:

“Skaidrs, ka jouniem cilvékiem neatkarigi no nodar-
boSonds or izstadi problému nebis. Vispirms jou
1apéc, ka makslinieki rund Sodienas vizudlaja un
skapu valoda, kuru lieto ikdiend, ik uz sojo -
reklama, internetd, TV, dazadu Zanm partijas,
ari kino. Tas jou ir 18s misu laika vizualas komu-
nikdcijas zimes, no kurém @ jaunie makslinieki
bivé savu message, zinu, panesamo/nepane-
samo realitdti, virtualitati, kas Saujas atpakal par
realitti, fiklu, kas pot ne simulé esamibu, bet
piedava sowu. ™

Bet “Tauku” kurotorei levai Auzinai likas svarigi po:
svitrot jound medijo estétisko aulonomiju:

“Man liekas bitiski aikirt divas dazadas lielas: vi-
deo ka mediju un video ka ideju un darbo me-
lodi. “Tauki® kjuva par netradiciondly videomak:
slas izstadi, fiedi izmantojot ofro pieeju, kur vi-
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deo veidojo saiknes aor digitalo makslu, laikmefi
go dizainu, datortehnologiju kultiveia futbristiska
stila klidejom, laikmefigo moziku un, visbeidzot,
citddu dzives stilu un uziveri, kas nebit neno
liedz tradicijas, bet, daléji aizgistot un izmanto
jot 18s uzkrGias kultiras kvalittles, tiecas péc es
letiskas aulonomijas kd konkuréispéjodas un sia
bilas jounas kvalitales, kas ir bitisks i loika mak

slu aktivizéjoss roksturlielums.”

Vairdki |aunie makslinieki savy iztiku F‘Jelnﬂ VOl peln-.-

Latvijos jaunds maksios redais vilnis

Viens no relajiem iznémumiem ir F5 dalibnieces Ligos

Marcinkevias Grpus grupas ielvariem raditie in-
dividuglie videodarbi. Pieméram, vinas “nepafi
kamais” trisdaligais paos filmétais video 2 in |
pardda tuvplanus, kurus parosti censamies neuz:
lokot, = vecenite bez zobiem, pinnaina pusou
dzes sejo un lopkautuves ainas. So skoudro 1ed
lismu popildina pilniga skaniska fikcijo ~ fona
dzirdami fragmenti no populariem TV serigliem

Sis darbs strdda ar slereotipiem, kuri ir vides nosaci

i, tocu tiem var bit divéjoda doba. Vieniem se-
riali var rieblies, ta¢u vairgkumom tie patik. Bel
var bt patikiana ari “preléja virziend®. Pilnigi
noleikli ir jaudis, kurus sajismina asinaini kout
kermeni un pinnu spaidisana tuvplang

Sada ambivalence. soasingta cour “ekstrému” siZer

lu, loviesu maksla nav sastopama pirmo reizi
Vilnis Zabers izstadé "Zoom fakiors” [1994) TV
monitord tuvpland “pieziméja” citu cilvéky filmé-
\as hardcore porogrdfijas ainas. Skafitgju ot
tieksme pret 1am bijo joti polarizéla

Producé$ona no reproducélanas nav nekas jouns

laikmetigaja méksla; jouna latviesu maksla var
oit ir kada ipada poéliska, pat liriska stigo, kuru
iespéjams uzburt or jounajam tenhologijam. Jour
no makslinieku stasti un skices rodas no elekiror
niski apsiradatla oféla savdabigds poézijos, ku

ru grifi paust ar citiem lidzek/iem
Viena no lieliskakajam digitalas tehnologijos iespé-
10m ir dokumentdlas sagataves izmanlosana. Ta

Krisfine Kursila. “Totol Body Workout”. 2002

rstde “6. elementy’ vigsnica “MNoms 00 F:'\-'_r]
Exhibition “The &" Element”, holel Noms 99 Rigo

jusi reklamas joma - gan veidoijol klipus un infer-
nela portalus, gan vienkardi skadajot grofiska di
zoing joma. (Tomér Skiet, ka uzlurdéianas
Somijas ziemelos Tornio pilséia 1998 goda,
kad bija iespéja ieraudzit milzigo digitalo tehno-
logiju piedavato amplifidy un pasiem piedalities
elekironiskas mékslas simpozijos, doudziem no
viniem ir atsidjusi doudz lielaku iespaidu.)

Reklamas veidoSanas stilistiskie panémieni. & sauco-

ma valoda tiek izmantola ari jouno makslinieky
darbos, reizumis pot veidoti 18l no jau esosajam
komercidlojam sagatovém, tady makslinieki ro-
da kaut ko principili citu, Komerciglo zimju pie-
salinGIG vidé vipu maksla gribot negribof iegst
popildu, arpus makslas esosas nozimes. T4 ne-
reti uzlikojoma ka pretdarbiba rekldmas “nekitri-
bai, kura monopolizé publisko dzivi*'®, kaut ari
pasi méksias darbi $6du uzskatamu socialy at
tieksmi pauz loti reti.

ir iespéja panemt fotogréfiju, filmas fragmenty,
kaul kur ieroksiitu skanu un lod to parveidot, o
dot fantastikas iekrasotu fikciju

Nedaoudz atkapjoties no digitala video aprakstisar

nas, jGteic, ko misu izsiadé piedalas ari 16di
|aunie meistari, kuri sava téla radifanai izmanio
daudz sarezgitaku metodi neka tikai uzfilméia ot
iélo digitala apstrade

Pieméram, Kaspars Podnieks iet pilnigi pretéju ceju

Vins uzfilmé vai fotogroté 1o, ko pirms tom ripigi
inscengjis, parsvard savu vecdku lauku saimnie-
ciba Drustos. Kaspars Podnieks veidojis darbus,
kuros sarkana linija vai bollais koks ainavé nav
vis Ciparu virkne uz ekrana un datora atming, bet
gan realitate daba. Vins maksla ienacis ar skaid:
ru attieksmi pret virtuglo realilati un 1as tematfizé
Sanu pédéjo godu radoiajos projekios.Vina dar
bi ir bivéti stingri konceptugli ~ 1 ir robeZas vz
tousfisana starp realitati un fikciju, piedaliSanos
un novérodanu, maksligo un dabigo

Ari Krids Salmanis savu nelielo, misu izsiadé redzo-

mo videocilpu “Laéplésis” radijis vairakos tehnis:
kos ponémienos. Skotitajs, ka rada izsibzu pie-



redze, lielakoties uzticas dokumenialajom pirm:
sakumam un 16lak Joujas manipuldcijos (izdo
mas) burvibai

lzdoma un istenibo soplist nedolama oftélu plismo
grupas FS mulimedidlojé darbd "Baudi jouko
naktil® (2002), kurd ar tehniskiem papémieniem
komenté “tehnokratiskos bezdievius™. Filméti tiko
cilveki. un filméts tika nokts brauciens tromvaijo
lidz galopunktam. Pilséla fikai tramvaja beigu
pielurd varot ieroudzit zvaigznes, kuras ciladi
pazid maksligo nakls ugupu pdrpilniba. Uz
filméto cilveku tuvplani, léni nomainot cits citu,
paradija, k& mainas ocu zilites, reagéjot vz
gaoismu

Ta bijo vizudlo fontazija, gondriz ké Sausmu filma,
jo, uzplaiksnot goismas Slokatai, acu zilites
paleicoties opshGdei or datoru izmainijas
doudz rodikalak neké isteniba

Gaisma ké trousla poétiska vielo ir bijusi kialesodo
vairakos jouno makslinieku digitala video pro
iektos. Lieliskais talants Monika Pormale, kuru vi
nas ilgakas izstazu, izrG2u un filmu veidoSanas
pieredzes dé| Soreiz negnbém%, piepulcind! “jour
najiem ", latvijos 1n;kmeligm makslas centra pror
iekia “Misdienu utopija” paradijo jutekliski konk
rétus pasas filmélos goismas starus, kuru
plidums veidoja tukstodiem gaistodus abstraktus
ziméjumus. So darbu neklatiené bija iedvesmojis
amerikanu filmdaris un gaismas péinieks Dzims
Deiviss, kura poSa lilmu demonstréja lidzos
Monikas darbom.

