PETERGAILA AGRA DZIESMA.
BRIVA MAKSLA -

PADOMJU PRODUKTS?

Janis Borgs

Atri gaist atminu asums un véstures migla zad vél vakardien tik skaidras patiesibas aprises. To apjomi
noapalojas, izplist un apvijas ar mitiem, fantazijam un aizmirstibas putek|iem. Paliek tik apjausma — tur
reiz kaut kas bija...

Soreiz atceramies miisu maksla radikali nozimigu notikumu — 1984. gada Rigas Péterbaznica
sarikoto izstadi “Daba. Vide. Cilvéks". Ta sava zina ieziméja batisku paradigmas mainu teju 40 gadus
garaja cela no ortodoksalas padomju makslas aplokiem uz atbrivotu, modernistisku un Rietumu pasaules
izpratnei tuvu izteiksmibu. Tolaik kopiga akcija uz vienas koncepcijas pamatiem pulcgjas ap simts Latvijas
dazadu paaudzu, atSkirigu pieeju un makslas veidu makslinieku. Ar globali aktualo tematisko vadliniju

‘Daba. Vide. Cilvéks" izstade faktiski parvértas par modernas, daudzéjadi avangardiskas un laikmetigas

THE COCK ON ST PETER’'S

STEEPLE SINGS ITS EARLY SONG.
FREE ART - A SOVIET PRODUCT?

Janis Borgs

Memories soon lose their clarity, and the shape of the truth, so distinct just yesterday, vanishesinto the mist
of history. The features become rounded, blurred and wrapped in myth, fantasy and the dust of oblivion. Only
an awareness remains of what once really was...

On this occasion, we recall a radically important event in Latvian art — the exhibition “Nature.
Environment. Man”, held in 1984 in St Peter's Church in Riga. In one sense, it marked a significant
paradigmatic change on the almost 40-year-long road from penned-up orthodox Soviet art to liberated
modernistic expression approaching the Western perception. At that time, about a hundred Latvian
artists from different generations, exhibiting different approaches and art forms, came together for a joint

event based on a single concept. The exhibition on the globally topical theme “Nature. Environment. Man”



makslas manifestaciju. Lai gan padomju Latvija jau kop$ 50. gadu beigam bija notiku$i jau daudzi
modernistiskas makslas “ekscesi", tada méroga un ar tadu parliecibas spéku lidz tam nekas vél nebija
pieredzéts. Sis masivais padomju ideologisko slizu parravums gan vél neizraisija pladus, bet atklajas ka
agrins lielu vésturisku parmainu véstnesis. Lidz Gorbija perestroikai, cenziras atcel$anai un Atmodai bija
atlikusi tikai dazi gadi.

Kops to dienu notikumiem nu aizritéjusi jau divi gadu desmiti, Un atgitas valstiskas neatkaribas
gados Latvija nereti tiek kultivéts uzskats, ka padomju laikos maksla un kultdra nekas vértigs nav noticis,
ka ta ir bijusi caurcaurém pakartota “okupacijas reZzima” vajadzibam un ideologiskajam nostadném,
totali kontroléta un angaZzéta. Ka visi makslinieki bijusi spiesti verdziski kalpot sistémai un tikai tie gara
stiprakie un noturigakie paretam darbojus$ies disidentiska pagridé.

Sadi primitivi un infantili uzskati lielakoties nakusi no Rietumiem. Rietumniekiem tos varétu
Vel piedot, jo no talajam distancém vérstie pastaisnie skati nereti bijusi ar auksta kara dvingu apmigloti.
DiemzZél Sajos jautajumos naivu pienémumu un nezinas purva sligst ari daja no jaunds paaudzes,
jo pétnieku starmesi pédéja laika galvenokart bijusi vérsti uz nesenads véstures tums$ako kaktu
izgaismoSanu un daZadu Jaunumu atmasko$anu. Un publikacijas par kultras sasniegumiem padomiju
laika dé| pretrunam ar jauno laiku ideologiju bijuSas retas un kautrigi klusas. Daudzi sakusi dzivot ilGzijas,
ka viss labums ari makslas pie mums atnacis tikai 90. gados péc neatkaribas atgi$anas. Un Atmoda,
neatkariba un briviba lidz ar to teju transcendentali it ka no zilam debesim nokritusi bez jebkadam
saikném “paverdzinatajos” latvieSos.

Minétaja totalitdrisma shéma nekadi neiek|aujas ne Kurts Fridrihsons, Boriss Bérzing, Janis

Pauluks un limars Blumbergs, ne Raimonds Pauls un Imants Kalning, ne Imants Ziedonis, Janis Peters un

developed into a manifestation of modern art that was avant-garde and contemporary in many regards.
Although Soviet Latvia had since the late 50s witnessed many “excesses” of modernistic art, until that day
there had been nothing to match the scale and force of conviction seen here. This massive bursting of the
Soviet ideological sluice-gates did not yet bring about a flood, but did reveal itself as a harbinger of great
historical change to come. Only a few years were left before Gorby's perestroika, the lifting of censorship and
the National Awakening.

Now, 20 years have passed since the events of that day. And in the time since Latvia regained
independence, the idea is often cultivated that the Soviet years produced nothing of value in art and culture,
with absolute subservience to the needs and ideological postulates of the “regime of occupation”, totally
under its control and in its service. That all artists were forced to serve the system slavishly, and that only a
resilient few with sufficient strength of spirit were active from time to time in the dissident underground.

Such primitive and infantile views come mainly from the West. And this might be forgiven to
Westerners, since the self-righteous view from a great distance was often misted by the fumes of the Cold
War. Unfortunately, a section of the younger generation is also bemired in such naive assumptions and igno-
rance, since the searchlights of research are now for the most part turned to illuminating the darkest corners
of our recent past and unmasking various evils. And publications on cultural achievement in the Soviet era,
for fear of contradicting the ideology of the present day, have been rare and bashfully quiet. Many have be-
gun to live with the illusion that everything positive — in the arts too — reached us only in the 90s, after the
restoration of independence. And that the National Awakening, independence and freedom somehow came
out of the blue, without any roots in the “enslaved” Latvians.



Ojars Vacietis, ne Juris Podnieks, Andris Slapin$ un Ansis Epners, ne teju visa latviedu lietiska maksla...
So sarakstu varétu papildinat ar simtiem vardu un kultdras notikumu, kurus neviens no visbargakajiem
padomju mantojuma kritikiem neuzdrikstétos nodévét par verdzisku angazétibu. Tad jau it ka labak klusét
un izlikties, ka nekas nav bijis.

Bet fakti ir spitigi un neiekjaujas vienkarSotas ideologiskas shémas. Tie rosina paliikoties uz
padomju realijam pilnigi citos aspektos un rakursos, atmetot propagandiski plakano melnbalto skatijumu.
Ir tomér godigi jaatceras, ka, pirmkart, padomju rezims laika pliduma un vésturiskaja attistiba péc sava
rakstura un ideologiskajam valibam bija uzkritodi neviendabigs. Gandriz varam runat par vairakiem
atSkirigiem padomju laikiem, kas mainijas teju ik pa desmitgadei un bija atkarigi no Maskava valdo$a
kompartijas genseka un politbiroja vadlinijam. Bija Stalina, Hru$¢ova, BreZneva un Gorbatova laiki,
kas cits no cita daudzas pozicijas atskiras ka diena un nakts. Dtrkart, jebkura no Siem atseviskajiem
posmiem pastavéja lielaka vai mazaka brivas domas, rado3a gara un nacionalas kultdras telpa. Padomju
totalitarisms Latvija pat visskarbakajos periodos neieguva simtprocentigi orveliskas dimensijas (ka
varbat Krievijas vidieng, Kina vai Ziemelkoreja), bet liberalisma uzplados pédéjo iecietibas robezu ieziméja
tikai pret reZimu vérsta atklata subversija.

Pienemot Stalina periodu par visstrako, varam konstatét, ka pat tur nacionala kultdra tika it
k@ visnota| veicinata. Lai ari dekorativi propagandiskos nolGkos, tomér notika latviesu Dziesmu svéatki,
radiofons ik dienu skandéja latvieSu tautasdziesmas un latvieSu komponistu skandarbus. Latviskais
visadi tika izcelts un demonstréts, gan visnota| uzsverot padomjtautu saimes klatbatni. Teikto labi ilustré
dazZi saglabajusies socrealisma gleznojumi ar latvju tautumeitam un tautudéliem sarkankarogota “braju

tautu” ieloka, ko vél tagad rodam pie sienas vecaja Spilves lidosta vai kafejnicas “Nostalgija” griestos.

There is no way that we can fit into the scheme of totalitarianism figures in the arts of that time in
Latvia such as Kurts Fridrihsons, Boriss Bérzin$, Janis Pauluks and limars Blumbergs, or Raimonds Pauls
and Imants Kalnin$, or Imants Ziedonis, Janis Peters and Ojars Vacietis, or Juris Podnieks, Andris Slapin
and Ansis Epners, or Latvian applied art as such... The list might be extended with hundreds more names and
cultural events that not even the harshest critics of the Soviet era would dare to call slavishly subservient. In
that case, they prefer to remain silent and pretend that none of it ever happened.

