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1984. gada pavasari visas padomju Latvijas rimo un miermiligo kultdras dzives ritéjumu satricinaja
notikums — izstade “Daba. Vide. Cilvéks” Rigas Sv. Pétera baznica. To var uzskatit par nozimigako un
vérienigako méginajumu Latvija veidot konceptualu izstadi. Koncepcijas autors bija gleznotajs un makslas
teorétikis Ojars Abols (1922-1983), kurs pats diemzél nepiedzivoja savas idejas realizaciju. Vina ieceri
istenoja domubiedri — Janis Borgs, Laimonis Sénbergs un citi vecakas un jaunakas makslinieku paaudzes
aktivisti (sk. LPSR Makslinieku savienibas valdes 1983. gada protokolu Nr. 21). Saja ekspozicija lidzas
tradicionali izprastai glezniecibai, grafikai, plakatam un téniecibai bija plagi parstavéti jauni interaktivi
makslas veidi — instalacijas, vides objekti, fotokolazas, instalacijas ar perfomances elementiem. Zaigaiun
Jurim Putramiem, Andrim Brezem, Ojaram P&tersonam, Indulim Gailanam, Leonardam Laganovskim, Inesei
un lvaram MailiSiem, Janim Mitrévicam un daudziem citiem $obrid plasi pazistamiem latvie$u laikmetigas
makslas meistariem ta bija pirma nozimigaka kopskate. 1984. gada izstade “Daba. Vide. Cilvéks” bija

butisks pavérsiena punkts, kas “attirija” ceJu visam alternativas makslas aktivitatém nakotné.
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In the summer of 1984 the calm and peaceful rhythm of the cultural life of the whole of Soviet Latvia
was shaken by an event — the exhibition “Nature. Environment. Man" in Riga’s St Peter’s church. This may
be regarded as the most significant and ambitious attempt to form a conceptual exhibition in Riga. The
author of the concept was painter and art theoretician Ojars Abols [1922-1983) who, unfortunately,
did not live to see his concept realised. His project was completed by like-minded contemporaries Janis
Borgs, Laimonis Sénbergs and other activists of both older and younger generations of artists. (See the
minutes of the board of the Latvian SSR Artists' Union 1983, Nr. 21.) Alongside the traditional painting,
graphics, posters and sculpture, there was also broad representation of the new interactive forms of art —
Installations, environmental objects, photocollages, installations with performance elements. For many of
today's masters of contemporary art in Latvia, for example, Zaiga and Juris Putrams, Andris Breie, Ojars
Pétersons, Janis Mitrévics, Indulis Gailans, Leonards Laganovskis, Inese and Ivars Mailitis, this was their
first significant group show. This 1984 exhibition was a quintessential turning point that cleared the path for

all the alternative art activities that were to follow.



Nekas nerodas tuk$a vieta. 20. gs. 60.-80. gadu tie3a vai netieSa ietekme uz makslas un kulttras
dzives procesiem 20. gs. 90. gados un ari 21. gadsimta nav noliedzama. Sis laiks sagatavoja augsni
talakai makslas un kultdras kustibai. Diezgan pretrunigs un reglamentéts, tas bija ari labas makslas un
nozimigu notikumu laiks Latvijas télntﬁjé maksla, literatira, dokumentalaja kino, teatri. DiemZél daudz vél
ir neuzrakstitu un dokumentali nefiksétu materialu par $o tuvo pagatni. Misu atminas gaist paradoksali
atri, domas un atzinas mainas, més visi gribam bat Joti laikmetigi, bet katra — pat vispretrunigakaja —
viedokli ir sava daja taisnibas.

Saja gramata sakopoti gan dazadu paaudzu makslas specialistu raksti, gan notikuma dalibnieku
atminu vizijas, un tas uzdevums ir ne tikai méginat konkréti atceréties 1984. gada izstadi, bet ari parvarét
parravumu, kas veidojas starp 20. gs. aktivo makslas telpu un jau 21. gs. notikumiem Latvija.

