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1984. gada izstade “Daba. Vide. Cilvéks” ir mitologizéts notikums Latvijas makslas vésturé. T4 ir daudzkart
rakstos minéta ka pirma “briva” padomju laika makslas skate, kura lidzas vairaku paaudzu tradicionali
veidotajiem makslas darbiem pirmo reizi ar lielu jaudu manifestéjas latviesu instalacija — makslas veids,
kam bija lemts ipasi uzplaukt 80. gadu beigas un 90. gadu pirmaja pusé. Siizstade aktualas makslas vides
centra ievirzija tadus maksliniekus ka Andris Breze, Ojars Pétersons, Juris Putrams, Ivars Mailitis, Indulis

Gailans, Leonards Laganovskis, Hardijs Ledins, Imants Zodziks un Janis Mitrévics, bet latvie$u maksla

THE EXIBITION
"NATURE. ENVIRONMENT. MAN"
AND THE EVOLUTION OF THE

INSTALLATION IN LATVIA.
PEOPLE, INSTITUTIONS,
ARTWORKS

Heléna Demakova

The 1384 exhibition “Nature. Environment. Man” has become a part of the mythology in Latvian art history.
Ithas been described in many articles as the first “free” art show where, alongside the traditionally created
artworks of several generations, there was for the first time, a powerful manifestation of the Latvian
installation. This genre enjoyed a boom especially at the end of the 1980s and in the first half of the 90s.

This exhibition brought many artists into the centre of the current scene, artists such as Andris Breze, Ojars



70. gados ienakusais Miervaldis Polis un 80. gados sevi pieteikusi Ajja Zarina ta ari vienmér palikusi
aktualitates viduci. Tomér uzreiz japasaka, ka daZi no turpmako gadu redzamakajiem instalatoriem — Ojegs
Tillbergs, Kristaps Gelzis, Juris Boiko un Sarmite Malina — izstadé “Daba. Vide. Cilvéks” vél nepiedalijas.

Instalacijai bija lemts k|at par Rietumu un Zieme|u laikmetigas makslas profesionalu galveno
uzmanibas centru visa latvieSu maksla vismaz lidz 90. gadu vidum, Sis atzinibas kulminacija bija Olega
Tillberga 1994. gada iegta Zieme|valstu makslas balva Ars Fennica, kuru pieskira Amsterdamas Pilsétas
muzeja (Stedelijk Museum) direktors Radijs Fukss (Rudi Fuchs), vina lidzdaliba Sanpaulu biennalé péc
kuratora Zejimira Kos¢evi¢a (Zelimir Koscevic) izvéles taja pasa gada un makslinieka lielo izstazu tare
Vacijas un Somijas muzejos; tapat jaatminas gan Ojara Pétersona daliba izstadé RADAR Somijas pilséta
Kotka jau 1990. gada un Sanpaulu biennalé péc Budapestas Ludviga muzeja direktores Katalinas
Nérai (Katalin Néray) uzaicinajuma 1996. gada, gan Kristapa Gela piedalisanas 1995. pada izstadé
ARS 95 Helsinkos.

LatvieSu instalacija kop$ 1984. gada ir nogajusi interesantu evoldcijas ceju, un taja noteikti
var runat par noturigam tradicijam. 1994. gada, kad notika pirma Sorosa Miisdienu makslas centra —
Riga izstade “Zoom faktors™, tas kataloga rakstiju par “integréto instalaciju”. Viena no tas ipatnibam jeb
stilistiskajam Skautném bija atsevisku makslas darbu apvienojums viena telpiska kartojuma. So tézi labi
ilustré, pieméram, Valta Kleina fotosérija “Més gribam — més vélamies”, kura ka fotoinstalacija pirmo reizi
bija redzama 1992. gada Rostokas Laikmetigas makslas biennalg, vai Ineses un Ivara Mailiu “Cilvéki —
kamoli” — vairaku atseviSku objektu apvienojums, kura lielakais institucionalais triumfs bija galvena
godalga Lozannas tekstilmakslas biennalé 1989. gada. Tapat par instalacijam vairdkus savus darbus

nosaukusi Aija Zarina — pieméram, apjomigo apgleznoto telpu Stokholmas Kulturhuset 1991. gada un

Pétersons, Juris Putrams, Ivars Mailitis, Indulis Gailans, Leonards Laganovskis, Hardijs Ledins, Imants
fadiiks, Janis Mitrévics but the likes of Miervaldis Polis and Aija Zarina who were already active in the 70s
and 80s respectively still remain current today. It should be said from the outset that some of the most
visible installators of the subsequent years — Olegs Tillbergs, Kristaps Gelzis, Juris Boiko and Sarmite
Malina — did not participate in this exhibition.

The installation was destined to become the main centre of attention in all Latvian art for Western
and Nordic contemporary art professionals at least until the mid-1990s. The culmination of this recognition
came with the award of the Nordic arts prize Ars Fennica to Olegs Tillbergs in 1994, presented by Rudi Fuchs,
the director of Amsterdam’s Stedelijk museum. That same year Tillbergs was selected to participate in the
Sad Paulo Biennale by curator Zelimir Kodtevic and his large exhibitions toured the museums of Germany
and Finland. We should also remember Ojars P&tersons' participation in the 1990 RADAR exhibition in Kotka,
Finland and in the 1996 Sad Paulo Biennale at the invitation of Katalin Néray, the director of the Ludwig
Museum in Budapest. In 1995 Kristaps Gelzis showed at the ARS 95 exhibition in Helsinki.

Since 1984 the Latvian installation has followed an interesting path of evolution and we can
certainly talk about its lasting traditions. In the catalogue of the 1994 Soros Center for Contemporary Art-Riga
exhibition “Zoom Factor™, | wrote about the “integrated installation”. One of its characteristics or stylistic
edges was the union of separate artworks into a single spatial arrangement. A good illustration of this is, for
example, Valts Kleins’ series of photos “We Want — We Wish", which was first seen as a photoinstallation at
the Ostsee-Biennale 1992 “Das steinerne Licht” in Rostock. Another instance is the work “People — Balls
of Wool” by Inese and Ivars Mailitis. This is a combination of separate objects and its greatest institutional
triumph was the main prize at the Lausanne Textile Art Biennial in 1989, Similarly, Aija Zarina has called



1995. gada papira darbu kopumu Rovinjas Sv. Toma baznica Horvatija. Ari makslinieku grupa “Nebijusu
sajlitu restauréSanas darbnica” jeb NSRD (Hardijs Ledin$, Juris Boiko, Aigars Sparans, Imants Zodziks
u. c.] veidojusi multimedialus aranzéjumus, kurus bijis iespéjams sadalit atseviskas sastavdalas.

Jau saméra agri masu instalacija tika integréts video — divi no pirmajiem iespaidigajiem
darbiem bija Jura Boiko “Salspiitéjs” un Ojega Tillberga “Pievienoganas Visumam® izstade “Latvija. 20.
gadsimta kalenis. 1940.-1990. gads” (1990). Video izmanto&anai lieli nopelni biju$ijau 1986. gada Rigas
Videocentra rosinatajam Kino dienam, kas cita starpa izvérsas par vérienigu jaunas makslas notikumu
paradi. Videocentra vadiba — Maris Gailis un Augusts Sukuts — ari vélak izradijusi lielu ieinteresétibu un
atbalstu laikmetigajai makslai.

