Mobilais muzejs ir projektu kopums, kura sakums ir 25.augusta Andrejsala
un kas tiecas uzdot jautdjumus par muzeja lomu un makslinieku attiecibam ar
muzeju. Lidzas izstadei ,Mobilais muzejs” norisinasies ari Andrejsalas rado$o
grupu organizétie pasakumi: laikmetigas makslas izstade “Showroom6: Matilde”,
ielu makslas rado$a darbnica un izstade “Vide", “Mobilie rokdarbi”, fotoprojekts
“Trip Ticket", personalizstade “Bandinieki”, mobilas attélu izrddamas kabines
“Foto Blda" un jocigo velosip&du - frikbaiku pardde “Apokalipses jatnieki”.

Tulkojot slavena franCu kultiras darbinieka André Malro (André Malraux)
radito musée imaginaire (iztéles muzejs) anglu valoda, tas kjuvis par
museum without walls (muzejs bez siendm). Paklaujoties ang|u valodas
logikai un vélmei tas izteikumus konkretizét un vizualizét, tulkotajs radijis
savu versiju par Malro gramatas nosaukumu. Ja franéu versija iedométa tiri
konceptudla telpa, ka iztéle, izzina vai ideja, tad angju varianta tas partop
fiziska — iedomatas arhitektOras — telpa, kurai var pat iziet cauri, lai arf tai
nav sienu.

Andrejsala planots blvét Laikmetigas makslas muzeju, kura arhitektonisko
<Laulu” aicinats veidot Rems Kolhass. Slavena arhitekta piedavatas skices
sava veida iezimé .muzeju bez sienam”, ne tikai parnestd nozimé — ka
neesosu telpu, kuras vieta jau ir zindma un kura var ieiet un iziet, cen3oties

iztéloties ékas aprises. Kolhasa iecerétad muzeja sienas ir caurredzamas.
Caurtam var aplikot veco TEC &ku, kas ir viena no efektigakajam Andrejsalas
vecas apblves celtném un kas tuvakaja nakotné paliks ka viena no retajam
liecibam par tagadé&jo Andrejsalu.

Pasreiz Andrejsala ir kluvusi par Rigas karstako kultdras punktu — sava veida
poligonu jaunam idejam, eksperimentu laboratoriju, sava veida alternativu
muzeju. Salinieki ir sp&jusi radit dinamiskas un mobilas vienibas, kas piedava
intensivu pasakumu klastu un nodrodina nepértrauktu radod$o procesu.
Projektu telpas ,Ednica” un Korpusu cehu izstdZu programma, kultdras
mezgla ,Dirty Deal Cafe” radoSas darbnicas un izstades, “Showroom6:
Matilde" starptautisko makslinieku desants, kas gatavi radit makslu jebkura
vieta, studijas ,Peahen” un galerijas ,Biezpiens” starpdisciplinarie pasakumi,
-Apokalipses jatnieku” radosas manifestacijas, ka arf rado$as grupas ,Orbita”
un festivala ,Skanu mes” aktivitates veido paspietiekamu iztéles muzeju,
ar vairakiem .departamentiem” un dazaddam meérka grupam adresétiem
pasakumiem — mobilo muzeju, kas spéj provocét neizsikstosu kreativitati un
piepildit jebkuru telpu ar saturu un rado$u garu.

Solvita Krese
Laikmetigas makslas centra direktore

The Mobile Museum is a set of projects which
commences in Andrejsala on 25 August and aims to
pose questions about the role of museums and artists'
relationship with them. Other events organised by
Andrejsala’s creative groups willtake place alongside the
Mobile Museum exhibition: contemporary art exhibition
Showroom@B: Matilde; street art creative workshop and
exhibition Environment, Mobile Handicrafts; photo
project Trip Ticket, solo exhibition Pawns; mobile image
display cubicles Photo Booth; and The Riders of the
Apocalypse, a parade of quirky bicycles — freakbikes.

in the English translation the musée imaginaire
(imaginary museum), created by renowned French
cultural figure André Malraux, has become the museum
without walls. Submitting to the logic of the English
language and the desire to pinpoint and visualise its
phrasing, the translator has created his own version of
the title of Malraux's book. While the French version
presumes a purely conceptual space, like imagination,
cognition or an idea. in English it becomes a physical

space of imaginary architecture that you can traverse,
even though it has no walls.

Andrejsala is the proposed location for the Museum of
Contemporary Art; the task of creating its architectural
“shell” has been entrusted to Rem Koolhaas. In a
way, the famous architect's sketches for the new
building outline “a museum without walls®, and not just
figuratively speaking — also as a nonexistent space
whose location is already known and which you can
enter and exit, trying to imagine the boundaries of
the building. The walls of the museum envisaged by
Koolhaas are transparent. Behind them lies the old
thermal power plant, one of the most imposing old
buildings in Andrejsala, which the in near future will
remain as one of the few testimonies of the Andrejsala
we know now.

At present Andrejsala has become the cultural
hotspot of Riga - a testing ground for new ideas, an
experimental laboratory, a sort of alternative museum.

The inhabitants of Andrejsala have formed dynamic
and mobile teams that offer an intense range of events
and ensure the continuation of the unceasing creative
process. The exhibition programme of the Canteen
project space and the Hull Shop, the creative workshops
and exhibitions of the Dirty Deal Café culture hub, the
international artists' commando unit of Showroom6:
Matilde, ready to create art anytime, anyplace, the
interdisciplinary events of the Peahen studio and
Biezpiens art gallery, the creative manifestations of the
Riders of the Apocalypse as well as the activities of
the Orbit creative group and the Skapu meZs festival
- all of these combined form a self-sufficient imaginary
museum, with several “departments” and evenls aimed
at different target audiences: a mobile museum, which
is able to provoke inexhaustible creativity and fill any
space with content and creative spirit.

Solvita Krese
Director of the Latvian Centre for Contemporary Art
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Andrejsala, Korpusu ceha un projektu telpa .Ednica”
Atklasana 25.augusta Korpusu ceha plkst. 19.00-01.00
LMC projektu telpa .Ednica” plkst. 19.30 - 01.00

Izstades apskatamas no 25.augusta Iidz 20.septembrim.

Sorosa Misdienu makslas centra-Riga darbibas laika tapuso darbu repliku
un suveniru izsoliSana Andrejsala, Korpusu ceha 4. septembri plkst. 19.00
Organizé: Laikmetigas makslas centrs

PASAKUMI

MOBILE MUSEM

EXHIBITION

Andrejsala, Hull Shop and Project Space Canteen
Opening August 25 in Hull Shop at 7PM-1AM
In Canteen at 7.30 p.m.-1:00 p.m

Exhibitions are open August 25-Septemebr 20

Auction of the replicas of the art works created during the activity period of the SCCA-
Riga, on September 4th at 7PM in Hull Shop, Adrejsala
Organiser: Latvian Centre for Contemporary Art

BANDINIEKI N
RAIVJA PURINA FOTOGRAFIJU PERSONALIZSTADE

Andrejsala, kultiras mezgla ,Dirty Deal Cafe”

Atklasana 25.augusta 20.00 Iidz 02.00 (izstadde apskatama lidz
5.septmebrim)

Organizé: fotomakslinieks Raivis Purins

APOKALIPSES JATNIEKI

JOCIGO VELOSIPEDU - FRIKBAIKU PARADE
Andrejsala, pie garazam

25.augusta plkst. 21.00-22.00

Organizé: apvieniba ,Apokalipses jatnieki”

MOBILIE ROKDARBI :
ATVERTA ROKDARBU DARBNICA UN 1ZSTADE

Andrejsala, galerija ,Biezpiens”

no 25. augusta 20.00 Iidz 24.00 (darbnica atvérta 26.. 30. un 31 augusta)
Organizé: galerija Biezpiens”

TRIP TICKET

FOTOIZSTADE

Andrejsala, M-Studija ,Peahen”

no 25. augusta 20:00 ITdz 24.00 (izstade apskatama lidz 9. septembrim)
Atklasana 25. augusta no 23.00 lidz 02.00 “Pata/Galka Powa Party"
Organizé: Glezniecibas un sietspiedes M-studija ,Peahen”

SHOWROOMG6: MATILDE
LAIKMETIGAS MAKSLAS IZSTADE

Andrejsala, ,Dirty Deal Cafe”, .Space Garage”
Atklasana 25. augusta 17.00 lidz 06.00

17:00 Jaffa Magazine prezentacija//Showroom6 Kataloga prezentacija //Dirty deal
18:00 Zurnala ,Fucking good art" Rigai veltita izdevuma prezentacija
20:00 Vines projekts «Auto» - video filmu programma

22:00 Projekts «Amberg&Marti» - Video: Elodie Pong, Je suis une bombe, 2006
24:00 Mobila Muzeja Party//Space garage

Organizé: apvieniba Showroom, makslinieku rezidence Singalong, rado&a
apvieniba Fuck For Friendship

FOTO BUDA :
MOBILA ATTELU IZRADAMA KABINE
Andrejsala

25. augusta no 22.00 lidz 02.00
Organizé: apvieniba .Kociné un Putnipg"

VIDE

IELU MAKSLAS RADOSA DARBNICA UN IZSTADE

Andrejsala, Dirty Deal Cafe

Izstades atklaSana 25.augusta, sakums 20:00 un ballite lidz rtam

Izstade apskatama lidz 2.septembrim

Organizé: kultiras mezgls ,Dirty Deal”, Latvijas vides un ielu makslas
kustibas resurss VIDE*
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BANDINIEKI

A PERSONAL EXHIBITION OF PHOTOGRAPHER RAIVIS PURINS
Andrejsala, Dirty Deal Cafe"

August 25 8:00 p.m.- 2:00 p.m. (on display untill 5 September)
Organiser: Photographer Raivis Purins

RIDERS OF THE APOCALYPSE
PARADE OF THE FUN BICYCLES - FREAKBIKES
Andrejsala, at the garages

August 25, at 9:00 p.m.-10:00 p.m.
Organiser. community .Apokalipses jatniek”

MOBILE HANDICRAFTS
OPEN WORKSHOP AND EXHIBITION

Andrejsala, Art Gallery “Biezpiens”

August 25, 8:00 p.m-12:00 p.m (workshop runs on August 26, 30 and 31st)
Organiser: Art Gallery .Blezpiens”

TRIP TICKET

PHOTO EXHIBITION

Andrejsala, Peahen Studio

From 25 August, 8:00 p.m. - 12:00 a.m. (on display until 9 September)
Opening on 25 August, 11:00 p.m. - 2:00 a.m.- Pata/Galka Powa Party
Organiser: Peahen Painting and Screenprinting Studio

QO ©

SHOWROOM6: MATILDE
CONTEMPORARY ART EXHIBITION

Andrejsala, ,Dirty Deal Cafe”, .Space Garage”
Opening: 25 August 5:00 p.m.- 6:00 p.m.