Savukart Dace Dzerina “Muisdienu ulopijos
ietvaros — ké allaz emocionali trausli, bet pertek:
i “stiligi" - lénd, plastiska videodarba parddijo
padtinaty diennakis gaismu mainu doudzsiavu
nama logos

Postiskas fikcijas, kuru savilnojosa noslépumainiba it
gi liek tas alceréties, veidojusi cita grupas F3
maksliniece leva Rubeze. Vinas arpus grupos F5
raditas videolilmas ir stasti bez sakuma un bei-
gdm; 1as ir roksturos un izskald iespaidigu élu
kustibas. levas filmos alrodas arpus socialam i
kumsakaribam, bet, lai ari tojds ko pamatmate-
rigls izmanti dokumentdli kadri, tur nofiek pie
skariands “citai”®, iraciondlai pasoulei

"Cita”, porasti neredzamd, bet levas ieroudzild un
lidz mums novadila isteniba ir tepat lidzas - tie ir
cicka makslinieki, kuri levos “Misdienu utopijai”
raditaja filmind “Abrakodabria”  paléninGjumé
vingro divainas publikas priekia — sniega parkia
fajiem kokiem me2a un ari ... mums, skafilgjiem,

kuri uz ekréna ir ieroudzijudi kadreiz nosapnoty

sapni

Starp sapni un istenibu vibré levas filmina “Un citi”
kur@ mozs puiséns spéj pariopt varend briesmo-
ni, kas var socensties pat ar lielu suni. Videod
artba “Un citi® beigas, kurgs zéns dus kodos zie
dos — “skaistaja” vidé, kura bez mitas jalilme,
jGapraksia, lai apliecindilu kaut kGcas “vérli
bas®, -~ sava veida sasaucas ar FS darbu izsiG-
dei 2 SHOW

Aplitkojot misu izstades videolilmas un citus darbus,
klast skaidrs, ka por kddu vienu vienigu maksli
nieku stratégiju nevar bit ne runas

Tomér ir ¥8mas, kuras sasaucas, un 18 nav tikai jou
pieminéta konkréto lielu pasaule un 1as marketin-
go ‘“nekilibos". Santa Oborenko

"‘Drosibu”, filméjot noma sienas, toties Dacei

meklé

pureculture. “Rigas modes”. 2003
“Riga Fashions”, 2003

Proiekts ‘R oublika” Maskavos prieldpilséto. Rigo

Project “Re:public™, Moscow whurb, Rigo

Dzerinoi pasaule jou @ priori ir nedroso. Soreiz
Dace fo parada, bivéjot méaksligu sienu, kas ik
pa bridim negaidili ietricas. Citreiz [SMMC iz
siadé “Ventspils Tronzits Termingls”, 1999) Dace
Ventspils trotuara iebivéja tadus ka nelielus mik
stus ramplinus, kuri nedoudz paslidéja vai iegri



ma, kad gojéjs tiem uzkapa virsi. Ari 3o somé
r@ soreZgilo veidojumu varél uzldkot ka jitigu
“liriskd tehnokratisma” parougu

Sadai “sieviskigai® konceplualizGcijoi vietéjd mak-
slas vidé ir ieraugéms pamatojums, lodu pie
mums izirikst nopietnas leoretizélanas par femi-

Kristine Pliksna. “Pilnigi slepeni”. 2000
“Top Secret”. 2000

oudekls, akrily
acrdic on convos

nisma bifibu un uzdevumiem. Tomér bez visém
teorijam ir tapusi projekti, kuri ir centusies apko-
pot ipaso jaunu sieviesu skafijumu jounajd mak-
sia. labdkais 3ada projekia paraugs ir Monikas
Pormales un Katrinas Neiburgas 2002. gada
rosinalais jouno makslinietu procesudlas un citas
makslas opvienojums ar nosaukumu “Sestois ele-
ments” Rigas viesnica “Nams 99,

Ari 50i6 isa laika nogriezni saspiestaia izsladé-pasa
kumd, loi ar tiko apspélétas it kd “meiteny 18
mas”, bija vérojomi visdazadakas ievirzes darbi.
lerougami bija “ikdienos makslas” paraugi, pie-
méam, kod grupa Malz3 dazadas “sievisk
gas” oklivilales iesaisfijo pusaugu meilenes. Par
“ikdienas makslu® var uzskafit o oklssonas per-
formanci, kurd izsiade daliby nemo3as méakslinie
ces un kuratores izpildijo isty gerobikas vingroju-
mu, kas bijo misu projekia makslinieces Krisfines
Kursi3as koncepualizgjums Pilnigi ciladak uzive
romi bija emociondli ieksasotie darbi - k& Daces
Dzerinas “Atbrivoionds” Taja fris videomonitoros
redzomo meitenuy vaibsii fuvplanos burliski izklie-
dza sokdpindlos emociias, kurdm sekoja labi
|stereotipiski] atpazistams atsidbums.

Ari projekia 2 SHOW dozi jounakie dalibnieki e
maldijusies savsiarpéjo affieciby péiniecibas lo-
birinos, kuros netiesi doming emociondla sevis
Zzind3ano. Tadi ir Kristines Kursitas lempera:
menfigie un nesoudzigi atklatie videodarbi ku-

Lotvijas jounds makslas tredais vilnis

ros jédzieni "dominésana’ un “izdodonds” ir i
kai daZi no lietojomiem vardiem saturiskajd op-
raksia. Atbilsfigi darbos ielveriajém gruzdoSo-
jam {itém to forméla izteiksme nedaudz olgdds
na 1adu ka “oukstu baroku”

Savukart atturigd, emociondli apvalditd, minimalis

tiskd Mika Mitrévica videoinstolacijo “Motelis” ~
gluZi ka agrinas Kristines Ploksnas gleznas - pré:
to par pasu cilveku radito sistémisko nolemfibu
un iespejamam novirzém no 1as

Sado soturiska amplitida viena projekia ietvaros, kur

rv apvieno lidzigas stilistiskas linijos, jounojd
maksld nav nekas neparasts. Pat vienas F5 g
pas sostava satikudies arkartigi dazadi méakslinie
ki [jateic, ka “slavenais piecnieks” médz darbor
ties gan fris, gan piecu, gan sefu makslinieku so-
stava. Redzamdkie dorbi ir tapudi, Martinom
Ratnikam, levai Rubezei un ligai Marcinkeviéai
stradajot kopa ar Ervinu Broku un Féliksu Zideru).

Martina Ratnika darbus raksturo raciondls strukluré-

jums, “mediju orheolodija” lidz or "akustiskas tet
pas” piesaisti, kd ari fiksmind3onas par elekio-
niskd attéla grafiskojom un telpiskajam iespé-
j@m, kura jou nedaudz "bistomi” pietuvindjusies
makslos dorbo ké reklamas darba novienddosar
nai. lidzigi varétu roksturot ari Ervina Broka un
Féliksa Zidera pieeju. ligas Marcinkeviéas saasi-
nGtais jUfigums pret sabiedriskajam norisém, por
pildinats ar levas Rubezes poélisko aizrausanos
or fikciju radisanu, nodrosing labu tandému ke

péjo projekiu veiksmes formulai.

JGotzist, ka tomér saméra retos gadijumos 3aj6 paoy:

Uz

dzé rodusies darbi, kuros bitu apvienots fontazi
jas lidojums un skoudra dokumentalile, kuros
humors un rolafigums biitu savietots ar analitisku
konceptudlismu un kuros bitu skats uz vairakiem
“loikmetiem”, kuri vienlaicigi un poroléli pastov
Sodienas LaNvija. Viens no tadiem refiem projek:
fiem ir Ditas Pences, Ances Pences un Daces
Dzerinos kopdarbs or nosaukumu “Rodosais vor
kars “Vecajam Mérkakim — 100"

peldo3as golerijas “Noass® 2002. gada bijo
aplikojoma multimediala izsiade, kurd nedaudz
ironiski, bet reizé bezgala sirsnigi tika uzkonsi
éts “vidéjais" kadas ievérojomas personibas -
Veca Mérkaka - téls 1a jubilejos reizé. Video un
objekli apspéléja latviski pilsoniskaja, latviski por
dDmiskmé un pc:.s!podomiakgifs vidé ierasto kuk
tiras autoritaiu sumingsanu, sikumaino “utosor
nos” op “lautas maksliniekiem” starpjublleju ref
Z8s un visu svinigo pasauligo burzmu, kas ir op
kart 3adam notikumam 16 miisdienigojas retro iz
PaUSMes
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HELENA DEMAKOVA Lowvijos jounds makslos relois vieis

" S L

uzaicindts piedalities 30ja skaté, sakom&ji minsti-
ndjas. Vina darboanés, vacot un apkopojot mi-
su regiona noise un 1 grupas (redzams, ko
Girtam vienigajam ir kopprojekts ar lietuwviesu ko-
légiem), vinam Skila stavam nomalus no ierastas
izstaZu prakses. Vins lodzo laiku pardomam.