Visi novérojumi liecina, ka instalacija nekur nepazudis — gluZi tapat ka gleznieciba, zim&jums vai
foto. Jau vairakus gadus instalaciju maca ari Latvijas Makslas akadémija. Instalacijam ir bijuas dazadas
definicijas. levérojama vacu makslas teorétike Karina Tomasa (Karin Thomas) skaidro, ka instalacija ir
“telpisks vai telpu defingjods maksliniecisks objektu kartojums, ka ari sienas vai gridas veidojums”.
Toties 1994. gada iznakusaja gramata “Instalaciju maksla” ievada lasam, ka, “lai autoritativi nosauktu
kadu materialu, objektu vai artefaktu kartojumu par instalaciju, nepiecieSams pazit virkni radniecigu
terminu — novietojums, vieta, vietai piemitoss, galerija, publika, vide, telpa, laiks, ilgstamiba™. Bet
2003. gada gramata “Jaunas tikstosgades instalaciju maksla — jutekju valstiba" skaidrots, kadé| 20. gs.
maksla notikusas tik radikalas parmainas: “Pédgjie 125 gadi ir pieredzéjusi dramatiskas cilvécisko spéju
nodoSanu masinam [..] Més atrodamies tada materialaja vidé, kura agrinie 20. gs. makslas uzlikoSanas,
parsprieSanas un izdzivoSanas modeli neatbilst kultiiras radi§anas un uztveres nosacijumu izpratnei."*

Tas, ka jau pirms 1984. gada izstadés eksponéti telpiski objekti, nenozimé, ka ari tie iekjaujas

several of her works installations — the large painted space in Stockholm'’s Kulturhuset in 1991 and the 1995
collection of paper works in the St. Thomas Church in Rovinja, Croatia. The NSRD (Workshep for Restoration
of Non-Existent Feelings) group of artists [Hardijs Leding, Juris Boiko, Aigars Sparans, Imants Zodziks and
others] also created multimedia arrangements, which could be separated into their individual components.

Video was integrated into our installations fairly early on; some the first impressive works were
Boiko's “Saltblower” and Tillbergs' “Joining the Universe” for the 1990 exhibition “Latvia — 20th Century
Somersault. 1940-1990". The use of video had already gained major success in the 1986 “Cinema Days”
organised by the Riga Video Centre. This festival turned into an impressive parade of events of the new art.
The management of the Video Centre, Maris Gailis and Augusts Sukuts, were also later to show great interest
and support for contemporary arts.

All the indications are that the installation, just like painting, drawing and photography, is not
going to disappear; for several years now, installation has also been taught at the Latvian ;&cademg of Art.
There have been various definitions of installation. The well-known German art theoretician Karin Thomas
explains that the installation can be “a spatial or space defining arrangement of art objects, as well the
formation of walls or floors™. On the other ha nd, the introduction to the 1994 book “Installation Art” tells us
that, “to call some disposition of materials, objects or artefacts an installation with any degree of authority
presupposes familiarity with a clutch of -related terms: location, site, site-specificity, gallery, public,
environment, space, time, duration”®. However in the 2003, Jonathan Crary attempts to explain why there
were such radical changes in 20th century art: “The last 125 years have seen a dramatic transfer of human
capabilities to machines, especially capabilities involving vision, thought and memory which continues
unabated today, in terms of tools for information storage, communication and visualisation. We are now in



} Juris Boiko. Salspatéjs. Videoinstalacija. Izstade “Latvija — 20. gadsimta kdlenis. 1940.-1990. pads” izstazu zalé “Latvija" /

sginstallation, Exhibition “l atvia 2Z0th |-|"'|r-1:':. O me ault, 1940-1990" at the exhibition hall “1 altvija 199[4’
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Olegs Tillbergs. Instalacija personalizstadé “Skaties man acis”. Valsts Makslas muzeja izstazu zale “Arsendls” / Installation at the solo

exhibition “Look Into My Eyes”. Exhibition hall "Arsenals” of the State Museum of Art. 1996
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Djars Pétersons. Lield orana triumfa arka. Instalacija Rundalé izstades “Valsts” ietvaros / Big Orange Arch of Triumph. Installation in Rundale within
the exhibition “State”. 1994
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Inese Mailite, Ivars Mailitis. Cilvéki — Kamoli. Instalacija / People — Balls of Wool. Installation
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Aija Zarina. Zila istaba. |zstade "Pieci no Rigas. LatvieSu avangards”. Stokholmas Kulturhuset /
The Blue Room. Exhibition “Five from Riga. Latvian Avantgarde’. Kulturhuset, Stockholm. 1991



latviesu instalacijas tradicija. Nemaz nerunajot par to, ka pat Rietumos (kur nu vél Latvija!) 0. gados
vards “instalacija” nebija ipasi iesaknojies, jaatzist, ka latviedu 70, gadu aréji dekorativie telpiskie darbi,
risinadami autoriem batiskus makslinieciskus jautajumus, tomér bija atrauti no aktualas starptautiskas
makslas vides tendencém. Savukart tas makslinieku loks, kuré savu instalaciju jaudu attistija péc
1984. gada, iedvesmu nesmélas iepriek$éja latviegu telpisko objektu maksla. Nevar runat ne par kadu
kontinuitati, pieméram, starp dizaineru un vides makslinieku Valdi Celmu un izstades "Daba. Vide. Cilvéks"
telpiska objekta “Brauciens zajumos” autoru Andri Brezi.

Misu pirmos instalatorus, kas vienlaicigi bija ari grafiki un gleznotadji, bet péc padomju
Makslinieku savienibas dalijuma sekcijas skaitijas plakatisti, intereséja Rietumu konceptualisti un
latvieSu makslinieki, kuru darbos bija sajatama sasaiste ar konceptualo jauninajumu garu. Paraugi 70.
gadu nogalé un 80. gadu sakuma viniem bija Henrihs Vorkals, limars Blumbergs, Risin$ Rozite, Janis
Borgs, Georgs Smelters, Georgs Senbergs, Juris Dimiters, Miervaldis Polis, Liga Purmale, Maija Tabaka,®

No Sodienas viedok|a izstade “Daba. Vide. Cilvéks” ir profesionals kuriozs. Tagad@ja laikmetigas
makslas izstaZu praksé ta uzlikojama ka savdabiga Makslinieku savienibas Rudens skate, vien
neparastaka ar to, ka taja iespaidigi paradijas kaut kas acimredzami jauns. Kopuma atminos, ka ta $kita
arkartigi liela un sadrumstalota izstade, kura varéja pabrinities par daZiem agrak neiedomajamiem,
latviska izpratné “negaumigiem” darbiem.