>

5:00 p.m, Prese_n!atmn by Jaffa Magazine; presentation of the Showroom 6
catalogue (at Dirty Deal Café) 6:00 p.m. Presentation of the Riga-focused issue of
the Fucking Good Art magazine

8:00 p.m. Auto-Video, videofilm programme from Vienna
10:00 p.m. Amberg & Marti video Elodie Pong, Je suis une bombe, 2006
12:00 p.m. Mobile Museum party at Space:Garage (the Garages of Andrejsala)

@ f

J
Opening August 15 at 8.p.m. and party till the morning "
Exhibition on display till 2 September

Organiser: creative team ‘Dirty Deal'in cooperation with the Latvian street art internet f
resource VIDE*

PHOTO SHACKS

A MOBILE SHACK FOR PHOTOD DEMONSTRATION
Andrejsala

August 25, 10 p.m. - 2:00 a.m.

Organiser: Association -Kocins un Putning”

VIDE
STREET ART WORKSHOP AND EXHIBITION

Andrejsala, “Dirty Deal Café"
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MOBILA MUZEJA KOLEKCIJA

Sakot vienu no nodalam sava ,PasaZu darba", Valters Benjamins piezimé,
ka kolekcioné&3ana ir dzivnieku (putnu, skudru), b&mu un vecu cilvéku
nodarbo$anas. Turpinot vin$ nordda, ka kolekcion&Sana ir veids, ka
kolekcijas objekts, nonakot saistiba ar ta ekvivalentiem, tiek atbrivots no
ta sakotnéjam funkcijam. Kolekcija, kas darbojas ka specifiska sistéma,
pievieno eksponatam iraciondlu vértibu. Benjamina parspriedumus itin
viegli var attiecinat uz makslas muzeju, kura pamatfunkcija, lidzigi ka citiem
muzejiem, ir veidot kolekciju, to saglabat un padarit pieejamu skatitajam.

Makslas darbi tiek izcelti no to radidanas konteksta un parvietoti ekspozicijas
telpas, kur nondkot ldzas citiem eksponatiem, tie klast par .cita teksta”
sastavdalam. To vértiba mainas gan tie$a, gan parnestd nozimé. Jebkura
kolekcija ir kadas selekcijas rezultats, ko ir ietekméjusi laikmeta tendences,
politiskd konjunktira, mecenata iegribas vai kdda individa subjektiva

izvéle. Muzejs sava zina k|ast par varas instrumentu, kas ietekmé véstures
raksti$anu, tulkojot sava laika pieredzi un zina8anas makslas darbu kolekcija.
Vai muzeju var ierindot lidzas tadam Fuko nosauktajam varas institGcijam ka
slimnica, skola un cietums?

Protams, katram laikmetam, sekojot makslas attistibas tendencém, ir savi
kritériji. Ja 19. gs. muzeja noteiktie .gaumes” standarti balstijas uz divam
asim — mediju un estétiskajam normam, |aujot ellas glezniecibai klGt par
priviligétu tehniku un klasicismam par reprezentacijas normativo nosacijumu
pamatu, tad k& modernisma paradigmas modelis kalpoja "baltais kubs™ un
tam pakartota .firas makslas” formu valoda. Pasreiz muzejs $kiet samulsis
makslas izpausmju daudzveidibas priek3a un mégina aptvert, ko darit ar
ne-objektu un procesualds makslas praksi, kas visai maz atbilst muzeju
kratuves ierastajam formatam.

Var veidot imaginaru muzeju, ka sava laika aicinaja darit André Malro (André
Malraux) vai ironiski koment&t muzeju ka fiktivu institdciju, kurd ki viena
no nodalam darbojas ,Erglu departaments” — Marsela Brodhaersa (Marcel
Broodthaers) gara, vai k& Marsels Disans (Marcel Duchamp) — pagatavot
viegli parnésajamu kasti, kura savietot savu darbu replikas.

Izstade Mobilais muzejs” ir aicinajums maksliniekiem pievérsties muzeja
kolekcijai komentéjot tas wveidoSanas principus, tulkojot kolekcijas
-saraksltitas” véstures versijas, radot savu kolekcijas variantu, kura lidzas
artefaktiem grupéjas sajitu fragmenti un biografiskas piezimes. Atsaucoties
uz konceptualisma praksi, mainot lietas kontekstu par makslas darbu var kjat
jebkas. Atbildiba par $0 makslas darbu iek]a8anu vai neiek|isanu véstures
annalés gulstas uz kolekcijas, Tpasi muzeju, veidotaju pleciem.

Makslas véstures pazistamakos piemérus anonimos audeklos parvérs Anita
Zabilevska, ka atsauci atstajot vien lidz milimetram precizus originalo gleznu
izmérus. Parlecot pari gadsimtiem, lidzigi k& muzeja daZados laikos un vietas
tapusas gleznas grupéjot vienkopus, maksliniece mégina komentét makslas
darba uztveri muzeja ekspozicijas kontekstd. Par makslas darba pa$sajltu
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nobazijies arT Kriss Salmanis. Kada muzeja apmekl&juma iedvesmots
vin§ rada alegorisku animaciju, kurd verdo$a katlipa garainos levitgjo3ais
un kliedzosais darzenis iejlitas makslas darba ,ada", kur$ izrauts no sava
sakotnéja konteksta un ielikts katlind pie paréjiem darzeniem.

Pasaules makslas vésturi censas izmainit Leonards Laganovskis, parafrazés
par vecmeistaru darbiem daZus no atpazistamiem gleznu personaZiem
nomainot ar smarzu flakoniem. lejaukdanas populdro kompoziciju ,stastos”
mudina veikt reviziju makslas klasikas interpretacija, nemot véra ne tikai
laikmeta distanci un konteksta mainu, bet ari autora personigos komentarus
un sajdtas, kas $aja gadijuma raisa ironiskas asociacijas ar smarzam. Slovénu
Jaunas makslas parstavji (Neue Slowenische Kunst) — makslinieku grupa
IRWIN — ar véstures parraksti$anu nodarbojas jau gandriz divdesmit gadus.
Konfrontéjot Rietumu modernisma tradiciju ar Austrumeiropas marginalo
situaciju makslas véstures karté, IRWIN pielieto Retro principu un no jauna
interpreté makslas véstures ikonas. Atkiriga vésturiska situacija radijusi arf
atskirigu makslas attistibu, kas abas geopolitiskajas teritorijas norisinajusies
paraléli un nesaistiti. IRWIN ne tikai médina partulko Rietumu modernisma
praksi Eiropas kopigas pieredzes konteksta bet ari pieskirt balsi Austrumu
bloka makslai.

Nesenos Latvijas véstures kilenus, vairakus ménesus dzivojot Andrejsalas
rezidencé "Singalonga”, sava darba iedzivinajis zviedru makslinieks Knute
Vesters. Sadarbiba ar b&rnu nama bérniem raditais -piemineklis bez majam”,
poze pie daZadu laiku un ideologiju varas simboliem. Salikla no daZadu
bérnu kermenu nospiedumiem, skulptdra k|st ne tikai par kolektivu makslas
darbu, bet arf atstaj kaut ko palieko$u no saulainas pécpusdienas darbnicas
dalibniekiem, pieskirot vél kadu niecigu pieturas punktu vinu eksistencei. Ja
ari pieminekla autori — marginala sabiedribas dala - nek|Gs par Andrejsalad
leceréta jauna laikmetigas makslas muzeja apmeklétajiem, tad piemineklis
bez majam muzeja priek3a varaty atgadinat ne tikai par socidlo atbildibu,
bet arf uzdot jautdjumus par makslas darba statusu.

Mika Mitrévica kolekciju veido atminu nospiedumi, kadreiz satiktu cilvéku
kadreiz atstastiti notikumi, kas ieglusi personigas biogréafijas ,failos” un Skiet
sapludinajusi robezu starp realitati un Skitumu. Kratas un atlasitas sajitu
fiksacijas veido padpietiekamu stastu. kas makslinieka raditaja privataja
mitologi 15[9 ujnolasituniversalas kategorijas. Ikdienas praksisadalotvienados
laika nogrieznos, savu kolekciju veido Eriks Bozis. Savdabigs kalendars,
kas gada garuma radits no maizes iepakojuma mark&jumiem, darbojas ka
kondenséts informacijas nesgjs, fikséjot bridi pirms un péc deriguma termina
beigam. Kumeptérs par patérétaju sabiedribas manipulacijas mehanismiem
un uztveres mainu, pienemot ciparu virknéjumu ka spriedumu, lai izmestu ara,
pieméram, maizi. Lidzigi, ka japanu makslinieka On Kavaras gleznas, kurads
vin§ reglstré katru savas dzives datumu, makslinieka kalendars rada sakapinatu
laika dlmensua; sajitu. Izkadréjot konkrétu laika periodu no savas dzives,
neizbégami notiek konfrontacija ar kadam personigas biografijas robeZ&kirtném.
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Lidzigai kolekcion&Sanas metodei sekojis igaunu makslinieks ErkiKasemetss,
patéréto produktu iepakojumus — tetrapakas — parvériot makslas darbos.
Tetrapakas iegUst jaunu dzivi, tiekot ,parstradatas” apgleznotas instalaciju
sastavdalas, kuru ,biografiskie" dati tiek ripigi dokumentéti katras pakas
iekSpusé. Kolekcijas veidosanas sakums iezimé arl jaunu &ru”, laiku, kad
nomainds politekonomiska sistéma un veikalos parddas jauni produktu
iesainojumi. Patérétaju kultdras spilgtakos piemérus kolekcion& amerikanu
maksliniece DZenifera Bornsteina. Kolekcion&sanai veltlta televizijas
raidijuma maksliniece iepazistina skatitajus ar pazistamu fastfood tiklu
vienreizéjas lietoSanas traukiem, iepakojuma materialiem, dazadam &ipsu
formam, kafijas pupipam. Redzétais parliecina, ka jebkas, kas tiek ripigi
sistematizéts un katalogizéts, var tikt uzskatits par nopietnu kolekciju un
pretendé uz muzeja ekspoziciju. lroniskais patér&taju sabiedribas un
institucionalas kritikas paraugs tomér nejauj apSaubit sakrato objektu vértibu
patéré&Sanas kultliras un dizaina véstures attistibas konteksta.

Ready made objekti interesé arT Kristapu Gelzi un fran&u méakslinieku Kristofu
Perezu, kuru darbi aicina paldkoties uz muzeju ka izklaides kompleksu.
Gelzis piedava senas pasaules modela versijas misdienigu ilustraciju,
kur tris vaju vietd, kuriem uzticéts turét pasauli, nonakusas masu kultdras
ikonas — mikipeles. Globusa vieta — akvarijs ar zelta zivtinu, kurai, ja izdodas
to notvert, var prasit izpildit tris vé&lé8anas. Atrakfivais objekts darbojas ka
aspratiga metafora par misdienu muzeju struktiru un hierarhiju. Kristofs
Perezs mainot mérogus veido parvietojamu muzeja modeli, kas varétu tikt
tirazéts par plada patérina preci un kalpot lidzigi k& majas kinozale. Jebkurs
var k|it par makslinieku vai makslas darba lidzautoru, pienemot playart
noteikumus un veidot slavenu makslas darbu replikas. Ar $4du dadaisma
gara izpilditu Zestu iespéjams atbrivoties no muzeja smagnéji institucionala
ietvara un baudit makslu rotalajoties.