Par spiti 20. gs. vésturiskajam kolizijam un padomju varas diktatirai, kas Baltija pastavéja isaku
laiku neka citas PSRS teritorijas, Latvija notika nepartraukti laikmetigas makslas procesi (sk. Jana Borga
un Anitas Vanagas rakstus gramata). Runajot par avangarda tendencém 20. gs. otraja pusé, jaatceras ka
daudzas lietas, ko nevaréja atjauties socialistiska redlisma dogmam strikti pakjautajas télotajas makslas
nozarés, bija iespéjams risinat ta dévétaja dekorativi lietiSkaja maksla un dizaina. V&l makslinieki relativi
brivi un nereglamentéti varéjaizpausties ikgadéjas Makslas dienas, kas Latvija kjuva ne tikai par atraktiviem
pilsétas un makslas svétkiem, bet ari par nozimigu nacionalas pasapzinas manifestacijas fenomenu.

Izstades “Daba. Vide. Cilvéks” pirmsakumi mekl&jami cita eksperimentala izstadé. 1972, gada
Eetrdesmit devini jaunie interjeristi, dizaineri un dekorativi lietiSkas makslas meistari republikas jauno
makslinieku 9. darbu izstades ietvaros izveidoja konceptualu skati “Svétki” toreizéja Zinatniski tehniskas
informacijas un propagandas institita (tagadéja Rigas Fondu birzas nama) izstazu zalé. Kataloga ievada

Nothing can come from nothing, The direct or indirect influence of the 1960s—-1980s on the art
and cultural processes of the 1990s and the 21st century cannot be denied. This period prepared the
ground for the future development of art and culture. As well as being a quite contradictory and regulated
time, it was also a time of good art and significant cultural events in Latvian visual arts, literature, theatre
and documentary cinema. Unfortunately there is still much to be written and recorded on this recent past.
Paradoxically, our memories quickly fade, our thoughts and conclusions change; we all wish to be very
contemporary but in every, even the most contradictory opinion there is some element of truth.

This book is a collation of articles by art specialists of various generations as well as the memories
of those who were involved in the events of the time. Its aim is not only to attempt to remember the 1984
exhibition in concrete terms, but also to overcome the breach that is forming between the active 20th
century art space and the current 21st century events in Latvia.

In spite of the historical collisions of the 20th century and the dictatorship of the Soviet regime
that existed in the Baltic for a shorter time than in the other territories of the USSR, contemporary art
processes developed uninterruptedly in Latvia [see the articles by Janis Borgs and Anita Vanaga in this
book). In considering the avant garde tendencies of the second half of the 20th century, many things that
were unthinkable in the visual arts subject to the strict dogmas of Socialist Realism, were possible in the so-
called decorative and applied arts and design. Artists were also relatively free and unregulated to express
themselves in the annual Art Days that in Latvia were to become not only enjoyable city and art festivals, but
also a significant manifestation of national self-consciousness.

The origins of the “Nature. Environment. Man" exhibition can be found in another experimental exhibi-
tion. In 1972 forty-nine young interior designers, ﬁesignem and masters of applied arts arranged a conceptual



viens no tas autoriem un ideologiem Janis Borgs rakstija: “Ta veltita krasas un formas maksliniecisko
iespéju mérktiecigai pielietoSanai. Te tiek demonstréta telpisku noskanu daudzveidiba, kas pakartota
jaunibai un musu laikmetam tik tuvajai témai “Svétki”, ta sasaucoties ar Padomju Savienibas pusgadsimta
jubileju. Si ekspozicija radas, pateicoties tas veidotdju entuziasmam un kolektivai sadarbibai, kuras
rezultata ir panakts misu republikas makslas praksé pirmreizigs sniegums.”’