Un tad, lik, ko 2003. gada pavasora pécpusdiena
personiga (talruna) sarung ar 2 SHOW lalvijas
dajos kuratori socijo mékslinieks Girts Korps:
“Es nolému piedalities.”

' Pelte, Stello. Cilos versijas mekigiumos // Studijo.-
2001 .~ Nt 20.- 45. Ipp.

* Adforméio lapa, ko no sava datore izdruksio Mara
Traumane. Uz 185 cito storpd bijo rokstits, ka izstodes
nodises laiks ir 2000. gada 18. augusts - 30.
seplembyris.

" Bio.codes // Psychogeographic Rigo This Week -
Rigo: LIMC - Ni. 63A - 56. Ipp.

*  Troumane, Mara. open mediji // Shdijo.~ 2000.-
Ne 2(11) - 34, pp.

- Demakovo, Heléng. Ojrs Pstersons// Studijo -
1999~ Nt 6.~ 20. Ipp, _

®  Matick, Poul. Art in its time. Thearies ond Practices of Lt
Modem oesthetics — Routledge: London ond New T i
York ~ 2003 - P 3. RS

| =24
" Krese, Solvito. Re:publika, pilséia // ' D
Psychogeographic Riga This Week ~ Rigo: LIMC - o
Nt 63A - 54. lpp, A
" Zieda, Margarita. Touki muzeid ~ nemainigs liekms B
voi nemandma kusiiba // NRA - 1999 - 8. mas. Ay
' Ausino, levo. “Touki" - rodolols sengs konieksio? // S
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HELENA DEMAKOVA
The third wave in Latvia’s new art

I. The hope of the exhibition

The works of art seen and described in this cat
alogue were created for the *2 SHOW" exhibi-
tion in the Vilnius Contemporary Art Cenlre. It is
o joint show by young laivion and Llithuanian
artists up 1o the oge of 30. The exhibition come
about on the inifiotive of Mairo Mora, laivia's
Ambassador Extraordinary and Plenipolentiary
lo Lithuania lo mark the 85" anniversary of the
founding of the Latvian Republic.

Kestutis Kuizinas, the director of the contemporary

art centre, runs what is in all manner of ways the
finest, most dynamic and professional contem:-
porary ort institution in the Baltic siotes and one
of the best in the whole BalticNordic region. Al
ready in 2001 he had no hesilation in agreeing
to the challenge of this project. Kuizinas has on
many occasions shown solidarity with his neigh-
bour’s efforts 1o overcome the provincial atmos-
phere in the insfitutional environment of Latvian
art, whose sorry state has particularly worsened
in 2003.

This year the Minisiry of Culture decided that laivia

would not be participating in the 2003 Venice
Biennale, its 50" anniversary. And in 2004,
there will not be @ single state run exhibition hall
available for exhibitions of contemporary art; up
till now the only hallway reasonable place wos
the Arsendls exhibition hall, but this will now
house the permanent collection of art from Soviet
times. While working on this project, it soon be-
come clear that in the Baltic siates, only the
Vilnius Contemporary Art Centre wos capable of
mounting such professional exhibitions of contem-
porary art with the accompanying marketing,

Thus, “2 SHOW?" in Vilnius is not simply o represent:

ative show of a cerain number of works from
new laivian and Lithuanion or. In a dialogue
between artists of similar mentalities but coming
from different tradifions, this exhibition gives an

overview of the most interesting processes in the
new art of lavia and lithuania.

The exhibilion was envisaged as a large, wideran-

ging ond serious project with the majoritly of
works specially created for the show, whose
scope would guarantee adequale representa-
fion of all the medio employed in contemporary
ot (painting, drowing, sculpture, installation,
photo, video, computers, sound). The aim of the
exhibition has been to provide on insight into
two neighbouring innovalive artistic communi-
ties, which, as it turns oul, did not have conloct
during preporation. Although in Soviet times
there were joint exhibitions by the Latvian Estoni-
an and Lithuanian Socialist Republics (the Vilnius
painting and Tallinn graphics triennials, the Rigo
sculplure quadrennial and others), since the re-
establishment of independence, the three art
scenes have developed without any particular
points of contact. Meetings between profession-
als have mainly been ot events and exhibitions
organised by Nordic and Western colleagues.

In the 90s of course, the author had the opportunity

to work with individual Lithuanian artists in infer-
national projects ond | should mention such
names as Mindougas Navokas, Darius Girgius,
Egle Rokauskaite and Gintautas Trimakas. The
idea of Kuizinas and his likeminded contempo-
raries lo renew the Vilnius Triennale on a new ar-
tistic level has also led to contacts with Lithuania
but it has been relafively low key. Estonia has
seen many relatively lorgescale exhibitions of
new Latvion ort, but this is the first lorge Laivion
contemporary art project in Vilnius since inde-
pendence was restored.

Almost all the Lotvian works have been made specil-

ically for this exhibition. They are by artists who
began exhibifing in the second half of the 90s.
They could be called the third wove in Laivian
art that came after the first generation of concep-
tualists |Andris Breze, Ojars Pétersons, Olegs



Tillbergs, Kristops Gelzis and others), whose ex:
pression was choracterised both by large-scale
imoginative installations, lorge format screen
prints and precisely organised processual works.

The second generation of conceptualists (Mikelis

Fisers, Gints Gabrans, Andris Fridbergs, Eriks
Bozis, Armins Ozoling, Anita Zabilevska and ofhr
ers) had far greater fies in terms of format and
content with similar phenomena in the West, es-
pecially with appropriation ort. Deconstruction,
irony, the combination of research into perception
with everyday, art and other contexts in one cre-
ative work has been far more visible in the works
of these ortists than in those of their forbears.

The third generation or third wove represented in this

exhibition grew up under different social condi-
fions, when we can no longer speck of a portic:
ular period of transition from socialism to capitak
ism. It would seem that capitalism has, fo use the
onetime socialist thetoric, riumphed “completely
and for all time”; in 2004 lanvia and Lithuania
will join the European Union and NATO. The
young arttists have completely adapted them-
selves to Western art practice and their years of
study included regulor visits to the major
European exhibitions of contemporary art. Their
studies passed or continue at a time when laivia
is being introduced 1o oll kinds of new technolo-
gies at an alorming pace, including digital vid-
eo, so popular with this generation.
Needless fo say, all thiee generations are united by
a preponderance of reflection over intuition and
the noncommercial nature of their ort. In their
art, the 45 year olds of latvian contemporary art
as well as the youngest participants in the
lavian part of the exhibition, Edgars Jurians,
Kaspars Podnieks and Evelina Deiémane, make
use of paradoxes, documental reatments in pho-
los, video or simply in any form of specially mas-
tered information. In their eyes, interational con-
lemporary art practice is far more important than
the local hierarchy of authorities,
Thammdﬂwe:dﬂbiﬁonmmrduﬂym:ghmul
as it was being assembled, and we jointly come
up with “2 SHOW". It has at least two mean
ings; firstly it refers 1o the union of wo exhibitions
info one. Themdanﬁmglicim in the case of
the Vilnius Contemporary Art Centre reminds us
of its belonging 1o the international art scene.
Secondly, we arrived af a common decision that
on this occasion it would be interesting 1o work
with young arists that have only just formed as o
generation. Thirdly, the nome refers to these

The “Third Wave® in lovia's new an

young ortists’ interests, which ore undersiandor
ble in the wider context of Western culture and
civilisation. The artists have the opportunity fo
show various focets of the surroundings in which
they have formed as people who creale works
of art. However this is not simply depiction, For
example, during o personal conversafion on on
autumn afterncon in 2003 with the curotor of the
latvian part of *2 SHOW", philosopher Janis
Taurens soid the following about the new Lalvion
art:

"A work of art is like William Tell's arrow that has

been aimed al the apple that has follen beside
the boy — the viewer, who has o understand the
direction of the arrow’s flight. That would be o
metaphor. In other words, the meanings of the
language of the new art that can use os ils mo-
terial on imoge, @ sign, object, text, oction,
sound and so on, contain a shift in the meaning:
ful forms of the surrounding world. Characteristi
cally, this shift is small and unobtrusive; it is, how:
ever, poignant it fells us something essential that
can only be said through art.”