Institucionalas makslas radito hierarhiju sava darba apSauba lvars Graviejs.
Apmekléjot daZadas izstades atklaSanas, makslinieks iet kiat pasakuma
viesiem un iepazistina ar savu darbu — ar mobila telefona palidzibu nofilmétu
pornografiska rakstura materidlu. Skatitdju reakcija médz bat daZada,
svarstoties no patiesas intereses lidz klajam dusmam. Gravleja provokativa
riciba izaicina makslas sistémas nerakstitos noteikumus par to, kddam jabat
makslas darbam, kurd bridi makslinieka Zests k|Ust par makslas darbu (Seit
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vietd atceréties pirmo sabiedribas Soku péc DiSana izstadita pisuara), ka
jduzvedas izstaZu atkladanas un ka jakomunicé ar skatitaju.

Sokét var arf Evelinas Deitmanes un Teo Mersjé projekts, kura fashion
stilistika tapusajas fotografijas misticisma un trilleru noskana mijas ar glamour
estétiku. Lidojosa sieviete, no degosa divana apak3as lienoss virietis ar brieZa
ragiem, meitene — celms ar cirvi rokas un citi ne mazak divaini personazi
eksponéti kopa ar brieZu ragiem un citam medibu trofejam. Makslinieki rada
sava veida fiktivo muzeju, kas tik pat labi varétu atrasties kadas mednieku
biedribas reprezentacijas telpas, kalpot ka reference uz Marsela Bothaersa
iedomata muzeja ,Erglu departamentu”, atsaukt atmind muzeja priekéteci
— kunstkameru, kurd vienkopus tika savaktas visdazadakas parsteidzosas
lietas. Sekojot cilvéku zipkaribai par neizprotamam un baisadm lietdm, ka
arl vado$ajam gaumes tendencém, makslinieki rada savu ekspozicijas
variantu, kas itin labi darbojas k& komentars par misdienu muzeju kolekciju
veidosanas principiem.

Izstades téma nav izvéléta nejausi. Sobrid intensivi tiek stradats pie jauna
laikmetigés makslas muzeja, kura atradanas vieta bis Andrejsald. Muzeja
aulu - tas arhitektonisko veidolu radijis Rems Kolhass, jauna &ka integréjot
vésturisko TEC celtni. Norit darbs pie tas piepildijuma — kolekcijas veidoianas.
Paraléli Andrejsala notikusi péarsteidzo%a radodo iniciativu eksplozija.
Andrejaslas Dienvidu gals vibré k& dzivs organisms. PaSorganizéjosas
makslas vienibas piedava regularu un daudzveidigu kultGras programmu,
piepildot vecas industridlas ostas &kas ar negaiditu satura blivumu. Diemzél
Andrejsalas rado$ajam poligonam nav paredzéts gars mizs. Pilsétas attistiba
norit saskana ar kapitalisma logiku. Gandriz katrai pasaules metropolei ir
stasts par savu SOHO, kuru makslinieku desants ir padarijis atraktivu un
iekarojamu un péc tam bijis spiest aiziet. Bet rado$ais gars jau ir mobils.
Salikt krasu tabipas kasté vai pasist laptopu padusé un iet uz nakamo vietu.
Muzejs paliks. Kads tas bls un kadu vésturi rakstis” ta kolekcija? Vai tas bis
mékslas maja, atvérta platforma radodam iniciativam, tarisma un izklaides
centrs, ,balta kuba" méakslas citadele....?

Solvita Krese
lzstades kuratore

COLLECTION OF THE MOBILE MUSEUM

In his Arcades Project, Walter Benjamin starts one of
the chapters by noting that collecting is the pastime
of animals (birds, ants), children and old people.
Continuing on that same subject, he points out that it
allows an object of collection that comes into contact
with its equivalents to be freed from its initial function.
A collection that works as a specific system invests an
exhibit with irrational value. Benjamin's reasoning can
easily be applied to an art museum, the basic function
of which - like that of other museums — is to assemble a
collection, preserve it and make it available to viewers.

Works of art are lifted from the context of their creation
and moved to exhibition spaces, where, placed among
other exhibits, they become composite parts of “a
different text”. Their value changes both literally and
figuratively. Any collection is a result of some sort of
selection, which has been influenced by contemporary
trends, political conjuncture, the whims of a patron
or the subjective preferences of some individual. In
a way the museum becomes an instrument of power
that influences the writing of history by interpreting
the experience and knowledge of its time through a
collection of works of art. Can a museum be named
among such Foucauldian disciplinary institutions as
hospital, school and prison?

Of course, every age has its own criteria, in accordance
with the developing trends of art. Where the standards
of “taste” defined by the 19" century museum rested on
two axles — the norms of media and aesthetics, which
allowed oil painting to become a privileged technique
and made classicism the basis of the normative
restrictions of representation, the modernist model
of paradigm was the White Cube and the “pure art"
language of form subordinated to it. Right now the
museum seems bewildered by the multiplicity of the
manifestations of art and is trying to comprehend how
to deal with the practice of non-object and processual
art, which bear little resemblance to the usual format of
museum depositories.

We could create an imaginary museum, as André
Malraux suggested, or make an ironic comment on the
museum as an institution, setting up a fictitious museum
with a Department of Eagles as one of its sections, a la
Marcel Broodthaer, or, like Marcel Duchamp, make an
easily portable box for art replicas.

The Mobile Museum exhibition is an invitation to artists
to turn their attention to the museum's collection -
commenting on the principles of its creation, interpreting
the readings of history “written” by the collection and
building their own wversion of the collection, where
fragments of sensations and biographical notes
are placed right next to artefacts. In the practice of
conceptualism, anything can become a work of art if its
context is changed. The responsibility for the inclusion
- or omittance - of these works of art in historical record
lies with the creators of the collection, especially where
museums are concerned.

Anita Zabilevska turns the best-known works in the
history of art into anonymous canvases, keeping the
precise measurements of the original paintings as the
single reference. Skipping centuries, as if grouping
together paintings created in different ages and places
in @ museum, the artist seeks to comment on how a
work of art is perceived in the context of its museum
surroundings. Krids Salmanis is also concerned with
the feelings of the work of art. Inspired by a trip to the
museum, he has created an allegorical animation, in
which the screaming vegetable, levitating in the steam
of a boiling pot, is a representation of a work of art that
has been ripped from its initial context and placed into
the pot with other vegetables.

Leonards Laganovskis tries to alter the global history
of art, exchanging for perfume bottles some of the
recognisable characters in his paraphrasings of the old
masters. This interference in the “stories” of the popular
pieces is an invitation to revise the interpretations

of classic art, taking into consideration not just the
distance of ages and the change of context, but also
the personal comments and feelings of the author, that
in this case carry ironic associations with perfume.

The IRWIN artist group, representatives of NSK, New
Slovenian Art, have been rewriting history for almaost
twenty years. Juxtaposing the Western modermist
tradition with the marginal positioning of Eastern
European art on the map of history of art, IRWIN use the
Retro principle and reinterpret the icons of art history. A
different historical situation has caused a difference in the
evolution of art, which has been parallel and unrelated
in the two geopolitical territories. Not just attempting to
translate the Westermn modernist praxis into the context
of the common European experience, IRWIN also try to
give a voice to the art of the Eastern bloc.

During the several months spent at the Andrejsala
Singalong residence, Swedish artist Knutte Wester
has reflected in his work the somersaults of Latvian
history of the recent past. The monument without
home, created in collaboration with children's home
kids, “poses” next to symbols of power of different
eras and ideologies. Assembled from casts of different
children's bodies, the sculpture is not just a collective
work of art, but also becomes a lasting memento of the
sunny afternoon workshop for its participants, giving
another little punctuation mark to their existence. Even
if the creators of this monument — a marginal section
of the society — do not become the visitors of the new
Museum of Contemporary Art, to be built in Andrejsala,
the monument without home in front of the museum
building could serve not just as a reminder of social
responsibility, but also to ask questions about the statlus
of a work of art.

Miks Mitrévics's collection is assembled from imprints
of memory, events once related by people once met,
stories that have found a place in the “files” of personal
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biography and seem to blur the boundary between
reality and imagination. The collected and selected
impressions of sensations create a self-sufficient
story, which allows us to discern universal categories
in the private mythology created by the artist. Eriks
BoZis creales his collection by dividing the everyday
practice into equal segments of time. This calendar of
sorts, assembled over the time of one year from bread
packaging date codes, functions as a condensed
carrier of information, capturing the moment before and
after the expiry date. A comment on the manipulation
mechanisms and perception changes of the consumer
society, where a sequence of numbers is accepted as a
reason to throw out bread, for example. Similarly to On
Kawara's paintings, in which he records every date of
his life, the artist's calendar builds a heightened sense
of the time dimension. Zooming in on any particular
period of time in a life brings inevitable confrontation
with milestones of personal biography.

Estonian arist Erki Kasemets has chosen a similar
method of collecting, turning the empty cartons of
consumed products into works of art. The cartons
take on a new life by being “recycled” into painted
components of installations with their “biographical” data
carefully documented on the inside of each carton. The
starting point of the collection is also the marking point
of "a new era”, a time when the political and economic
system changes and shops fill up with new kinds of
packaging. The best examples of consumer culture are
collected by American artist Jennifer Bornstein. Ina TV
programme on collecting, the artist presents disposable
containers from well-known fast-food chains, packaging
materials, different shapes of crisps, coffee beans. All
of this quite persuasively demonstrates how anything
that is carefully systematised and catalogued may
be considered a serious collection and can qualify
for a museum exposition. Still, this ironic example
of consumer society and institution critique does not
permit any doubt of the value of the assembled objects
within the context of consumer culture and the evolution
of design history.

Ready made objects also capture the interest of
Kristaps Gelzis and French artist Christophe Perez,
whose works of arl are an invitation to look on a
museum as an entertainment venue. Gelzis presents
a cotemporary illustration of an ancient model of the
world, where the three whales, entrusted with the task
of holding up the world, have been replaced with an
icon of mass culture — Mickey Mouse. Instead of a
globe these Mickey Mouse figures hold an agquarium
with a goldfish, which, if captured, may promise to
fulfil three wishes. The engaging object serves as a
witty metaphor on the structure and hierarchy of the
contemporary museum. Cristophe Perez plays with
scale and builds a portable model of a museum that
could be put into mass production and used akin to a
home cinema. Anyone can become an artist or the co-
author of a work of art by accepting the rules of play art,
and create replicas of famous artwork. This Dadaistic
geslure is a way of casting off the unwieldy institutional
frame of the museum, to enjoy art through play.