No Sodienas viedok|a ir interesanti vilkt paraléles ar tagadeéjo kuratora “institatu”. Ikvienam, kurs
izprata un pazina padomju kultaras un makslas politiku, top skaidrs, ka makslas darbus vajadzéja atradit
un apstiprinat Makslinieku savieniba; turpat notika visadas apspriesanas. Bet vai nopietnas izstadés

sodien nenotiek tas pats? Tolaik bija &ekas un cekas kuratori - vinus ta ari sauca, un tagad man ironiski

a material environment where earlier 20th century models of spectatorship, contemplation and experience
are inadequate for understanding the conditions of cultural creation and reception™,

However, the fact that spatial objects were present in exhibitions prior to 1984 does not mean that
they too belong to the Latvian tradition of installation. Even in the West, let alone in Latvia, installations as a
term had not taken root in the 1970s. In Latvia, although the externally decorative spatial works of the 70s
may also have solved artists' essential questions about art itself, they were nevertheless detached from the
current trends in international art. And in turn, those artists who developed their installation capacity after
1984 did not draw from the experience of earlier spatial object art in Latvia. There is no question of there being
some kind of continuity between, for example, the designer and environmental artist Valdis Celms and Andris
BreZe, author of the spatial object, “Trip into the Greenery” for the “Nature. Environment. Man” exhibition.

The first installators were at the same time graphic artists and painters, but according to the
sectoral divisions of the Soviet Artists' Union they were classed as poster artists. They were interested in
the conceptualists in the West and in those Latvian artists whose works displayed a connection to the spirit
of conceptual innovations. At the end of the 70s and in the early 80s these were Henrihs Vorkals, lImars
Blumbergs, RUsins Rozite, Janis Borgs, Georgs Smelters, Georgs Senbergs, Juris Dimiters, Miervaldis Polis,
Liga Purmale and Maija Tabaka.®

From today's point of view, “Nature. Environment. Man" is a professional curiosity. In current
contemporary art exhibition practice it can be regarded as a peculiar Artists’ Union “Autumn” show,
unusual only because it was impressive with something obviously new. On the whole | remember it being
an exceptionally large and fragmented exhibition where one could wonder at some of the previously

unimaginable and in Latvian terms “tasteless” works.



Andris Breze. Melnais kvadrats. Instalacija. Valsts Makslas muzeja izstazu zale “Arsenals” / Black Square. Installation,
Exhibition hall "Arsenals” of the State Museum of Art. 1997




Kristaps Gelzis. Borg Gérd. Instalacija. Personalizstade izstazu nama "Jana séta” Riga / Borg
Gard. Installation. Solo exhibition at the exhibition house “Jana séta” in Riga. 1992



nakas savu profesiju salidzinat ar vinéjo. Ari tagad kuratori apsprieZas ar maksliniekiem un makslinieki
pirms izstades tiem atrada savu darbu uzmetumus. Tomér at$kiriba starp tagadni un 1984. gadu ir
fundamentala. Misdienu kurators — makslinieciskais vaditajs — var biit peJams tadé, ka nekad neizpatiks
vairakumam. Tolaik ideologiskais “kurators” bija varas parstavis visparéja represivaja sistéma.

Tomér jau 1984. gada sakotnéja ricibas iespéja bija pietiekami liela. Ta ka pieteikties varéja
ikviens makslinieks, no jaunajiem konceptualistiem piedalijas tie, kuriem ta jau bija iek3&ji nobriedusi
nepiecieSamiba — vienkarsi agrak nebija iespéjams izstadit $adus darbus.

Lai saprastu to gaisotni, kura apspieda rado$a gara aréji saredzamo izpausmi, jaatminas, ka
izstadi prieksSlaicigi slédza. Andris Breze 2004. gada sakuma saruna atceréjas péc tas slégsanas notikuso
apspriesanu. Kas tik tur nebija ieradies! Bija ari Komunistiskas partijas Centralas komitejas parstavji, kuri
taujaja: “Kas tas viss ir?”

Andris BreZe stastija, ka tad, kad daudzi jau bija izrunajusies, kajas piecélies misu glezniecibas
patriarhs Janis Paujuks. Dego$am acim un izspiruSiem matiem ving saucis: “Bet vai jis putnam prasat,
kadé| vins lido?" (Klausoties par $o epizodi, man pék3ni ienaca prata sena lieliska Banutas Ancanes
litografija, kura vina attélojusi Jani Paujuku ar putninu uz galvas...)

1989. gada ladzu makslinieku Ojaru Pétersonu, kurs izstadé “Daba. Vide. Cilvéks” piedalijas ar
instalaciju “Koku staditajs”, uzrakstit par to savus iespaidus. Lik, fragments no vina apraksta: “Atceros,
liekas bija jau pédéja nakts pirms izstades atklasanas, visi darbi jau gandriz gatavi, viss spid un laistas.
Atnaca Marta Krasta, nupat ka atbraukusi no Rietumberlines, no “Istajam” arzemém, apskatijas visu
un teica: "Knau hart!" Izradijas, ka tur ta sakot, kad kaut kas atstajot efektigu iespaidu. Vispar man
kopiespaids ari likds saméra knau hart. Nakama diena jau sakas viss tas, bez ka tolaik laga nenotika

Today we can see interesting parallels with the current “institute” of curators. It is clear to anyone
who knew and understood Soviet culture and art policy that artworks had to be submitted to and be passed
by the Artists’ Union, and that all the discussions took place there. But isn't it the same situation with serious
exhibitions today? In those days there were the KGB and the Communist Party Central Committee curators
and that is how they were known. | now find it ironic to compare my profession with theirs. Today too,
curators confer with artists and artists show them their working sketches before an exhibition. However,
there are fundamental differences between now and 1984. Today's curators-artistic directors may be
castigated because they will never please the majority. The ideological “curator” of the old days represented
the ruling powers in a generally repressive system.

By 1984 there was sufficient room to manoeuvre. Those of the budding installators who were
‘ready” took part. Because any artist could apply, the ones to participate were those new conceptualists
whose inner needs had matured; previously it had been simply impossible to exhibit this kind of work.

In order to understand the atmosphere that suppressed the externally visible expression of the
creative spirit, we should remember that this exhibition was prematurely closed. In a recent conversation
at the beginning of 2004, Andris BreZe recalled that there was a discussion after the exhibition had been
closed and the list of those attending was remarkable. Also present were representatives of Communist
Party Central Committee who wondered what it was all about.

BreZe also remembers from the post-closure discussion that once many of those present had had
their say, Janis Pauluks, the patriarch of our painting, took the floor, With eyes aflame and dishevelled hair
he asked: “But do you ask a bird why it flies?" (When Breze told me this | remembered an old lithograph by
Banuta Ancane depicting Paujuks with a bird on his head...)



neviena izstade. Staigaja visadi cilvéki, skatijas. Krollis Iénam bidija no darba pie darba CK parstavi biedru
Sviki, skaidroja vinam darbu pareizo saturu, ari més, klatesosie makslinieki, centamies uztrenét gludu un
noapalojosu runu. Es parasti esmu tadas reizés noguris un kaskigs. Cinijos ar elektrikiem. Tad man lika
saprast, ka vajagot novakt to manu sarkano viru, jo, Ik, it ka cien. maksliniece Valnere jatot diskomfortu
savam gleznam. Es gan piejauju, ka vinai nekas par to nebija zinams. Visa gaisotne bija tada, ka man likas,
ka tie$am kopéjas lietas laba japiekapjas. (Sodien nevaru sev $itadu vajumu piedot.) leradas ari skatitaji
no Maskavas. |zstadi slédza péc dazam dienam. Vispar riktigs cirks!”