Saja dizaina skaté izpaudas daudzas savam laikam novatoriskas tendences, kuru iespaida
gleznotajs un makslas teorétikis Ojars Abols saka attistit ideju par nu jau vairdk konceptualu izstadi
nakotné. Sava 1972. gada avizé “Literatiira un Maksla” publicétaja raksta “Laiks, telpa un poézija” vin$
iezimé izstades pozitivos faktorus, trikumus un nakotnes virzibu: “Izstadei ir vienota pamatideja: cilvéks
un vide, svétku vide. levéribu pelna izstades tapSanas process, visu autoru lidzdaliba visos izstades
veido$anas jautajumos. Ansamblis ir kolektivs darindjums, bet bez paraksta ir anonims, Sis apstaklis it
ka zimigi atgadina mums, ka visa industriala vide ir anonima (..} Ja, patie$am, ir divas pakapes: zemaka —
dekors un augstaka — makslas darbs. RobeZas starp tam griti novilkt."

Paraléli Sai vérienigajai skatei bija vél citas — Henriha Vorkala, Ata levina, Arvida Priedites, Jana
Borga un Laimona Sénberga izstade Zinibu nama (1971), republikas plakatu izstades, tekstilmakslas
izstades, kinétiskas makslas pionieru Valda Celma, Artira Rinka un Anduja Krimina izstade “Forma.
Krasa. Dinamika” Sv. Pétera baznica (1978]) u. c. Galvenais - tas visas atklaja alternativas domasanas
lespéjas un sagatavoja augsni 1984. gada ekspozicijai “Daba. Vide. Cilvéks”.

1978. gada Ojars Abols kopa ar Jani Borgu izstradaja projekta pieteikumu izstadei “Humana vide”,
kas bija paredzéta, tomeér netika realizéta Starptautiska vides aizsardzibas simpozija ietvaros ta pasa gada
novembri un decembri. Svarigakais $aja projekta pieteikuma bija stingri nospraustais virziens uz dazadu

show “Celebration” within the 9th Show of Works by Young Artists. “Celebration” took place in the exhibition hall
of the then Institute of Scientific Technical Information and Propaganda, now the Riga Stock Exchange. In the in-
troduction of the catalogue, one of its authors and ideologues Janis Borgs wrote: “It is dedicated to the purpose-
ful application of the artistic pnssibiliti;:-s of colour and form. It demonstrates the variety of spatial moods that
come under the theme of “Celebration”, a subject close to youth and our age and echoing the half centenary
jubilee of the Soviet Union. The exhibition was made possible by the enthusiasm of its organisers and collective
co-operation. As a result we have achieved a unique contribution to the art practice of our republic.”

This design exhibition saw many tendencies, which were innovative for the time. Under its influence
the painter and art theoretician Ojars Abols began to develop an idea for a more conceptual exhibition in the
future. In his 1972 article “Time, space and poetry” for the newspaper Literatira un Maks/a [“Literature and
Art") he pointed out the exhibition's positive factors, its defficiences and future direction: “The exhibition
has a unified idea: man and the environment, a festive environment. Worthy of attention is the process of
the creation of the exhibition and the participation of all the authors in its organisation. An ensemble is a
collective creation, but anonymous without a signature. This circumstance seems to remind us that the
whole industrial environment is anonymous |..] Yes, there really are two levels: decoration is the lowest and
art —the highest. The buhndarg between them is difficult to define." *