The hierarchy of institutional art is debated in Ivars
Graviejs' work. The artist attends various exhibition
openings, approaching the visitors of the event and
presenting his work — some pornographic material
captured with the aid of his mobile phone. The viewers'
reactions differ from genuine interest to outright fury.
Graviejs’ provocation challenges the art system's
unwritten rules on what a work of art should be like, the
point where an artist's gesture becomes art (we should
recall how shocked society was when Duchamp first
exhibited his urinal), the accepted behaviour at exhibition
openings and accepted means of communication with
the viewer

Shock can also be provoked by the project exhibited
by Evelina Deiémane and Theo Mercier in which the
atmosphere of mysticism and thrillers alternates with
glamour aesthetics in photographs reminiscent of
fashion stylistics. A flying woman, a man with deer
antlers climbing out from under a bed, a tree-stump
girl with an axe in her hand and other no less peculiar
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characters are exhibited alongside deer antlers and
other hunting trophies. The artists create a kind of a
fictitious museum, which could just as well be located in
the representation rooms of some hunting society, serve
as a reference to the Department of Eagles of Marcel
Broodthaers's imaginary museum, or bring to mind the
predecessor of the museum — the kunstkammer, where
all kinds of surprising things were brought together.
Following people’s curiosity about inexplicable and
scary things, as well as the leading trends in taste,
the artists create their own version of an exposition,
which works nicely as a comment on the principles of
construction of contemporary museum collections,

The theme of the exhibition has not been chosen at
random. Currently, the project for the future Museum
of Contemporary Art is being actively developed, with
Andrejsala as the new museum's location. The shell of
the museum, its architectural image, is the creation of
Rem Koolhaas, and integrates the historic power station
building into the new edifice. Work is also being done
on assembling its contents — the museum’s collection,
Simultaneously there has been a surprising explosion of
creative initiative. The South end of Andrejsala vibrates
like a living organism. Self-organising teams of artists
offer a regular and varied cultural programme, filling
the old industrial harbour buildings with an astonishing
density of content. Unfortunately, the creative testing
grounds of Andrejsala will not be long-lived. The city
development moves with the logic of capitalism. Almost
any metropolis in the world can tell a story of its own
Soho, made attractive and desirable by a commando
unit of artists, who are then forced to leave. But the
artistic spirit is mobile. Put the paint tubes in a box,
shove the laptop under one arm, go off to seek another
place. The museum will remain. What will it be like, what
history will be “written” in its collection? Is it going to be
a home for art, an open platform for creative initiative,
a tourist or entertainment centre, a “white cube” of an
art citadel...?

Solvita Krese
Curator of the exhibition

Laikmetigas makslas centra projektu telpd ,Ednica” ikviens tiek aicinats
iepazities ar atsevisku, fpasu ,mobild muzeja” versiju, ko varétu dévét par
.Makslu bez muzeja". Atskiriba no paréjas ekspozicijas dalas ta piedava
nevis Sodienas interpretaciju muzejam, bet kada nesena laika makslas
dzives — Laikmetigds makslas centra priek$teda”, Sorosa misdienu
mékslas centra-Riga darbibas — atspogujojumu, kas efokusd" makslas
procesus, kas notiku$i pirms desmit un vairak gadiem. ST ekspozicija ir viens
no Sorosa fonda Latvija 15 gadu jubilejas notikumiem.

Muzeja sakara atskata centréjums uz 90. gadiem ir svarigs vismaz divu
lemeslu dé|. Pirmo veido kolekcijas izlases kritérijs, kas k& muzejiskas
vértibas izce| nozimigakas sava laika makslas zimes. Tiesi 90. gadus var
uztvert ka radikalako robez3kirtni Latvijas laikmetigds makslas dzivé - ja
piepem, ka laikmetiga méaksla ir maksla, kuru vairdk par estétisko izteiksmi
un vizualo baudijumu interesé aktualu realitates ,nospiedumu” radidana, un
kas novirzas no visparpienemtam konstrukcijam, liekot pierast pie domas,
ka ari maksla, parfrazéjot vienu no $igada Venécijas biennales Latvijas
paviliona makslinieka Ginta Gabrana darbiem, ,...viss notiek galva". (Liela
méra ST robez8kirtne ieziméjas jau 80. gadu jaunaja maksla, kas vél daudzu
pratos tika uztverta ka karnevaliski jauno makslinieku eksperimenti un kas
nenorobeZojas no noteiktam ,skola” balstitam vértibam, pieméram, izteikti
metaforiskas valodas lietojuma. 90. gados Sie makslinieki, no jauno” statusa
pargaja nobriedusu, .nopietnu makslinieku” kategorija un sava zina veidoja
jauno konjunktiru” — standartu laikmetigas makslas” izpratnei.)

Otrs, gluzi praktisks iemesls 90. gadu iecentr&jumam, kas lielda méra
iespaidojis ari pirmo skatfjumu: 1993. gada Riga tika nodibinats Sorosa
Misdienu makslas centrs-Riga (SMMC-Riga), kas, lfdzigi citiem centriem
Austrumeiropas un Centraleiropas valstis, par savu prioritati un uzdevumu
formuléja .demokratiskas un atvértas sabiedribas veidoSanu”, Tstenotu
ar laikmetigas makslas attistibas palidzibu. Centrs organizéja vérienigas
Ikgadéjas izstades, atbalstija visdazadakos mazaka méroga un individualus

Eriks BozZis “Vietdjam sarunam".
SMMC - Riga, izstade “Piemineklis" (1995).

makslinieku projektus, koordingja Latvijas makslinieku piedalidanos
starptautiskaja makslas videé un veidoja vizualas makslas datu bazi.
Respektivi, nodroinaja laikmetigas makslas pilnvértigu pastavésanu.
(Lieki piebilst, ka tobrid 3adai makslai nebija ne mazako ceribu eksistét
bez institucionala atbaista, ja pat vél Sodien laikmetiga maksla ar retiem
iznémumiem nav privatu makslas kolekcionary un tirgus interesu lauka.)

Un ari te stasts atgriezas pie muzeja (t.i. laikmetigas makslas muzeja), par
kuru 90. gados, at8kiriba no Sodienas. tika runéts nenoteiktas nakotnes
'ztelksmé. Maksla, kas Sodien uztverama ny jau ka Latvijas laikmetigas
makslas klasika, bija .bez muzeja” - ta tika izstadita pilsatvids, brivdabas
parka, pamestas &kas, teatrT, vilciena, bibliotaka un citas makslas ne-vietas,




Gatis Blunavs “Tramvajkoks". SMMC — Riga, izstade “Piemineklis® (1995),

no vienas puses, $ada veida atrisinot neesoso makslas telpas problému, no
otras, sekojot 90. gados raksturigajai tendencei méakslu izradit visur, kur vien
var iedomaties, tikai ne muzeja. Tas palik§anu ,miZibai” un vélakai publiskai
pieejamibai nodroSindja vien foto- un videodokumentéacijas, apraksti,
novért&jumi un interpretacijas pres& un citds publikacijas, kas veidoja
SMMC-Riga datu bazi, informécijas centra bitiskako sastavdalu. Sava zina
— pagaidu versiju un alternativu neesosajam Laikmetigas makslas muzejam,
un &is alternativas .iluminacija” tiek piedavata izstades apmeklétajiem. Tiesi
tapéc &1 ekspozicija ir sava zind neierasta — veidota no dokumentacijam
un atseviskiem, subjektivi izv&létiem un transformétiem &is desmitgades
makslas fragmentiem

Ekspozicija, kuras iekartojumu wveidojusi Sarmite Malina, viena no 90.
gadu scénas interesantakajam maksliniecém, apmeklétaju ieved vilciena
atmosféra. Dzelzce|a stacijas zales skats ar vilcienu atie$anas laiku tablo, pa
vilciena logu aizslidoSas ainavas projekcija un elektriska vilciena soli, kuros
sézot var Skirstit alblmus ar, k& nu kuram, — vieniem atminam par itin nesen
piedzivotiem makslas notikumiem, citiem, jaundkajai paaudzei — mazak
zindmu panoramisku skatu desmit un vairak gadu nesend pagatné, pétot gan
makslas darbus un tos pavadosas izstaZu atklasanas, koloritakas 90. gadu
makslas personibas, Sodienas arvien zindmakos maksliniekus, ka ari

ART WITHOUT THE MUSEUM
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tadas sejas un vardus, kas jau k|uvusi mazpazistami. Dzelzcela zonai
piederigo asociaciju semantikas akordu izspé&lé 80. gadu makslas
Zime — Olega Tillberga masine|ju gleznojums, industridlas tranzitsajotas
materializacija.

Vilciena un dzelzcela asocidcijas nav makslinieciska kaprize. Gan 90. gadi,
gan SMMC-Riga laiks iemieso tranzita” periodu, pareju no vienas ,8ras” uz
citu. Tranzits ietver socidlisma $auro horizontu pamesanu pretim pasaules
Atvérianai”, ko vismaz devindesmito sakuma pavadija illizijas, kuras vélak
ka daudzsolosai nakotnei pretim traucosa vilciena bileti SMMC-Riga projekta
Mentspils. Tranzits. Terminals” sniedza Zaiga Putrdma, uz tas nodrukajot
Raina 19 gadu vecuma uzrakstitu dzejoli:

Nu bis, bis, bas!
Visu redzésu,
Visu dzirdésu,
Visu zindsu,
Visu, visu, it visu.

Aizvérsies varti,
leiesu ieksa,
Redzé&su dzivi,
Redzé&su laimi,
Kuru ta slépa
Aiz Zoga Zogiem.

Nu bis, bis, bls

Tas ari, tas ari ta,

Un arf tas un viss,

Kas nespéj izkapt lauka.

Sodien vilciens, ilizijam uzladéto ritmu nomainijis pret pragmatiskaku slieZu
dunonu, brauc ,demokratiskas un atvértas sabiedribas” zona, kas integréjusi
ari briva tirgus” domasanu. Tapéc, apspéléjot ne tikai skumjo faktu, ka liela
dala SMMC-Riga projektu dokumentécijds redzamo darbu realitadté nav
saglabajusies, bet ariironiski koment&jot Sodienas pieprasijumu, vairakiem no
90. gadu darbiem veidotas parafrazes un replikas ,suvenirmakslas” formata
— tie reproducéti un pastkartém, maisiniem, $kivisiem, pavairoti majas DVD
kolekcijam. Par ekspozicijas kulminaciju solds bt aukcions — makslinieku
Loriginalo repliku”, devindesmitajos raditu makslas darbu miniatlru 3odienas
versiju vairaksolisana,

Sodien muzejs ir kjuvis par neatnemamu kultlrtGrisma sastavdalu, kur tikpat
bitisks, ja ne vél bltiskaks ka vizuali un informativi izsmejosa ekspozicija,
ir ta marketings, muzeja apmeklétdja jeb makslas patérétaja iesaistiSana,
apkalpoSana un izklaidésana. Ari 90. gadu makslas .mobilais muzejs”
balansé gan informativo, gan atraktivo funkciju, model&jot Sodienas muzeja
uzdevumu bt gan garigo un intelektudlo vértibu atspogujotajam, gan 3is
pieredzes .pardevéjam”,

leva Astahovska

The Centre for Contemporary Art project space Ednica
{Canteen) invites visitors to examine a separate and
special version of the mobile museum, which could be
called Art Without the Museurn. Unlike the rest of the
exhibition, this part is not a current interpretation of the
museum but one from the recent past. It is a reflection
of the work of the Soros Centre for Contemporary
Art — Riga, the predecessor of the Latvian Centre for
Contemporary Arl, and zooms in on the art processes
of ten and more years ago. This exposition is one
of the events in the 15-year anniversary of the Soros
Foundation Latvia.