Il. Loops in the formation fime of the third wave

In autumn 1998, the Vilnius Contemporary Ar

Centre played host to "Cool Places’, a noficec
ble and unforgetiable exhibition in our region. |
mention this because toking part with a digital
animation “Very Hopeful® was also “2 SHOW
member Martiné Raniks together with Péteris
Kimelis, Arvids Alksnis and Dzinlars licis. Ratniks
was only 23 years old at the time. After a year,
the project was on show al Stockholm's Moder
Art Museum in the exhibition “Art after the Wall"

Now, during the organisation of the Vilnius exhibr

tion, it can be seen that most of the young
laivian participants have considerable intema:
tional exhibition experience that involved omong
other things, cooperation with established art inr
stitutions. We could call this market forces, but i
has only one, already two centuries old ollema
tive — the salon.

In its turn, ﬂ'tenmvcomampomwartm&mﬂ"

other altlernative thot differs from the orientafion
fo the consumption offered by salon. Contemper
rnryartcananlybepafcehedwlwnweﬂﬁﬂk
along the same level of intensity as offered by
the artist, Only then do we get a sense of ofher
possible worlds whose demonstration unfort
nately (2) has also necessitated an institutional
fromework. This will be addressed in the subse



quen! paragrophs.

Togelher with the R.go electronic art association

elab, the oforementioned Ratniks was awarded
a prize at the ARS Flectronica festival of new
media in linz in 1998. A year previously he
had token part in the 1997 Sorcs Centre for
Contemporary Art-Riga annual exhibition
"Opera”. Together with four other students from
the Visual Communications Depariment of the
Latvian Academy of Art, he lormed the informal
group and label F5 or Famous Five, that repre-
sented lavia at the Soo Poulo Biennale in
2002. There have been many projects together
with the electronic cells edab and RIXC including
ArtGenda in Helsinki (2000} and “net.conges:
tion” in Amsterdam (2000).

In 2001, as part of the European Month of Culture,

Ratniks and leva Rubeze, also from F5, made o
V| team at the multimedia event HIP TEK [V in the
warehouses near the Rigo docks. At the same
lime another member of FS5, liga Marcinkevi¢a,
having been selected by on international team
of curators, was preparing for the 2002 Europe
an biennale Manifesia that took place in Frank-
furt. We could continue with this list referring to
all the pariciponts in the latvion side of
2 SHOW®": In 2003 Martins Virbulis hod
shows in Athens and Stockholm, sisters Dita and
Anta Pence took part in various creative work
shops and projects from laly 1o Austrio and Nor-
way. Together with Dace Dzerina, the sisters
have realised surprisingly innovative projects in
Riga oo (in the War Museum, on the Hoaling
gallery Noass and elsewhere]. Some of the
"2 SHOW" artists have this year loken part in
the exhibition of new latvian art la Riga in Milan
or in the international “Re:public” project orgarn
ised by the Latvian Centre tor Contemporary Art
Katrina Neiburga was herself the initiator of two
impressive multimedia projects — “Teashroom”
(2000, with Peteris Kimelis) and “The Sixth El
ement” (2002, with Monika Pormale).

Exhibition parficipant Kaspars Gobo is o graduate

in biology but now he is one of the stars of in-
vestigotive journalism who writes, pholographs
and makes documentary films. But with their ar
lerative fashion projects, the young tandem of
economics graduates pureculture, has already
participated in several inlernational events and
they have published their second catalogue

Ernests Klavind has two pointings in this exhibition

While still a student in 2001, he organised one
of the most scandalous exhibitions in latvian his

lory colled “Ulmanis in Our Heorls”. Karlis
Ulmanis was one of the founders of the Latvian
Republic in 1918, but was later 1o head an aur
thorilarion regime in 1934. In July 1940, the
Soviet occupation forces deported him 1o the
North Caucasus where he subsequently perish-
ed. His ambiguous personality inspired works
by many young artists cousing much dismay
omong the more radical nationalists and in
many of the older generation.

A list of the activities of the above-mentioned artists

is essential in order to undersiand the “project”
type noture of the new art. Of course this is on-
ly the visible part of the iceberg; their hopes and
visions are their autonomous zone, which bears

Girts Korps. “Ho deciso non fare piv I'orte” 2003

VIO

lile relation to echoes in the media and arficles
in cotalogues. However, experience in “respect
able” events and exhibifions hos determined the
nature of this ort, which, because of its proles-
sionalism can no longer purely formally be
colled experimental

Such rapid involvement in international circles has

been determined by several objective circum
stances and not only by the talent and interest of
the artists themselves. The lirst objective circum-
stance and support come from the establishment
of the Soros Centre tor Contemporary Ar-Rigo
(SCCA) in 1993 that was headed by a very
open and erudite person — Janis Borgs

The annual “Soros exhibitions” played a great role

in activating the local art scene. Several of this
exhibition’s artists, having survived the lierce
competition, begon 1o lake part in them in 1996
and 199/

For the 1996 exhibition "GeocGeo” that ook place
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in the Pedvale open-ir art park, the still very
young leva Rubeze created a land object ond
called the work “lslands”. Anta Pence’s witty ar
rangement of birdcages earned o prize from the
inlernational jury. A year later, as part of a Soros
toundafion project, Marfin Ratniks formed o
sign on top of the Daile Theatre roof that could
only be seen from the skies. leva Rubeze, on the
other hand, atfracted the loud criticism of one of
the theatre’s actors for wrapping the bust of Lat
vian nationol poet Rainis in red velve!

In the second half of the 90s, when the potential of

ihe socalled Soros exhibitions had 1o some ex
tent been exhausted and o kind of crisis had set
in, several different new art support groups were
established such as the centre for new media e
lab (initiated by Rasa and Raitis Smits, Janis Gaor
ran¢s and Alise Tifentéle) and the aris manage

The “Third Wove® in loivia’s new o

Al the end of the 90s, Olegs Tillbergs and Dzintors

Zilgalvis formed the “Culture and Art Project
Noass”. It is o Hloating gallery on the River Dawr
gava in the centre of Riga that in addition to ex-
hibifions also organises poeliry and prose read:
ings, small concerts and video art lestivals

In 2003, of the above-mentioned cells, only edab

{now transtormed into the much larger creative
group RIXC) and Noass are still active. In 2003,
for the sixth time now, RIXC gothered mony
quests and Latvian ortists for the “Art + Commu-
nication” festival where lectures and presentor
tions of electronic art were interwoven with con-
certs and performances. Noass, on the inifiative
ot artist Juris Boiko, is assembling o serious cot
lection of video art

In the current situation, art life branches into new or

ganisations every year as described in the calo-
logue by Mara Traumane. The social organiso:
tion *Culture Pilot Projects”, which realised Lot
via's parlicipation in the Vilnius exhibition oo
was only founded in 2003

Although the activilies of several organisations and

galleries have faded from existence, in their day
these played a very imporiant role. For example,
the events organised by lize Strazdino ond Kos:
pars Vanags, "Open” (1995) in on old wore
house in Old Riga and “Biosport” [1997] in the
old Dzintars factory saw the confluence of various
youth subrcultures, including raves, with contem-
porary art info o single project and the art was of
a distinctly contextual, site specific nature

The later Open projects too were fairly noticeable in

Riga and latvia in general. We should cerfainly
recall “Teashroom” (2000), realised by Open
aher the concept of this exhibition’s artist Kalrina
Neiburga and Péteris Kimelis (the Primitive
group). The project not only included a shop dis
tributing these tea mushrooms that grew in Sovi