In parallel with this impressive show there were others too the exhibition by Henrihs Vorkals,
Atis levin$, Arvids Priedite, Janis Borgs and Laimonis §énbergs in the House of Knowledge (1971},
republican poster exhibitions, textile art shows, the 1978 exhibition “Form. Colour. Dynamics” by the
pioneers of kinetic art in Latvia Valdis Celms, Artirs Rinkis and Andulis Krimin$ held in St Peter's
Church. The main thing to remember is that they all revealed the possibilities of alternative thinking



makslas veidu apvienosanu (gleznieciba, télnieciba, grafika, plakats, dizaina projekti, fotografija un foto-
kolaza, diapozitivu projekcijas, filmas, teksti, dokumenti, skanu ieraksti, speciali inscenéta vide, inscenéta
darbiba). 1981. gada avizé “Literatira un Maksla” tika publicéts Ojara Abola raksts “Cilvéka vieta uz masu
nemieriga planétas”, kas turpina pardomas parieceréto izstadi. Apbrinojami laikmetigi ari $odien skan daudzas
no raksta paustajam atzinam: “Industriala sabiedriba ir ka medala ar divam pusém: viena puse nozimé razot,
otra— patérét. No vienas puses — cilvéks tiek macits kapinat razosanu, bet, no otras, — pieradinats iegadaties
visu, kas dabijams. Vairojas tieksme péc mantas, cilvéks pieskir lietu pasaulei lielaku nozimi, neka ta pelnijusi.
Acu prieksa krajas konkrétais, tieSais, satveramais, taustamais. Betons blivéjas lielakas masas neka melnze-
me puku dobeés. Acis meklé garigu lidzsvaru visam tam, teiksim, makslas darba veida, bet neatrod. Ja neatrod,
tad cita iznakuma nav: materialas vértibas kjst par lietu méru, patérin$ kjast par dzives formu.”

Kas ir divdesmit gadu pret mzibu? Viens iss laika zibsnis, bet kada cilvéka dzivé tas ir vesels
posms, iespéjams, pat nozimigakais. Ari misu valsts nesenaja biografija pédéjie divdesmit gadi ir
bijusi milzigu parmainu laiks: iepriek$ neprognozéts véstures kilenis, nemitigu politisko svarstibu un
ekonomisko mutaciju laiks. To ievadija $kietami mizZiga PSRS vadona Leonida Brezneva pék&na nave, kurai
sekoja netipiski biezas politbiroja mainas un jauna vadona Mihaila Gorbacova atklasme par piejautajam
kjadam. Atku$na svaigds vésmas strauji nomainija reibino$a brivibas apzina, kuras eiforija atri vien
pagaisa ikdienas rlipés, rutina un klasiska kapitalisma vérienu ieguvu$aja cina par siltu vietu zem saules.
Sis laiks ir veidojis ari pavisam citu darbibas un attistibas modeli visu nozaru rado$ajam personibam.
No padomju perioda kultivétas Ezopa valodas lidz saldajai brivibas visatjautibai, no vienkaréa makslas
radisanas prieka lidz racionali pardomatai makslas realizacijai konvertéjamas preces forma. Laiks, “kad

més visi no maksliniekiem palikam par projektu rakstitajiem™ (Alvis Hermanis).

and paved the way for the 1984 exhibition “Nature. Environment. Man”.

In 1978 Ojars Abols and Janis Borgs prepared a project to be submitted for the “Humane
Environment” exhibition. This was to be a part of the International Symposium on Environmental Protection
that was to have taken place in November and December that same year but never did. The important aspect
of their project was a strictly defined direction towards the combination of various types of art (painting,
sculpture, graphics, poster art, design projects, photography and photocollage, slide projections, film, texts,
documents, sound recordings, specially staged environments, staged activity). In 1981 Literatdra un Maksla
published Abols’ article “Man’s place on our uneasy planet”, which continued to reflect on the envisaged
exhibition. Many of the ideas expressed in the article sound remarkably contemporaneous even by today’s
standards: “Industrial society is like a medal with two sides; one side is production, the other — consumption.
On the one hand people are taught to increase production but on the other, they are accustomed to obtain
everything that is available. The desire for material goods increases; people attach greater meaning to the
material world than it deserves. The concrete, direct, and tangible grows before our very eyes. Concrete piles
up in greater masses than the earth in flowerbeds. Our eyes look for a spiritual counterbalance to all this
in for example, the shape of a work of art, but can't find it. If we can’t find it there can be no other outcome:
material values become the measure of things and consumption becomes a form of life.”