Taja pasa 1989. gada kada personiga saruna par izstadi makslinieks Laimonis S&nbergs man
teica: "Pirms tam jau neviens nesaprata, kas isti notiek, tadé) ari neuztraucas.”

Ir vérts atceréties, ka slégto robeZu apstdkjos neblt ne visas institlicijas bija vienlidz
reakcionaras. Toreizéja Makslas akadémija un Kultlras ministrija parstavéja konservativako, stivako, pat
naidigo sparnu. Makslinieku savieniba ar DZemmu Skulmi priek$gala izstaroja lielaku apgaismibu. Galu gala
“Daba. Vide. Cilvéks" bija DZemmas paragri mirusa vira makslinieka Ojara Abola iecere. Bet bez Dzemmas
Skulmes §i izstade diez vai bltu notikusi. Tapat jaatminas, ka Latvijas PSR Makslinieku savienibas
Komunistiskas partijas pirmorganizaciju tolaik vadija makslas zinatniece Ramona Umblija, kura jau bija
uzrakstijusi daudzus progresivus rakstus par talaika konceptualistiem — visupirms par Miervaldi Poli.

No Sodienas viedok|a viegli kritizét talaika Jaudis. Lk, Péteris Bankovskis raksta, ka “aréji
nereti pat bohémiski brivdomigie, bet bitiba tipiski konformistiskie LPSR Makslinieku savienibas vadosie
darbiniekiizstadi paklausigi slédz priekélaicigi'ﬁ. Interesanti, ka vispar varéja kaut ko neslégt toreizéja baiju
atmosféra, it seviski, ja rikojums naca no Maskavas? 1984. gada pat vél nebija sacies tas PSRS sabrukuma
sakuma process, kuru vésturé pazist ka parbuves (prestroikas) un atklatibas (glasnostj) laiku.

In 1989 | asked Djars Pétersons to write down his impressions of the exhibition in which he had
participated with his installation “The Tree Planter”. Here is a fragment: “| remember it was the night before
the exhibition opening and all the works were almost ready, everything was spick and span. Along came
Marta Krasta, recently returned from West Berlin, the “real” abroad, she looked at everything and said: “knau
hart!” Apparently the thing to say there on seeing something really impressive. Generally speaking, my
overall impression was also quite knau hart. Things started the next day, things that no exhibition of the
time could avoid. All sorts of people came and looked. Krollis slowly steered comrade Svikis of the Central
Committee from work to work explaining the correct content of each. And we too, the artists present, tried to
hone our smooth and rounded speeches. On those occasions I'm usually tired and irritable. I'd been having
problems with the electricians. Then | was given to understand that | should remove my red man, apparently
because its proximity to her paintings was causing the honourable artist Valnere discomfort. | assume,
however, that she knew nothing of this. The whole atmosphere was such that | felt it really was necessary to
concede for the common good. (Today | cannot forgive myself this moment of weakness.) Observers from
Moscow had also arrived. The exhibition was closed after a couple of days. A real circus!”

In a conversation about the exhibition that same year [1983), the artist Laimonis Sénbergs told
me: “Before that no one understood what was really happening and so they didn't worry.”

It is worth remembering that even under the conditions of closed borders, not all institutions were
equally reactionary. In those days the Academy of Art and the Ministry of Culture represented the most
conservative, rigid and even hostile wing. The Artists’ Union with DZemma Skulme at the fore radiated the
greatest enlightenment. After all, “Nature. Environment. Man” had been envisaged by Skulme’s prematurely
late husband, the artist Ojars Abols. But without Skulme, it is doubtful whether this exhibition would have



Es tomér dodu priek$roku diferencétam skatijumam uz talaika notikumiem un personibam, un
Makslinieku savieniba attieksme pret jaunajam makslam katra zina bija brivdomigaka. Atminos divus ar
Dzemmu Skulmi saistitus notikumus.

Jau lielaka brivestibas gaisotné, tomér modra padomju milicijas uzraudziba 1988. gada bijuSaja
Japanas véstniecibas garaZa notika kadreizéja izstades “Daba. Vide. Cilvéks" dalibnieka Hardija Ledina 24
stundas gara performance. Kad vélu vakara turieradas likuma sargi un krievu valoda taujaja péc "nekartibu”
iemesliem, Hardijs Ledin$ uzradija viniem DZemmas Skulmes parakstitu véstuli, ka vina neiebilst pret $ada
pasakuma rikoSanu. Atkal — 2004. gada Skistu komiski uzradit policijai tagadéja Makslinieku savienibas
priekSsédétaja Egila Rozenberga parakstitu apliecinajumu, ka vinam nav iebildumu pret kadu makslas
pasakumu attala garaza. Tacu tolaik pietika ar vienu “papiru”,

Otrs notikums saistas jau ar 1990. gadu jeb precizak — 1989. gada nogali, kas bija izstades
“Latvija. 20. gadsimta kilenis. 1940.-1990. gads” tapSanas laiks. Ta bija pirma izstade Latvija, kura bija
redzami tikai jaunie telpiskie kartojumi — instalacijas. Likas, ka péc labiem panakumiem Rietumvacija, kur
1988. un 1989. gada notika Rietumberlines Jaunas télotajas makslas apvienibas (NGbK) rikota izstade
“Riga — latvieSu avangards”, biitu pienacis laiks kaut ko lielu, iespaidigu un laikmetigu noorganizét ari pie
mums. Tas bija pirmais projekts (tolaik gan vél nelietoja $o vardu), kuram pieslédzos organizatoriski.

Ari 1990. gada vajadzéja sanemt Makslinieku savienibas valdes atjauja rikot izstadi, kaut ari
telpas — 1400 m? lielo izstaZu zali “Latvija” tagadéja viesnica Reval Hotel Latvija — parvaldija Latvijas
Makslas muzeju apvieniba. Gaisotne Makslinieku savieniba bija |oti saspringta. Neatceros visus valdes
locek|us, kuri bija “pret”, atmina palikusi vien gleznotaja Jura Jurjana |oti negativa nostaja. Bez jebkadiem

racionaliem argumentiem viss sliecas uz to, ka izstadei nebus notikt. Noklausijusies visus izteikumus,

happened. We should also remember that art historian Ramona Umblija had already written many articles,
progressive for the time, about the conceptualists of the day, first of all about Miervaldis Palis. At the time
she was the Communist Party secretary of the primary organisation within the Artists’ Union of the Latvian
Soviet Socialist Republic.

From today's point of view it is easy to criticise the people of that time. For example, Péteris
Bankovkis wrote: “The outwardly free-thinking, often even bohemian but essentially typically conformist
leadership of the LSSR Artists' Union obediently closed the exhibition prematurely®™. In that climate of fear,
how could anything not be closed, especially if the order came from Moscow? In 1984, the disintegration
process of the USSR that came to be known as perestroika and glasnost had not yet begun,

Personally, | judge the events and personalities of the time on their merits and the attitude of the
Artists’ Union towards the new art was more liberal. | remember two incidents that involved DZemma Skulme.