Martins Virbulis. "DellaForce Graffiti®. 20073

el and pre-Soviet 3 litre jars. It wos also a pror
cessual work whereby a major markeling camr
paign haod been crected with its own “lec

perlormance online datorspéles vids, videodarbs
perlarmance in online compulergame. video

ment unit Open (lize Strazdine and Kaspars Van-
agsl. The non-commercial Mé gallery, supported
by the building company Rigas Restaurécijas bi
rojs, began working on a new level. Iis adjocent
café was the centre of the whole Riga art scene
For several years the Secret Experiment club reg-
vlarly stoged exhibitions of contemporary art
and allernotive music events.

shroom” newspaper and TV spots. In 2001, lo
wards the end of its active life, Open, with Mirr
istry of Culture support and as part of the Euror
pean Month of Culture, created the project “Subr
vertising session in the streets of Riga®. Adists
posiers were put up at public transport sheiters
critically porodying wellknown bronds. In turm-
ing against globalisation, the motto of the
project was: “Nowadays wars are won by
rademarks, not weapons®, quolations from Jean
Baudrillard’s Lo Société de Consommation,



The

Guy Debor’s La sociélé du spectacle and
Noomi Klein's “No logo” forming  the concep
ol basis. Reviewing “Subvertising session in the
streets of Riga”, art critic Stella Pelse wrole, It is
also claimed as self-evident that “the shopping
list is like o script for tuture living™. So is the mo-
jor role played here by odvertising’s stimulating
and commanding effectiveness? But on whal or
guments is the assumption made that people in
laivia ore under the hypnolic power of trade-
marks? Al leas! in the published surveys on the
role of advertising, the majerity of people admit
that either they pay no attention or that they find
odverls amusing or annoying, rather than offer
ing scripts for life.”’

activities of all the smallscole art management
associations did not reduce the importance of
their financing, which in the 90s, individual art
ists received from the Soros Foundation through
compelitions and later, in the large projects or
ganised by the lotvian Centre for Contemporo-
ry At (LCCA, itself based on the former SCCA
The dotabase of the latter has also been an inr
portant source of information for visiting foreign
curglors.,

in 2000 the LCCA waos founded by the Soros Foun-

dation, the Riga City Council and the Ministry of
Culure. While visiting Riga, Soros predicled o
short lite for the Centre, because the involvement
of the slate in pariicular was not o good sign

And it turns out that Soros was right. The LCCA haos

organised several what for lotvia have been
lorge and serious projects = "Conlemporary
Utopia® (2001, curated by Berliner Frank Wagn
er), participation in the Venice Biennales in 1999
and 2001, the world photography association
Magnum exhibition (2001) and, with the support
of European Union funds, the international
"Re:public” project in the suburbs of Riga (2003
Despite this, the Centre will this year cease lo ex-
ist in its present form, The influence of changing
politics has been too great. Several works have
been criticised for their content = Gints Gabréns
work aboul the downandout *Starix”, Andris
Fridbergs‘anwork “Suicide Contract” as well os
the Ma 123 group of young arfists [some of them
are in this exhibition’s pureculture group) because
they have not had an art education. It would be
interesting lo know what Carsten Holler has to
say about this. Holler has participated in all the
major infernational exhibitions in recent years but

by profession he is a biologist.

It was only in 1998 that contemporary ort received

state support for the first time with the establish-
ment of the Culture Capital Foundation. Several
limes a year, an independent board allocated o
small portion of the excise duty on tobacco and
olcohol also 10 contemporary art projects. Of
course there had been government grants previ-
ously, but these were tiny and oneoff alloco
tions. We must firsthy mention the involvement ol
the Culture Ministry in the ARS BALTICA projects
since the early 90s. These have always demon-
strated @ high professional level in the visuol

Kaspars Podnieks. “Drusti®. 2002

1‘)&‘{,‘.!_ Icl min

arts. Secondly in 1996, at the invilation of An-
do Rottenberg, the director of Warsow's
Zacheta gallery of conlemporary orl, we orgar
ised the “Personal Time. Art of Estonia, laivia
and lithvonia 1945-1994" exhibition together
with Sirie Helme ond Raminta Jurénaité. The
Ministry of Culture commission tor tenders cov
ered the costs of fransporting the artworks and
their insurance

None of the "2 SHOW" participants look part in

that exhibition, they hod only just begun their
studies. Browsing through the “Personal Time”
and "2 SHOW" calalogues, it becomes clear
how latvian art has changed in the space of
these not quite len years.

A maijor role in the development of the evaluation of

ot as been played by Studijo, the visual arts
mogazine founded in 1997. In the five years of
its existence, thanks to the foresight of the edito
tial board, the contemporary art world in portic-
ular hos been consistently well covered

In the middle of the 1990s two teaching institutions

became serious promoters of conlemporary art -

37




38 HELENA DEMAKOVA

ntars '. 1%

Arvids Alksmis Paterie Kimnlis

™
wE

Yery Hopehy

ll. “~things” and “+things” of the third wave

d k
..... " "
] ] } - i
\
LA
1
1 !
1
i
" | |
I i
L [
| ]
1
; i
|
i
b
1
. i
1K
P | |
)
e . 1
1
ik
K
'.‘,l- # &
viarnns Kamiks un b T=tdaal=Ta i rg ’
'.;_;;;:3
.‘ r Fi v Yy T - ! r | " ]
¥ ] 1r
[ 1
e O /i
¥ ! K
¥ Il
1] L1 ’ ¥
133 + 3
{ Y
] 1
1
A
1 ] |
i
}
]
"
i oy
Y
" i
i
]
Y
|
:.
| ]
i ] 2y
1 4 & |
-
' ! 1 1
} |



evenis. Even the colourful outdoor caté that they
created, under the name K.Makslo is on excel
lent example of o processual creative project

Ventspils in 1998 saw the beginning of the

bio.codes movement, which developed inlo a
sociol organisation, and "during five years,
around 60 different events have been held, feo:
lring experiments in music [Dls, MCs, groups),
video, lighting, text and instaliations.”

Very many exomples might be found. The ort man

agement bureau Open has brought together in
its events young people with a great variely of
educational backgrounds. When in 2000
Open held the "Slideshow” project on the INT
channel, this also included fashion designer Be-
la's momenlary short stories in the form of mov-
ing pictures in the virtual space of TV (the story
of blind girls as models), while phologropher
and director Martind Grouds showed the "Old
skil* project, which contrasted youth fetishes
from mass culture with the impoverished sefting
of the country school. (The written media ex
plained it oll as an expression of visual ar,
which it octually was.) In connection with the
slideshow, Mara Traumane asserted that “since
the first Open octivities in 1995 — the exhibitions
and series of rave parties = within the frame ol
this project art and popular cullure have been
viewed as phenomena with the same oudience

4

and similar missions,”

The development of the club [subjculture has been o

stimulus for the involvement in this milieu of
young arlists 100, since in the end, it is part of
their life, The Rige clubs Metro and Pulkvedim
neviens nerakska |and now Depo as well] were
around the turn of the millennium the most popu
lar venues for young authors o create different
projects. The skills oblained at the VCD open up
for the most talented, right from their first year,
quite wide possibilities for getting noticed in this
club scene

One of the artists leatured in our exhibition, Girts

Korps, presented one of his first combinations of
digital projecfions with electronic music ot the
Metro club (preseniation of the www.semema
org project], while Katrina Neiburgo and sever-
al other *2 SHOW" participants mointained for
an extended period once a week the “Soya”
digital video and electronic music project at the
Pulkvedim neviens neroksta club.

However, we should not confuse the project venue

and audience with that special sphere of human
aclivity which under cerfain condifions may be

described as art and which requires for its creo-
fion ond perceplion cerfgin acquired skills.
These skills in no way derive from the common
ality with populor culture. Even it event orgonis-
ers, as we read in the above quolation from
Mara Traumane, see art and popular culture os
phenomena with one and the same oudience
and similar missions, this doesn’t mean thot a se
rious young arlist has devoled any time 1o “comr

Gunda Bolode. “sexy (Ma sepxywxe ropu) cpeas

OBAIKON, OAEKAM MOW CTAA CHphivi W xor0aHmvin” 1998

lntogeidijo
pholo

monality with popular culture®. A dilferent ques-
tion, loo wide lo be discussed in a colologue
devoled specifically to the new Lavian art, re-
lates to the degree to which contemporary art
has influenced the character of popular cullure
But here we may speak only of a charocter
formed through influence, rather than of the es-
sence

Art has o mission, se! out each time by each artis!