But the facts are stubborn and do not conform to simplified ideological schemes. They suggest a
view of Soviet realities from entirely different aspects and viewpoints, discarding the flat, black-and-white
propaganda picture. It must be honestly remembered that, in the first place, over the course of time and
historical change, the Soviet regime was markedly changeable in terms of its nature and the degree of
ideological laxity. We might almost speak of a whole series of different Soviet eras, which succeeded one
another virtually once a decade and were dependent on the guidelines laid down by the Secretary-General
and Politburo of the Communist Party ruling in Moscow. There were the eras of Stalin, Khrushchev, Brezhnev
and Gorbachov, each differing in many regards from the others like day and night. Secondly, within any of
these separate eras there was a greater or lesser degree of space for free ideas, creative spirit and national
culture. Soviet totalitarianismin Latv.ia, even in the bleakest times, never attained hundred-percent Orwellian
dimensions (as it perhaps did in central Russia, China or North Korea}, and during floods of liberalism, the
boundaries of tolerance were marked only by open subversion against the regime.

Seeing the Stalin era as the harshest, we may discover that, even in this time, national culture was
seemingly promoted. Although it was done for decorative propaganda purposes, Latvian Song Festivals did

take place, and the radio played Latvian folksongs and works by Latvian composers every day. Latvianness



Deportacijas un represijas konsekventi tika interpretétas nevis ka latvieSu tautas genocids, bet gan k3
transnacionalas $kiru cinas norises. Lai kada bdtu dazado akciju neredzama un pat $ovinistiska odere,
deklarativs nacionélisms padomju sistéma bija visparpienemts tabu. Pat antisemitiskas kampanas
padomija interpretéja ka cinu ar “bezsaknu kosmopolitismu”. Politkorektuma spéli gan pa laikam
izspardija lielkrievu Sovinisma zirga kdja, kas ipasi bieZi izspraucas sadzives limenos. Taéu kopuma nekas
nelidzinajas tagad musu sabiedriba un medijos nekontroléti virmojo3ajam Sovinisma orgijam.

Stalina laiks, Skiet, bija vienigais no padomju periodiem, kur bija liegta atklata kultdras un
makslas dzive arpus normativiem ramjiem. Tacu ari tad ik pa laikam tika “atmaskoti” un uz laboanos
skubinati kadi "burzuaziskaja dekadencé” iesligusi makslinieki. Zem smagajam ideologijas velénam
daudzviet kaut kas gruzdéja, jo pirmas brivvalsts kultira gan tika ravéta, bet saknes labi saglabajas.
Neviena nemanits un netraucéts, sava Jarmalas vientu|nieka mitné dazu kvadratmetru platiba, toties
patiesi absolltas brivibas gaisotné virmoja Adolfa Zardina talants. Kurts Fridrihsons, kurd par frantu
kultGras cieniSanu nonaca Gulaga nometnés, notikuSaja vélak saskatija ari savu sudraba malinu.
Makslinieks atcergjas, ka izsGtijuma esot bijis daudz laika un, paldies Dievam, ari zinamas iespéjas
nakamo panakumu kaldinasanai. Péc reahillitﬁcijas dzimtené esot atgriezies ar uzmetumiem pilnu
mugursomu, ta rado$a nozimé apsteidzot daudzus majas palikusos un kafejnicas niku$os laikabiedrus.

Par latvieSu jaunako laiku modernisma aizsakumu varam runat tikai péc 1956. gada, kad
PSKP kongresa ka zemestrice izskanéja Hrud&ova pret stalinismu vérstie atmaskojumi. Visa padomija
iestajas renesansei lidzigs eiforisks stavoklis un jaunu socialu ceribu pilns laikmets. Rietumu mediji to
dévéja par “atkusni” un "Hrus¢ova pavasari”. Attieciba uz Latvijas makslu Seit gan vispirms jaatceras

misu modernisma pamatkultdra. Stajina “ziema” vél pilniba nebija izsalusas Latvijas brivvalsts

was extolled and demonstrated in all sorts of ways, though with heavy emphasis on the common family
of Soviet peoples. This is clearly illustrated by some preserved examples of Socialist Realism in painting,
showing girls and boys in Latvian national costume surrounded by “fraternal peoples” bearing red flags,
examples of which we can still see on the walls of the old Spilve Airport and on the ceiling of the "Nostalgia”
café. The deportations and repression were consistently interpreted not as genocide against the Latvian
people, but as part of a class struggle cutting across ethnic boundaries. It should be noted that, whatever
the true, even chauvinistic character of various activities, overt nationalism was a general taboo in the
Soviet system. Even anti-Semitic campaigns were termed in the Soviet Union as a struggle against “rootless
cosmopolitanism”. This politically correct game was, however, trampled underfoot by Great Russian
chauvinism, frequently emerging at the level of social intercourse. But, on the whole, there was nothing to
compare with the uncontrollably rampaging orgies of chauvinism now seen in our society and media.
Itseems the Stalin era was the only one of the Soviet eras that prohibited any open cultural and art life
outside the regulated frame. Nevertheless, even in that day, artists did from time to time manage to sink into
“bourgeois decadence” and had to be “unmasked” and urged to mend their ways. There was still a smouldering
in many places under the heavy turf of ideology, since the culture of the first period of independence, which
had been thoroughly weeded, nevertheless had strong roots. Entirely unnaticed and unhindered, a recluse in
his Jormala dwelling, in a true atmosphere of absolute freedom, though only within the few square metres
of his small room, Adolfs Zarding was giving full expression to his talent. Kurts Fridrihsons, sent to the Gulag
camps for favouring French culture, later perceived his own silver lining in this too. The artist remembered
how, during his exile, he had a lot of time on his hands and, thank God, also certain possibilities of forging
his future success. After reinstatement, he returned to his homeland with a backpack full of sketches, thus



sakotné iedibinatas modernisma tradicijas. Lielaka daja no vecajiem latvie$u 20.-30. gadu kubistiem
un ekspresionistiem vél bija dzivi, daudzi darbojas makslas izglitiba Latvija, bet citi savukart atradas
béglu gaitas Rietumos. Lai ari §i tradicija stalinisma dzirnas bija pamatigi aizlauzta, veca formas kultdras
pieredze ta vai citadi tika nodota jaunai paaudzei.

50. gadu nogalé saka revidét un formu izteiksmes zina modernizét padu socrealismu.
Naturalistisko un saulaino optimisma mimiku nomainija “skarba realisma” nopietniba. Socreilisma strauja
transformacija virzija makslu uz patiesaku tuvibu ikdienas realitatei. Bijuso plakatisko ideologismu pilniba
nomainija $kietami neitrala intimitate vai poétisks patoss. Tas bija socrealisms “ar cilvécigu seju”. Latvie$u
makslinieki jau atlavas limitétus formas mekléjumus (Edgars litners, Aleksandrs Stankeviés, Janis
Paujuks u. c.), kas pakapeniski divdesmit gadu laika kjuva aizvien radikalaki un aizveda tos, atceroties
Rozé Garodi (Roger Garody) terminu, “bezkrastu redlisma” jira ar kra&nam sirredlisma salam, Vietéjie
kultdras ideologi S0 procesu vél 70.-80. gados izmisigi centas interpretét ka socrealisma attistibu. Bet no
ta vairs bija atlikusi labi ja vien saZuvusi ada, jo pats jédziens “socrealisms” no padomju mediju telpas un
makslinieciskas sabiedribas apzinas izgaisa jau kaut kad 70. gadu vid.

60. gadu sakuma uzradas te viens, te otrs makslinieks, kurg vairs nejuta obligatas saistibas
ar padomju ideologijas fantomiem un izdzivoto socrealisma metodi. Intelektuaju vidé izveidojas neliela,
bet stabila modernas kultiras apzina. Tiesi tolaik misu maksla tapa pirmie abstraktas makslas darbi
(Ojars Abols, Zenta Logina). Daudzu makslinieku izteiksmé paradijas aizvien atbrivotaki laikmetigas
formas mekl&jumi kubisma, ekspresionisma, sirrealisma gara. Lidzigas norises bija vérojamas visas citas
makslas. Avangarda ipasiizvirzijas dzeja. To laiku dzejnieki lidzinajas masdienu rokmazikas superstariem.

Sis gariga pacéluma vilnis vélas pari visiem lielajiem PSRS centriem.

overtaking in creative terms many of his contemporaries who had been left at home to languish in cafés.

We may speak of the beginning of recent Latvian Modernism only from 1956, when at the congress
of the Soviet Communist Party, Khrushchev voiced his earth-shattering revelations about Stalinism. A state
of euphoria suggestive of a renaissance began throughout the Soviet land, an age full of new social promise,
The Western media dubbed it the “thaw” or the “Khrushchev Spring”. But with regard to Latvian art, we should
recall our original Modernist culture. Stalin's “winter” never completely froze out the Modernist traditions
established at the beginning of Latvia’s first period of independence. Most of the old Latvian Cubists and
Expressionists of the 20s and 30s were still alive. Many were art teachers in Latvia, while others were exiles
in the West. Though the tradition had been badly pounded in the mill of Stalinism, this previous experience of
a culture of form was passed on to the younger generation in one way or another.