With regard to the museum, this retrospective focussed
on the 1990s is important for al least two reasons. The
firstis the criteria used in forming the collection, which as
museological values bring the most important signs of
the art of the times to the forefront. The 90s in particular
may be seen as the most radical watershed in the life
of Latvia's contemporary art. This is so if we accept
that contemporary art is art that is more interested in

the creation of “footprints® of current reality than in
aesthetic expression and visual enjoyment, and which
diverts from generally accepted construction forcing
us to get used to the idea that in art too, “everything
happens in your head”, to paraphrase one of the works
by Gints Gabrans in Latvia's pavilion at this years Venice
Biennale. (To a large extent, this watershed had already
appeared in the new art of the 1980s that in many
minds was perceived as the carnival like experiments
by young artists and which did not distance themselves
from certain “school” based values, for example, the
use of a pronounced metaphorical language. In the
90s the status of these artists changed from “young”
to the category of mature, “serious artists” and in a
way they created the new “conditions”, the standard for
interpreting “contemporary art”.)

The second, purely practical reason for focussing on
the 90s has, to a large extent, influenced the first: the
Soros Centre for Contemporary Art - Riga (SCCA-Riga)

was founded in 1993. As with other similar centres
in Central and East European states, the priority and
objective was the “formation of a democratic and open
society” through the development of contemporary
art. The Centre organised large-scale annual shows,
it supported the most diverse of smaller exhibitions
and individual artists’ projects. It co-ordinated the
participation of Latvian artists on the intermational arl
scene and developed a database of the visual arls.
In other words, the Centre ensured the full-fledged
existence of contemporary art. (It goes without saying
that at the time, this type of art had not the slightest
hope of existing without institutional support. Even
today, with rare exceptions, contemporary art is not of
great interest to the market or private collectors.)

Here too, the story returns to the museum (i.e. amuseum
of contemporary art), which, unlike today, in the 90s was
only spoken of as something in the indefinite future.
The art that today is already regarded as the classics of
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Latvia's contemporary art was without a museum; it was
exhibited in the city space, in an open-air art park, in
abandoned buildings, in a theatre, a train, a library and
other art non-spaces. In one sense it solved the problem
of there not being art spaces and in another, it followed
the characteristic tendency of the 90s to show art in
the most unimaginable spaces, only not in a8 museum,
Its preservation for “eternity” and public access was
ensured only through photo and video documentation,
reviews, and interpretations in the press and other
publications that made up the SCCA-Riga database,
the most important component of the Centre. In its way
this was a temporary version and an alternative to the
non-existing Museum of Contemporary Art and it is the
“illumination” of this alternative that is being offered to
exhibition visitors. This is why this exhibition is unusual
in a way; it consists of documentation and individual,
subjectively selected and transformed fragments from
the art of this decade

The exposition arranged by Sarmite Malina, one of
the most interesting artists of the 90s scene, takes
the visitor into the atmosphere of a train — a view of a
railway station hall with a screen of departure times, a
projection of the passing landscape seen through the
train windows. Visitors can sit on the seats of an electric
train and thumb through the pages of albums, which for
some are memories of recently experienced art events
but for others, the younger generation, they are less
known panoramic views from the past of ten or more
years ago. Visitors can examine the artworks and their
exhibition openings; they can see the most colourful
art celebreties of the 90s, the artists who have become
more known today and the faces and names of those
who have become less well-known. The semantic
chord of associations belonging to the railway zone is

provided by a sign of the art of the 90s - a painting by
Olegs Tillbergs in machine oil, the materialisation of an
industrial transitory feeling

The associations with trains and railways are not merely
an artistic whim. The 90s as well as the SCCA-Riga
ime embody a period of transit, the transition from one
era to another, the abandonment of the narrow horizons
of socialism for the opening up of the world. At least at
the beginning of the 1990s this was accompanied by
illusions that could be described as a train speeding
lowards a bright future. These illusions were later to
be materialised by Zaiga Putrdma in the form a ticket
printed with a 19" century poem by Latvian national
poet Rainis for the SCCA-Riga project "Ventspils.
Transit. Terminal™:

It's coming, coming, coming!
I'll see all,

I'll hear all,

I'll know all,

All, all, all

The gates will close,
I'll go in,

I'll see life,

I'll see happiness,
That was hidden,

By fence upon fence.

It's coming, coming, coming
That tog, that too,

And that too and all,

That cannot get off

ANITA ZABILEVSKA “MILAKAS GLEZNAS*
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Today the train has exchanged its illusion charged
rhythm for the more pragmatic hum of rails as it travels
in the zone of a “"democratic and open society” thal
has also integrated free market thinking. Thus we are
not only dealing with the sad fact that a large part of
the reality of the works that can be seen in the SCCA-
Riga documentation has not been preserved but alsg
iranically commenting on toeday’s demand; there are
paraphrases and replicas in souvenir art form of many
of the works from the 90s. They have been reproduced
for postcards, bags and plates, and duplicated for home
DVD collections. The culmination of the exhibition
promises to be an auction of miniature "original replicas”,
today's versions of artworks created in the 1990s.

Today the museum has become an integral component
of culture tourism. Just as or even more important
than visually and informatively in-depth displays is
the museum marketing function and the involvement,
service and entertainment of the museum visitor or
art consumer. The “mobile museum” of 1990s art also
balances both the informative and attractive functions.
It is a model of the museum of today whose task is to
reflect both spiritual and intellectual values and to be a
"seller” of these experiences.

leva Astahovska

Makslas darba statiskums un pabeigtiba, ta ikoniskas kvalittes ir téma Visas gleznas ir vecmeistaru darbi, tapu$i laika no 1500. lidz 1900. gadam.
manam darbam ,Milakas gleznas”.

Masdienu gleznieciba nav ietverta. P&d&jais mana saraksta ir Pols Sezans,

Anita Zabilevska

.Milakas gleznas” atspogujo makslas darbu originalus tradicionalaja muzeja
telpa. Lai arf muzeja apskatdmo darbu dévé par originalu, tas neatklaj

savas tapSanas vidi un laiku visos to aspektos. Tas ir nepabeigts. Makslas
darba més izlasam tikai fragmentu no veseld véstijuma. Darba izméri un
nosaukums ir tie fragmenti, kurus esmu izvéléjusies paradit.

-Mijakas gleznas" ietver popularus makslas darbus no dazadiem Eiropas
muzejiem (Londonas, Parizes, Briseles, Romas, Venécijas, Neapoles,
Madrides, Minhenes, Drézdenes, Vines, Kopenhagenas).

kurs, mana skatijuma, aizsak jaunu laikmetu glezniecibas véstura.

Visas gleznas ir uz audekla.

lzvélgjos tiesi glezniecibu, nevis kadu citu makslas formu, jo gleznas jau
pasas par sevi ir makslas ikonas. Visas tas lielaka vai mazaka méra ir
iespaidojusas vértibu izpratni vizualas makslas joma. Manu studiju laika Sie
darbi bija makslas véstures apguves stirakmens.

No skafitaja viedokla — darbu nosaukumi modinas atminas par konkréto gleznu,
apstakliem, kuros ta skafita, un noskanu, kuru ta radija. No otras puses, ja
skatitajs gleznu nav redzajis, tie var rosinat iztéli un véimi redzét originalu.

Anita Zabilevska dzimusi Riga, Latvija, 1963. gada. Beigusi Latvijas
Makslas akadémijas Glezniecibas nodaju (1990). Studgjusi Eiropas
Centralaja Universitaté, Makslas un Arhitektiras véstures un filozofijas
Hersta Mlaksl?h . fotografi
nija. nlaaadamnjasarimlalacljﬁm,vidanmﬂslu. '
glezniecibu, ar objektiem, un tekstiem. g

Kops 2000. gada dzivo un stradd Oksforda,
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Static and completeness of an artwork, its iconic
gualities are the subjects which | am dealing with in my
work "The Favourite Paintings”.

“The Favourite Paintings” is a reflection of the original
artwork from the traditional museum space. Although
the artwork in the museum is called original it does
not express all the aspects of the environment and the
time-period in which it was created. It is incomplete.
What we read from the artwork is simply a fragment
of the complete message. The size and title are the
fragments | have chosen to display.

All paintings are by Old Masters from 1500 - 1900
Contemporary paintings are not included. | have
finished my list with Paul Cezanne which to my mind
is the beginning of a new era in the history of painting.
All paintings are done on canvas.

| chose paintings rather than other art forms because
they are already icons of art. All paintings are influential
in one's understanding of values in a field of visual art
to some degree or other. During my art student days,
these paintings represented a foundation stone in
studies of art history.

From the viewer's perspective; the titles of the
works will trigger memories of the actual image, the
circumstances in which they were seen and the mood
that was created. On the other hand, if the viewer has
not seen the painting it could stimulate their imagination
and a desire to see the original

Anita Zabilevska

Anita Zabilevska was born in Riga, Latvia, in 1963.
In 1990 she graduated from The Latvian Academy
of Art, Department of Painting. In 1993 the artist did

“The Favourite Paintings™ will include popular works
from museums of Europe (London, Paris, Brussels,
Rome, Venice, Maples, Madrid, M unich, Dresden,
Vienna, Copenhagen).

her postgraduate studies in The Central European
University, Prague, Department of History and
Philosophy of Art and Architecture. Since 2000, lives
and works in Oxford, UK. Working with installation art,
video art, photography, painting, objects and texts,

KRISS SALMANIS “KAPEC ES NEESMU VEGETARIETIS*

Péc atgrieSands no Norvégijas Krids Salmanis man stastija, ka vins ar
draudzeni gajis uz muzeju skatities Edvarda Munka darbus. Slavena
glezna  Kliedziens" esot bijusi ieraméta smagnéja zelta krdsas rami un
iespiesta starp citiem darbiem. — Ko gan par to domatu pats Munks? — Kriss
aizdomajies Vins zinaja stastit, ka Munkam &7 darba ideja esot radusies
pievakares mijkrésll, kad, pastaigas laika atpalicis no draugiem, vins p&ksni

Tad Kriss pavéstija, ka vinam padoma esot viens darbs, kas tiedi iederétos
izstddé .Mobilais muzejs”, jo tas bltu par to, ka jitas makslas darbs,
kas iznemts no t& radiSanas vides un ieslodzits muzeja ekspozicija.
lecere bija radit animacijas cilpu, kurd redzams katling, kas vards, un
tvaikos levitdjoss darzenis, kas spiedz maza b&ma balsi. Parvarot
pirmo samulsumu, teicu, ka izklausas interesanti, bet, ka, manuprat,
— véstijums ir parak aizkodéts, un neviens nevarés saprast, par ko ir
darbs. Krisam $kita, ka gan jau sapratis. Varbit tikai nosaukumu Kapéc
s neesmu vegetarietis” varétu nomainmt uz Kliedziens"... ledomajos, ka
derétu izstastit, ka tad ta ideja radas. Kriss piekrita. Tagad viss skaidrs.

Solvita Krese

Kriss Salmanis dzimis 1977. gada Riga, kur ari dzivo un strada. Beidzis
Latvijas Makslas akadémijas Vizualas komunikacijas nodaju (2003),
studéjis Latvijas Ev. lut. Kristigds akadémijas Makslas nodala (1995 -
1997). Strada reklamas joma, darbibas jomas maksla — video, instalacijas,
animécija, fotografija, grafika.

Sarikojis vairdkas personadlizstddes Riga. Kops 1996. gada piedalijies
grupu izstadés Latvija, Cehija, Francija, Griekija, Horvatija, Igaunija, Italija,
Lielbritanija, Lietuva, Polija, Niderland&, Norvagija, Somija,

Vacija un Taizemé.