Popular culture is aimed only ot entertainment
and consumption. This does not exclude the pos
sibility that art too can entertain, but this hos o
subordinate role in its bacoming art

Also subordinate to the essence and form of a conr

tlemporary work of ar, or else entirely unimpor-
tant, are fraditional cesthetic categories — a work
of ort can nowadays be beautitul [by the trodr
ional 19* cenlury standards, where the F5
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groups project! in our exhibition may be regard
ed as "beautitul®), but it may also be ugly (though
we may ask, whether DEATH, as drawn by Al
brecht Direr, was "beautitul”); o work of art moy
be +|uﬁ-r~;‘ d-:?.ghﬂ'ui like some of et Koon's "!I'J'\.]'ﬁ.
or it may be cuting and nasly, as some of the
sounds in the works of “noise” collectors. It may
also be sweet like the chocolate crucifixes of the
previous decade by Lithuonion artist Egle Rokaus-
ko:rp

_-—

b
1
f
|
!,
|

our exhibition: "The boundaries between art ond
that which is something else are disappearing
Predominant within the presen! process is the
method of resampling. Important is collaboration
with those working in other spheres — invent
ors/ politicions,/ policemen elc. Art can be creat
ed by a micro surgeon/ programmer of a hack:
er/librarian and so forth.” In this same inlerview,
Marting Rainiks’ teacher QOjars Pétlersons asserts
with W:'ELF-‘ZIt'.’-'IL'Jr;- that art has firu_}“x_, recovered
from confusion and has lound its ploce in real

lite

t neither realily nor tiction are arguments agains!

calling something art. A good artist creates new
meanings, with many paraiie 'hr-'r{]fis around
one great trunk  which has been Qrown in Q Care
tully calculated emotional direction, but an edv
cated and sensitive viewer can perceive ond in-
lerprel these threads and the trunk as a whole
within a delinite historical time h‘.i-ﬁp hy slep the
tield tha! has been subject 1o interprelafion comes

lo be included in the most recent art history

L_,H1'|_Jr'!|,j1“|ﬂ.'{'_'|'-_,nl all attempls o aftract 1o conlemporary

arl a “wider audience” have fallen through
Those who consume pop culture and lake part in
events that also include art are in most cases urr
aware of the ort itself. But this is nothing to la
ment. Rather, it should be a spur fo introducing
the teaching of 20" century an, particulorly thot

of the postwar era, info general school curricul.

I we are speaking of the relationship between

young ortists and pop cullure and the everycay,
ordinary shape of mass culture, many artists are
interested first and foremost in the fact of its exis:
lence. As regards “sterile” life, it can be exclud
ed lrom one’s field of view, but it can also be

Kaspars Goba. No sérijos *Cigéni Latvija”. 2002

. studied as a real social phenomenon. It can be
From the series Roma/Gypsies in Latvia® 2002 by I

studied in art by applying the instruments of pop

culture and mass sociely itself. In contemporary

Iologndtiio

fal e

Good contemporary ort engages in study, and the

parlicipants in our exhibifion are no exception in
this regard. The subject of sludy may in each
case be very limited, but if there is great falent
then the work or process is imbued with addition-
ol meanings, which serve 1o broaden our expe
nence and perception. The general trends in
conlemporary art were oplly described four
years ago by Marting Ratniks, o participant in

art these “instruments” - signs ond symboals = in
other words the language of pop culture in the
wider sense, are used much more directly than
in the works ol Anr_fw,.' Warhol and the even ear
lier work of Marcel Duchamp. It is surprising
how many participants of “2 SHOW" have chor
sen the “weapons” or "affributes” of mass cullure
in particular as the “raw material” for their artis:
tic research activities. But perhaps there is noth
ing surprising in this, since, os already mef
tioned, copilalism in lotvio hos recently fri
umphed “completely and for all time”, and now
its local modifications are worth studying under
the "microscope” of art too. In the words o



For

American theoretician Paul Mattick: "Art devel
oped along with the commercialised mode of
production that become capilalism, and it is on-
ly by understanding ort as an aspect of this
mode of production that the supposed anlagor
nism between them [central to cesthetics) = and
so the idea of ort’s autonomy - can be under
stood. "

artists, study develops info an afiractive produc-
tion, where, re-phrasing the words of Mara Trau-
mane, “+things” play a mojor role. Of course, a
variety of works are being created in contempo-
rary art, and fiction too — without linking things
- has a visible place. However, the opproach of
Duchomp, where an obiject, porticularly on in-
dustriallymanufactured item, has the deciding
role, is still maintained in the practice of contem-
porary art. Over the course of time, the reody-
made approach has been transformed from the
construction of the artistic context itself to the
field of description of life, commentory, query
and study. Readymade is no longer just a sub-
stitle for “anything”, os in the “glass beads”
chess of Duchamp or infinitely reproducible re-
production in the social sefting, like the silk-
screens of Warhol.

In the contemporary application of ready-made, the

readily-apparent, everyday meanings of an ob-
ject are revealed in a work of art as exciting nar-
ratives on consumption, communication, wishes,
passions, losses and so much else.

Take, for example, Katiina Neiburga’s 2002 video

"What's in the girls’ handbags®, which seeming-
ly told about the contents of the handbags, as re-
vealed ot the request of the artist by various girls
in the toilets of Riga clubs. However, this world
of things shows up cerlain regulorifies, where
some object or other reveals the person’s poorly-
hidden insecurily or even desperation. The video
*Magic things” created by Katrina Neiburga for
the “2 SHOW" exhibition deols with the world
of +things, which hos been created by some
people to make a profit from obijects that are in
essence enfirely unnecessary fo anyone, while
othets accept this artificial world as selfevident.

Very important within the process of crealing a work

ol art, or creating new meanings, is the local
conlext in which one operales with things: in
very rare cases al the beginning of the 21st cen-
tury is something “universal® very absorbing. As
is known, there are works where the conlext is of
secondary importance ~ this opplies particularly
lo the masters of new British ort, Damien Hirst or

the brothers Dinos and Joke Chapman, but art of
such intensity is hard to find in our country. In the
first half of the 90s, Olegs Tillbergs sought such
an emotionally charged and generalising form of
expression, but even his best works (with ceror
plones, whale bones and Soviet army boots)
were woven inlo the locol context.

Such a “situation” in art -~ themes recognisable with-

in some narrower sefting — not only tesfifies 1o o
wish for greater communication with the viewer.
Rathey, it is a reaction fo the heroic arrogance of
the Modemnists of the first half of the 20th centu-
ry. who considered that they could sublimate
some definite allencompassing substance of spir-
ivality or some absolutely valid recipe for trans-
forming society. The clearheaded person and
artist will understand that it is impossible to en-
compass “everything”, but this does not mean
that we will ever see an end lo ulopian ideas in
life and art.

“Uropia Station”, seen at Arsenal within the frame of

the 2003 Venice Biennale, was an extensive but
unambitiously naive parade of idedlistic ideas.
The beauty of developments in thinking was hard
lo oppreciote precisely because of the absence
of heroic gestures — all the statements remained o
the level of a “gettogether”. Ulopia had become
attached 1o the noisy bustle of communication.

In the case of the success of a work, even if the theme

is fully understood only within @ particular miliey,
the “universal” hos been odded. See, for exam-
ple, how the “Teashroom” project from 2000, by
Katrina Neiburga and Péteris Kimelis (the Primitive
group), is rooted in the Soviet era and pre-wor -
dition of our region, The fungus grown in a three-
lire jor and wotered with sweet tea was o “self
grown friend” o term coined by Primitive] in
countless fomilies, and enjoyment of this sour bev
erage was part of many people’s everyday life.
By promoling the growing of the lea mushroom,
identifying the presentday users and organising o
promotional compaign in the medio, the Primitive
group, together with the Open bureau, created a
touchingly poetic overall image of the process
they had brought about. It had o brood, general
messoge, in which the direct social statements
["No o Cococolonisation!”, as the project auv
thors expressed it} were mingled with the idea of
the warmth of human relationships handed down

through the generalions.

It is significant that, contrary to the deconstruction of

Postmodernist theory, where signs cannot be
subject to a single interpretation (Derrida), all the

41
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[who is present ot these works of art).”

