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Ramona Umblija

Mekl€jot publikacijas par raksta tému, man nacas ieskatities laikraksta “Literatdra un Maksla” lappusés.
Nekas sevisks neliecinaja par kada dréja spéka spiedienu, klatbatni. Vien apméram ceturksni reizi avizes
otraja lappusé regulari drukati par pelékiem pelékaki “dzelzsbetoni” [pieméram — “Socialistiska realisma
radoSa bitiba makslinieka individualitates prizméjuma”, “Partija grib, lai padomju maksla uzplauktu vél
vairak, atbilstu attistitas socialistiskas sabiedribas prasibam” u. tml.), kurus, ka atceros, neviens nelasija.
Salidzinot atminas ar “Literatlira un Maksla” atrodamo, mani modis Saubas, vaiistenibas atsvaidzinaganai

lietoju pareizo lidzekli.

THE EVENT 1984.

MEASURING TIME WITH ASIDES

Ramona Umblija

Seeking out relevant publications in preparing this article, | chanced to look into the paper Literatdra un
Maksla (“Literature and Art”). There was nothing in particular that might indicate the pressure or presence
of any external force. Only the regular mind-numbing blocks of verbiage printed about once a quarter on
the second page (such as: “The creative essence of Socialist Realism through the prism of the artist’s
individuality” or “... the Party wishes that Soviet art should flourish even more, to correspond even better to
the requirements of a socialist society”), which, as | remember, nobody ever bothered to read. Matching my
own recollections with what can be found in the pages of Literatira un Maksla, | began to doubt whether this

was an appropriate means of refreshing the reality of that day.



Es palldzu bibliotekarei laikraksta “Cina” 1984. gada otra ceturk3na komplektu un saku arzimigo
13. aprifa numuru. Un tur bija viss &i varda vistie$akaja nozimé: pusi laikraksta pirmas lapas aiznéma
melnbalta fotografija ar kartéja biroja kartéjo sédi, jo bija aizgajis muZiba kartéjais generalsekretars un
kartéjais nakosais teicis savu runu... Kad atvéru milzigo (apméram vienu kvadratmetru lielo!) laikrakstu,
man preti raudzijas daudzi desmiti mazportretu, kuri at3kiriba no Sodien pazistama multimedialista Bila
Violas ekspresivajiem tuvplanu portret&jumiem stila tiriba noteikti parspéja seno &giptieSu kanonus, un
pec rupigakas aplikoSanas tie mana apzina sapliida viena “kopgalva”.

Sis téls atmina atsauca vél kadu, kuru interesantas sakritibas dé|, domaju, ir vérts atgadinat:
“Bija auksta aprifa diena, pulksteni sita trispadsmit. Zodu kratis iespiedis, glabdamies no dzelo&a Véja,
Vinstons Smits atri iemetas pa Uzvaras nama stikla durvim. Katra kapnu laukumina no sienas preti lifta
sahtai raudzijas plakats — milziga seja. Ta bija viena no gimetném, kas tik prasmigi zimétas, ka acis jums
sekos, kurp vien griezaties. Apaksa bija uzraksts: “Lielais Bralis tevi véro!” Liela Brala galva bija uz naudas,
uz pastmarkam, uz gramatu vakiem, karogiem, plakatiem un cigare$u pacinam — visur. Acis vienmér
novéroja, balss visur sekoja. Gujot vai nomoda, stradajot vai édot, istab3 vai ara, vanna vai gulta — izbégt
nebija iesp&jams. Pasam piederéja tikai dazi kubikcentimetri telpas galvaskausa.”
Tas irievadrindas DZordZa Orvela romanam “1984".

| asked the librarian for the set of issues of the paper Cina (“Struggle”) from the second quarter of
1384. And | began with the issue for that significant date of 13 April. And this really did present the full works.
Half of the first page was occupied by a black-and-white photo showing yet another meeting of yet another
bureau, since yet another secretary-general had just passed away, and yet another successor had made his
speech... Opening the enormous (about one square metre) paper, | was confronted with many tens of tiny
portrait photos that (in contrast to the expressive close-up portraits by contemporary multimedia artist Bill
Viola] certainly surpassed the canons of the ancient Egyptians in terms of stylistic purity, and when viewed
more carefully, merged in my consciousness into a single “united head”.

This image conjures up another, which seems worth mentioning in connection with this interesting
coincidence: “It was a bright cold day in April, and the clocks were striking thirteen. Winston Smith, his chin
nuzzled into his breast in an effort to escape the vile wind, slipped quickly through the glass doors of Victory
Mansions ... On each landing, opposite the lift-shaft, the poster with the enormous face gazed from the wall. It
was one of those pictures that are so contrived that the eyes follow you about when you move. BIG BROTHER
IS WATCHING YOU, the caption beneath it ran. ... On coins, on sta mps, on the covers of books, on banners, on
posters, and on the wrappings of a cigarette packet — everywhere. Always the eyes watching you and the
voice enveloping you. Asleep or awake, working or eating, indoors or out of doors, in the bath or in bed — no
escape. Nothing was your own except the few cubic centimetres inside your skull.”

From George Orwell's “1984",



PIRMA ATKAPE
Irpagajusidivdesmit gadi. Saja perioda batiski mainijusies ne tikai jaunrades principi un tehniskas iespéjas,
ko tagad dévé par medijiem. Pilniba ir mainijusies politiska iekarta un vide Latvija, Eiropa, bijusaja Padomiju
Savieniba un pasaulé kopuma. Sadu globalu parmainu mijsakaribas pétijusi un analiz&jusi politologi un
sabiedrisko zinatnu specialisti. Tam pievérsusies ari kultiiras sociologija. Torsteins Vebléns (Thorstein
Veblen), Klauss Eders (Klaus Eder) un citi $is zinatnes spozakie prati ipadu uzmanibu veltijusi procesam
(ta dalibnieki esam ari més), kura rezultata notiek ta sauktas monostilistiskds kultdras partap$ana
polistilistiska kultara. Ar pirmo domata Sena Egipte, Austrumu despotijas, viduslaiku Eiropa, misdienu
fundamentalistu un ari socialistiskas sabiedribas kultdras sistéma. Sis sistémas galvenas pazimes ir
stila elementu hierarhija, visu dzives jomu kanonizacija un regulé$ana, stila rakstura totalizé$ana, sve&o
elementu izslégsana (kas nodrosina monostilistiskas kultaras kvalitati), vienkarSosana (sarezgitu
kultiras fenomenu banalizé$ana), demonstrativi oficiala makslas darbu uztveres un interpretacijas
vienotiba, pozitivisms. Atkapes no §im normam tiek konstatétas vienigi gadijumos, kad oficiala ideologija
ir novajinata. Ka bija 1984, gada?