Darbi atrodas kolekcijas lgaunijas Makslas muzeja un Latvijas Nacionalas

sajutis dabas varenibu un apjautis, ka saulrieta skartd apkartne kliedz.

makslas muzeja.

KRISS SALMANIS “WHY | AM NOT A VEGETARIAN*

After his return from Norway Krids Salmanis told
me that he and his girlfriend had gone to the
museum to see the works of Edward Munch. The
famous Scream turned out to be set in a heavy
gilt frame and wedged in among the others. Kriss
wondered what Munch would have made of all of
this. He told the story of how Munch had got the
idea for this painting at dusk one evening as he
fell behind his friends during a walk — he suddenly
perceived the magnificence of nature and sensed
his surroundings scream under the red sunset.

Then Krids announced his idea for a piece that
would be perfect for the Mobile Museum exhibition,
because it would show what a work of art feels
when it is taken from the environment where

it was created, and is confined to a museum
exposition. His idea was to create an animation
loop of a pot on the boil, with a vegetable levitating
in the steam and screeching in a little child's voice.
Having conquered the initial bewilderment, | said
it did indeed sound fascinating, but that | thought
the message was too deeply encoded and no
one would understand what the piece was about.
Krigs thought they would. Although maybe the title
— Why | Am Not a Vegetarian — could be changed
to The Scream. Then | thought we could tell the
story of how this idea came about. Kriss agreed.
And now everything is clear.

Solvita Krese

Kriss Salmanis was born in Riga, Latvia, 1977,
lives and works there. Has graduated the Visual
Communications Department in Art Academy of
Latvia (2003), studied in Art Departement in Latvian
Ev. Lutheran Christian Academy (1995 - 1997).
Works in advertisement, field of artistic activities
- video art, installations, animation, photography,
graphic art.

Arranged number of solo shows in Riga. Since 1996
participated in various group exhibitions in Latvia,
Czech Republic, France, Greece, Croatia, Estonia,
Italy, United Kingdom, Lithuania, Poland, Netherlands,
MNorway, Finland, Germany and Thailand.

Works in collections — in Estonian Art Museum and
Latvian National Museum of Art.
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LEONARDS LAGANOVSKIS “SMARZAS*

l'"""_"-_ ._ =

pastaiga pa manas un pasaules véstures lapaspusém,” turpina makslinieks.*
Cikls ,SmarZas” krésaino zZimuju tehnikd spéléjas ar klasiskas makslas
interpretacijam, piedkirot pazistamu gleznu varoniem smarzu pudeliSu galvas.
Majiens par klasikas nezido$o pievilcbas smarZu te tie5am jauSams, bet
skatitajs drizak aicinats parbaudit makslas véstures zinasanas, miglainajas,
aptuveni ieskicétajas ainas atpazistot, piemé&ram, Eduara Mané Brokastis
zajumos, Goijas Kailo Mahu, Velaskéza Galma damas un citus atzitus

Sedevrus no renesanses [idz impresionismam.
Sava veida — piezimes ....

Leonards Laganovskis
*Stella Pelse ("Atkaribu sortiments”, Kultdras Diena / 16.03.2007.)

Leonards Laganovskis ir dzimis 1955. gada, Riga, Latvija. Absolvéjis
Latvijas Makslas akadémijas Scenografijas nodaju (1979). Laganovskis
izmanto daZzadas vizudlas izteiksmes formas — sakot no zimé&jumiem
un gleznam, beidzot ar fotografii@m un objektiem. Kops 1984. gada
méaksliniekam ir bijusas 20 persondlizstades; vins piedalijies daudzas
grupu izstadés Latvija, Igaunija, Vacija, Krievija, Danija, Trija, Spanija,
Kanada un ASV.

L. Laganovskis ir guvis plasu starptautisku pieredzi, ilgu laiku dzivojot
Vacija un piedaloties tds makslas dzivé. L. Laganovska darbi atrodami
Latvijas Nacionalas makslas muzeja, Neue Berliner Kunstverein Berling,
Kupferstich Kabinett Berling, Jane Vioorhees Zimmerli makslas muzeja
Ratgersas Universitaté Nujorka, Igaunijas Makslas muzeja Tallina u.c.

“Man patik smarZas. Patik gastronomija un kulinarija. Ta ir liela maksla, tikai
to mi2s ir Joti iss,” saka Laganovskis k&da intervijd péc personalizstades
Sekss, Vodka, Smarzas” atklasanas Rigas galerija 57 gada 8. marta.

“Stav vecas, tuk3as smarZu pudeliles. Katrai sava vésture, ar katru saistas
kadas atminas par noteiktu dzives periodu. Paskatos ilustraciju un atceros
makslinieku, attélotos notikumus, muzeju, pilsétu un kafejnicas. Ta ir ka

LEONARDS LAGANOVSKIS “PERFUMES*

“| like scents. | like gastronomy and cooking. It is a
very fine art, it's just that its life span is so shorl,” says
Laganovskis in an interview after the opening of his solo
exhibition Sex, Vodka, Perfumes at Riga Gallery on 8
March this year

“Take old, empty fragrance bottles. Each has its history,
each is associated with memories of a particular stage
of a life. | look at an illustration and think of the artist
think of the pictured events, museum, city and cafés. It
is like taking a walk across the pages of my own history
and that of the worid,” the artist continues.”

The Perfumes cycle, in colour pencils, is a set of
interpretations of classic art, where the subjects of
well-known paintings are given perfume bottle heads. It

hints at the unfading scent of appeal of the classics. but.
more importantly, the viewer is challenged to test his
or her knowledge of art history and recognise Edouard
Manet's Luncheon on the Grass, Goya's Nude Maja,
Velasquez's Maids of Honour and other renowned
masterpieces, from the Renaissance to Impressionism.
in the vaguely outlined scenes.

All comments, in a way..

Leonards Laganovskis
*Stella Pelde ("Atkaribu sortiments™, Kultlras Diena |/
16.03.2007.)

Leonards Laganovskis was born in 19855, in Riga,
Latvia. In 1979 he graduated from The Art Academy
of Latvia, Department of Stage Design. The artist
works in different fields of art — drawing, painting,
photography and objects. The artist has organized
20 solo exhibitions since 1984, and has participated
in group exhibitions in Latvia, Estonia, Germany,
Russia, Denmark, Ireland, Spain, Canada, and USA.
Laganovskis has got a wide international experience
since he was resident in Germany, participating in its
artlife. L. Laganovskis' works are in the collection of
the Latvian National Museum of Art, Neue Berliner
Kunstverein collection in Berlin, Kupferstich Kabinett
in Berlin, Jane Voorhees Zimmerli Art Museum
of Rutgers University in New York, Estonian Art
Museum in Tallinn and others.
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RETRO PRINCIPS UN VESTURES JAUNATKLASANA

‘Mékslas darbs turpina kddu citu méakslas darbu, apzipa turpina apzipu.’
Irwin (intervija ar Bilu Férlongu un Maiku Aréeru, Londona, 1988)

Izstade .Pikaso un amerikdnu maksla” — 2007. gada nozimigaka izstade
Vitnija Amerikanu makslas muzeja (Whitney Museum of American Art)
Nujorka — atklaja, cik daudz amerikanu makslinieki ir parada Pikaso un kada
fundamentala loma meistaram bijusi Amerikas makslas attistiba. Starp Siem
paradniekiem ir pasiievérojamakie amerikanu makslinieki— Rojs Lihtensteins,
Endijs Vorhols, DZeksons Polloks, Ersils Gorkijs, DZespers DZonss.

Aplakojot izstadi, nevaréja izvairities no domas, ka rietumu maksliniekiem ir
1 mantojuma privilégija, Sis agrak dzivojuso makslinieku aizvéj$, gara izcilu
priek5gajéju virkne, kura tos visus vieno kopéja virziba — no grieku un romiesu
klasikas, cauri Renesansei, cauri impresionismam, cauri modernismam,
cauri kubismam, cauri minimalismam, cauri visiem citiem -ismiem. Ta nu
rietumu makslinieki var gremdéties, aizgt, atsaukties ka vien vélas, drosi
sava apzina, ka vinu avotus atzis, pazis, novértés kritiki, kuri guvusi to pasu
makslas véstures izglitibu.

Un kas ietekméja Pikaso? Nenoliedzami, viena no spécigikajam ietekmé&m
naca no afrikdnpu maskam un citiem fetiSiem. Pikaso iedvesmoja afrikanu
maskas, kuras viné skatija Trokadero Etnografijas muzeja (Musee de
I'Ethnographie du Trocadero) Parizé un pirka no starpniekiem un tirgos,
galu gala izveidojot kolekciju ar vairdk neka simt priekSmetiem, izmantojot
tas ka orientierus tam, kas vélak ieguva vina . Afrikas perioda” apziméjumu
ar Avinonas meiteném” k& spoZako paraugu. Pikaso ne reizi nebija pat
kaju spéris Afrika, tomér vina patapinjumi rietumos tika uzlGkoti k& pilnigi
attaisnota, drosmiga un radikala aizie3ana no pastavosajam tradicijam.

Afrika iemesls ciniskiem jokiem, kuri daudzkart raisas $ai kontinenta rikotas
makslas konferencés, ir fakts, ka, lai ari Pikaso tiek uzlOkots ka drosmigs
novators, jo ienesis savos darbos afriképu télainTbas uzdriksté%anos, uz
afrikdnu makslinieka darbu, kas balstits rietumu tradicijas, rietumu kritikiem
ir tendence reagét ar jautdjumu: ,Un kur tad ai darba ir Afrika?” — un
pasludinat to par ,neautentisku”.

Ta tiek iesakpota centra vBsturiska vara. Un te nu jajauta, ko tas nozimé
- bat maksliniekam bez §is labi dokument&tas makslas véstures, kurd var
balstities? Bat maksliniekam no valsts arpus areala, kas rietumos joprojam
bieZi tiek uztverts ka ,istd" makslas pasaule?

Nupat &7 gada februari Documanta 12 2urmnalu projekta konferencé kada
respekiéta makslas 2urnala redaktors izteicés, ka, lai k&du patie&am uzlikotu
ka starptautisku makslinieku, vipam obligati jablt parstavétam Nujorka,
Londona un Parizé. So pazinojumu pavadija viegladiskusijas ¢ala (konference
notika Johanesburga, paréjie delegati bija no Korejas, Horvitijas, Japanas),
tacu tads ir makslas pasaules nomenklatiira dominé&josais viedoklis.

Maksliniekiem no periférijas mainit iesaknoju$os rietumu domasanu Skiet,
neparspiléjot, titanisks uzdevums. Tas ir uzdevums, kuram piecu slovénu
méakslinieku grupa Irwin — Dusans Mandiés, Mirans Mohars, Andrejs Savskis,
Romans Uranjeks un Boruts Vogelniks — vellljudi savu profesionalo dzivi.
Vairak neka 20 gadus /rwin ir stradajusi, lai pamatotu vinu pretenziju uz
rietumu modernismu ké ikvienam maksliniekam atvértu pastavigu resursu,
taja pasa laika apstridot kritika Klementa Grinberga un Nujorkas Modernas
makslas muzeja direktora dibinataja Alfréda H. Barra postuléto viedokli par
rietumu modernismu k& universalu vértibu. Vienlaicigi Irwin ar savu darbu un
makslas akcijam veidoja izpratnes kopumu par Austrumeiropas modernismu,
tadéjadi pieprasot tam pienakosos vietu laikmetigds makslas panteona.