Although the atmosphere of 1988 was more liberal, Hardijs Ledin$ (one of the installators in
“Nature. Environment. Man") nevertheless had to organise his 24 hour performance in the garage of the
former Japanese embassy under the watchful eyes of the Soviet militia. Late in the evening, when the
guardians of the law had arrived and asked in Russian what the “disturbance” was about, Ledin$ showed
them a letter signed by Dzemma Skulme confirming she had no objection to the event. Again, from today's
point of view, it would be comical if in 2004, a note were to be shown to the police signed by the current
chairman of the Artists’ Union Egils Rozenbergs and confirming he had no objection to an art event in some
garage. But in those days a "paper” was all that one needed.

The second incident was in 1990 or to be precise, at the end of 1989. This was when the exhibition

“Latvia — 20th Century Somersault. 1940-1990" was being put together. This was the first exhibition in Latvia



DZzemma Skulme teica savu vardu. Tas isteniba bija viens Joti stingri uzdots jautdjums: “Kadé| lai Helénai
nenotiktu Siizstade?” Viss. Klusums. Un atjauja.

“Diemmas faktors” latvieSu laikmetigds makslas izaugsmé bijis |oti batisks. Paliikojoties
atpakal, cik lieli bija vinas nopelni, kad 1991. gada Rigd notika Rietumberlines atbildes izstade
“Interferences”, gribas DZemmu nodévét gluZi vai par latviesu laikmetigas makslas krustmati. 90. gadu
sakuma (ari) vinas pozitiva attieksme latvieiem palidzéja iegut lielaku makslas jaudu neka kolégiem
kaiminvalstis. Ari toreizéjais kultdras ministrs Raimonds Pauls, privatas sarunas gan allaZ pakerdams uz
zoba jaunas makslas tendences, atSkiriba no vairakiem turpmakajiem kultiras ministriem publiski par
tam nekad neizteicas negativi. DiemZél vélak vérienigaka makslas procesa attistibu kavéja institucionala
mazspeéja un izstazu telpu trakums.

Nakamaja gada péc izstades “Daba. Vide. Cilvéks” slégdanas sakas tas, ko Rietumi un Austrumi
cildinaja ka Mihaila Gorbacova parbavi. Tomér rezims sabruka ne jau tadé, ka kaut kadi “gaisSie spéki” to
bltu brucinajusi no augsas. Citéjot véstures profesoru Aivaru Strangu, jateic, ka “padomiju rezims sabruka
tapéc, ka tas bija drjahlij. (..) Padomju rezims sabruka citadak = no ta, ka vismaz pédéjos 30 gadus, kops
Brezneva noteikti, tas bija iek$&ji korumpéts, dekadentisks, liekuligs. [..) breznevisms bija pagrimis,
nodzeéries, korumpéjies, sazadzies rezims, bet vairs ne isti totalitars.””

Turpmakie gadi péc 1984. gada misu instalatoriem bija rado$u iespéju parpilni, kaut ari ik pa
bridim nacas rékinaties ar cenziiras iejauk$anos. 1985. gada Georga Skiltera memorialaja muzeja ta ari
neatklatu slédza Andra BreZes, Ojara Pétersona un Jura Putrama izstadi, kura ari bija redzami vairaki
telpiski kartojumi. Tomér process bija sacies un $0s maksliniekus nekas vairs nevaréja apturét.

Jau 1984. gada jaunatnes zurnala “Liesma” par makslas un telpas attiecibam izteicas &etri no

to show only new spatial arrangements — installations. It seemed that after the successes in West Germany
of the "Riga — Latvian Avant-garde” exhibition organised by the Neue Gesellschaft fiir bildende Kunst, that
the time had come to stage something large, impressive and contemporary here too. And this was the first
project (although the term wasn't used then) | was involved in on an organisational level.

In 1990 too, permission was required from the board of the Artists’ Union to arrange the exhibition,
although the 1400 m? Exhibition Hall “Latvija” (part of the present Reval Hotel Latvija] was managed by the
Latvian Museums' Association. | recall that the air was very tense in the Artists’ Union. | don’t remember all
the board members who opposed the exhibition, but | do remember the extremely negative position adopted
by painter Juris Jurjans. Without any rational arguments, all were minded that the exhibition should not take
place. Having heard all the objections, DZemma Skulme had her word. It was actually a single question put
very forcefully: “Why shouldn't Heléna have the exhibition?” That was all. Silence. And permission was given,

The “Dzemma factor” played a major role in the development of Latvian contemporary art. Looking
back, DZemma Skulme has much to her credit, and if we remember that in 1991 West Berlin organised a
return exhibition “Interferences” in Riga, we could almost call her the Godmother of Latvian contemporary
art. In the early 90s her positive attitude (too) gave art more capacity in Latvia than was the case in
neighbouring countries. Although in private conversation, the then Minister of Culture Raimonds Pauls would
always joke about the new tendencies in art, unlike several of his successors, he never spoke negatively
in public. Later, unfortunately, the development of the art process on a greater scale was handicapped by
institutional weakness and the lack of exhibition space.

A year after the closure of “Nature. Environment. Man” changes, that the West and the East extolled
as Gorbachov's reconstruction, started. However, the regime did not collapse because some “forces for good”
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jaunajiem — Ivars Mailitis, Andris Breze, Ojars Pétersons un Juris Putrams. Liela nozime bija 1987. gada
nodibinatajam Zurnalam “Avots”, kura pirmaja gada vakus noforméja Andris Breie, bet makslinieciska
redaktore bija Sarmite Malina. Par jauno makslu “Avots” rakstija regulari, gluZi tapat ka “Literatdra un
Maksla”, kur 80. gadu otraja pusé saka stradat Péteris Bankovskis. Lidz ar laikraksta “Diena” nodibinaganu
1990. gada paradijas vél viena publiska tribine laikmetigas makslas nori$u atspogulo$anai.

Turpmak tiesi instalatoriem izstades un makslas notikumi virknéjas ar tadu jaudu, kada tagad,
21. gadsimta sakuma, vairs nav pieredzéta. Naca ari piedavajumi no arzemém, it ipasi no Vacijas un
Zieme|valstu nekomercialajam makslas institdcijam. Viens no Joti pozitivajiem faktoriem ir bijis 1987.
gada vacu politika Bjerna Engholma Bjérn Engholm] iedibinatais Ars Baltica projekts, kura ietvaros apkart
Baltija jurai notikusi daudzi vérienigi laikmetigas makslas pasakumi.

Tatu svarigi atminéties, ka ne jau kads kurators, makslas institdcija vai finanséjuma pieskirums
izraisija vérienigu makslas darbu tapSanu. 90. gadu vida Ojegs Tillbergs intervija pateiks, ka vini ir izaugusi
uz létiem socialisma materialiem, ka viniem tie mérogi vél ir lieli.? Un tomér tagadéjas kapitalistiskas
attiecibas vai institucionald mazspéja nav makslinieku jaudas sarukuma vienigie noteicosie céloni.
Nedrikst aizmirst ari to milzigo entuziasmu, kas naca lidz ar pakapenisku robezu atvéréanos un cenziras
izzusanu 80. gadu otraja pusé. Viniem, tiem pirmajiem “brivajiem”, bija pilnigi cita pasaules uztvere. Pirmie
panakumi gluZi vai sparnoja, un tas noskanojums turéjas ilgi.