In the late 50s, Socialist Realism itself began to be revised and modernised in terms of formal
expression. Mimicked naturalism and sunny optimism were superseded by the seriousness of “harsh
realism”. The rapid transformation of Socialist Realism genuinely shifted art closer to everyday reality. The
former poster-style ideological content was entirely replaced by a seemingly neutral intimacy or poetic
pathos. It was Socialist Realism “with a human face”. Latvian artists permitted themselves limited exploration
of form [Edgars litners, Aleksandrs Stankeviés, Janis Paujuks and others], which gradually, over the course
of 20 years, became increasingly radical and took them, in the terms used by Roger Garody, out into the sea
of “limitless realism” with colourful islands of Surrealism. The local cultural ideologues still tried desperately
in the ?0s and 80s to interpret this process as the development of Socialist Realism. But little more than a
shrivelled skin was left of it, since the term itself vanished from the Soviet media and the consciousness of

the art community already somewhere in the mid-?0s.
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Tas daudzéjadi saistijas ari ar relativi plasakiem kultiras sakariem ar Rietumiem. Saka veidoties
arzemju tdrisms, ienaca modernistu un kapvalstu nacionalas izstades, paradijas Rietumu rakstnieku
gramatu tulkojumi, ari filmas, teatra izrades, neskaitami koncerti, daZi Rietumu un “braliga soclégera”
valstu periodiskie izdevumi... Protams, to visu vél ripigi kontrol&ja orgdni un véroja neskaitamu cenzoru
modras acis. Bet caurméra viss, kas kaut kada veida neapdraudéja padomju politiku vai neattiecas uz
religiju, pornografiju, vardarbibu un etniska naida kurinasanu, varéja pilniba vai apgraizita veida nonakt uz
padomju kulttras patérétaja "diétiska galda”.

Nekontroléjama attistiba makslas un literatdras joma viesa milzigu izbili Maskavas ortodoksalo
ideologu apjukusajos pratos. Un 1962. gada nogalé PSRS Makslinieku savienibas Maskavas apvienibas
izstades laika ManéZa notika skandalozais konflikts starp Hrus¢ovu un vietéjiem modernistiem
ar télnieku Ernstu Neizvestniju priek3gala. Padomju premjers vétraina diskusija $os maksliniekus
apsaukaja par pidarasiem un ézela astes smérmaniem. Lielais kaskis ievadija apméram divus gadus
ilgu un histérisku vissavienibas kampanu pret maksliniekiem modernistiem, kurus oficiali dévéja par
“formalistiem”. Tas gaita tika iznicinats ne viens vien publiskaja telpa izvietots “formalistu” darbs — Riga,
pieméram, Kurta Fridrihsona sienas gleznojumi Mezaparka tenisa kortu namina vai Semjona Segelmana
metala cilnis no Aviacijas institlta fasades. Visas padomju republikas notika plasi darbajauzu mitini,
kuros lamaja maksliniekus — “formalistus”. Komiska karta lielakoties tika spriedeléts par darbiem,
autoriem un makslas virzieniem, kurus “vienkarsaja tauta” neviens pat acis nebija redz&jis un par kuriem
nevienam nebija nekadas saprasanas. Ta bija istena totalitarisma izpausme, kur masas organizéti
reagéja uz partijas ideologu signaliem. Ari makslinieki tika pulcinati patétiskas paskritikas sapulcés.

Mediji pildijas ar vinu pa$austiSanos, pelnu kaisiS$anu uz galvas, solijumiem laboties un turpmak

In the early 60s, here and there artists emerged who no longer felt any compulsory link with the
phantoms of Soviet ideology and the tried-and-tested method of Socialist Realism. Among intellectuals,
there developed a limited, but stable consciousness of modern culture. This is precisely the time when
the first abstract works were created in Latvian art (Ojars Abols, Zenta Logina). The works of many artists
displayed ever-freer strivings for contemporary form in the spirit of Cubism, Expressionism and Surrealism.
Similar developments were occurring in all the other arts too. Poetry in particular became avant-garde. The
poets of that time resembled the superstars of contemporary rock music. This spiritual wave surged across
all the major centres of the USSR.

In many ways, this was also connected with a relative growth of cultural contacts with the West.
Foreign tourism began to develop, along with national exhibitions and showings of Modernist art from the
capitalist countries, translations of books by Western writers, as well as films, plays, countless concerts and
particular journals from the West and the countries of the “fraternal Socialist camp”... Of course, it was all
still controlled by the organs, under the vigilant eye of countless censors. But, in general, everything that did
not in some way touch on Soviet policy, that did not involve religion, pornography, violence or incitement to
ethnic strife, could, either in its intact form or in some clipped and reduced state, be served up to the Soviet
consumer of culture.

The uncontrolled development of art and literature caused immense trepidation in the bewildered
minds of Moscow’s orthodox ideologues. And in late 1962 an exhibition by the Moscow Association of Artists
in the Manezh resulted in the famous scandal between Khrushchev and the local Modernists, led by sculptor
Ernst Neizvestny. In the heat of a stormy debate, the Soviet premier abused the artists as “dirty buggers” and
“donkey-tail dabblers™. The great row marked the beginning of a long and hysterical Union-wide campaign,



vairs nepielaut idejiskas k|ldas. Visur bija uzdots atrast “grékazus”, kurus publiski apmétaja ar kritikas
akmeniem. Tostarp lidz ar citiem grékaza un “formalista” slavu pilna méra izpelnijas ari nakamais Latvijas
avangardisma guru Ojars Abols. Tomér skarbakas konsekvences nesniedzas talak par publicé$anas vai
izstadiSanas aizliegumu uz gadu vai diviem... Staliniskais Gulags $e vairs nedraudéja.

Partija (PSKP] postuléja, ka ideologijas joma “mieriga lidzaspastavé3ana” ar Rietumiem (propa-
gandiska padomju pozicija, kas pauda divu pretéju sistému koeksistences koncepciju) nav iespéjama.
Tika saukts — kas nav ar mums, tas ir pret mums. Un visa télotaja maksla, literattra, kino un teatris tika
pasludinatiparideologiju, kompartijasideologisko instrumentu. Tie$i Seit padomju ideologi izdarija vislielako
logikas k|adu un veica neticamu aplamibas forteli. Acimredzot ar vélmi saglabat ietekmi modernistu rindas
vini piedavaja divainu kompromisu — visas arhitektdras, dizaina un lietiSkas makslas noskirSanu no
ideologijas. Sis nozares tika it k3 atvélétas “formalistiem”, lai vini varétu noderigi kalpot tautai un neuzdot
savus dekorativos un bezidejiskos darbus par nopietnu lielo makslu. Talaka konsekvencé izradijas, ka
abstrakta kompozicija kada gobeléna ir visnota| apsveicama, bet pasarg’, Dievs, to pasu uzgleznot ar efju uz
audekla —ta jau skaitijas ideologiska diversija. Viss noreducéjas uz makslas darba tehniku.

Oficialajai makslai atkal méginaja uzlikt socrealisma sakas. Un, patiesi, 60. gados ne viens vien
“formalists” sekmigi parkvalificéjas uz dazadam lietiSkas makslas nozarém, kur varéja netraucéti bez
savu principu nodoSanas nodarboties ar makslu arpus socrealisma ramjiem. Valstiski tika atzita atpaliciba
no Rietumiem dizaina un arhitektiras jomas. Tas parvaréSanai veica organizatoriskus parkartojumus
makslas izglitibas sistéma. Ta ari misu Makslas akadémija 60. gadu pirmaja pusé nodibinaja vairakas
dizaina un lietiSkas makslas nodalas, kur tad pamatigi ieperinajas télotajas makslas liegtais “formalisma
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gars un aktiva saskarsme ar modernisma idejam.

lasting about two years, against Modernist artists, who were officially branded "Formalists”. In the course
of this campaign, many “Formalist” works displayed in public places were destroyed. Riga, for example, lost
the murals by Kurts Fridrihsons in the weoden house of the MeZaparks tennis courts and a metal relief by
Semjon Shegelman on the fagade of the Aviation Institute, etc. Great meetings of workers were held in all the
Soviet republics, at which the Formalist artists were berated. Funnily enough, for the most part it concerned
works, artists and movements that the “ordinary people” had never even laid eyes on and of which they had
no conception. It was a true expression of totalitarianism, with the masses reacting in an organised way to
signals from party ideologues. Artists too were gathered together to engage in pathetic self-criticism. The
media were full of self-flagellation by artists, penitence and promises to make amends and not to permit
themselves idéulngir:af mistakes in the future. Everywhere, scapegoats had to be found for public stoning
with criticism. Blamed in full measure as a “Formalist”, along with the rest, was 0jars Abols, the future guru
of the Latvian avant-garde. However, the direst consequences did not extend beyond a prohibition against
publication or exhibition of works for a year or two... The Gulag of the Stalin era no longer threatened.