Patiesibu sakot, maksliniekiem, kuri strada talu no centra, teritorija ar
neatzitu vésturi un kontekstu, kas rietumos zindms maz vai nemaz, ir savas
noteiktas priekSrocibas, Sadi apstak|i nosaka neattistitu struktiru un vaju
hierarhiju makslas vidé. Lidz ar to ir vairak iespéju virzt attistibu. Ka to lieliski
saprot Irwin, mazliet haosa var sniegt lielaku ricibas brivibu. Jebkura veida
birokratija un hierarhija var bt ierobeZojosa.

Jau pa$a darbibas sakuma grupa izklastija savus uzskatus, ieziméjot savu
stratégiju un darbibas metodi 1984. gada rado%aja manifesta ar nosaukumu
-Retro princips”.

Tatad, retro princips, ka to formulé lrwin, ir ,princips manipulacijai ar uzskatami
uzsvértu atminas eklektismu - platforma nacionalam autentiskumam.

.Retro princips ir vésturiski klatesosas makslas sféra un nozimé makslas
pagatnes mode|u apjégu, veidojot pilnigu izpratni par Rietumu makslas
dialektisko evollciju. (..) Tas balstds uz pagatnes modeju reinterpretaciju,
parradidanu, distancéjoties no paréjam tendencém. Tas izpauZas makslas
vesturé viscauri un ir vésturiski nosacits. Tomér tas neparadas matematiski
lineara veida [bet] ar periodiskiem intervaliem.”

.Retro princips veicina pastavigu makslas valodas maipu un télojosas
izteiksmes veidu nomaipu. Tas eklektiski atsaucas uz makslas vésturi,
izvéloties to — lidz ar visu kultGras sféru — par savu darbibas lauku.
Neatsakoties no modernisma ieguvumiem un nemeklgjot jaunas formalas
shémas, tas paliek domasanas princips, kas uztur asimilacijas procesu.”

lepriek$ citétais iezim& konfrontacijas [linijas: maksla ir universala un
modernisms nav elitarajiem rietumiem rezervéts. Taja pasa gada, kad tika
uzrakstita §i stratégija, /rwin sava manifesta tézes nevainojami stenoja
darbiba sava pirmaja projekta, kas, ka vélak pieradijas, bija programmatisks
vinu daijradei — taja vini izmantoja jau pastavosu méakslas darbu spogulattéla
vai radikalas kopé&sanas tehniku.

Atpaka| uz ASV" (Back fo the USA) bija amerikanu makslinieku grupas
izstade, kas togad apcejoja Rietumeiropu. Tapat bija nodévéta ari R Irwin
S (ka vini toreiz saucas) izstade Skuc galerija Lublana - to veidoja visu
celojosas izstades darbu kopijas.

Ja neskaita uzjautrindjumu, kadu drosi vien vajadzéja izraisit $adai R Irwin
S izstadei — dubultniekam, kada bija &is akcijas nozime? Irwin ir izteikusies,
ka, atSkiribd no rietumiem, kur maksla ir pastaviga sistémas sastavdala
un tas sankcionéta, vipu maksla darbojas ka opozicija sistémai. R Irwin S
versija par ,Atpaka| uz ASV" ir skaidri saklausamas disaniskas intonacijas.
Tradicionali, péc definicijas, makslas darbs tiek uzlOkots k& makslinieka
unikala pasizpausme. Vai tas, ka pasaulé paradas origindlu meistarigi
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ina jjas — makslinieku gleznotas, eksponétas galerija -, vai tas
{:;z?:;azri;?:allo makslas darbu vértibu? Un kada ,vértiba” bltu nosakama
kopijam? Vai kopijas jauzldko tikai ka kopijas, val art to raSanas konceptualais
raksturs pieskir tam papildu spéku? Vai pe_m tp aﬁsustence i_lek. pamalog
ap&aubit sistému, kura virza makslas 9353'_’_-1"? Tie bija daZi no jaut{:Jumm_
kuri palika karajamies gaisé péc Irwin versijas par Atpakal uz ASV",

Tie ir jautajumi, kas palikusi neatbildéti un k|st arvien sarezgitaki, grupai
jau daudzus gadus turpinot stradat ar ,Retro principu, fﬂﬁ?t veselu virkni
Ikonu — pladu un joprojam papildinamu gleznu sériju ar kopéjo nosaukumy
‘Kas ir maksla?" (Was ist Kunst?), aizsaktu 1984. gada. Attéli nak no tadiem
dazadiem avotiem ka kiasiskais makslas kanons, socialistiskais realisms,
| ubjanas novada simboli — metallgjéjs, briedis, cirvji, kafijas tasites, ja minam
tikai dazus. Darbs [Malevics starpkaru perioda 1984/6” kombiné akadémisky
portretu, jaunas sievietes galvu ar sapitiem blondiem matiem, ar Malevita
stila melni sarkanu krustu un nacisma laika skulptras — divi lidz viduklim
kaili jaunek|i noteikti veras uz priek3u, viens no viniem atbalstijies uz zobena.
Jau &aja agrinaja darba no skata raupjajam ramim ir Cetri smagie stiri, kuri

vélak kjas par Irwin firmas zimi.

Sie stiri — nacistu svastikas dekonstruéti elementi — atgadina ari stdrisus,
ar kadiem reiz iestiprinaja fotografijas gimenes albuma, vai varblt divus
parus jautdjuma zimju. Zindmi vizudlie téli pasniegti no jauna — nebijusas
un negaiditas attiecibas, sniedzot pavisam citadu lasTjumu, neka tiem bija
originalaja konteksta, un pieskirot jaunu spéku. Sis spéks vél auga, kad
grupa saka izmantot noteiktus ikoniskus télus jaunas gleznas. Ta aizsakas

IRWIN GROUP

sérija Jkonas” (lcons).

Sja Viljlamsone

RETRO PRINCIPLE AND THE RECLAMATION OF HISTORY

‘Awork of art continues some other work of art, CONSCIOUSNESS
continues consciousness’ Irwin  (inteniew with Bill Furiong
and Mike Archer, London, 1988)

Picasso and American Art, a major 2007 exhibition
at the Whitney Museum of American Art in New York,
examined the profound debt that American artists owe
to Picasso and the fundamental role the master played
in the development of American art. Many of the most
noted American artists like Roy Lichtenstein, Andy
Warhol, Jackson Pollock, Arshile Gorky, Jasper Johns
are among these artists.

On viewing this exhibition, one cannot help but be struck
by the thought that Western artists have this privileged
heritage, this comfort zone of artists who came before
them, a long line of distinguished predecessors, all
of whom are linked by common pursuit, starting with
Greek and Roman classicists, through the Renaissance
through Impressionism through Modernism through
Cubism through Minimalism through all the other -
isms. Thus Western artists can dip and borrow and
reference as they wish, secure in the knowledge
that their sources will be acknowledged, recognized,
appreciated by critics who have received the same arl
historical education.

And what influenced Picasso? Undeniably, one of his
strongest influences was masks and other fetishes
from Africa. Picasso was galvanized by the Adrican
masks which he saw in the Musee de I'Ethnographie
du Trocadero in Paris, and bought from dealers, and
markets, eventually building up a collection of more
than 100 objects, using them as references for what
became known as his African period of which Les
Demoiselles d'Avignon was a prime example. Picasso
never set foot in Africa, and yet his borrowings were
seen in the west as entirely legitimate, an audacious
and radical departure from existing traditions
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Itis a source of cynicism in Africa, and one that is brought
up repeatedly at art conferences on this continent, that
although Picasso is seen as a daring innovator for his
introduction into his work of the boldness of African
imagery, should an African artist draw on the traditions
of western art in his/her work, western critics tend to
respond by saying, ‘Where is the Africa in this work?'
pronouncing the work ‘inauthentic’

Thus is the historical power of the cenlre entrenched
And at this point, one must ask, what does it mean to
be an artist without this well documented art history
to draw on? To be an arist from a country outside
what is still widely regarded in the west as the ‘real’ ant
world? As recently February this year, at a Documenta
12 Magazines Project conference, a respected art
journal editor said that to be truly considered an
international artist it was obligatory for one to have a
gallery presence in New York, London and Paris. A
gentle murmur of dispute greeted this statement, (the
conference was in Johannesburg, other delegates
were from Korea, Croatia, Japan) but it is the view of
much of the established art world

For the artists of the peripheries, changing the
established mindset of the west seems a task nothing
short of monumental. It is a task to which the five
Slovenian artists who comprise Irwin, Dusan Mandic
Miran Mohar, Andrej Savski, Roman Uranjek and Bumi
Vogeinik, have dedicated their professional lives. For
more than 20 years, Irwin has worked to assert their
claim to western modernism as a continuous resource
open to all artists, at the same time challenging the view
posited by critic Clement Greenberg and the founding
director of the Museum of Modern Art in New York
Alfred H. Barr that western modernism is universally
valid. Concurrently, through their work and artistic
interventions, Irwin has built up a body of knowledge
about eastern art modernism, thereby claiming for it a
rightful position in the pantheon of contemporary art

There are, in fact, certain advantages to being artists who
work far from the centre, with an unrecognized history and
a context of which the west understands little or nothing.
These conditions presuppose little infrastructure in the
art world and a weak art hierarchy. Thus there is the
possibility of greater agency in making things happen. As
Irwin understands very well, a little chaos can allow an
increased freedom to act. Bureaucracies and hierarchies
of whatever nature can be restrictive

Laying out their beliefs from the start, the group outlined
their strategy and working method in a 1984 artistic
manifesto, entitied Retro Principle.

Retro Principle, then, in the words of Irwin, is ‘the principie
of manipulation with the memory of the visible emphasized
eclecticism — the platform for national authenticity.

‘The retro principle is a sphere of historically present
art and means thinking about the past models of artin
view of building a complete awareness of the dialectical
evolution of Western art ... It builds on reinterpretation.
recreation of past models, keeping other trends al 8
distance. It is manifest throughout the history of art and i
historically conditioned. It does not appear, however, ina
mathematically linear fashion (but) in recurring intervals

The retro principle supports a constant alteration of language
and a shifting from one pictorial expression to another.
eclectically refers to the history of art, choosing it, togethér
with the entire cultural sphere, as the field of its operaion
Without giving up achievements of modermism and witholt
seeking new formal pattems, it remains a principie of
thought, maintaining a process of assimilation.’