Baznicas telpa bija parpildita. Ar makslas darbiem, maziku, pantomimas aktieru izspélétu-etidi.
Ar skatitajiem, kuru vidd bija daudz dazadu rado$o profesiju parstavju, protams — ari ar maksliniekiem,
eksponéto darbu autoriem. To vidd — ipasi daudz jauno makslinieku. lkviens garamgajéjs, kurs pirms
likteniga 13. aprila Skérsoja nelielo laukuminu baznicas priek$a, varéja vérot jocigu télu slieSanos pie tas
ieejas durvim un dzirdét divainus klaudzienus arhitektiras pieminek|a iek&iené. RadoZo cilvéku vidé un
ari plasaka interesentu loka bija izplatijusies zina, ka makslinieki “kaut ko gatavo”. Makslinieku savieniba

ekspozijas “Daba. Vide. Cilvéks” sagatavoanas laika bija aicinjusi visus savus citu rado%o savienibu

THE FIRST ASIDE
Twenty years have passed. During this time, not only have the principles and technical possibilities of creative
expression (now known as “media”) changed significantly. The political order and the setting in Latvia,
Europe, the former Soviet Union and the world as a whole has been completely transformed. The regularities
governing these global changes have been researched and analysed by political and social scientists.
Cultural sociology has also turned to this issue. The brightest minds in this field [Thorstein Veblen, Klaus
Eder and others) have given special attention to the process (in which we too have participated] that results
In the transformation of a so-called monostylistic culture into a polystylistic culture. The former refers to the
cultural system of ancient Egypt, the Oriental despotisms, medieval Europe, contemporary fundamentalists
and also to socialist society. The main features of this system include: a hierarchy of stylistic elements, the
canonisation and regulation of all fields of life, total imposition of the characteristics of the style, exclusion of
foreign elements (ensuring the quality of the monostylistic culture), simplification (trivialisation of complex
cultural phenomena), a demonstratively official unity of perception and interpretation of works of art, and
positivism. Any retreat from these norms is seen only in cases where the official ideology is weakened. How
wasitin 19847

The church was full. Full of art and music, even including a pantomime performance. Full of viewers,
among whom there were large numbers of people from different branches of the arts, also including, of
course, the artists who had created the works on show. And among them were very many young artists,
Every passer-by crossing the small square in front of the church in advance of that fateful April thirteenth
could witness the assembling of odd figures at the church door, and hear strange knocking within this
architectural monument. The news had spread in the arts scene and among the interested public that the



lzstades ,Daba. Vide. Cilvéks” sviniga atklasana Rigas Arhitektlras un celtniecibas muzeja Péterbaznica 1984. gada

13. aprili plkst. 13.00 / Ceremonial opening of the exhibition “Nature. Environment. Man” at the Riga Museum of Architecture




kolégus piedalities pasakumos, kuru titultéma tolaik bija viena no karstakajam aktivo Jauzu mutés
un brivdomigas avizes “Literatdra un Maksla” slejas. [Diem#él dazadu apstak|u dé| izstadei iecerétais
“festivalisma” princips istenojas tikai da|@ji.)

Pasa Péterbaznicas centra, vidusjoma, uz specialam plaknu konstrukcijam, kas apjoza
monumentalas gotiskas kolonnas, tika eksponéti stajdarbi — gleznas un grafikas. Vidusjoma dzijuma —
ipasi iekomponéta telpas daja — skulptiras. Kreisas un labas puses sanjomos, ka ari Péterbaznicas
apsidas dala izvietojas darbi, kurus Sodien dévéjam par instalacijam. Socmakslas paradigma praktizéjosie
makslinieki un teorétikitos apziméja dazadi. Talaika publikacijas visbiezak sastopamies arneitraluterminu
“dizaineriski darbi”. Neformalakas situacijas, sarunvaloda itin biei tika lietots vardu savienojums “telpiski
objekti”. Sie nosaukumi it ka netiegi, tomér veiksmigi akcentéja funkcionalitates un atklatu formveides
principu nozimigumu un piemérotibu jauno autoru makslas darbu apzimésanai. Salidzinajumam - no
izstadé eksponétajiem stajmakslas darbiem talaika oficialie spéles noteikumi prasija satura prioritati.

Skatitajam ienakot Péterbaznicas augstvelvju telpa, vinu sagaidija savdabigi “idejiskie
Propileji". Tie bija Ojara Abola sociali konceptuilie gleznojumi (“Klusa daba ar ledusskapi un ligavas
plivuru”, “Antibidermeijers”) un Ritas Valneres gleznotais Ojara Vaciesa portrets. Sos “atslégas darbus”
ekspozicijas iekartotaji* bija novietojusi stratégiski svariga vieta — ka atgadinajumu. Ojars Abols mis
bija atvedis lidz $adai izteiksmiguma un maksliniecisko panémienu zina svaigai aktualakaja sabiedribas
garastavokli un makslas tendencés saknotu makslas darbu izstadei. Piepildita bija vina ilgi nésata ideja,
programmatisks uzstadijums. Ojara Vacieda téls tur atradas tapéc, ka vins bija asindjis mlsu étisko
idealu nepiecieSamibas sajiitu, lai saskarsmé ar apkartéjo realitati més — visi — turétu augstu savas

pascienas (lasi — sirdsapzinas, morales, latvietibas) limeni asinis. Abi meistari bija mirusi iepriek3éja

artists were “up to something”. In the course of preparing the exhibition “Nature. Environment. Man", the
Artists’ Union addressed colleagues from all the other arts organisations, inviting participation in events on
a theme that was hot on people’s lips and in the columns of the free-thinking paper Literatira un Méksla.
(Unfortunately, for various reasons, the principle of “festivalism” envisaged at the exhibition was only
partially realised.)

Right in the centre of St Peter’s, in the nave, surrounded by the enormous, monumental Gothic
columns, the easel art — paintings and prints — was exhibited on the flat surfaces of specially designed
structures. Further down the nave, in a specially arranged space, were the sculptures. On display in the right
and left aisle, as well as the apse, were works that today we would call installations, but which the artists and
theoreticians working within the paradigm of socialist art referred to by a variety of names. In the writing of
that time, we most often meet with the neutral term “design works". In less formal, less official speech, the
phrase “spatial objects” was widely employed. These terms, seemingly indirect, did serve to emphasise the
significance and overriding importance of functionality and overt formal principles in the works by young
artists. This contrasted with the easel art featured at the exhibition, where the official rules of the game
dictated that subject matter had priority.

Entering the high vaulted space of St Peter's Church, the viewer was confronted with unusual “idea-
tional propilei”. These were the socially conceptual paintings by Djars Abols [“Still Life with Refrigerator and
Bridal Veil", “Anti-Biedermeyer") and a portrait of Djars Vacietis by painter Rita Valnere. These “keynote works”
the curators of the exhibition* had placed strategically as reminders. Ojars Abols had brought us to creating
such an exhibition, so fresh in terms of expression and artistic approaches, rooted in the current social mood

and trends in art. It was his brainchild, a programme he had been advocating, which had now been realised.
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Izstade "Daba. Vide. Cilvéks” Rigas Arhitektdras un celtniecibas muzeja Péterbaznica. 1984. Darbu izvietojuma
plana rekonstrukcija. Autors — Laimonis S&nbergs. 2004 / Exhibition “Nature. Environment. Man” at the Riga

Museum of Architecture and Construction in St Peter’s Church.1984. Reconstruction of the exposition plan by
Laimonis Sénbergs. 2004



Arta Dumpe, Aivars Gulbis, Oegs Skarainis
Dzivibas aplis. Gip$a I&jums / Life Circle, Plaster cast. 1984
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Ojars Bregis Vilnis Titans, Juris Plésums, Andis Kalnin$, Maris Kundzins, Janis Seglins
Skulptdra. Telpa. Gaisma / Sculpture. Space. Light. 1984




gada, un izstade bija savdabiga, vardos neformuléta pieminas zime vinu rado3ajai darbibai. So personibu
“klatbatnes citati” kalpoja par atskaites punktu eksponéto darbu konceptualajam un profesionalo
izpausmiju atvézienam. Par to liecinaja gan toreiz, gan tagad visvairak aprakstita un pada Péterbaznicas
nozimigakaja vieta — apsida — demonstréta jauno makslinieku grupas instalacija — perfomance “Tre$ais
galds mums pasiem” péc Leonardo da Vinéi “Svéta Vakarédiena” motiviem [Sandra Krastina, leva litnere,
Aija Zarina, Edgars Vérpe, Janis Mitrévics, Alija MuiZniece, Girts Muiznieks, Péteris Bankovskis u. c.).