The Soviet Communist Party asserted that in the ideological sphere, “peaceful coexistence” with
the West (a Soviet propaganda position expressing the idea of coexistence of two opposed systems) was
impossible. “With us or against us” was the cry. And all the visual arts, literature, cinema and the theatre
were all declared to be ideological, the instruments of the Communist Party. It is precisely here that the
Soviet ideologues made their most serious logical mistake, an unbelievable blunder. Evidently wishing
to maintain their influence among the Modernists, an unusual compromise was offered: all architecture,
design and applied art was cut off from ideology. These fields were seemingly given up to the “Formalists”.
It was there that they, the Soviet “Formalists”, might usefully serve the people, without presenting their



b0. gados radikali jauna ievirze iedibinajas ari Rigas LietiSkas makslas vidusskola, ko lidz 80.
gadu vidum vadija direktors Imants Zarins. Tur vecas pseidotautiskas un dekorativas estétikas vieta
arhitekti Marta Stana un Georgs Barkans, direktors Imants Zaring un citi pedagogi izvirzija tam laikam
revolucionaras funkcionalisma idejas. Tas tiesSi vai netiesi saistijas ari ar Bauhaus tradicijam, turienes
modernistiem un laikmetiga dizaina izveides koncepcijam. Skola iekopa savus uz funkcionalismu,
latvieSu etnografiju un skandinavu dizaina estétiku balstitus darbibas principus. Macibu procesa tika
pétiti un kopéti ari modernisma klasiki, pieméram, Braks, Pikaso, Mondrians, Malevi¢s. Apkart dominéjos$a
sovjetisma tundra ta bija ista nacionalas un modernas kultdras oaze, kur izauga daudzi nakamie latviesu
avangardisti. Sis skolas padomiju laika pieredze ir ists izdzivodanas meistardarbs, jo nemitigas aizdomu
pilnas kontrolakcijas tika atvairitas ar pasSu varas iestaZzu terminologijas kamuflaZzu un sovjetiskas
demagogijas brunam.

“Formalistu” legalizacija makslas macibu iestadés, ipasi Makslas akadémija, socrealismam
izradijas likteniga. Lai ka to dazkart ortodoksali véléjas, dizaina un lietiSkas makslas nodajas tomér nebija
iespéjams hermétiski un sterili izolét no “ideologisko makslu” studentiem, Konvergences procesa moder-
nisma infekcija atri izplatijas. Laiku pa laikam kads no “apslimusajiem” studentiem par biedinajumu citiem
tika izslégts no akadémijas. Tagu jau 60. gadu otraja pusé Makslas akadémija regulari notika studentu
majas jeb patstavigo makslas darbu izstades, kur dominéja dazadas modernistiskas un avangardiskas
ievirzes. Sis izstades netika ipasi cenzétas, tatu pladakai publikai pieeja tam bija liegta. Tas, ta sakot,
bija domatas “iek$&jai lietoSanai”. Ipasa cina izvértas pret tiem studentiem, kuri bez akadémijas atjaujas
uzdroSinajas ar savu modernismu blamét “padomju macibu iestades godu” publiskas izstadés. Oficiali, uz

aru visam vajadzéja izskatities nevainojami.

decorative and vacuous works as serious art. Thence it further transpired that an abstract design on a
tapestry is entirely laudable, but God forbid that the same should be painted in oils on canvas — that would
be an ideological diversion. It all came down to the technique used in a work of art.

Once again, an attempt was made to impose the yoke of Socialist Realism on official art. And in
fact in the 60s more than one “Formalist” made a successful transition to various branches of the applied
arts, where one could engage in art outside the frame of Socialist Realism without hindrance and without
compromising one’s principles. On a national scale, backwardness (from the West] was admitted in the fields
of design and architecture, and to overcome this, organisational Ehanges were also instituted in the system
of art education. Thus, at the Latvian Academy of Art in the first half of the 60s, several departments of
design and applied art were established, which became well and truly infected with the spirit of “Formalism”
that was forbidden in the visual arts and involved active contact with Modernist ideas.

In the 60s, a radically new direction also developed at the Riga Secondary School of Applied
Art, where the headmaster right up to the mid-80s was Imants Zring. There, instead of the old pseudo-
national style and decorative aesthetics, teachers such as architect Marta Stana and Georgs Barkans, the
headmaster Imants Zarin$ and others promoted Functionalist ideas, revol utionary for the time. Directly or
indirectly, these were linked with Bauhaus, with the Modernists over on the other side, and with ideas on
the development of contemporary design. The school developed its own principles, based in Functionalism,
Latvian ethnography and Scandinavian design aesthetics. As part of the teaching process, studies and
copies were made of Modernist classics too — Braque, Picasso, Mondrian, Malevich, etc. In actual fact, in
the Soviet “tundra” that dominated all around, this was a real oasis of national and modern culture, which

produced many of Latvia's future avant-garde artists. The experience of this school during the Soviet erais a



Likumsakarigi, ka modernas makslas vésturi un teoriju tolaik Makslas akad&mija plagak
nemacija. Daudzi profesori $ajos jautajumos sliga subjektivos pienémumos un negativisma. Latviedu
20.-30. gadu kubistu un ekspresionistu darbi bija makslas muzeja pagrabu specfondos glabajams
noslépums. Makslas studenti tiem piekjuva tikai puslegali, slepenibas un €ukstu gaisotné. Tapéc lielu
aziotazu Makslas akadémija 60. gadu nogalé izraisija Ojara Abola lekciju cikls par moderno makslu, kas
gan administracija viesa bazas un tika priek$laicigi aprauts. Tadas pusprivatas lekcijas bija ciena ari citas
augstskolas, kur jaunatne ilgojas uzzinat kaut ko vairak par oficiali nievato “formalismu”.

Tejapiezimé, ka Brezneva perioda smaciga gaisotne un nemitiga ideologisko $amanu bubinasana
oficialajos limenos nespéja kavét arvien plasaku izstadisanas iespéju raSanos modernistiem. Tas gan
nebija lielajas izstazu zalés, kur cauri ZUrijas cenzdrai izspruka tikai retais no “formalistiem”, bet gan
lielakoties kadu zinatnisko institdtu zalés, kultdras namos, klubos u.tml. vietas. Kad Rigas pareizticigo
katedralé tika ierikots Zinibu nams ar planetariju un centra publikas iecienitiko kafejnicu “Dieva auss”, tur
savu darbibu uzsaka ari neliela izstazu zalite, kura bez dazadiem kiémeniem, sauso ziedu aranzétajiem
un dailamatniekiem eksponéjas ari modernisti. S vieta pakapeniski kjuva par vinu galveno poligonu Riga,
un tas bija pieejams visplasakajai publikai. Izstadidanas tur notika ar Joti atvieglotiem ideologiskiem
nosacijumiem. Cenzori skatijas tikai, lai nenotiktu kada pretvalstiska vai antipartejiska subversija. Formas
zina bija vérojamas lielas valibas, un izstade sekoja izstadei.

Ir jaizce] Joti aktiva sadarbiba starp Rigas un Tallinas avangardistiem. Riga ar izstadém un
lekcijam ieradas Teniss Vints (Tonis Vint), Leonhards Lapins (Leonhard Lapin), Rauls Méls (Raul Meel),
Jiri Okass (Jdri Okas) un citi igaunu makslinieki. Savukart uz Igauniju regulari devas miséjie, jo lgaunija

skaitijas visrietumnieciskaka padomju republika. Tur dzelzs aizkara bija izveidojies milzigs caurums

real accomplishment of brinkmanship, since the unremitting suspicious inspections by the authorities were
deflected using the camouflage of their own ideological terminology and the armour of Soviet demagogy.
The legalisation of the “Formalists” at teaching institutions, particularly at the Academy of Art,
proved fateful for Socialist Realism. No matter what the orthodox figures might wish, the design and applied
art departments could not be kept in hermetic and sterile isolation from the students of the “ideological arts”.
Through this process of convergence, the Modernist infection quickly spread. From time to time, certain
students who had succumbed to the “disease” were expelled from the academy, as a preventive measure —
pour encourager les autres, so to speak. However, already in the second half of the 60s, the Academy of Art
was holding regular “in house” or independent exhibitions by students, where various Modernist or avant-
garde approaches predominated. These exhibitions were not subject to any strict censorship, but they were
out of bounds to the general public, being intended, so to say, for “internal use only”. Vigorously combated
were those students bold enough to compromise “the honour of a Soviet teaching institution” by presenting
their Modernist art at public exhibitions. Officially, to the world outside, it all had to seem quite innocuous.
Logically enough, the history and theory of modern art was not extensively taught at the Academy
of Art. Many professors were prone to subjectivism and negative attitudes on these issues. And the Latvian
Cubist and Expressionist works of the 20s and 30s were kept hidden away in the “special collections” in
the cellars of art museums. Art students could gain access to these only semi-legally, in an atmosphere of
conspiracy and whispers. Accordingly, a rumpus broke out at the Academy of Art in the late 60s, when Ojars
Abols gave a series of lectures on modern art. Very concerned, the academy administration terminated the
course ahead of time. Such semi-private lectures were also popular at other higher education institutions,

where young people longed to hear more about the officially condemned “Formalism”.



Helsinku televizijas veida. Uz Igaunija brauca garigi atpisties, un modernistiem ta bija savveida Meka.