Procesa bédigakais posms bija visu instalaciju pakapeniska bojaeja. Latvija nebija neviena centra,
kas tas vélétos saglabat. 1993. gada dibinatais Sorosa Misdienu makslas centrs bija izstazu producents,
nevis makslas darbu glabatajs. Uz ta bazes dibinatais Latvijas Laikmetigds makslas centrs vairakkart

ir rosinajis profesionalas un publiskas diskusijas par Modernas makslas muzeja nepiecie$amibu, taéu

had crumbled it from the top down. To quote professor of history Aivars Stranga, “the Soviet regime collapsed
because it was decrepit. [..] The Soviet regime collapsed differently, from the fact that for at least the last 30
years, certainly since Brezhney, it was internally corrupt, decadent, and hypocritical. [..] Brezhnev's was a
degenerate, drink ridden, corrupt and thieving regime, but no longer really totalitarian"’.

For our installators, the years after 1984 were full of creative possibilities although from time to
time, they would have to reckon with interference by the censorship. This was the case in 1985 when an
exhibition featuring several spatial arrangements by Andris Breze, Ojars P&tersons and Juris Putrams in the
Skilters Museum was closed before it opened. Nevertheless, the process had begun and nothing now could
stop these artists.

Four of these artists ~ Ivars Mailitis, Andris Breze, Ojars Pétersons and Juris Putrams — had
already voiced their opinions on the relationships between art and space back in 1984 in the youth magazine
Liesma [Flame). A significant role was played by the magazine Avots (Source or Spring), founded in 1982, In
its first year Andris BreZe was responsible for the cover design and the art editor was Sarmite Malina. Avots
wrote regularly on the new art as did the weekly Literatdra un Maksla (Literature and Art) when Péteris
Bankovskis had begun to work there in the mid 1980s. The founding of the new daily newspaper Diena (The
Day) in 1990 provided another public forum for the reflection of what was happening in contemporary art.

In the following years exhibitions and art events specifically for installators were to take on a life of
their own that today, at the beginning of the 21st century, we have yet to experience. Offers also came from
abroad, especially from non-commercial institutions in Germany and the Nordic countries. A highly positive
factor was the Ars Baltica project established in 1987 by the German politician Bjorn Engholm. This project
led to many large-scale art events around the Baltic Sea.




lidz Sim So ieceri nav bijis iespéjams istenot. Tik vien ir palicis — bet ari tas nav maz — ka foto un video
dokumentacija Laikmetigas makslas centra arhiva.

1996. gada VarSavas Laikmetigas makslas galerija Zacheta un Laikmetigas makslas centra
Zamek Ujazdowski notika savveida retrospektiva skate “Personigais laiks. Latvijas, Igaunijas un Lietuvas
maksla 1945-1996". Kopa ar izstades ieceres autori Andu Rotenbergu (Anda Rotenberg) izvélgjamies
paradit gan to makslinieku darbus, kuri padomiu laikos atradas arpus oficiala “meinstrima”, gan tos, kuri
visspilgtak reprezentéja jauno latviesu makslu. Péc visdazadako aspektu izvértéSanas pirmo instalatoru
paaudzi parstavéja Olegs Tillbergs, Ojars Pétersons, Sarmite Malina un Kristaps Gelzis, bet otro — Anita
Zabilevska un Eriks Bozis. Jau toreiz par pirmajiem kataloga devu veértéjumu: “Lidz pat 90. gadu vidum
domingjosa ir bijusi izteikti poétiska instalacija, kuras racionalisms + poézija + neizbégama stastijuma
izteiksme ir bUtiski saistiti ar izmantojamo materialu. (..) Labakie &is makslas paraugi vérojami tur, kur Sis
Zanrs Latvija atSkiras no citviet redzéta, proti, kad télainiba ir savienota ar ironiju un reizé ar konstruktivu
domasanas alternativu (vairaki 0. Pétersona, A. Brezes darbi); kad ass socialais véstijums ir iekodéts
pasu izmantojamo materialu “atmina” (0. Tillbergs), kad reprezentacijas problémas péta caur materialu,
lek|aujot taja ne tikai aktualitates, bet ari kultdras atminas “starptelpu”(K. Gelzis, S. Malina)."®

Novértéjot “Personigo laiku” un pirmo instalatoru paaudzi, Janis Borgs rakstija: “Ar Ojaru
Pétersonu més kopa sakam Makslinieku savienibas plakatistos. Pie geda Kirkes. [..) Ving, Breie bija
tadi jauni, nikni gigantomaniski un ekspresionistiski grafiki. Makslas dienis pa stacijas tunefiem némas.
Biedéja ar jauno makslu maiselniekus un mili¢us. (..) Pétersonam tad uzblveéjas Oranzais pustilts pie
komsomofcu cekas iepretim Pribaltijas kara apgabala §tabam. Pirma avangarda plastika Riga.”'® Un:

“Olegs Tillbergs daudzus fasciné ar saviem dullajiem pirkumiem un pasakumiem. Krievu MiGi, kara kugi,

It is important to bear in mind that not some curator, institution or financial endowment was the
reason for the creation of ambitious artworks. In the mid 90s, Olegs Tillbergs said in an interview that they
grew up with cheap socialistic materials, that for them the scale was incredibly wide.® And yet, today's
capitalist relations or institutional incapacity alone are not responsible for the drop off in artists' output.
We must not forget the huge enthusiasm that came with the gradual opening up of the borders and the
disappearance of censorship in the second half of the 1980s, They, the first “free” artists had a completely
different perception of the world. The early achievements had them almost flying and the mood was to
endure for a long time.

The saddest stage in the process was the gradual destruction of all the artworks—installations,
There wasn't a single centre of art in Latvia that wished to preserve them. The Soros Center for Contemporary
Art-Riga, founded in 1993, was a producer of exhibitions and not a repository. The issue has been raised by
the Latvian Centre for Contemporary Art, which is the successor of the SCCA-Riga, in several professional and
public discussions on the need for a museum of modern art, which until now has been impossible. All that
remains, and we have to be grateful for that, is the photo and video documentation in the LCCA archives.

In 1996 a unique retrospective “Personal time. Art of Estonia, Latvia and Lithuania 1945-1996"
was held in Warsaw in the Zacheta Gallery of Contemporary Art and in the Centre for Contemporary Art
at Ujazdowski Castle. Together with Anda Rottenberg who conceived the idea for the exhibition, we chose
to show the works of those artists outside the official mainstream in Soviet times and those who best
represented the new Latvian art. Taking various aspects into account, the first generation of installators was
represented by OJegs Tillbergs, Ojars Pétersons, Sarmite Malina and Kristaps Gelzis. The second generation
was represented by Anita Zabilevska and Eriks Bozis. In the catalogue at the time, | wrote of the first group:



jaguari, cietokSni... Visu prot ar savam rokam. Sanpaulu biennalé Olegs ar biezam masinsméres pikam
glezno jeb sméré gigantisku panno. Vina personigais laiks ir vina instalaciju laiks.”!!