Tas, ka i skate piedava “mainigus lielumus” jeb daznedazados uzbives un uztveres principos
saknotus darbus, skatitajam tika pavéstits jau pirmajos zales metros. Vidusjom3 izstaditas gleznas un
grafikas bija instalaciju ieskautas. Sie telpiskie darbi bija izvietoti t3, lai skatitajs regulari butu pakjauts
uztveres nosacijumu mainai. Stajmaksla it ka vilina sevi, aicinot parkapt gleznas rami vai grafikas balto
ieloku un atminét tur mitoSo noslépumu, turpreti vides objekti nak pie tevis pasi, aizskar un izaicina
apmeklétaju, radot issavienojuma efektu. Skatitajam, kur$ zinamu laiku bija veltijis Ritas Valneres
smalktonu niansés izgleznotajiem daudzfiglru audekliem, jau péc paris soliem nacas sastapties ar Ojara
Pétersona darbu - no finiera grieztu stradnieka ( ?] siluetu kombinacija ar griezigi luminiscéjosu gaismas
Sautru (parafraze par tému “Dzijuma raksi, augstspriegumu dabsi!”). Makslas télu viela abos gadijumos
bija tik atskiriga, ka ta radija negaiditu emocionalu spriedzi. Un ne jau tikai skatitdja uztveré, bet ari
autoru un ekspozicijas iekartotaju savstarpéjas attiecibas. Cienijama gleznotaja bija nemiera ar $adu
“kaiminu” un grasijas savas gleznas nonemt. Trispuséjas sarunas tika rasts kompromiss, stradnieka
darboSanas péc neona gaismek|a novak3anas pienéma neitralu izteiksmi, gleznas nezaudéja ne nieka,
bet padomju Latvijas skatitajs guva jaunu vizualu un estétisku parsteigumu.

Gribu uzsvért - objektu un stajmakslas demonstrésana kopiga ekspozicija bija viens no galve-

Ojars Vacietis is here because he has sharpened our sense of a need for ethical ideals, so that coming into
contact with the reality surrounding us, we — each of us individually and all together — might maintain in our
blood a high level of self-esteem [i.e., our conscience, our morals, our Latvianness). Both authorities had
died the previous year, so the exhibition was an unusual, tacit monument to their creative work. The “quotes”
affirming the presence of these figures served as the point of reference for the conceptual and professional
scope of the works shown here. This is attested by the installation/performance, so widely discussed both
then and now, entitled “The Third Table for Ourselves”, after Leonardo’s “The Last Supper”, shown by a group
of young artists (Sandra Krastina, leva litnere, Aija Zarina, Edgars Vérpe, Janis Mitrévics, Alija MuiZniece,
Girts MuiZnieks, Péteris Bankovskis and others] at the most significant spot within the church — the apse.
The wide scope of the exhibition, with works created according to a great variety of structural and
perceptual principles, was made known to the viewer already in the first metres of the hall, The paintings and
prints displayed in the nave were closely surrounded by installations. These spatial works were arranged in
such a way that the viewer was regularly subjected to changing rules for perceiving the works. The easel art
seemingly entices the viewer, inviting him or her to cross the threshold that is the frame of the painting or
the white border of the print and solve the riddle contained there, while the environmental objects do exactly
the opposite: they come towards you, “touching” and “challenging” the viewer. They create the effect of a
short-circuit. A viewer who has given some time to contemplating the many-figure canvases painted in the
fine tonal nuances of Rita Valnere, is confronted only a few steps further with a human silhouette — a tree
planter — cut from plywood by 0jars Pétersons, combined with a piercing shaft of luminescent light (on the
theme: he who digs deep will strike high voltage!). The essence of the artistic representations in these two
cases is so different that it gives rise to unexpected emotional tension. And not only in the viewer’s percep-



najiem $is izstades pienesumiem vizudlas makslas praksei Latvija. Kop$ Péterbaznicas izstades tas Joti
veiksmigi izmantots gan lielam kopizstadém, gan personalskatém (viens no jaunakajiem piemériem —

limara Blumberga projekts “Zim&jumi ir kastité").

OTRA ATKAPE

Padomju laika makslas batiska loma bija lidzibu valodai. Zemteksti, tie$as un netiedas vizualas, literaras
un skaniskas norades, télainas metaforas, poétismi un hiperbolas bija ipada ciena. Tapat k3 viduslaiku
“pukainajam”, télainajam sazinadanas veidam, kad bruninieks, ieguvis izraudzitas sirsdamas atzisanu,
ka savas uzticibas zvérestu un kilu pie caurdurtas un turniros kapatas brunucepures stiprindja vinas
terpa piedurkni vai pirma skipsta guvumu apliecinaja, apvelkot dzeltenkrasas térpu. Tikai padomiju laiku
“ideologiskie turniri” uztiepa savu — politiski iekrasotu — Ezopa valodas dialektu.

Grafisku zimju vai noteikta krastonu salikuma “iepinumi” teatru uzvedumos un iespieddarbos,
latvju rakstu fragmenti gobelénos, tautasdziesmu tekstu un melodiju citati mGzika un dzeja bija dazas
no atklatakajam noradém. Lidzas tam — neskaitamas télu audos filigrani iestradatas un ar neapbrunotu
aci nesaskatamas Neatkaribas, Savéja laika un Savéjo piederibas zimes. Un tiesi tapat — péc spogulattéla
principa — bija izstradajies maksliniecisko izteiksmes lidzek|u kopums, kas padomiskas regalijas, sve$as
kultlras un tradiciju zimes konteksta iekomponéja t3, lai tas paustu negativu nozimi.

Pieméram, viena no izstadé eksponétajam Maijas Tabakas lielformata gleznam, kuras varétu
raksturot ka “publicistiku poétiska/mitiska redlisma manieré”, attélota jauna sieviete (“Atmoda”). Tas
fiziskais un garigais kermenis tik tikko, negribigi un ar piepiili sak apjaust realitates klatbatni. Par to liecina
kaut vai sikdaju un niansu mazie iek$éjie dialogi — miesas biklais nesenas dusas sartums un padomjlaika

tion, but also in the relationships among the artists and the exhibition curators. The respectable painter is
most unsatisfied with such a “neighbour” and wishes to take her paintings down. A compromise is found
in tripartite negotiations: the planter’s action takes on a neutral expression (by removing the neon light),
nothing is lost from the paintings and the Soviet Latvian viewer is in for a visual and aesthetic surprise.

I wish to emphasise that the display of objects and easel art in a joint exhibition is one of the main
contributions of this exhibition to the practice of the visual arts in Latvia, Since the exhibition in St Peter’s, this
approach has been employed with great success in both major group exhibitions and solo exhibitions [one of
the most recent examples being limars Blumbergs’ exhibition “The Drawings are in the Box").

THE SECOND ASIDE

In the arts of the Soviet era, the allegory plays a most significant role. Hidden meanings, direct or indirect
visual, literary and acoustic hints, metaphoric imagery, poetic language and hyperbole are particularly
favoured. Just as in the “flowery” means of communication of the medieval romance. As when the knight,
having gained a lady's favour, fastens a sleeve of her gown to his helmet, pierced and battered in jousts, as a
pledge of fidelity. Or dressing in yellow to attest that he has won the first kiss. The “ideological jousts” of the
Soviet era imposed their own politically coloured dialect of the language of Aesop.

The particular graphic signs and colour combinations “woven into” theatrical productions and
publications, the elements of Latvian design appearing in tapestries, the quotations from folk song texts
and melodies in music, are among the more open kinds of references. Alongside these, there are count-
less signs, finely worked into the fibre of the representations and invisible to “the naked eye”, signifying
independence, the spirit of the age and group affiliation. And in quite the same way, mirroring this principle,
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Maija Tabaka uz savas gleznas "Atmoda” fona. izstades “Daba. Vide. Cilvéks" atklasana. 1984 / Maija Tabaka with her
painting "Awakening" in the background at the opening of the exhibition “Nature. Environment. Man”. 1984



velas atlasa prastums. Rita maiga, kliedéta gaisma, kas attélotas telpas dalai un visai kompozicijai
kopuma pieskir sieviskiga buduara noskanu, un vél viena pilnigi “samaitajosa” atsauce uz socialo laiku —
kvépu melns, robusts elektrotehnikas piederums, ko tauta dévéja par “zagliti". Sis detalas ka vieniga
tums$a kraslaukuma kompozicionalais uzsvérums akcenté ari tis saturisko jégu. Tas redla funkcija tacu
ir stravas vadu savienos$ana jeb, citiem vardiem sakot, kontakts. Konkrétaja glezna $is termins ietver
zemteksta nozimi, kas darbam dod saturisku padzilinajumu.