What are twenty years compared with eternity? A mere flash of time but for a person’s life itis a
whole stage, perhaps the most important. The last twenty years of our country’s recent biography have also
been a time of immense changes: a previously unpredicted somersault of history, a time of constant political
fluctuation and economic mutations. It was heralded by the sudden death of the seemingly immortal leader
of the USSR Leonid Brezhnev. This was followed by atypically frequent changes in the Politburo and new



Starpposma robeZskaitli 1984 un 2004 organiski ieklavas gramatas “Daba. Vide. Cilvéks”
koncepcija, jo visi rakstu autori 1984. gada notikumus vértéja izvérsta hronologiska skérsgriezuma —
pirms tam, toreiz un tagad. Sakotngja iecere vienkarsi saglabat atri zido§as nesenas véstures liecibas
nakamajam paaudzém darba gaita kluva aizvien pladaka un ieguva jaunus vaibstus. Katra rakstitaja
apzina Sis notikums ir veidojis savu atminu mozaiku, dazadu faktu interpretaciju, to nozimibas vai
maznozimibas akcentus. Galu gala ari Jaunajai Deribai ir Cetras dazadas evangélistu liecibas. Vésture
nav tikai sakartota datu baze vai noputéjusi arhiva skapyji, ta ir “dziva miesa”, kam vajadzigi gan zinatniski
traktati, gan romantiskas atminas par jaunibas naivumu un entuziasmu, par spoZiem talantiem, to
sekotajiem un plagiatiem, par nelokamu parliecibu un zGdoSiem idealiem.

Ojars Abols: “Vide universala izpratné nav pasivs apvalks, bet drizak aktivs process, kas ne
vienmeér ir redzams. Vide ir cilvéka identitates lauks, ta sastada misu iedzivi, veido misu uzskatus, misu
subjektivitati. Vide ir viss socialais konteksts, un apak§tému saturs praktiski ir viss dzive socialais saturs.
Vide ir gadsimta kultdras slanis, pagarinata tieSamiba, kas sniedzas talak par redzamo un taustamo

virspusi.”®

leader Gorbachev's realisation of the mistakes made earlier. The fresh breeze of the thaw quickly became a
dizzy awareness of freedom. Its euphoria soon evaporated into everyday cares, routine and having taken
on the mantle of classical capitalism, the struggle for a warm place under the sun. For creative people in
all spheres, this time also formed a quite different model of activity and development. From the language
of Aesop cultivated during the Soviet period to the sweet anything-goes-of liberty; from the simple joy of
creating a work of art to the rat*innallg thought out realisation of art into the form of convertible goods. A time,
“when we all changed from being artists into project writers.”*(Alvis Hermanis .

The years at either end of the intermediate period 1984 and 2004 organically fitted into the concept
of the book “Nature. Environment. Man” because all the authors evaluated the events of 1984 in a broad
chronological cross-section —~ before then, then and now. While working on the book, the initial idea of simply
preserving fast fading testimony of recent history for future generations became more ambitious and took
on new features. In the consciousness of every author, this event has formed its own mosaic of memories,
varying interpretations of facts, their significant and insignificant accents. After all, the New Testament has
four different testimonies by the Apostles. History is not just an ordered database or dusty archives; itis “living
flesh” that requires both scientific texts as well as romantic memories of youthful naiveté and enthusiasm; it
is about brilliant talent, its followers and plagiarists; it is about unbending conviction and lost ideals.

Ojars Abols: “In a universal understanding, the environment is not a passive covering but rather an
active process that is not always visible. The environment is a field of man’s identity. It comprises our life,
it shapes our opinions, our subjectivity. The environment is the whole social context and the content of the
sub-themes is practically the whole social content of life. The environment is the century’s cultural layer, an

extended directness that reaches beyond the visible and tangible surface.”
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