Ne mazak cieSas saiknes bija ari ar Maskavas un |eningradas avangardistiem — nonkonformis-
tiem Ifju Kabakovu, Viktoru Pivovarovu, Fransisko Infanti, Afriku (Sergeju Bugajevu), Viktoru Coju u. c. To
rosinasana nenoveértéjamu ieguldijumu deva krievu nonkonformistu makslas kolekcionare un izstazu
kuratore Tana Kolodzeja. Vinai bija milzigi internacionali sakari un vulkaniska energija. Krievija polarizacija
starp oficidlo un “pagrides” mékslu bija daudz krasaka neka Baltija. Tur andergraunds bija ists un bez-
kompromisa, ta makslinieciskas izpausmes nesalidzinami zobainakas, asakas, radikalakas un, galvenais,
politizétakas — tadas, par kuram varéja ari “pak|at zem panta” un nonakt asa konflikta ar visam varas
institdcijam. Tas ari ne reizi vien notika, ka liecina, pieméram, slavena “buldozeristu izstade”. Ta bija mo-
dernistu brivdabas ekspozicija, kuru saniknota Maskavas milicija Valsts Drosibas komitejas (VOK) agentu
uzraudziba izgainaja ar buldozeriem.

Pretstata Krievijas avangardistiem gandriz visi Baltijas modernisti bija oficiali integréti kopéja
makslinieciskaja vidé, lielaka daja guvusi izglitibu Makslas akadémija, visiem bija lielaka vai mazaka legalu
izstazu prakse, gandriz visi bija Makslinieku savienibas biedri, gandriz visi varéja baudit Makslas fonda
labumus... Baltija avngardam piemita vairak dekorativs raksturs ar izkoptu rietumniecisku formas valodu.
Tas fascinéja pat Maskavas kultirpriek3niekus. Savukart Latvijas vietéja vara tiecas visiem spékiem
mazinat jebkadu polarizaciju, acimredzot, lai varétu Maskavai zinot — pie mums viss ir labakaja kartiba. Un
misu modernisti faktiski nekad nenonaca lidz partizanu limenim andergraunda.

Te japiebilst, ka paraléli legalizétajiem latvieSu modernistiem, kas pakapeniski koncentréjas ap
Makslinieku savienibu, pilnigi autonomi un aktivi Riga darbojas krievu jeb krieviski runajoo avangardistu

kopa. Daudzam tas izpausmém bija raksturigs uzsvérts kiigums, toties radikalakie makslinieki niknum3

Here we should add that, regardless of the stifling atmosphere of the Brezhnev era and the
continual grumbling by ideological shamans at an official level, in real life the Modernists were enjoying ever-
greater possibilities of exhibiting their work. This was not in the major exhibition halls, where few “Formalists”
could squeeze past the jury’s censorship, but generally at research institutes, cultural centres, social clubs,
etc. When the Planetarium, the House of Knowledge and the renowned café “God's Ear” — an establishment
popular among city-centre residents — were created in the Russian Orthodox cathedral, a small exhibition hall
also opened there, featuring displays by various kitsch artists, dried flower arrangers, applied artists, and
Modernists too. The place gradually developed into their main field of operations in Riga, accessible to a very
wide audience. Exhibitions were held with greatly relaxed ideological requirements. The censors only made
sure that there was no anti-state or anti-party subversion. With regard to form, great laxity was permitted
and exhibitions followed one after the other.

Important was the very active international collaboration between the avant-garde artists of Riga
and Tallinn. Arriving in Riga to hold exhibitions and lectures were Estonian artists Tanis Vint, Leonhard Lapin,
Raul Meel, Jiri Okas and others. And Latvian artists were regular visitors in Estonia. This was because Estonia
was seen as the most Westernised country in the Soviet realm. Over there, an immense hole had developed
in the Iron Curtain, in the form of TV from Helsinki. People travelled to Estonia for spiritual relaxation, and for
the Modernists it was a kind of Mecca.

No less close and active were the links with the avant-garde in Moscow and Leningrad — the non-
conformists llya Kabakov, Viktor Pivovarov, Francisco Infante, Afrika, Viktor Coj and others. A most significant
role was played in the promotion of such links by the Russian collector of non-conformist art and exhibition

curator Tanya Kolodzey, who had very wide-ranging international contacts and volcanic energy. In Russia,



sabalsojas ar Maskavas avangardistiem. Tikai daZi no viniem jaudaja vienlidz iekjauties ari latvie$u
makslinieciskaja vidé. Diemzél $ada etniska norobeZo$anas vérojama ari $odien. So makslinieku kopa
musu makslas vésturé noteikti pelnijusi atsevisku izpéti.

70. gados makslas dzivé toni aizvien intensivak saka uzdot Makslas akadémijas “siltumnica”
uzaudzétie “formalisti"” un modernisti — gan tie, kuri darbojas lietiskajas nozarés un dizaina, gan
“inficétie” stajmakslinieki. Ari Sis fakts bija daudzéjadi paradoksals, jo tiesi Makslas akadémija skaitijas
tradicionalisma bastions, kas konfrontéjas ar “brivo makslu”, ko savukart nosaciti reprezentéja
Makslinieku savieniba. Kompartijas ideologi Makslas akadémijai nereti pamatoti maja ar bridinodu
pirkstu — ka tas nakas, ka visi “nepareizie” jaunie makslinieki, kas nepak|aujas oficialas makslas linijai,
tomér ir §is (tolaik konservativas) macibu iestades audzékni? Jauna makslinieka statuss sabiedribas
acis ieguva noteiktu autoritati. No tiem jau a priori gaidija kaut ko neierastu, netradicionalu, parsteidzo3u.
Visi klusiba tikoja péc kada neliela skandala vai kultGrsoka.

Tam vislielakas iespéjas deva BreZneva laika iekoptas Vislatvijas Makslas dienas. Katru gadu
aprili notika nedé|u ilga makslinieku tauta ieSana, izstades un darbnicas ields un laukumos. Faktiski
uz laiku daléji tika atcelta cenziira un daZadi ideologiski ierobeZojumi, kas bija saistosi lielas oficialas
izstadés. Makslu eksperimentatori varéja uzgavilét. Nosaciti ta bija liela tvaika nolaiSana makslinieku vidé.
Makslas dienu optimisms un visparéja atbrivotiba lika uzgavilét ari varas viriem. So gaisotni pierakstija
padomju dzives augSupejai un izskaidroja ar atbilstibu Jeniniskajai tézei “maksla pieder tautai”.

Pirma lieldaka un oficialakd modernisma manifesté3anas notika republikas jauno makslinieku
izstadé “Svétki” Rigas Fondu biras nama (tolaik — Zinatniski tehniskas informacijas un propagandas
institita) izstaZu zalé Doma laukuma 1972. gada. Tiesi S0 notikumu varam uzskatit par 1984. gada

the polarisation between official and “underground” art was much more extreme than in the Baltic. Over in
Russia, the underground was a real and uncompromising phenomenon, with artistic expression that was
incomparably more strident, biting and radical, and, most importantly, politicised. Of the kind that could even
put you on the wrong side of the law and bring you into sharp conflict with the authorities. And precisely this
did happen on more than one occasion, such as the famous “bulldozer exhibition” — an open air Modernist
show that was disrupted using bulldozers by the outraged Moscow police, under the eyes of KGB agents.

In contrast to the Russian avant-garde, Modernists in the Baltic were virtually all officially
integrated into the general arts scene, most having obtained their education at the Academy of Art, so that
they had all participated more or less extensively in exhibitions, virtually all were members of the Artists’
Union and virtually all could enjoy the tangible benefits of the Art Foundation... In the Baltic, the avant-

garde was more decorative in character, with a developed Western language of form. This was fascinating -

even for the cultural bosses in Moscow, while the local administration in Latvia strove with all its might to
reduce any kind of polarisation, evidently so that they might report back to Moscow that all was in order.

And so our Modernists never actually ended up in a position of underground guerrilla action.
Here | should add that in parallel with the legalised Latvian Modernists, who gradually concentrated

around the Artists’ Union, a group of Russian or Russian-speaking avant-garde artists led an entirely
autonomous life in Riga. Many expressions within this art scene were characterised by emphatic kitschiness,
while the more radical artists echoed the fury of the Moscow avant-garde. Only some were also capable of
integrating into the Latvian art scene. Unfortunately, such ethnic separation is still to be seen today. This

group of artists certainly merits special study within the frame of Latvia's art history.



izstades “Daba. Vide. Cilvéks” prototipu un prieksvéstnesi. Taja piedalijas ap pussimts makslinieku, un
visos darbos konsekventi tika realizétas dazadas modernisma ievirzes. DomingjoSie izteiksmes veidi
bija poparts, oparts, kinétiska maksla, instalacijas... Tomér Sadu oficialu izstadi tolaik vél nevaréja dévét
par nopietnas makslas ekspoziciju, jo kompartijas ideologiskos reglamentus vél neviens nebija atcélis.
Talab tika nolemts to interpretét ka dizaina izstadi (!}, un, lai neviens maksliniekus nevarétu apsidzét
ka "burzuaziskas ideologijas” ievazatajus, ta ar nosaukumu “Svétki” tika veltita kadam kompartijas vai
komjaunatnes kongresam. |lzstades ievada paradijas sirpja un amura atribatika, bet aiz tas drizméjas
stendi ar neslépti modernistiskiem darbiem. SprieZot péc ierakstiem atsauksmju gramata, sabiedriba So
taktiski liekuligo manevru labi saprata un uztvéra izstadi tira veida bez ideologiskam piedevam — ta, ka
makslinieki to bija domajusi. Skiet, tiesi &i izstade batu uzskatama par Latvijas jaunako laiku modernas
makslas véstures atskaites punktu.