To var uzskatit par noteiktu kodu sistému, savstarpéju vieno3anos, kas pastavéja talaika
sabiedriba un Java mums visiem neatkarigi no makslas specifiskas valodas zinaganu limena uztvert
makslas darba autora “noglabato” informaciju. Tapéc maksliniekiem bija svarigiizkopt savas profesionalas
iemanas, jo kolorita smalkumam vai ziméjuma perfekcijai bija ne tikai estétiska vértiba — Sie izteiksmes

lidzek|i butiski ietekméja un reizém pat noteica makslinieciska téla precizitati un satura daudzslanainibu,

TRESA ATKAPE

Skatitajs gadsimtiem ilgi bijis trenéts dazadu autoru makslas télos — gan personazu psihologiskaja un
emocionalaja télojuma, gan lietu un citu zimju vai simbolu atveidos — atpazit sevi, savas Saubas, sléptas
un atklatas vélmes. Un, protams, izlidzinat savus iek$é&jos “tukéumus”, sanemot realitaté neiegltu un/vai
neglstamu baudu - estétisku, moralu, filozofisku, juteklisku, socialu. Tiei télojoSo makslu nosacitiba -
skatitaja vienlaiciga tuviba makslas télam un atsveginatiba no ta, distance starp makslas istenibu unisto
realitati — radija to, ko klasiski dévéjam par maksliniecisko pardzivojumu. 20. gs. otras puses makslas
realijas ienesa kardinalas izmainas skatitaja un makslas darba savstarpéjas attiecibas. Tas ienaca ari 70,

un 80. gadu Latvijas makslas praksé.

means of artistic expression had developed that incorporated Soviet motifs and alien marks of cultural affili-
ation and tradition into the context in sueh a manner that they were turned into negations,

For example, one of the large paintings by Maija Tabaka shown at the exhibition (which might be
described as “campaigning in a style of poetic/mythical realism”) shows a young woman [“Awakening”). Her
physical and spiritual body is making a reluctant effort at coming to grips with reality. This is indicated, for
example, by the minor dialogues revealed in the details and nuances: the bashful redness of the flesh after
the sleep and the commonness of Soviet satin underwear. The gentle, diffuse light of morning that gives the
depicted part of a room and the work as a whole a feminine boudair atmosphere, along with another totally
“corrupting” sign of the times — a sooty black, rugged piece of electrical engineering popularly known as a
“little thief". These details, emphasised in the composition against a dark colour field, contribute to the mean-
ing of the content. The actual function of the item, after all, is the connection of electrical cables, i.e. contact.
In the particular painting, this term has a hidden meaning, adding depth to the content of the i;.vurk.

It may be regarded as a system of codes, a mutual understanding that existed in society of that
day, permitting all of us, regardless of our specific level of knowledge of the language of art, to perceive the
information “secreted away” by the author of the work. Accordingly, it was important for the artist to develop
his or her professional abilities, since delicate colour or the perfection of line had not only aesthetic value:
such means of expression significantly influenced and sometimes even dictated the precision of the artistic

representation and the multi-layered character of the subject.



Izstade “Daba. Vide. Cilvéks” Rigas Arhitektiiras un celtniecibas muzeja Péterbaznica / Exhibition “Nature. Environment.
Man" at the Riga Museum of Architecture and Construction in St Peter’s Church. 1984
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Jazeps Pigoznis un Gunars Krollis izstadé “Daba. Vide. Cilvéks”
Jazeps Figoznis and Gunars Krollis at the exhibition “Nature. Environment. Man”, 1984



Te gan patiesibas labad japiebilst, ka padomju Latvijas skatitaja makslinieciskas uztveres
pieredzi izkopa Joti augsta limena lietiSka maksla (padomju laika terminologija). Par tiltu uz jaunakajiem
makslas stravojumiem var uzskatit trisdimensiju tekstilijas, keramikas un porcelana darbu kompozicijas
interjeriem un brivdabai, kas guvusas daudz starptautiskas atzinibas. To “nelietiskais”, asociativais
raksturs un, galvenais, to mérogi un daju saskanojums iekomponéja sevi telpu, skatitdju, kustibu un
darbibu, savlaicigi izglitojot un sagatavojot mis vides objektu, instalaciju, darbibas makslas u. tml.
paradibu uztverei. Jo So darbu uztveres procesa lidzdalibai un klatbatnes efektam (fiziskai kustibai),
spéjai identificéties ar abstrakcijam un pienémumiem (prata kustibam, jutek|iem un instinktiem) bija
noteicosa loma.

Bet atgriezisimies ekspozicija “Daba. Vide. Cilvéks”. Un ta skatitajs, no Maijas Tabakas “mitiska
redlisma” iznacis (parnesta nozimé, protams), reali varéja ieiet “Objekta ar piecam iezimétam izejam”
(Zaiga Putrama, Juris Putrams, Martin$ Bik3e). Taja, kuru lidz pat &im laikam visi zinataji dévé par “siena
kaudzi”. Ista siena smarZa apreibina, ka zinams, ari ierastos apstak|os, kur nu vél $ados — aprili! pilséta!
baznica! izstadé! Te nu gan jutekl|i tiek izaicinati, gan ari pratam darbs. Vai ta ir atsauce uz tézi, ka esam
“zemnieku tauta”? Kurs ir spécigaks — makslas vai dabas téls? Ko tuvinasim — pilsétu laukiem vai otradi?
Kur ir izeja? Skatitajs, galigo atbildi sevi nesaklausijis, varéja k|at par liecinieku jaunai vizijai “Saules
energijas izmanto$ana tekstilmaksla” (Tekstilmakslas sekcija). Stellés aizausta auduma velki stiepas
galvu reibinosa augstuma, lai baznicas gotisko logailu pasa virsotné sakoncentrétos vienuviet un... Skiet,
viens no poétiskakajiem eksponatiem skaté raisija asociacijas ar protorenesanses gleznotaju darbiem,

kuros engejus vai Dievmates télu it bieZi apstaro simbolisks augstas gaismas staru killis.

THE THIRD ASIDE

For centuries, the viewer has been trained to recognise himself in artistic representations by various artists,
as well as in the psychological and emotional treatment of the subjects, and in things and other signs or
symbols. His own doubts, his secret or openly expressed desires. And of course, to make up for his own
inner “emptinesses”, obtaining pleasure (aesthetic, moral, philosophical, sensory or social] not obtained or
unobtainable in reality. Itis precisely the qualified nature of the visual arts — the simultaneous proximity and
alienation from the artistic representation, the distance between the artistic reality and the true reality —
which creates what we classically refer to as the experience of art. The art of the second half of the twentieth
century introduces cardinal changes into the relationship between the viewer and the work of art. Changes
also affecting the practice of Latvian art in the seventies and eighties.