At the "2 SHOW" exhibition, the purecullure group

presents the “fashion® of Riga’s senior cifizens,
i.e. pictures of old people who have kept for
many years the attire they have carefully select
ed and maintained in the Soviet era. It is simply
the documentation of a process, again elevated
to an “artistic” level. The authentic process itself
hos token place when, for example, these old
people participated in the shows orgonised by
Simona Veilonde and Emils Rode under the fitle
of "Riga Fashions”.

The interest shown by this generation of artists in the

circulation of “+things” in the socicl setting is not
limited 1o the creation and documeniation of pro-
cessuol works of art. By alienating the seemingly
ordinary, as “represented” by some item, they
raise it 1o the level of a parodox or even a symr
bol.

Dita Pence has identified as stress inducers the ordi-

nary yellow and differentcoloured sticky labels,
used as reminders of vorious tasks to be done,
while hér sister Anta Pence has used one comput
er monilor for illuminating vorious perspectives.

One might regord as the most grolesque expression

of “+things” in our exhibition, and maybe even
within the whole sphere of activity of the third
wave, the light box “History” by Martin$ Rainiks.
The overall image observed in the window of
the McDonald's eatery in Riga's Station Square
~ many small children’s loys added o fast food
and the bright sign “History” above it all - testi-
fies 1o the relotionship between our own “baler
ney” and global kitsch. In the interview quoted
above, Manlins Rainiks asserled that ar's relo-
tionship with “baloney” is also imporiant. Kristi-
ne Ploksna has over the years become recognis:
able by her “cool” studies of some closed envi
ronment, rendered with the brightest imagery in
her painted “comics”. Her painted stories show
the oppearance of some anonymous person in
some anonymous ploce that is nevertheless rec-
ognisable within today’s commercial sefting (the
cinema or office). The anonymous person pro-
ceeds in a programmed correct way, but the
viewer alwoys has a nagging feeling that he is
about lo do something “crozy”.

Within our joint Latvian-lithuanion exhibition, Kristine

Ploksna's venture is one of the most contextually
coloured. Belore accession to the European Un-
ion, there is o border between the two countries,
but it is not just a physical border: it is clso the
already-mentioned non-contact between two art

environments, Krisfine Ploksna is ogain painting
the world of objects, but this time it is cugment
ed with “real” things. Hundreds of litle 1oy cars,
seemingly journeying back and forth between
lotvia and Lithuania, are raised 1o the level of o
communicative symbol.

Of course, in describing all of this, the question un-
wittingly arises concering the meaning of all
these works of art. What gives rise to meaning
outside the limits of the development of proles-
sional ar, where the characteristics of art in
terms of iconography, content and style are pro-
vided by the age and tradition? How great is
the meaning, for example, of Emests Klavind’
paintings in which his “+things” again represen!
our own “baloney” raised 1o the level of a sym-
bol? This is expressed os an arrangement of
rooted from their context [the kokle player, girls
in national costume], or the grolesque sphere of
ideologisation of monuments.

Meaning is in the thinking, for which a correspond-
ing visual or acouslic expression has been
found, resonating in o different manner to infor
maticnal or decorative items.

This is what artist Erests Klavin3 said one spring aft-
ermoon about his art in a personal conversation
with the curator of the latvion section of *2
SHOW?®: “I'm not interested in art. I've come to
undersiond that you don't need lo do anything
superfluous.”

IV. The lyrical technocrats

Along with major reorganisation ot art colleges and
at the Lavion Acodemy of Art, and also owing
to the octivity of edab, which permitted student
parlicipation, the compuler processed image
ond sound has become the medium most com-
monly associated with the new art. It is precise-
ly the application of particular technologies that
has seemed more significant for the wider audi-
ence thon the aspect of conlent, described
obove.

However, strictly specking, technology is not deci-
sively important. It is undeniable, nevertheless,
that many stylistic possibilities creating appropri-
ate thematic moods = animation, interactivity,
manipulation of images and sound, and other
possibilities - have appeared in art only along
with the lotest technology.

Equally, it is hard to deny that TV, particulody adverts,
has accustomed the viewer lo moving images.
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ogies. The stories and skeiches of the young art
ists derive from the unusual poetry of the elec-
tronically reworked image, which is difficult io
express by other means.

One of the greates! possibilities of digilal technole-

gy Is in the utilisation of documentary material.
This is the possibility of toking a photograph, o
fragment of film, o sound recorded somewhere,
and then transforming it, creating a fiction col
oured with fantasy.

It should be said, moving away from the description

of digital video, that there are also new masters
participating in our exhibilion who use for the
creation of their images @ much more complicat-
ed method than simply the digitol reworking of
the filmed image.

For example, Kaspars Podnieks takes an entirely dif-

ferent route. He films or photographs something
he has carefully staged in advance, generally
on his parents’ form ot Drusti. He has created
works where o red line or a white free in the
landscape is not a string of figures on the screen
and in the computer's memory, but rather a reak
ity in nature. Kaspars has come into ort with @
clear attitude towards virtual reality and ifs the-
matisation in the creative projects of recent
years: His works are consiructed in a strictly conr
ceptual way - seeking out the boundory be-
tween reality and fiction, parficipation and obr
servation, the artificial and the natural.

Kriss Salmanis too has used several different tech-

niques lo creale his short video clip “laéplésis”,
featured in our exhibition. As seen from experi-
ence with exhibitions, the viewer generally relies
on the documentary origin, and then submits fo
the magic of monipulation (imogination).

Imagination and reality merge in an indivisible flow

of images in the mulimedia work "Have a Nice
Night!" by the F5 group (2002], which pro-
vides a comment, through technical means, on
and 50 was o nighHime trom jouney fo the end
of the line. In the cily, it is only at the end of the
tramline that one con see the stars, which other-
wise disappeor in the overabundance of artifi
cial nightights. The filmed closeups of people,
gradually replacing one onother, show how the
pupils of the eyes change in reaction to light.

It wos a visual fontasy, olmost @ horror movie, since

a gleam of light caused the pupils - thanks 1o
computer processing — o chonge much more
radically than they do in reality.

light as a frogile poetic substance has been present

in several digital video projects by young arfists.
The outstandingly talented Monika Pormale,
whom, on account of her long experience of ex-
hibitions, shows and film, | would not want to in-
clude omong the “young ones”, showed in the
*Contemporary Utopia” project, by the LCCA,
sensually concrete rays of light filmed by herself,
the flow of which formed thousands of ethereal
abstract drawings. This work was inspired at o
distance by American filmmaker and light re-
searcher Jim Davis, whose own film was demon-
strated alongside Monika's work.

For her part, Dace Dzerina hos, in the frame of “Con-
temporary Utopia”, shown, in emotionally fragile
terms as always, but perectly “silishly” in a slow,
plastic video o speededup diumol change of
light in the windows of o multistorey block.

Poetic fictions whose exhilaroting mystery makes one
remember them for a long time, have been creot
ed by onother arfist from the F5 group, leva Ru-
beze. Her video films crecled outside the F5
group are stories without any beginning or end,
they are the movements of images of impressive
characler and appearance. leva’s films lie out
side the realm of sociol regularities. Although
they use documentary scenes as their basic mo-
terial, they touch on "another” irrational world.

The “other” reality, usually invisible, but seen by leva
ond brought to us os well, is just beside us -
these are circus artists who, in the film “Abroco-
dabra®, crected by leva for *“Contemporary Uto-
pia®, perform slow-motion gymnastics in front of
only o strange oudience ~ snow-covered trees in
o forest and... us, the viewers, who see on the
screen a once-dreamed dream.

Vibrating between dream and redlity is leva’s film
*And others®, in which o linle boy is able 10
change into a powerful monster that can com-
pele even with o large dog. The end of the vid-
eo “And others”, where the boy sleeps amid
bright flowers - in o “beautiful® setting, which
must be constantly filmed and recorded in writ
ing in order to affirm some kind of “values” — has
a certain offinity with the work by F5 for the *2
SHOW?® exhibition.

Viewing the videos and other works in our exhibition,
it becomes clear that we ceriainly cannol speak
of any single strategy employed by the artists.

However, there are related themes, and these lie not
simply in the alreody mentioned world of con-
crete things and the “indecencies” of marketing.
While Santa Oborenko is seeking “Security” in
filming house walls, for Dace Dzeripa the world



is @ priori insecure. This time Dace reveals this
by building an artificial wall that unexpectedly
irembles every once a while. On another occar
sion the SCCA exhibition “Ventspils Transit Termi-
nal”, 1999), Dace built on the pavements of
Ventspils what might be described as small, soft
rampolines that moved or sank slightly when the
pedestrian slepped on them. This quite compl
cated creation might also be regarded as a sen-
siive example of “lyrical tlechnocracy”...