Par otro instalatoru paaudzi, kura saka aktivizéties 90. gadu sakuma [Mikelis Figers, Andris
Fridbergs, Gints Gabrans, Eriks Bozis, Armins 0zoling, Anita Labilevska, Vilnis Zabers un grupa LPSR 7]
un kuras parstavji, tapat ka vecakie makslinieki, darbojusies un darbojas ari citos makslas veidos,
toreiz VarSavas “Personiga laika” izstades kataloga saciju, ka vinus vairak interesé reprezentacijas un
uztveres procesi pasa maksla, ka raditi bieZi tiek tadi ka “neobligati téli", ka vinu maksla ir it ka lielaka
pétijluma starpposms un ka notikusi nobide no konceptualas uz kontekstuilo maksiu. Tagad, ar gandriz
desmit gadu laika distanci, vél arvien iesp&jams dod lidzigu vért&jumu, vien nemot véra, ka mainijusies ir
sabiedriba un lidz ar to ari makslas darbu tematika.

Stradajot pie 2003. gada nogalé un 2004. gada sakuma Vilna notikudas Latvijas un Lietuvas
jauno makslinieku darbu izstades 2 SHOW, radas daudzi visparinosi secinajumi par tagadéjo latvie$u
laikmetigas makslas kopainu un tas smaguma centriem. Viens no galvenajiem secinajumiem ir par
nostabilizéjusos treo latvieSu laikmetigas makslas vilni, kuru var uzskatit ari par treSo instalatoru
paaudzi. Vinu instalaciju stilistika vislielakie nopelni ir firmas Sony iniciativai un visparéjai datoru
programmaturas attistibai — tie$i jaunas tehnologijas ir palielinajusas instalacijas izmantojamo
makslinieciskas izteiksmes lidzek|u klastu. Objektu un priek&metu apvienojums ar digitalo tehnologiju
ir jauno instalaciju raksturotajs. Makslinieku grupa F5 darba “Laiks radis” uz skaistu maksligo ziedu
kalnina bija novietojusi perfektu spozu zarku, kura iek$pusé ievietots monitors un tiek radita videofilma.
Kristine Kursi$a nelielos interjeros iek|avusi digitala video tableaux vivantes jeb dzivas bildes. Kaspars

Podnieks ar savulaik OJegam Tillbergam piemitu3u jaudu un meistaribu uzbGvéjis sareigitu metala

“Right up to the mid 90s, the expressly poetic installation has been dominant. It's rationalism + poetry +
unavoidable narrative expression is essentially tied to the materials used. [..] The best exa mples are when
the genre in Latvia differs from that seen elsewhere in the world, i.e. where the imagery is combined with
irony and alternative constructive thinking (e.g. some of the works of Ojars Pétersons and Andris Breze);
when the sharp social message is encoded in the ‘memory’ of the materials (Tillbergs ]; when representational
problems are examined with the help of material, including, not only actualities, but also the limbo of cultural
memory (Gelzis, Malina)™®.

Reviewing “Personal Time” and the first generation of installators, Janis Borgs wrote: “Ojars
Pétersons and | started out together as poster artists in the Artists’ Union with the patriarch Kirke. [..]
Pétersons and BreZe were young, fiercely megalomaniac and expressionistic graphic artists. During the
Art Days they were busy in the station subways. They frightened the bag people and the militia with the
new art. [..] Pétersons then erected his half bridge by the Central Committee of the Komsomol, opposite
the headquarters of Baltic military district. The first avant-garde plastic in Riga"'?. And further. “Many people
are fascinated by Tillbergs' mad purchases and events. Russian MiG fighter planes, naval vessels, Jaguars,
fortresses... He does everything himself. At the Sad Paulo Biennale Olegs with thick lumps of grease painted
or greased a giant panneau. His personal time is his installation time"!.

The second generation of installators (Mikelis FiSers, Andris Fridbergs, Gints Gabrans, Eriks Bozis,
Armins 0zoling, Anita Zabilevska, Vilnis Zabers and the LPSR 7 group) became active in the early 90s. Like
the older artists, they had also worked in other genres. | wrote in the “Personal Time” catalogue that they were
more interested in the representation and perception process in art itself; that they would create apparently
“non-compulsory images”, that their art is like an intermediate stage in some greater exploration and there



Kaspars Podnieks. Gotina. Videoinstalacija. Izstade 2 Show. Vinas Laikmetigas makslas centrs /
Cow. Videoinstallation. Exhibition “2 Show". Contemporary Art Centre, Vilnius. 2003

has been a shift from conceptual to contextual art. Now, with a distance of ten years, the same view is still
valid as long as we take into account that' society has changed and with that the themes of the artworks.

While working on the “2 Show" exhibition of work by young Latvian and Lithuanian artists at the
end of 2003 in Vilnius, | came to many general conclusions about the current state of Latvian contemporary
art and its centres of gravity. One of the main conclusions concerned the now stabilised third wave in new
contemporary Latvian art, which we may also regard as the third generation of installators. The greatest credit
for the stylistics of their installations goes to the initiative of the Sony company and to the development of
computer programming in general. The new technology in particular has expanded the means of expression
that can be used for installations. The new installations are characterised by the combination of objects
with digital technology. In “Timewillshow” by the F5 group, a perfect, polished coffin was placed a mound
of beautiful artificial flowers. Inside the coffin was a monitor showing a video film. Kristine Kursisa has
included digital video tableaux vivants in her modestly sized interiors. Kaspars Podnieks, with the capacity
and skills of a latter day Tillbergs, has built a complicated metal device that slowly raises and lowers two
monitors showing his parents’ slowly wandering cow.

Strictly speaking, all the works by these young artists are about the same thing as Kristaps
Gelzis’ grand and highly artistic one-man show “Virtuale” in the State Museum of Art in 1996. This
was about the psychological discomfort caused by changes, about the loss of reality in the numerous
information networks, about the relationships of the beautiful, “natural” and cultural. And yet, the new
Latvian installation is different; its content cannot be read from the surface, in the outer form of the

artwork. A connection with real life or a certain fragment of it is incomparably more important.

We can say that much of the credit for the third wave in the new Latvian art is due to the Visual
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FS (Liga Marcinkevi¢a, Martiné Ratniks, leva Rubeze]
Laiks radis. Videoinstalacija. lzstade Faster Than History. Laikmetigas makslas muzejs KIASMA, Helsinki / Timewillshow. Videoinstallation
Exhibition “Faster Than History". Contemporary Art Museum KIASMA, Helsinki. 2004



ierici, kas Iénam pace) un nolaiz divus monitorus, kuros léni klist jauna makslinieka vecaku govs.

Stingri nemot, visu 3o jauno makslinieku darbi ir par to pasu, par ko bija Kristapa Gelza
grandioza un makslinieciski augstvértigd 1996. gada personalizstade Virtuale Valsts Makslas muzeja:
par parmainu raisito psihologisko diskomfortu, par realitates zudumu daudzajos informacijas tiklos,
par skaista, "dabiska” un kulturala attiecibam. Un tomér jauna latvie$u instalacija ir citada — tas saturs
nenolasas “virspusé”, makslas darba aréja veidola. Nesalidzinami svarigaka ir sasaiste ar realo dzivi,
kadu noteiktu tas fragmentu.