Here one must truthfully add that the Soviet Latvian viewer’s experience of perceiving art had
been cultivated to a very high professional level through applied art (in Soviet era terminology). We may
view as a bridge to the latest currents in art the three-dimensional indoor and open-air compositions of
textiles, ceramics and porcelain (works that have won much international acclaim). With their “non-applied”
character, the associations of the imagery and, most importantly, their scale and arrangement of the parts,
these works incorporated space, the viewer, movement and action. Thus, we, the viewers, were educ'ated
and prepared in advance for the perception of environmental objects, installations, action art, etc. Since in
the process of perceiving these works, the deciding role is played by participation and the presence effect
(physical movement), by the ability to identify with abstractions and assumptions [mental operations, the
senses and instincts).
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Tekstilmakslas sekcija. Saules energijas izmanto$ana tekstilmaksla. Instalacija
Textile Art Section. The Application of the Solar Energy in Textile Art. Installation. 1984




Konkrétaja izstades dala ari turpmak eksponatus vajadzéja vérot, atliecot galvu un |Gkojoties
baznicas velves — uz kolonnu savilces stieniem cits aiz cita bija kartoti austi lielformata gobeléni. Tie radija
pacilajosu, viduslaiku tradicijam atbilstosu sakralas celtnes interjera noskanu. Tacu nedrikstéja aizmirst to,
kas notiek pie kajam, lai nepakluptu uz akcijas “Séta” délisSiem. Tos ar amuru kopa nagloja Indulis Gailans,
objektam piestiprinadams daZadus ar izstades tému saistitus tekstus, kas aicinaja apmeklétajus lasit.

Ekspozicija bija iekartota ta, lai skatitajs, virzidamies pa jebkuru mar$rutu, regulari sanemtu
svaigus parsteigumus. Varéja doties no Ojara Abola gleznojumiem, kas uztverami ka komentari pilsoniskai
sabiedribai, pie Miervalza Pola “fotografijam” — paradibam ar cilvéku pirkstiem lidzigiem kolosiem — un tad
pie autoru grupas (Leonards Laganovskis, Imants Zodziks, Hardijs Leding ) dizainéta “Metafiziska interjera”,
kur neona gaismas ielogota kréslu rinda patie$am vedinaja uz pardomam par arpusjutekliskas pieredzes
pastavésanu un musu redzok|i sanéma spilgtu kairinajumu. Un no ta prom — uz “Braucienu zaJumos”
(Andra Neiburga, Valdis 03in8, Andris BreZe), kura mas aicinaja piedalities reali iegipséts mazlitrazas auto
ar kalcija sulfata hidrata ietérptu braucéju pari un svaigi zaju sadigu$a zalaja kastiti uz motora!

Emocionali atraktivo parbaudijumu virkni izturéjusais nonaca pie plakatu stenda. Tur bija
redzami vairak neka divdesmit socialu plakatu [Eeurgs Smelters, Juris Putrams, Visvaldis Asaris, Juris
Dimiters, Laimonis Sénbergs, Gunars Lasis u. c.). Sirds formas pelnutrauks ar kiiposu cigareti, kvadrata
griezta koka lapa, ronitis, kas izdeg sveces formata, skandalozais gulbja kakls — desas lunkis un daudzi
citi. Paradoksi, ironija, sarkasms, humors, satira un smiekli piepildija S0 plakattelpu. Taja majojosais
noskanojums precizi atspoguloja ari pasu talaika sabiedrisko domu. Intonacija, kada plakati sazinajas
ar publikuy, bija personiska un uzrun3ja ikvienu. Plakatisti visiem pazistamus, vienkarsus simbolus bija

ietérpusi smalkas télu dranas, radidami realas socialistiskas telpas maksliniecisku visparinajumu.

But let us return to the exhibition “Nature. Environment. Man”". And so, having emerged from the
“mythical realism” of Maija Tabaka (figuratively speaking, of course), the viewer can actually go inside
"An Object with Five Marked Exits” [Zaiga Putrama, Juris Putrams and Martin$ Bikse) — the work that
everyone still remembers as the haystack. A true smell of hay is known to be intoxicating in the accustomed
circumstances, let alone here! (In April! In the city! In a church! In an exhibition!) The senses are provoked
and the mind too is put to work. Is it a reference to the idea that we are “a nation of farmers”? Which is the
more powerful —the image of art or of nature? Which shall we bring closer to the other: the city to the country
or the other way round? Where is the exit? And so, without discovering within himself any definitive answer,
the viewer becomes involved in a new vision: he is offered “The Application of Solar Energy in Textile Art” [the
Textile Art Section ). The warp threads of a fabric begun on the loom stretch away to a dizzying height, coming
together right at the top of the church’s Gothic windows, and...? Seemingly one of the most poetic exhibits,
the work has associations with Proto-Renaissance painting, where images of angels or the Mother of God are
frequently shown graced by a symbolic beam of light from on high.

In this part of the exhibition, other works too must be viewed with the head bent back, gazing into
the vaulting of the church. Arranged one after the other on the tie-beams of the columns are large tapestries
that give an elated mood in the interior of this religious building, corresponding to medieval traditions. But
one should not forget what is happening near one's feet, otherwise it's possible to trip over the planks of the
“Fence action”. These are being nailed together with a hammer by Indulis Gailans. The artist has attached to
the object a variety of texts connected with the theme of the exhibition, inviting visitors to read them.

The exhibition has been arranged so that whatever route is taken, the viewer is regula rly subject

to further surprises. One can proceed from the painting of Ojars Abols, with his social comment, to the



Indulis Gailans. S&ta. Akcija / Fence. Action. 1984
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Georgs Smelters, Vadims Ivanovs, Juris Putrams, Gunars Kirke, Visvaldis Asaris, Dmitrijs LOkins, Marta Skulme
Plakati izstadé "Daba. Vide. Cilvéks” / Posters at the exhibition "Nature. Environment. Man” 1984

Priek$plana / In the foreground — Janis Anmanis. Piramida. Kaléjs. Majas. Improvizacija. Kartons, ella /
Pyramid. Blacksmith. House. Improvisation. 0il on cardboard. 1984




Andris BreZe, Andra Neiburga, Valdis 08in$. Brauciens zajumos. Instalacija / Trip into the Greenery. Installation. 1984



Tatu Péterbaznica bija vél daudz citu darbu — limara Blumberga ekspresivi filozofiskas krasaino
litografiju lapas, skulpturalas formas tandéma ar lazerstaru, Ligas Purmales smalkn&jas ainavu noveles,
Valda Celma fotomontaZa un vél, un vél...

Téma "Daba. Vide. Cilvéks" centrétais vairdk neka astondesmit autoru pusotra simta darbu

kopums trapija sistéma. Ka vélakie notikumi liecina, trapijums bija sapigs un bistams. Kapéc?

CETURTA ATKAPE
Si jautajuma sakara minami divi aspekti, kuri, manuprat, ir interesanti un batiski, no odienas viedok|a
raugoties. Pirmais aspekts — Makslas dienu fenomens.

Makslas dienas aizsakas 60. gados ka “atvértas durvis” makslinieku darbnicas, bet savu
sabiedrisko apogeju sasniedza tiesi 80. gados. Tad paris nedé|u laika katru pavasari visa Latvija notika
vairaki simti izstaZzu — uz ciemu un kolhozu centriem, ripnicam, skolam, slimnicam, |oti attaliem lauku
nostiriem devas makslinieki, rakstnieki, dzejnieki, zinatnieki, arhitekti. Tika demonstrétas dokumentalas
filmas par izcilakajam kultliras personibam, diskutéts par makslas un dzives aktualitatém.

Protams, no Sodienas viedui(]a to visu var uzskatit par kartéjiem sistémas propagandas
akiem, tacu es gribu apgalvot, ka Siem pasakumiem bija pozitiva sabiedriska un kultdirpolitiska nozime.
Pirmkart — tiem bija demokratiska, makslinieciski izglitojo3a ietekme. Otrkart — 3adas regularas
tiksanas, publiski makslas pasakumi kalpoja cilvékiem ka pretmets tolaik strikti kanonizétajai dzives
kartibai, tadéjadi stiprinot makslas Jauzu sabiedrisko prestizu un veicinot personiska, neoficiala
viedok|a veidoSanos. TreSkart — tie bija savdabigi ideju forumi jeb — precizak — ideju placdarmi.