While we may perceive a basis for such “feminine”

conceptualisation in our own art environment, we
lack any serious theoretical study of the essence
ond tasks of feminism, However, even without all
the theories, works have been created that ot
lempt 1o sum up the distinctive young women's
perspective in the new art. The best example of
such a project is the weeklong combination of
processual and other kinds of ot by young fe-
mole artists, promoted by Monika Pormale and
Katrina Neiburga in 2002 under the fitle “The
Sixth Element” ot the Riga holel Nams 99,

In this exhibition/event, squeezed into o very short

space of time, although the artists were seeming:
ly dealing with *girls’ themes”, there was a great
diversity of works. One could find exomples of
“everyday art”, such as when the Ma 123 group
involved teenage girls in various “leminine” ac-
tivities. Ve might also regard as “everyday on”
the opening performance, where the women art
ists and curalors contributing to the exhibition
held a real cerobics session, conceived by artis!
Kristine Kursida, featuring in our project. Per-
ceived entirely differently were the emolionally
coloured works ~ such as “liberation” by Dace
Dzerina. Here, the faces of three girls seen
close-up on video monitors literally screamed out
heightened emotion, followed by telling (sterec-
typical relaxation...

Some of the younger participants in 2 SHOW"

project as well have wandered into the laby-
rinths of studying relationships, indirectly domi-
nated by emotional selfcognizance. Such are
the temperamental and ruthlessly candid videos
b{KﬁaﬂnaKumiiu.m#nmepu'dmim
fion" and “success” are only some of the words
used fo describe the content, In association with
the smouldering feelings incorporated into the
works, the formal expression is somewhat remi-
niscent of a kind of “cold baroque”.

On the other hand, the reticent, emolionally re-

strained, minimalist video installation “Motel” by
Whmma-iwllkeﬂnmiypuirdir@d

The “Third Wave” in lavia's new ont

Kristine Pluksna — deals with the systemic falality
brought about by people themselves, and poss
ble divergences from this course.

Such a range of content within the frame of a single

project, which brings together similar si/listic op-
proaches, is nothing unusual in the new art. Even
a single group, F5, represents o meeting of ex
ceedingly diverse arfists, (It must be said that the
"Famous Five” are wont 1o appear as a group of
three, five or even six artists. The most noticeable
works been produced by Martind Ratniks, leva
Rubeze ond liga Marcinkeviéo, working in cok
laboration with Ervins Broks and Félikss Ziders.)

The works of Marting Ratniks are characterised by o

rational structure and “media archaeology”,
along with the involvement of “acoustic space”,
as well as toying with the graphic and spatial
possibilities of the electronic image, which has
already come “dangerously” close to equating o
work of art with the level of o piece of adveris
ing. The approaches of Ervins Broks and Félikss
Ziders might be charocterised in similor lerms.
The heightened sensitivity of liga Marcinkevica
towards social phenomena, augmented with the
poetic passion of leva Rubeze for creating fic-
fion, provides a good tondem for the projects’
overall success formula.

It must be admitted, though, that in quite rore coses

have works been created in this generation that
bring logether a flight of imagination with harsh
documentality, where humour and playfulness is
ranged along with analytical conceptualism, and
which would give o view of the several “ages”
that exist synchronously and parallel in today's lat
via. A rare project of this kind is the joint work by
Dita Pence, Ance Pence and Dace Dzerina entr
fed “Evening party “The Old Monkey - 1007

On view at the floating gallery Noass in 2002 was

a multimedia exhibition that gives a slightly iron-
ic but at the same time immensely touching im
age of some “average” prominent individual -
the “Old Monkey” — on the occasion of his birth-
day. Seen in terms of video and objects was the
way that authorities in cullure have customarily
been feted within the Latvian civic, Laivian Sovi-
et and postSoviet seffing, the smallminded bick:
ering about “pecple’s artists” in between their
birthdays and oll the ceremonious worldly bustle
that surrounds such an event in contemporary fra-
ditional expressions.

Here it is worth asking: what “the Old Monkey”

would say about the new Latvian art to the curor
tor of the Lalvian section of the *2 SHOW” exhi-



bition on on autumn alternoon in 200372

Most |13ce|'f_ he would recite a poem that lifts the veil
ol mystery still clinging around the brood and
widely bifurcated mass of postSoviet art in all of
lotvia (not only this generation) ond which is
hard to perceive for someone from “outside”:

"l look you in the loce, evening sun,
How your look glared in the day!
Now it warmly enters the soul

And my eyeilds are filled with roys

You geane great evening sun,
You, eye of the world, ask me
- What was your course, you swilt life?-
But in me it's all shining and silent.”
Mirdza Kempe

V. Are they marginalia?

All of the above applies, of course, fo that circle of
young orfists who will quile rightly be consid-
ered in time as o generation. Of course, they
are nol all here (for exomple, there is o hope
that tormer F5 member Rendrs Krimind will not
have strayed far from arl...}, but very many fal
ents are also hard to find in one small geograph-
ical space.

No mistakenly democratic view of art can possibly
describe all the young artists living and working
today os the third wave of Latvian new ort, just
as there cannot be hundreds of major figures in
the first and second wove of conceptualism.

Unfortunately, or maybe just as well, there exists a
mainstream, which permits development to be
viewed in terms of its regularities. These regular
ities are siftled out al international events. And
only these tell of development and contempora-
ry relevance

Why shouldn't there be many good young painters
in latvio? By all means! But this is a “school”,
not a generation. The generation is painting
within the coordinates of Ernests Klaving, Krisfine
Ploksna and Evelina Dei¢mane

Those who don't belong o the “generation” are nol
left "outside the piclure”. They have voluntarily
joined a different “picture”, which has its own
exhibitions, systems of galleries, symposio, asso-
ciations and other goingson

Usually remaining “outside the piclure” are those
whose artistic longuage, no! the quality of their
work, diverges from the mainstream,

Some of them [but, of course, not all), teature in our

exhibition. The young journalist Kaspars Gobo
wh{} hOE I]irEDd\_.r pCIHiEIpCIlE'd in 1he exhibition
“The City. Stories about Riga” held by the LCCA
with his series of pholographs of gypsies, ogain
seemed impossible lo exclude, because ot his
specific socially aesthetic message. Goba's typ

Anta Pence, Dito Pence, Dace Dierina
“Rodoiais vakars “Vecojam Mérkakim - 100°°. 2002
“Evening party "Old Monkey - 100"". 2002

Galerija "Nooss”, Rigo
Gallery Noass, Rigo

ically documentary pictures and films tell, ot @
high level of concreteness and at the some time
ot o level ol generalisafion, about one Russian
part of loday's latvia, which should be remem-
bered by everyone. Such a project was mos! ap-
propriate for an exhibition aimed ot SHOWING
the perspective of the young, creative person,

Another “marginal figure® in our exhibition is pholog
ropher Gunda Balode, who studied set design,
but has nevertheless decided to stay with pho
tography. She is a marked ond very lalented
“child” of her outstanding teacher, the prominent
middle-generation Laivian photographer Andreijs
Grants. But Gronts’ school of photography,
while it siands aport from the whirlwind of con
lemporary art and exhibition practice, is never
theless a serious “incubator” of the poetic visual
perspechve

The initial idea tor the exhibition was very closely en-
twined with the mythology of *+ things® and “-
things”, clong with some other things. This is af
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so reflected in several works by our artists.

The overall imoge of the exhibition, as it has now de-
veloped, represents more of a concentration on
the third wave in art and life.

Significantly, one of the most unusual young masters
Girts Korps [under the “assumed name” and
project name semema), when he was invited 1o
participate in this event, inifially hesitoted. He
himself regarded that his activity, collecting and
bringing together noise and noise groups in our
region [we see that Girts is the only one who has
0 joint project with Lithuanion colleagues),
stands him apart from customary exhibition prac-
tice. He asked for time to consider the idea.

And this is what artist Girts Korps said in a personal
[telephone] conversation with the curator of the
laivian section of “2 SHOW" one spring affer-
noon in 2003: *I've decided to toke part.”
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