70. gados breZneviskas éras blata, deficita un stagnacijas parnemtaja sabiedriba, kas dzivoja
nemitigu valsts svinibu, propagandas kampanu, saunu un iedzerSanu atmosféra, ideologiskas bremzes
pamazam saka atkal dilt. Maksla pakapeniski notika pilniga ierasta socrealisma izzu$ana, un Sis termins
gandriz pilnigi pazuda no mediju un makslas kritikas leksikas. Tikai paretam oficialajos limenos to vél
kads atjavas pieminét. Modernistu darbi aizvien vairak paradijas ari oficialajas izstadés. Tas bija |énigs
kondensacijas process, kas gluZi logiski noveda pie izstades “Daba. Vide. Cilvéks”.

lzstades ideja pilnigi pieder Ojaram Abolam, un to vin$ dazadi parsprieda jau ap 1981. gadu.
Pirmkart, "Daba. Vide. Cilvéks" bija viena no vina miZa nogales gleznu pamattémam. Tolaik sabiedriba
un medijos plasi un intensivi diskutéja par vides piesarnojuma un ekologijas problémam. 0. Abols $os

aspektus veiksmigi saistija ari filozofiska limeni, atklajot jautajumus par garigas vides piesarnojumu

In the 70s, the “Formalists” and Modernists brought up in the hotbed of the Academy of Art
increasingly set the tone of art life. They included applied and design artists, as well as “infected” fine artists,
And this fact too was paradoxical in many ways, since the Academy of Art itself was seen as the bastion
of traditionalism, confronting “free art”, which was in some way represented by the Artists’ Union. The
Communist Party ideologues often shook a finger of warning at the academy: how is it that all the “incorrect”
young artists insubordinate to the official line in art are nevertheless pupils of this teaching institution (so
conservative at that time)? The status of the young artist obtained a degree of authority in the eyes of
society. They were expected to produce something unusual, non-traditional and surprising. Everyone was
tacitly awaiting some kind of small scandal or culture shock.

The best opportunity for this was an event that encompassed all of Latvia: the Days of Art,
cultivated during the Brezhnev era. Each year in April there was a week during which artists met the people
at exhibitions, in studios and in the streets and squares. In effect, censorship and the various ideological
barriers that were binding at major official exhibitions were partially lifted for a time. The experimenters in the
arts could rejoice. In a way, it was a big chance to let off steam in the arts scene. The optimism and general
freedom of the Days of Art was also a chance for the figures in power to rejoice. It was all presented as part
of the advancement of Soviet life, seen as manifesting Lenin's idea that art belongs to the people.

The first major official manifestation of Modernism took place in 1972 at the exhibition hall in the
former Riga Stock Exchange on Dom Square. This event in particular may be regarded as the prototype and
harbinger of the 1984 exhibition “Nature. Environment. Man”. Around fifty artists participated, their works
all consistently manifesting various Modernist approaches. The dominant expressions were Pop Art, Op Art,
kinetic art and installations... But in those days, even such an official exhibition could not be described as



Izstade "Svétki" Republikas jauno maksli-
nieku 9. darbu izstades ietvaros. Zinatniski
tehniskas informdcijas un propagandas
institita (tag. Rigas Fondu birzas nama)
izstaiu zale. 1972/ Exhibition “Celebration”
within the 9th Show of Works by Young Arti-
sts. Exhibition hall of the Institute of Scien-
ufic Technical Information and Propaganda
[now Riga Stock Exchange). 1972
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Valdis Celms. Asni pilséta. 1980. Fotokopija izstadé “Daba. Vide. Cilvéks” / Sprouts in the City. 1980. Photocopy at the

exhbition “Nature. Environment. Man”. 1984

an exhibition of serious art, since nobody had yet revoked the Communist Party's ideological regulations.,
So it was decided to interpret it as a design exhibition (!). And so that nobody should accuse the artists of
proliferating “bourgeois ideology”, it was entitled “Celebration” in honour of some Communist Party or Young
Communist congress. The exhibition started with the mark of the hammer-and-sickle, but following behind
were displays of overtly Modernist works. Judging from what people wrote in the visitors’ book, the public
was quite aware of this disingenuous tactical manoeuvre and perceived the exhibition in its pure form with-
out the ideological trappings, just as the artists had intended. This exhibition in particular, can seemingly be
regarded as a turning point in the history of modern art in Latvia.

In the 70s, in a society pervaded with under-the-counter dealings, goods shortages and stagnation,
living in an atmosphere of unremitting official celebrations, propaganda campaigns, saunas and drinking,
the ideological brakes were once again gradually starting to wear out. In art, the familiar Socialist Realism
gradually went out of existence. And the term itself disappeared almost entirely from the vocabulary of
the media and art critics. Only from time to time at the official level was it still mentioned here and there.
Modernist works were ever more frequently seen at official exhibitions too. It was a time of slow condensa-
tion that led, quite logically, up to the exhibition “Nature. Environment. Man”.

The idea of such an exhibition was entirely the brainchild of Ojars Abols. He was airing it in various
ways already around 1981. In the first place, “Nature. Environment. Man” was one of the main themes of his
painting in the last years of his life. At the time, there was intensive discussion in society and the media on the
issues of environmental pollution and ecology. Abols succeeded in engaging these themes at a philosophical
level too, bringing up issues of pollution in the spiritual environment, along with the existential questions

of contemporary civilisation. Secondly, the idea matured that the Modernists in Latvian art are full of great



un masdienu civilizacijas eksistencialo “bat vai nebat". Otrkart, nobrieda atzipa, ka Latvijas makslai
ir spékpilns modernistu potencials, ka mums nu ir pietiekami liels intelektudlas un makslinieciskas
pieredzes uzkrajums, kam vajadzétu izpausties viena vérieniga ekspozicija ar kopigu konceptualu tému.
Treskart, sociali nozimiga lielas izstades pieteikuma téma varéja nodro$inat pienacigu finansidlo un
organizatorisko atbalstu no padomju institicijam. Nosaukuma un idejas neapstridamiba lieliski apslépa
oficialajas aprindas vél nenojausto modernistu uznacienu. Sava zina “lielas makslas” arénai tika gatavots
ar modernistiem pildits “Trojas zirgs”. Un $i iecere pilniba izdevas.

Ojars Abols energiski kéras pie nodomu realizacijas. Ving izvérsa pladu izstades idejas propagan-
du Makslinieku savienibas sekcijas, un savieniba kjuva par tas galveno atbalstitaju. Més ar Ojaru bijam
tuvi domubiedri, jo vins bija mans pirmais skolotajs makslas jau kop$ 50. gadiem. Vins daudzkart aicinaja
mani uz savu darbnicu parrunat izstades ieceres, un ari es iesaistijos organizatoriskajos pasakumos.
Nacas sacerét dazadus teorétiskus izstades pamatojumus, ka ari pirmo uzsaukumu maksliniekiem ar
aicindjumu piedalities. Tas tika izplatits Makslinieku savienibas sekcijas. Ka jau katrs liels pasdakums,
ari Sis prasija ilgu “ieSupo$anos”. Bija daudz neskaidribu, nesapradanos un parpratumu. Tomér palénam
izstades veidoSanas darbs sakustéjas. Tika izveidota ipasa izstades organizacijas grupa, kura ietilpu ari
es. Par norises vietu tika izvéléta Péterbaznica, kur tolaik atradas arhitektiras muzeja telpas. Izstadei
Makslas fonds pieskira ievérojamus lidzek|us, un pasakums ieguva konkrétas aprises.

Diemzél Ojars Abols izstadi nepieredzéja, jo 1983. gada izbeidzas makslinieka, teorétika un
apgaismotaja Siszemes gaitas. Tomér izstades veidoSana jau bija attistijusies tik talu, ka neapstajas ari
péc gariga lidera naves. Ojaram Abolam patika atsaukties uz Sartras katedrales celtniecibu viduslaikos,
kur ari notika milzigs kolektivs un anonims darbs lielas idejas varda. Sada noskana valdija ari Péterbaznica

potential, that we now have a sufficient stock of intellectual and artistic experience and that all this need
only be expressed in one major exhibition on a common conceptual theme. And finally, a socially important
theme appropriate to a major exhibition might garner the necessary financial and organisational support
from officialdom. The unimpeachable title and theme was an excellent cover for a Modernist manifestation
still not recognised in official circles for what it really was. In a sense, a real “Trojan horse” full of Modernists
was being prepared for the arena of fine art. A venture that succeeded brilliantly.