Lidzigi Dzejas dienam, Imanta Ziedona un Ojara Vacie$a dzeju krajumu lieltirazas izdevumiem, Pétera

“photographs” of Miervaldis Polis — works showing colossuses that resemble human fingers — and then
on to the "Metaphysical Interior” designed by a group of artists (Leonards Laganovskis, Imants Zodziks
and Hardijs Ledin$). Here, a row of chairs framed by neon lights really does provoke contemplation of the
possibility of extrasensory perception, providing a bright stimulus for our eyes. And so, we move on to “A Trip
into the Greenery” (Andra Neiburga, Valdis 05in§ and Andris Breze), in which we are invited to participate
along with a small car actually covered in plaster and occupied by a couple dressed in hydrated calcium
sulphate, with a box of freshly sprouted green grass on the engine!

After being subjected to this string of emotionally attractive challenges, the visitor reaches the
poster exhibition. Here we see more than twenty posters on social themes (Georgs Smelters, Juris Putrams,
Visvaldis Asaris, Juris Dimiters, Laimonis Qénbergs. Gunars Lasis, etc.). A heart-shaped ashtray with a
smouldering cigarette, a cubed leaf, a little seal burning up in the shape of a candle, the scandalous swan's
neck sausage and a host of others. Paradox, irony, sarcasm, humour, satire and laughter fill this poster space.
The mood also precisely reflected public opinion of the time. The posters made a personal address, speaking
out to each member of the public. The poster artists had dressed up recognisable, simple symbols in the fine
dress of representations, thus creating an artistic generalisation of the real, socialist space.

And there were many other works on show in St Peter's Church: the philosophically expressive
coloured lithographs by limars Blumbergs, sculptural forms in tandem with a laser beam, the exquisite
landscape stories of Liga Purmale, the photomontage of Valdis Celms and many, many more...

A hundred and fifty works by more than eighty artists, centred on the theme “Nature. Environment.

Man®, hit home at the system. As subsequent events showed, it was a painful and dangerous hit. But why?



O b e
e I

e -
-.-_-l-—l"qq___'.'_
R A RE .

Ii
in
i i
T
Ill=l==llllllllllllll

B E A |
[
NSNS SEPES LB el
Valdis Celms. CeJ$. 1979. FotomontaZa. Fotokopija izstadé “Daba. Vide. Cilveks" /
Road. 1979. Photomontage. Photocopy at the exhibition “Nature. Environment. Man”. 1984
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Makslas dienas Vecriga / Days of Artin the Old Riga. 1984

THE FOURTH ASIDE
In this connection, we need to look at two aspects that to my mind are interesting and significant from the
present-day perspective. The first is the phenomenon of the Days of Art.

The Days of Art began in the sixties as open days in artists' studios, and attained their greatest
social scope and zenith precisely in the eighties. In the space of a couple of weeks, several hundred
exhibitions were held throughout Latvia — at village and collective farm centres, in factories, schools and
hospitals, while artists, writers, poets, scientists and architects went out to meet the people in very distant
corners of the country. Documentary films were shown about outstanding cultural figures, discussions were
held on topical issues in art and life.

Of course, from the present-day perspective one might regard all this as just another of the sys-
tem’s propaganda tricks, but | would suggest that these events played a positive role in society and cultural
policy. In the first place, they represented a democratic influence promoting art education. Secondly, such
regular meetings and open, public art events served for people as a comparison with what was then a strictly
regulated order of life, thus reinforcing the social prestige of people connected with art and promoting the
development of personal viewpoints, differing from the official ones. Thirdly, these were unusual forums for
ideas, or more precisely, they were bridgeheads for ideas. As with the Days of Poetry, the publication in mass
editions of poetry by Imants Ziedonis and Ojars Vacietis, the theatrical performances of verse by Péteris
Pétersons and other cultural events that concentrated and developed public opinion, leading up to the 1988
Joint Session of the Creative Unions

A general theme was chosen for the 1984 Days of Art, which included over 200 events throughout

the republic (according to the programme]. Discussion of the relationships within this trinity, debate on the



Pétersona dzejas teatra izradém un citdm kultdras dzives norisém, kuras koncentréjas un brieda
sabiedriska doma, kas sasniedza kulminaciju 1988. gada Rado$o savienibu plénuma.

1984. gada Makslas dienam ar (ka to programma liecina) vairak neka 200 pasakumiem visa
republika tika izraudzits vienots kopsaucéjs. Trisvienibas “Daba. Vide. Cilvéks” savstarpéjo attiecibu
apspriesana, diskusijas par vides humanizacijas (nejiespéjamibu un makslas socidlo lomu parauga
aicinajumos piedavat risinajumus, meklét pareizo taktiku neatrisinatiem jautajumiem ekonomika,
apzinaties starpdisciplinaras domas izkop$anas nepieciesamibu.?

Saja sakara Viktors Avoting sacija: “Maldisanas starp pilsétas un lauku lomu misu dzivé batiba
rada estétiskus parpratumus. Ari ekologiskus. T3 ir istenibas funkcijas nejusana.” Uldis Piléns atbildéja
sekojosi: “Pareiza taktika $i uzdevuma realizacija ir paslaik arkartigi svariga. Ta ir astondesmito gadu
ipatnéja stiga ~ laika deficits konstruktivu [émumu pienemsanai. MUMS LAIKS VAIRS NEATLAUJ MEKLET
PARALELI. NepiecieSsama kvalitativi jauna sadarbibas forma. Konkrétus uzdevumus mums dzive un
sabiedribas attistibas tempi formulé neiedomajami isa laika. Ja nebdsim pietiekami operativi vai ari
savlaicigi sagatavoti So uzdevumu risinasanai, var rasties situacija, ka paliekam mala no pasu nozimigako
uzdevumu izpildes, lidz ar to ari mala no ietekmes uz $o uzdevumu izpildes lidzek|u izvéles.”

Otrais aspekts — témas un izstades pozicioné3ana. Saja devizé tika formulétas aktuilas
problémas, kas nebija tikai vienas Sauri specifiskas Jauzu grupas iedoma vai untums. T3 bija sabiedriba
ilgstosi dzirkstejojusi, dazadas diskusijas, publikacijas, radoo savienibu plénumos piesauktd un
atgadinata vides degradacijas probléma. Turklat $aja strupaja tris vardu kopa bija ietverts jégpilns
situacijas vértéjums no aplama aicindjuma “tuvinasim laukus pilsétai” tikpat absurdas realizacijas

plikos daudzstavu dzivojamo namos tiruma viduci, no pilsétu mikrorajonu kimiski piesarnotas apkartnes

possibility or otherwise of humanising the environment and on the social role of art, developed into an invita-
tion for people to suggest new approaches, to seek out appropriate tactics for tackling economic issues, to
recognise the need to develop interdisciplinary thinking,®

In this connection, Viktors Avoting said: “...in our life, drifting between the role of the city and the
country essentially leads to aesthetic blunders. Ecological ones as well. It comes from not having a sense
of the function of reality. Uldis Piléns makes the following reply: “It is very important right now to have the
right tactic for accomplishing this task. This is the characteristic feature of the eighties — a lack of time for
constructive decisions. WE HAVE NO MORE TIME FOR PARALLEL SEARCHES. We require an altogether new form
of collaboration. Life and the rate of development of society present us with specific tasks at an unbelievably
fast rate. If we're not quick enough or prepared in advance to tackle such tasks, we can end up standihg aside
from the implementation of the most important tasks, thus also being left aside from influence on the choice
of means of fulfilling these tasks..."