Varteikt, ka lieli nopelni tresa latvieSu jaunas makslas vijna tap§ana ir Latvija Makslas akadémijas
Vizualas komunikacijas nodalai, tomér vél lielaki nopelni ir laika garam — dzives problémam, apkartéjai
vizualitatei, tehnologiju iesp&jam un informacijai par lidzigiem makslas procesiem pasaulé. Ari éndiénas
makslinieku darba materiali ir Daba, Vide un Cilvéks, tikai citada pa$maju un starptautiska konteksta, kuru
tagad pienemts saukt par globalizaciju.

Ari padomju laikd, kad veidojas pirma latviesu instalatoru paaudze, idejas gaja pari slégtajam
robezam. Misdienu jaunos maksliniekus un vinu priek&teéus vieno visvienkar&aka un vissareZgitaka lieta

pasaulé — domasana, kas izSkirosi attista pasu makslu.

Communication Department of the Latvian Academy of Art. However, greater credit is due to the Zeitgeist -
life's problems, the surrounding visuality, the technological possibilities and information about similar art
processes around the world. Today too, the artists’ working material is Nature, Environment and Man only in
a different local and international-context, which we now call globalisation.

In Soviet times as well, when the first generation of Latvian installators was forming, ideas passed
through closed borders. Today’s young artists and their forbears are united by the most simple and the most
complex thing in the world — thinking that is decisive in the development of art itself.



1 |zstdde “Zoom faktors® notika izstdiu zdlé “Latvija", tas
kurators bija makslinieks un teorétikis Juris Boiko. lzstadé
piedalijas Aleksandrs Busse, Sergejs Davidovs, Andris Fridbergs,
Kristaps Gelzis, Kristaps Gulbis, Dace Liela, Sarmite Malina, Liga
Purmale, Ojegs Tillbergs, Anita Zabilevska un Vilnis Zabers.

2 DuMonts Kunstlexikon des 20. Jahrhunderts — Kinstler,
Stile und Begriffe / Hrsg. von Karin Thomas. — Kéln: DuMont,
2000.-S.192.

3 Archer, Michael. Towards Installation // Installation Art / Ed.
by Nicolas de Oliveira, Michael Petry and Nicola Oxley. — London:
Thames and Hudson, 1996. - P. 14

4 Crory, Jonathan. Foreword // Installation Art in the New
Millenium — the Empire of the Senses / Ed. by Nicolas de Oliveira,
Michael Petry and Nicola Oxley. — London: Thames and Hudson,
2003.-P.6.

5 Henrihs Vorkals, Andris BreZe, Ojars Pétersons, Juris Putrams.
Izstade: [Katalogs]. - Riga: — Latvijas PSR Makslinieku savieniba,
LPSR Makslas fonds, AizrobeZu makslas muzejs, 1987. - 7. Ipp.

6 Bankovskis, Péteris. PriekSpédéjais figuralisms. 80. gadi // Lat-

vijas Makslinieku savienibas makslas darbu kolekcija. Gleznieciba.
Laikmeta liecinieki / Sast. Sandra Krastina un Inese Baranovska, -
Riga: Latvijas Makslinieku savieniba, 2002. - 203. Ipp.

1 The "Zoom Factor® exhibition was held in the Exhibition Hall
“Latvija™. The curator was the artist and theaoretician Juris Boiko.
Artists participating were: Aleksandrs Busse, Sergejs Davidovs, Andris
Fridbergs, Kristaps Gelzis, Kristaps Gulbis, Dace Liel3, Sarmite Malina,
Liga Purmale, Djegs Tillbergs, Anita Zabilevska and Vilnis Z3bers.

2 See DuMonts Kunstlexikon des 20. Jahrhunderts — Kiinstler,
Stile un Begriffe [Hrsg. von Karin Thomas).— Kéin: DuMont, 2000,
p. 192,

3 Archer, Michael. Towards installation. In: Installation Art (ed. by
Nicolas de Oliveira, Michael Petry, Nicola Dxley).~ London: Thames
and Hudson, 1996, p. 14.

4  Crary, Jonathan. Fareward. In: Installation Art in the New Millen-
nium — the Empire of the Senses (ed. by Nicolas de Oliveira, Michael
Petry, Nicola Oxley).— London: Thames and Hudson, 2003, p. 6.

S See: Henrihs Vorkals, Andris BreZe, Djars Pétersons, Juris
Putrams. lzstdde [exhibition catalogue]- Riga: Latvijas PSR
Makslas fonds, 1987, p. 7.

& Bankovskis, Péteris, The last figuralism but one. The 1980s.
In: Artists’ Union of Latvia Art Collection. Painting. Witnesses of an
Age [comp. by Sandra Krastina, Inese Baranovska).— Riga: Artists’
Union of Latvia, 2002, p. 203.

7 Stranga, Aivars. Latvija 20. gadsimta // Sarunas. — Riga: Jaund
Akadémija, 2000. - 19. Ipp.

8 Demaokova, Heléna, ledvesmas pieturvietas // Olegs Tillbergs.
Konjunktdra. Konjunktur / Hrsg. von Knut Nievers und Kirsti
Karvonen. — Kiel: Stadtgalerie im Sophienhof; Helsinki: Henna ja
Pertti Niemiston Kuvatadesaatio ARS FENNICA, 1994, - 27, Ipp.

9 Abolu raza jeb Maksla Latvijd no 1945. lidz 1995. gadam
starp personigo un ideologisko laiku // Demakova, Heléna.
Citas sarunas. — Riga: Vizudlas komunikacijas nodala, 2002. -
248. Ipp. Pirmpublicéjums anglu valoda: Demakova, Heléna. The
Apple Harvest or Art in Latvia 1945-1995 between Personal
and |deological Time // Personal Time: Art in Estonia, Latvia and
Lithuania 1945-1996. [Catalogue |. - Warsaw: The Zacheta Gallery
of Contemporary Art, 1996. - P. 18.

10 Borgs, Janis. Personigas piezimes // Maksla Plus. — 1997. -
Nr. 1.-8. Ipp.

11 Turpat.-7?.lpp.

7 Stranga, Aivars, Latvija 20. gadsimtd (Latvia in the 20th
Century). In: Sarunas.— Riga: Jauna Akadémija, 2000, p. 19.

8 Demakova, Heléna. Inspiration Stops. In the catalogue: Dlegs
Tillbergs. Konjunktur. Konjunktiira. Suhdanne. Conjuncture [Hrsg.
von Knut Nievers und Kirsti Karvonen)].— Kiel: Stadtgalerie im
Sophienhofund Helsinki: Henna ja Pertti Niemiston Kuvataidesaatia
ARS FENNICA, 1994, p. 27.

9 Demakova, Heléna. The Apple Harvest or Art in Latvia 1945-
1995: Between Personal and |deological Time. In the catalogue:
Personal Time. Art of Estonia, Latvia and Lithuania 1945-1996.—
Warsaw: The Zacheta Gallery of Contemporary Art, 1996, p. 18.

10 Borgs, Janis. Personigas piezimes [Personal notes) // Maksla
Plus—Riga, 1997, No.1,p. 8.

11 Ibid., p. 7.