Ojars Abols energetically took to implementing the idea. He started promoting the concept of this
exhibition widely within the different sections of the Artists’ Union. And the main support did come from the
Artists’ Union. | too was a close associate of Ojars, since he had been my first teacher in the arts already from
the 50s. He invited me many times to his studio to discuss plans for the exhibition, and | became involved
in the organisational work. A variety of theoretical background texts for the exhibition had to be formulated,
likewise the first invitation to artists to join the event, which was distributed in the sections of the Artists'
Union. Like any major event, this one too needed considerable time and effort to start up before it really got
going. There was much confusion and a variety of misunderstandings. But gradually the work of creating the
exhibition got underway. A special organising group was set up, where | was also included. St Peter’s Church
was chosen as the venue, at that time the home of the Museum of Architecture. Major funding was allocated
from the Art Foundation. And the exhibition began to take shape.

Unfortunately, Ojars Abols himself never saw the exhibition, since the artist, theoretician and
enlightener passed away in 1983. However, work on the exhibition had progressed so far that it did not
cease even after the death of the spiritual leader. Ojars Abols was fond of citing the example of the building
of Chartres Cathedral in the Middle Ages, also an immense collective and anonymous work in the name of a
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Izstades "Daba. Vide. Cilvéks" tapSanas gaita Rigas Arhitektdras un celtniecibas muzeja Péterbaznica / Building of the
exhibition "Nature. Environment. Man" at the Riga Museum of Architecture and Construction in St Peter's Church. 1984




Djars Pétersons. Vides objekts / Environmental object. 1984

Leonards Laganovskis, Hardijs Leding, Imants lodiiks
Metafiziskais interjers, Instalacija / Metaphysical Interior. Installation 1984




izstades veidoSanas gaita. Rosijas desmitiem makslinieku, galdnieki, elektriki, krasotaji... Tika montéti
stendi un podesti, kartotas dazadas instalacijas. Pieteikumu bija vairak neka izstadidanas iespéju.
Orgkomitejai nacas daju darbu noraidit, jo tie vai nu formas, vai satura zina neatbilda izstades koncepcijai.
Loti rlpigi tika veidots ekspozicijas iekartojums. Man vél izdevas saglabat baznicas plana zimé&jumu ar
izstades telpas sadalijumu pa autoriem.

Izstades atklasana bija pieskanota kartéjam Makslas dienam 1984. gada aprili. Ta, protams,
izgaja cauri visam lielu izstazu oficialajam akceptéSanas un cenzé$anas proceddram, kas Soreiz
noritéja bez jebkadam problémam. Makslas dienas tas bija centralais notikums. levaddala izkara Ojara
Abola gleznas un vina fotoportetu. Pasai izstadei bija multimedials raksturs, kas tolaik likds neierasti.
Lidzas stajmakslas darbiem, gleznam un grafikam virknéjas dazadas avangardiskas instalacijas. Notika
pantomimas izrades. Centralais objekts visa ekspozicija bija altardala izvietota mulaza — plastisks
veidojums “Svétais Vakarédiens", kura darina8ana piedalijas kads ducis jauno makslinieku. Ta bija balti
krasota telpiska parafraze par Leonardo bibelisko télojumu. Garais galds ar svétajiem viriem bija izveidots
dabiga lieluma, bet paSu svéto téli atainoti ar grotesku ekspresiju. Tas, protams, piesaistija nedalitu
publikas uzmanibu. DaZi par visu redzéto satraucas — nu ka ta var baznica?! Visamizantakais bija tas,
ka baznicas svétumu ka pret izstadi vérstu argumentu pék$ni atcergjas ari vairaki kritiski noskanoti
komunisti, kuru pienakums bija bit parliecinatiem ateistiem. Ari vini ganijas, ka $itddu nemakslu
jau varétu radit visur citur, bet ne jau nu baznica. Lai gan citkart pasi visnota| apraja Péterbaznicas
pieminésanu, sakot, ka tur ir tikai laicigs muzejs.

lzstade baudija milzigu publikas interesi. Latvijas TV ieplanoja specidlu raidijumu. Dzivas

diskusijas, stridi un atbalstitdju entuziasms neliedza visam ritét normala gaita. Izstades norise bija

great idea. Such a mood also pervaded the work on the exhibition in St Peter’s. Dozens of artists, carpenters,
electricians and painters were at work... Displays and stands were constructed, various installations were
set up. More works of art were submitted than could be exhibited, so the organising committee had to turn
down whole series of works that did not correspond to the exhibition concept in terms of form or content. The
exhibition was laid out very carefully. | have managed to preserve a drawn plan of the church with the places
allocated to various artists.

The opening of the exhibition was timed to coincide with the annual Days of Art in April 1984. Of
course, it passed all the procedures of official acceptance and censoring of major exhibitions, which on this
occasion proceeded without a hitch. It was the central event in the Days of Art. The exhibition began with
the paintings and portrait photograph of Ojars Abols. The exhibition as such was a multimedia event, which
seemed unusual for the time. Alongside studio art, paintings and prints, there were a variety of avant-garde
installations. Pantomime shows were held. The central feature of the whole exhibition was a plastic work
entitled “The Last Supper”, created by a dozen young artists. It was a white-painted paraphrase on the Bible
scene by Leonardo. The long table with the disciples was presented life size, while the saints themselves
were grotesquely depicted. Of course, this won the undivided attention of the public. Some were quite
concerned — in a church, of all places! The most amusing aspect was that the holiness of the church was
suddenly remembered by a host of critically minded Communists as an argument against the exhibition,
though they should have been avowed atheists. They too clamoured that such non-art might be displayed
anywhere but in a church. At the same time, they consistently denounced any mention of “St Peter’s Church”,
pointing out that it was a secular museum building.




Aleksandrs Dembo izstade “Daba, Vide. Cilvéks" / Aleksandrs Dembo at the exhibition “Nature, Environment, Man”. 1984




Jauno makslinieku grupa / Group of young artists. Svétais Vakarédiens. Tresais galds mums pasiem. Instalacija / The Last Supper. The Third Table for
Ourselves. Installation. 1984. No kreisas / From the left: Valdis Rubulis, Aija Zarina, Alija MuiZniece, Péteris Bankovskis, Aivars Riekstins, Ainars Zelcs,
Girts MuiZnieks, Mara MuiZniece, Janis Mitrévics, leva litnere, Edgars Vérpe




Jauno makslinieku grupa / Group of young artists. Péteris Bankovskis, leva litnere , Sandra Krastina, Janis Mitrévics, Alija MuiZniece, Girts MuiZnieks,

Mara MuiZniece, Aivars Riekstin, Valdis Rubulis, Edgars Vérpe, Aija Zarina, Ainars Zelgs. Svétais Vakarédiens. TreSais galds mums pasiem. Instalacija /
The Last Supper. The Third Table for Durselves. Installation. 1984




paredzéta triju nedé|u garuma. Tacu nelaimiga karta to apskatija kada austrumvacu komunistu grupa. Tas
dalibnieki izradijas “ticigaki par Romas pavestu” un sacéla skandalu par “burzuaziskas ideologijas masivu
invaziju" braligaja padomju republika. Vini draudéja, ka par notieko$o busot spiesti zinot Maskavai. Nu
viet&jiem kompartijas funkcionariem nacas apsteigt notikumu gaitu un “asi reagét”. Nedéju pirms termina
beigam izstade tika slégta. Atlika vél jautajums par tas atspogujojumu medijos. TV telpas Zakusala notika
arkartas sanaksme LKP CK ideologiskas nodalas sekretara Aivara Gora un TV vaditaja Leonarda Bartkevica
vadiba. Uz $o sanaksmi ka izstades orgkomitejas parstavis biju uzaicinats ari es. Tika izvirzits ultimats,
ka raidijums drikstés notikt tikai taja gadijuma, ja bls nodroSinata izstades kritizéSana. Makslinieku
parstavji, mani ieskaitot, no $ada varianta kategoriski atteicas, un TV raidijums nenotika. Paraléli CK deva
noradijumu izstadi atspogulot tikai kritiska gaisma. Tas noveda pie gandriz pilniga klusuma medijos.
Paradijas tikai viens oficialo viedokli atspogulojoss kritisks raksts. Nosléguma slégtaja ekspozicija
notika CK inspiréta izstades apspriesana ar Makslas akadémijas macibspéku lidzdalibu. Tur bija ieceréta
pamatiga kritizé5ana un galvas mazgdsana. Es uznémos izstades advokata lomu, sagatavodams
argumentétu skaidrojumu un aizstavibas runu. Varbit ta atstaja kadu iespaidu, un planota noganisana
izéakstéja. Pretargumenti izradijas visai vargi un koncentréjas uz nebutiskiem sikumiem — pieméram,
baznicas izraudzi$anu par izstades vietu. Diskusija aizritéja gan saspringta gaisotné, tomér beidzas ar
neitralu labvélibu. lzstade “Daba. Vide. Cilvéks” bija paveikusi savu vésturisko misiju. Ta bija pirmreiziga
un atklata laikmetigas makslas manifestacija, kas parskira vecas padomiskas Latvijas makslas véstures
lappuses un ievadija jaunas makslas éru.

Tatu notikuma vésturisko vértibu un strukturalo batibu tolaik ta isti vél neviens neapjauta.