The second aspect: positioning of the theme and the exhibition. The motto formulated current
issues that were not simply the imaginings or whims of a narrow, restricted group. For some time, this had
been a hot topic: it had occupied people’s minds and had been brought up in various discussions, publications
and plenary sessions of the arts organisations. This was the problem of environmental degradation. And this
short group of three words encapsulated a meaningful assessment of the situation. From the misguided idea
of “bringing the country closer to the city”, implemented just as absurdly through the construction of bare
multi-storey blocks of flats in the middle of a field, from the anti-humanness of urban housing districts and
the polluted environment, right up to the very potent threat of people turning into social zombies, In other
words, a range of issues encompassing material and spiritual life from the mundane to the philosophical.

T I ISNEERR—Se



Inese Mailite, Ivars Mailitis. Transforméjama vide bérniem. Objekts / Transformable Environment for Children. Object. 1984




necilvéciskuma lidz mankurtisma realajiem draudiem pasa sabiedriba. Vardu sakot — materialo un garigo
dzivi no ikdieniska lidz filozofiskajam limenim aptverosa problematika.

Aprakstita dzives ainava tolaik vairumam latvie$u saistijas ar sve$ado, no malas un ar varu
leviesto, cittautieSu atvesto, misu estétikai, pasaules uztverei un tradicijam nepienemamo. Termins
“cittautiesi”, kas Sodien, péc divdesmit gadiem, irit biezi misu sabiedrib3 lietots, politkorekts apziméjums,
tolaik vél neeksistéja. Nacionalitates noradi$anu cenzira lerakstija lielaja gréku saraksta ar visam no ta

izrietoSajam sekam — aizliegumu publicéties, izstadit darbus utt.

PIEKTA ATKAPE
Izstades daudzajas apsprieanas un dazas talaika cenziras pielautajas publikacijas viens no visvairak
diskutétajiem bija jautajums par stajmakslas un vides objektu lidzvértigu demonstréSanu izstadé. Tiesi &o
panémienu dala runataju un rakstitaju vértéja kritiski, nosaucot izstadi par balaganu, visu eso$o makslas
formu grauanu, pat tragédiju, jo lielaka skatitaju daja aizgajusi, neka nesaprazdama un vilusies.* Citi
turpretito izcéla ka vienu no izstades nozimigakajam paliekoSajam vértibam un “mobilizéjosu momentu”,
uzsverot, ka “daudzu objektu rotajnieciskais pamats savu uzdevumu veic — darbojas provocéjosi, grib
piedabit skatitaju citadi aplikot realitati”.’

lzvirzitas problémas sakara redzams, cik svariga ir makslas darba un vides kopsakaribu loma.
Par konkréto izstadi runajot — domaju, pati batiskaka. Ja jauno makslinieku veidotie objekti (ari spéles
un priekSnesumi — perfomances) bitu skatami nevis Péterbaznica, bet Doma laukuma, kur ik gadus
notika vérienigie Makslas dienu pasakumi, tie batu pakartoti videi un notikumam, atklajot vien savu

funkcionalo, atraktivo dabu, bitu tikai padi. Tatu izstazu zales Ipasais svarigums, témas konteksts un

In those days, the setting of life as described above seemed to most Latvians as derived from
what was foreign, introduced from outside and by force. Brought by foreigners. Unacceptable in terms of
aesthetics, world-view and traditions. The term cittautiesi (“people of different ethnic background”}, used
very widely as a politically correct term today, twenty years later, did not exist in those days. Even the
mention or indication of a national minority was inscribed in the Censors’ big book of sins, along with all the

consequences — a prohibition against publication, against exhibiting one's works, etc.

THE FIFTH ASIDE
In the numerous discussions on the exhibition and in some of the publications permitted by censorship at
the time, one of the most hotly debated issues concerned the display in an exhibition of easel art and envi-
ronmental objects as equally important phenomena. Precisely this aspect was viewed critically by a section
of the speakers and writers, calling the exhibition a cheap show, destructive of all existing forms of art, even
a tragedy, maintaining that most viewers had gone away disappointed, finding it all incomprehensible.*

Meanwhile, others regarded this as one of the exhibition’s most important contributions. As a
“mobilising moment”, emphasising that the “playful basis of many works achieves its aim of provoking, of
bringing the viewer round to a different view of reality”.®

In connection with this issue, we can see the important role played by the relationship between
a work of art and its setting. With regard to this particular exhibition, it was, to my mind, the factor of
paramount importance. Had the objects created by the young artists (including the performances) been
shown not in St Peter's, but rather in Dom Square, the venue of the great annual Days of Art street event
(being only components of the setting, the event), they would have revealed only their functional, attractive



mijattiecibas ar stajmakslu ipasi akcentéja So darbu télainibas aspektu. Pieskira tiem daudznozimibas
un simbola nozimi. Bet sistémai Sie simboli bija svesi.

Tatu—atgriezisimies IZSTADE. Citadi paskatities uz istenibu tiesam gribéja daudzi. Péterbaznicas
izstadi “Daba. Vide. Cilvéks" nepilna ménesa laika apmekiéja 50 000 (!) skatitaju.® Tomér ekspoziciju
slédza krietni pirms laika — péc Latvijas PSR Komunistiskas partijas Centralas komitejas pieprasijuma, it
ka atsaucoties uz Austrumvacijas komunistu delegacijas un Latvijas darbajauzu sidzibam, jo “ir pamats
runat, ka Saja izstadé paradijas socialistiska realisma makslas estétikas principiem svesi elementi”.’”

Cita starpa biedrs Aivars Goris atziméja: “Visiem klateso3ajiem labi zinama Lenina téze, ka
ideologijas joma ir vieniga alternativa — vai nu socialistiska vai burzuaziska ideologija, vidusce)a $eit nav.
Jebkura atkapsanas no socialistiska realisma makslas principiem (vienalga — apzinati vai neapzinati)
makslas praksé un teorija neizbégami paver celu misu sabiedribai, socidlisma makslas estétikai
sveSam idejam un uzskatiem. No $i principiala metodologiska pamata mums javérté visas makslas
paradibas, lai msu maksla godam pilditu savu socialo un ideologisko funkciju sabiedriba. Propagandgjot
makslinieciskos mekléjumus ar jucekligu filozofiski estétisku saturu, atbalstot meklgjumus, kuru
galarezultats iziet arpus socialistiska realisma estétikas gultnes, dazi MS biedri varbat var iegiit zinamu
popularitati mazprasigu skatitaju vid, bet neizbégami zaudé autoritati nopietnas makslas skatitaju un
vertétaju acis. Dazus $adus neaugligus eksperimentus piedévé izstades veidotaji Peterbaznica. Atrakciju
elementus, funkcionalus sadzives priekSmetus vai to drazas daZi autori mégina pasniegt skatitajam ka
makslas darbus ar dzilu filozofisku saturu un jégu. Un dais diplométs makslas zinatnieks jau steidz no
burzuaziskas makslas mehaniski parnemtas struktdras pasludinat par makslas darbu.”

characteristics — they would have remained only themselves. But the special significance of the exhibition
hall, as well as the context of the theme and the interaction with easel art gave particular emphasis to the
imagery of these works. The expressive possibilities and approaches offered by the newly-arrived art — the
installation — took its place alongside the classical, traditional media. This | regard as the most significant
aspect of the exhibition “Nature. Environment. Man” in terms of its significance in driving the development
of art. But the exhibition was significant in another way too — meaning its external or social significance. The
event manifested the de facto broadened view of art. It included a reflection of reality. The system did not
recognise itself in this fresh setting, a setting that was alien and therefore even seemed dangerous.

And let us return to the EXHIBITION. Many wanted to look at reality in a different way. The exhi-
bition “Nature. Environment. Man” in St Peter's Church was viewed in the space of less than a month by
50 000 (!) people.® However, the exhibition was closed much earlier than planned on the demand of the
Central Committee of the Communist Party of Latvia, citing as a pretext complaints allegedly received from a
East Germany communist delegation and from working people in Latvia, since “... there is reason to consider
that this exhibition included elements alien to the aesthetic principles of Socialist Realism in art™.