Reakcijas uzplidi maksliniekos, protams, viesa tikai depresivus noskanojumus. Daudzi atceréjas 1963.

The exhibition enjoyed immense public attention. Latvian TV planned a special broadcast. And,
regardless of the lively discussion, disputes and enthusiastic support, all was proceeding normally. The
exhibition was to last three weeks. But unfortunately, a Communist group from East Germany came to see
it. The members of this group turned out to be “more pious than the Pope” and raised a scandal about "a
massive invasion of bourgeois ideology” in a fraternal Soviet republic. They threatened to report it in Moscow.
And now the local Communist Party functionaries had to overtake the course of events and “react sharply”.
So the exhibition was closed a week before it was due to end. There remained the issue of how it should be
reflected in the media. A special meeting took place at the TV centre on Zakusala Island, chaired by Aivars
Goris, Secretary of the Ideological Section of the Central Committee of the Latvian Communist Party, and
the TV director Leonards Bartkevics. | too, as a member of the exhibition organising committee, was asked
to attend. An ultimatum was given that the broadcast could be shown only on the undertaking that the
exhibition would be criticised. Representatives of the artists, including myself, categorically refused such an
idea. And so the broadcast never took place. Meanwhile, the Central Committee issued instructions for the
exhibition to be reflected exclusively in a negative light. And this led to virtual silence in the media. Only one
critical article appeared reflecting the official view. In the end, the Central Committee set up a discussion in
the closed exhibition with the participation of the staff of the Academy of Art. It was intended as an outright
condemnation and reprimand. | took on the role of an advocate of the exhibition and prepared an argumented
interpretation, speaking in defence of it. Maybe it did have some effect, and the planned criticism petered
out. The counter-arguments turned out to be quite weak, concentrating on insignificant details, such as: did
such an exhibition really have to be held in a church? The discussion took place in quite a tense atmosphere,
but ended with a benevolently neutral stance. The exibition “Nature. Environment. Man” had accomplished



gada gaisotni. Tika gaidita kartéja ideologisko skrivju piegriesana. Tomér paradoksala véstures ironija
peksni uzplaiksnija no pilnigi negaiditas puses. Péc daziem méneSiem kada ideologiska runa toreizéjais
LKP CK vaditajs, bijusais Latvijas VDK priek$sédis, nakamais Gorbija lidzgaitnieks, PSRS lekslietu ministrs
un vélaka gakecepistu apvérsuma dalibnieks Boriss Pugo pauda visiem makslas ortodoksaliem Sokéjosu
atzinu, ka istie kompartijas uzticibas cilvéki makslas esot tiesi jaunie avangardisti, jo vinus neapgratina
karjeras un konjunktdras jautajumi. Vini darot to, kam tic, nevis to, ko no viniem sagaida funkcionari. Sava
zina tas bija ka starta Saviens pilnigi atbrivotai makslas dzivei.

Sadas domas atklasmivarizskaidrot tikai ar piep@mumu, ka Pugo bija agrak un labak informéts par
drizuma gaidamo Gorbija perestroiku un varéja atjauties $adu talredzigu “izlécienu”, kas vina konservativo
lidzgaitnieku sejam no parsteiguma lika izstiepties divreiz garakam. Japiezimé, ka Pugo bija aktivs
“piesédétajs” ari slavenajas inteligences sanaksmés, kas ievadija Atmodas norises 80. gadu vidi. Daudzi
novérotaji ne bez pamata Atmodas veidoSana saskata ari VDK darbinieku konstruktivo roku. Process tomér
beigu beigas it ka izgaja arpus vinu kontroles un noveda pie Latvijas neatkaribas atjauno$anas. Bet Pugo
dzive noslédzas ar pasnavibu péc 1991. gada augusta apvérsuma izgasanas. Krievija to dazi novertéja ka
cildenu virsnieka goda aizstavésanas aktu, un vélak par Pugo tikusi saceréta pat opera.

80. gadu vidu naca Gorbacova perestroika un glasnostj, kas noveda pie cenzlras atcelSanas.
Pédéja padomju piecgadé makslas dzive Latvija daudzéjadi pietuvinajas Rietumu veidolam. Socrealisms
jau sen bija pagaisis mitu pasaulé. Sis periods bija piesatinats ar visdazadakajam avangardistu
aktivitatém, instalacijam un performancém. ledibinajas tiesi kopdarba kontakti ar Rietumu maksliniekiem.
Jateic, ka tos vél Brezneva laika ka pirmais uzsaka Rietumberliné dzivojosais NGbK (Neue Gesellschaft

fir bildende Kunst) izpilddirektors, kurators un makslas zinatnieks Valdis Abolin$. Vina sadarbibai ar

its historic mission. It was a pionieering open manifestation of contemporary art that opened a new page,
moving on from the development of the old, Soviet Latvian art and heralding a new erain art,

But the historical value of the event and its structural essence was not truly appreciated at the time.
And, of course, the tide of reaction put artists in a gloomy moad. Many remembered the atmosphere of the
reaction of 1963. Some kind of ideological tightening of the screws was expected. But a paradoxical develop-
ment, a historical irony, suddenly came from a totally unexpected quarter. A few months later, in an ideological
speech, the former Latvian KGB leader Boriss Pugo, at that time leader of the Central Committee of the Latvian
Communist Party, and later to become an associate of Gorby, USSR Minister of the Interior and eventually a
participant in the coup attempt, expressed an idea that shocked all the orthodox figures in art. He asserted
that the Communist Party could place its trust precisely in the young avant-garde figures, since they were not
encumbered by issues of career-making and conformism. They were doing what they believed in, not what
the functionaries expected of them. And, in a sense, he fired the starting gun for a fully liberated art life.

The expression of such a view can only be explained by the idea that Pugo was earlier and better
informed about Gorby's imminent perestroika and could permit himself a farsighted “antic” of this kind,
one that left his conservative associates aghast. It should be noted that Pugo was also an active “silent
participant” at the well-known meetings of intellectuals that heralded the events of the National Awakening
in the mid-80s. There is some truth in the view held by many observers that the KGB also had a hand in
developing the National Awakening. However, in the end the process seemed to go out of their control and
led to the restoration of Latvia's independence. And Pugo took his own life after the failed coup attempt of
August 1991. In Russia, some viewed it as an honourable act worthy of an officer, and later an opera was even

written about him.
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Latvijas intelektualiem bija |oti vitalizéjosa nozime. Vin$ jau 70. gados izcirta pirmos logus uz Rietumu
modernds makslas skatuvi un pavéra iespéjas tur nonakt ari Latvijas maksliniekiem. Savukart 80.
gados kultdrmisionara darba vinam sekoja ari Rietumvacija dzivojoSais multimediju makslinieks
Indulis Bilzéns, kur$ Latvija rosinaja daudzas avangardiskas un internacionalas akcijas. Rietumvacija
pakapeniski izveidojas par pirmo latvieSu avangardisma starptautiskas manifestésanas un atziSanas
vietu. Latvijas avangarda makslas kulminacijas punkts padomju perioda bija vérieniga 1989. gada izstade
Rietumberlines Kunsthallé. Tiesi tad latvieSu avangards iegaja Eiropa. Tas, protams, atbilstosi Gorbacova
laika stilam bija oficialo padomju institciju visnota| atbalstits un veicinats pasakums. Jautajums, kapéc
padomes beigu beigas lika karti ari uz jaunajiem maksliniekiem un avangardistiem, vél prasa padzifinatu
izpéti. Tomér neapstridams ir fakts, ka avangardismam Latvija ir dzilas padomju augsné attistijusas

saknes. Un atjaunotas neatkarigas Latvijas maksla atlika tikai pilnveidot no tam izaugusos augjus.

The mid-80s saw the advent of Gorbachev’s perestroika and glasnost, which led to the lifting of
censorship. And during the last five years of Soviet power, art life in Latvia came closer in many respects to
the Western model. Socialist Realism had long-since vanished into the world of myth. This period was rich in
a great variety of avant-garde activities, installations and performances. Direct collaborative contacts were
established with Western artists. It must be said that such contacts were first begun back in the Brezhnev
era by Valdis Abolin$, a curator and art researcher living in West Berlin, executive director of the Neue
Gesellschaft fiir Bildende Kunst. His collaboration with intellectuals in Latvia was invigorating in many ways.
Already in the 70s, he opened the first windows to the Western modern art scene and created opportunities
for Latvian artists to reach the West. And in the 80s, he was followed in this cultural missionary work
by multimedia artist Indulis Bilzens living in West Germany, who encouraged many avant-garde and
international events in Latvia. West Germany gradually developed into the first place where Latvian avant-
garde art was manifested and recognised at the international level. The culmination of Latvian avant-garde
art during the Soviet era was the major 1989 exhibition at the West Berlin Kunsthalle. It was then that the
Latvian avant-garde arrived in Europe. This, of course, in accordance with the style of the Gorbachev era, was
an event fully supported and promoted by Soviet officialdom. The question as to why the Soviets at the end
also backed the young artists and the avant-garde still needs further study. But it is an undeniable fact that
the avant-garde in Latvia had put out deep roots in Soviet soil. And in the restored independent Latvia, it need

only continued development in art to bring to fruition that which had already emerged.