Comrade Goris noted, among other things, that, “All those present will be very familiar with Lenin’s
well-known postulate that in the sphere of ideology, there is only one alternative — either socialist or bourgeois
ideology, with no middle road. Any retreat from the principles of Socialist Realism (conscious or unconscious)
in the practice and theory of art, unavoidably opens the way for ideas and views alien to our society and to the
aesthetics of socialist art. It is on this fundamental methodological basis that we must assess all phenomena
in art, so that our art may honourably fulfil its social and ideological function in society. By promaoting artistic
approaches characterised by a muddled philosophically aesthetic content, supporting approaches that result



Svesa klatbutni (pielausanu!) makslas aind nacas parrunat it visds Makslinieku savienibas
struktlras kopa ar jau minétas tolaik Latvija augstakas ideologiskas institlcijas parstavjiem vairaku
meénesu ilguma un piedalities pratina§anam lidzigos daudzstundu seansos, kuri vainagojas ar 1984. gada

Izradijas, ka Péterbaznicas izstades jédzieniskais sauklis citadi Java un pamudinaja no 3aja

varda ietvertas koncepcijas skatpunkta redzét lietas un spriest par tam atskirigi no pienemta.

NOTIKUMS. Bija 1984. gada piektdiena, trispadsmitais aprilis. Pulksteni radija trispadsmito stundu. Tie&i
tobrid Sv. Pétera baznica tika atklata izstade. Tas nosaukums dubléja gada Makslas dienu devizi un
vienlaicigi pretendéja apzimét visu daudzo pasakumu kopuma galveno skati - “Daba. Vide, Cilvéks".

in work straying outside the current of Socialist Realism, certain members of the Artists’ Union may attain a
degree of popularity among less demanding viewers, but they inevitably lose authority in the eyes of those
who view and evaluate serious art. Certain fruitless experiments of this kind are offered by those who created
the exhibition in St Peter's Church. Certain artists try to present attractions, functional everyday items or
junk as works of art with profound philosophical content and meaning. And certain scholarly art researchers
hasten to represent as works of art structures that have simply been borrowed from bourgeois art”.

Over the course of several months, this alien presence [the fact that it had been allowed!) in the
art scene had to be discussed in all the institutions of the Artists’ Union jointly with representatives of the
already-mentioned supreme ideological institution in Latvia at the time, involving subjection to sessions
many hours long that resembled interrogations, crowned by a special discussion at the Bureau of the Latvian
Communist Party on 12 June 1984 of the issue “On the organisation of the Days of Art in the republic”,®

Itturned out that the concept “different” behind the exhibition in St Peter’s permitte'd and promoted

the viewing and discussion of matters from the perspective that differed from what was accepted.

THE EVENT. It was Friday, thirteenth April 1984. Precisely at thirteen hours, the exhibition in St Peter's Church
was opened. Its title was the same as the motto of the Days of Art, and it was intended as the main show

among all the numerous events under the title of “Nature, Environment. Man.”
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2 P

1 1983. gada 10. oktobri Makslinieku savienibas valdes
sekretariats pienéma lémumu par gatavosanos republikas izstadei
“Daba. Vide. Cilvéks" un izveidoja darba grupu Laimona $énberga
vadiba. Ekspozicijas iekartodanu veica L. Sénbergs. [Latvijas
Valsts arhivs, 232. f,, 1. apr., 700. lieta, protokols Nr. 21.) Visi pro-
tokoli, ieskaitot minéto, rakstiti krievu valoda, jo tos satija uz PSRS
Maksliniekus savienibu Maskava.

2 Piléns U, Avoting V. Un tal3k? // Literatira un M3aksla. —
1984. - 4. maijs; Maourins A, Milts A, Ziedonis |. lederéties un
daudzveidoties // Literatdira un Maksla. — 1984, - 20. apr.

3 Filéns U, Avotips V. Un talak? // Literatira un Maksla. -
1984. - 4. maijs

4 15. maija Péterbaznica notikusas izstades apspriesanas ste-
nogramma [Latvijas Valsts arhivs, 232.f,, 1. apr., 719. lieta, 1.-51.
Ip.]. Apspriesana piedalijas 175 dalibnieki, uzstajas — 19. Doku-
ments ir ipadas publikacijas vérts, jo nepareizibas, vardu izlaidumi

1 On 10 October 1983, the Secretariat of the Board of the Artists’
Union passed a motion endorsing the preparation of a republic-
wide exhibition “Nature. Environment. Man®, and set up a working
group led by Laimonis Sénbergs. The exhibition was created by
Sénbergs (State Archives of Latvia. Coll. No. 232, Reg. No.1, File
No. 700, Minutes No. 21]. Note: all the minutes, including this one,
were written in Russian, since they were sent to Moscow, to the
Artists' Union of the USSR.

2 See: Piléns, U, Avating, V. Un t31ak? (And now?) / Literatira
un Maksla, 4 May 1984. Also: Maurins, A, Milts, A, Ziedonis, |.
lederéties un daudzveidoties (To fit in and diversify) // Literatira
un Maksia, 20 April 1984,

3 Piléns, U, Avotips, V. Un talik? [And now?] // Literatiira un
Maksla, 4 May 1984,

4  Transcript of the discussion of the exhibition held in St Peter's
Church on 15 May [attended by 175 participants, with 19 speakers)
(State Archives of Latvia. Coll. No. 232, Reg. No.1, File No, 718, pp.
1-51). This document deserves treatment in a separate publica-
tion, since the inaccuracies, the words left out and the omissions

un nokluséjumi precizi un aspratigi raksturo situaciju un liecina par
kada riipém, lai stenogrammas iespéjamds sekas [ari S0 doku-
mentu vajadzéja tulkot un satit uz Maskavu ] nebltu ietekméjosas.
Ne mazak interesants ir Makslinieku savienibas biedru un ipasi
citu radoSo profesiju parstavju viedoklis par makslas attistibas
tendencém, uzdevumiem un izstadi. — Nefedova /. Vai bijam gatavi
izstadei? // Cina. — 1984, - 28. apr.

5 Piléns U, Avotins V. Un talak? // Literatira un Maksla. -
1984. - 4. maijs.

6 Latvijas Valsts arhivs, 232. f, 1. apr.,, 700. lieta, protokols
Nr.21.

¢ No LKP CK Kultiras nodalas vaditaja Aivara Gora runas LPSR MS
partijas organizicijas un valdes prezidija apvienotaja saniksmé
1984. gada 27. junija. Latvijas Valsts arhivs, 232. f, 1. apr., 691.
lieta, protokols Nr. 9/3.

8 Turpat.

precisely and wittily characterise the situation and the fact that
someone had seen to it that the possible adverse effects of the
transcript [this document too had to be translated and sent to
Moscow] would not have any undue effect. No less interesting are
the views expressed by members of the Artists’ Union and in parti-
cular those of people from other branches of the arts on trends in
the development of an, its tasks and the exhibition itself. See also:
Nefedova, |. Vai bijam gatavi izstadei? [Were we ready for the exhibi-
tion?] // Cina, 28 April 1984.

S Piléns, U, Avatins, V. Un talak? (And now?) // Literatlra un
Maksla, 4 May 1984,

6 State Archives of Latvia. Coll. No. 232, Reg. No.1, File No. 700,
Minutes No. 21.

¢ Goris, A., Head of the Department of Culture of the Central Com-
mittee of the Latvian Communist Party. From a speech on 27 June
1984 at a joint meeting of the Party Organisation and the Presidium
of the Board of the Artists’ Union of the Latvian SSR [State Archives
of Latvia, Coll. No. 232, Reg. No.1, File No. 691, Minutes No. 9/3).

8 Ibid.