The extracts above draw the battle lines: artis universa
and modernism is not the elitist preserve of the west
1_” the same year as the writing of the strategy, in hes
first project, Irwin flawlessly acted out the terms of

manifesto with a project which would prove to be akey
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piece in their ceuvre, utilizing a technique of mirroring,
or radical copying of artwork already in existence

'Back to the USA’ was the title of a group show of
American artists touring Western Europe in that year
'‘Back to the USA" was also the title of the R Irwin S
(as they were then known) show at the Galerija Skuc
in Ljubljana, an exhibition which replicated all the
paintings on the touring exhibition

Beyond the amusement which the doppelganger
exhibition of R Irwin S must have caused, what did this
action signify? Irwin has said that unlike in the west,
where art is a consistent part of the system and thus
empowered by it, their art functions as an opposition to
the system. The Duchampian overtones of the R Irwin
S version of 'Back to the USA' are clear. Traditionally,
an artwork is supposed to be, by definition, the unigue
expression of the artist. Does bringing into the world
expertly rendered copies of the originals, painted by

artists, hung as an exhibition in a gallery, reduce the
value of the original artworks? What 'value’ can be
placed on the copies? Are the copies just to be read as
copies, or have they acquired additional power through
the conceptual nature of their coming into the world?
Does their very existence call into doubt the entire
system which drives the art world? These were some of
the questions left hanging in the air by the Irwin version
of ‘Back to the USA'.

They are guestions that have continued and become
more complex as the group have continued working
on the Reftro principle over the years, producing a
long line of lcons in an extended and ongoing series
of paintings, Was ist Kunst?, a series begun in 1984
The images are drawn from such diverse sources as
the classic canon of arl, Socialist Realism, Ljubljana
regional emblems such as a metal worker, a stag
axes, coffee cups, to name a few. Malevich Between
Two Wars 1984/6 combined an academic portrait of
the head of a young woman with braided fair hair with
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a Malevich style cross in black and red, and a two
dimensional image of a Nazi sculplure of two bare-
chested young men gazing resolutely forward, one
leaning on a sword. Already in this early piece, the four
heavy corners which would become a Irwin trademark
are part of the rough looking frame

These comers, deconstructed elements of a Nazi
swastika, also recall the photo corners used to paste
photos in the family album, or perhaps a double set
of quotation marks. Known images are being re-
presented in a new and unexpected relationship,
allowing for a very different kind of reading than the
images carried in their original context, and acquiring
new power. This power was intensified as the group re-
used certain key images in new paintings. Thus began
the lcons series

Sue Willlamson

KNUTE VESTERS ,,PIEMINEKLIS BEZ MAJAM”

Skiet, katrs jauns Latvijas véstures laikmets ce| sev jaunus pieminek|us. T&
tiek rakstita vésture — un parrakstita nakamaja laikmeta. ArT Sis neatkaribas,
liberdlisma un pirmatnéja kapitalisma laiks atstas savus piemineklus. Sava zina
arl jaunais makslas muzejs, izklaides laivas piestatné tam [ldzas un pilsétas
dZipi stavvietd funkcion&s ka laikmeta pieminek|i. Tomér ekonomikas bums
neizsme| 5o realitati. Daudzi bé&rni $aja no gaisa kritosas bagatibas laikmeta aug
bez pa3a dzivé nepieciesamaka. Vini aug bez milestibas, bez uzmanibas vai
bez funkcionalas socidlds sistémas. Par jaunu botu trikumu nemaz nerundjot.
Ta vini iekrt aiza starp divam socialajdm sistémam. Ta vini dzivo sava valsti un
cer, ka bls kddam vajadzigi. Sava zina — gaida, ka varés k|0t par sabiedribas
locek|iem. Seit, Latvija, vai citur pasaulé. Galvenais - vispar kaut kur. Sie b&mi
ari ir Sodienas Latvijas véstures daja, bet viniem gan neviens negrasas celt
pieminekli. Tapéc to celam més. Pieminekli bez majam.

Tranzits. Esmu ieradies 3eit kd dala no plasa plana, kam jatuvina Latvija un
Zviedrija. Es mitinos hostelTAndrejsala, veca kravu ostas zona, &ka, kur padomju
laikos atradusies muita. Pirms daudziem gadiem padomju (krievu) stradnieki
ieradas te, lai stradatu 3aja osta, bet arf ka dala no plasa plana — padarit Latviju
krieviskaku. Un céla pieminek|us.

&0 stradnieku bémi palika krievi, un vipu bérmu bémi tapat. Bet Latvija pameta
Padomju Savienibu un pievienojas Eiropas Savienibai. Un céla pieminek|us.

Sodien Latvija |oti strauji mainas. Tai ir parsteidzosi atri augo$a ekonomika un
vérieniga sociala attistiba. Bet ne jau visiem ir vietas Saja progresa vilciena.

Zviedrija es pazinu zénu varda Gezims. Vin$ ir albanis, bet dzimis Kosova,
kas pieder Serbijai. Tatu $o vietu vin3 nealceras. Pirms ierasanas Zviedrija
vips dzivojis Norvégija, pirms tam — Vcija, pirms tam — vél kaut kur citur. Péc
sviedru valdibas domam, Zviedrija nepietiek vietas, lai izmitinatu Gezimu,
tapéc vips tika nositits atpaka| uz dzimteni, kur nekad nebija dzivojis.
Aizbraucot vind man jautdja, kas no vipa paliks Zviedrija — zemé, kuru vins

tagad dévéja par majam —, kad vins pats bds prom.

Latvija ir daudz bérnu bez majam. Vini dzivo sava dzimtené, bet maju viniem
nav. Barenu nama . Ziemeli" vien dzivo kadi simts bérni. Starp viniem ir gan

pilsoni”, gan .nepilsoni” - tatad, gan latviski rundjosie”, gan krievvalodigie”

Bet, protams, vini visi runa abas valodas. Un kopigas viniem ir ne vien abas
valodas, bet arf pieredze, augot bez vecakiem, bez adopcijas, bez kada, kurs
par viniem ripétos tapéc, ka mil. Vini visi dzivo barenu nama un metaforiska
nozimé lidz socidlo patvérumu pasi sava valsti. (Vai cita valsti — ar arzemju
adopcijas palidzibu.)

Ceru, ka man nav taisniba, bet, baidos, arl vini palikudi uz perona, no kura
Latvijas vilciens atgajis uz jaunajiem gaiSajiem ekonomiskds izaugsmes
laikiem. Dievs dod, lai man nebdtu taisniba! Un, protams, nakotne jau vél nav
izlemta — més visi to turpinam veidot; dzivojot uz prieksu. Tad nu censamies.

Strauja progresa gaita un Cafe Latte driz bis tikusas lidz Andrejsalai, kur es
tagad mitu. Eka, kura mitinos, — kas reiz simbolizéja robeZu starp PSRS un
pasauli ,taja pusé&” — drodi vien pazudis no zemes virsas. Pazudis viss, kas
vél palicis no 5Ts padomju ostas, un Seit bis makslas centri, apartamenti un
vietas, kur baudit cafe latte. Jauna Andrejsala — Rigas Soho - bis ka liels
piemineklis pilsétas veiksmes stastam. Bet vai kafejnicas atradisies vieta
b&rmunama bérniem, un makslas centros — vinu rado3ajam izpausmém? Vai
jaunaja Latvijas vésturé bils vieta vinu stastam?

Kopa ar barenu nama bému grupu es Tstenoju skulptliras projektu. Kopigi
més darindsim dazadu vinu kermenu daju kopijas. Preciza kopija, teiksim, no
rokas, kada ta izskatijas tiesi taja konkrétaja datuma. Ka sevis dokumentécija,
ka fiziska zZime, kas atstata pasaulei. Tas esmu es, todien. Lai kas ari nenotiktu
nakotn&, &7 kopija paliks. Tad&jadi vini raksta pasi savu individualo vésturi (un
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pasas savu, laikam japiebilst). Un vini to raksta gipsi, k& sengrieku skulptori.
Mé&s radam pieminekli. (Un ta karkass tiek blivéts no térauda konstrukcijam,
ko mums mantojuma atstdjusi Andrejsalas padomiju laika osta.)

Bet tapat ki barepu nama b&miem, ari piemineklim nav maju. Nav stingra
pamata zem kajam. Tas nekustas, bet tam nav saknu. Tas gaida iespéjamo
parvietosanu. Pieminekja kreisa roka pieder meitenei, kura otrd diena
péc kopijas izgatavoSanas aizceloja uz Italiju lidzi saviem jauniegGtajiem
vecakiem.Sis piemineklis nekur nav gaidits vai gribéts. Tacu tas ir te un
pieprasa savu vietu vésturé.

Knute Vesters

Knute Vesters savos darbos pievérias jautajumiem, kas saistiti ar socialas
varas struktiram, vésturi un piedaliS8anos. Sava zina vipa darbi vienmér
ir dokumentali, kaut gan izmantotie mediji ir daZadi — video, skulptira,
instalacijas un sociali projekti.

Vesters beidzis Umeo Makslas akadémijas magistrantiru 2003.gada. Taja
pasa gada vins istenoja makslas projektu “Gold Street 8", kas darbojas
ka atvértd studija bégliem. Zviedrijas TV piedalijas Vestera filmas
producésana par 5o projektu — filma “Down Gold Street” tika nomin&ta
Prix Europa balvai Berliné 2005.gada.

Pédéjos gados Vestera darbi izstaditi vairakas grupu izstadés Stokholma,
Géteborga, Umeo, Tirdna un Johannesburga, ka arf persondlizstadés Roda
Sten (Géteborga), Vasterbottensmuseet (Umeo) un Nacionalaja véstures
muzeja Tirana, Albanija. Veesters sapémis virkni stipendiju, ieskaitot NIFCA
un SIDA rezidentu programmas un divas Zviedrijas Makslas komitejas

stipendijas. 2007.gada Knute Vesters IASPIS (Starptautiska Makslinieku

studiju programma Zviedrija) programmas ietvaros stradaja Riga.

KNUTTE WESTER “MONUMENT WITHOUT HOME”

It seems that for each era in Latvian history there have
been new monuments built. So history is written, and
re-written in the next era. This current era of freedom,
liberalism and hardcore capitalism will leave its
monuments as well. In a way the new art museum, the
fancy boats in the harbour next to it and even the city
jeeps on the parking lot will also function as monuments
of this era. But the economic boom of today does not
include everyone. Many children grow up in this new
era of exploding wealth without access to even the
most essential things in life. They grow up without love,
attention or a functional social network. Not to mention
the lack of new sneakers. It is like they fell into a canyon
between two social systems. So they stay in their own
country and hope to be wanted somewhere. In a way
waiting to become members of society. Here in Latvia or
in any other country. Just somewhere. These children
are also a part of the Latvian contemporary history but
no one will order a monument for them. So together we
create it ourselves. A monument without a home.

Transit. As part of a big plan to bring Latvia and
Sweden closer | am sent here. | stay at a hostel in the
old industrial harbour, Andrejsala, staying in a house
that used to be customary in Soviet times. Many years
ago Soviet (Russian) workers came here to work in
this harbour but also as part of a big plan and to make
Latvia more Russian. And monuments were buill.

The children of those workers stayed Russian and so
did their children. But Latvia left the Soviet Union and
joined the EU. And monuments were built,

Today Latvia is changing very rapidly. It has fantastic
economic growth and huge social development. But
not everybody is let onto the train of progress.

In Sweden | knew a boy whose name is Gezim. He is
Albanian butbornin Kosovo, whichis in Serbia. Butofthis
place he has no memories. Before he came to Sweden
he had lived in Norway and before that in Germany and
befare that somewhere else. The Swedish government
didn't think it was enough room for him in Sweden so he
was sent to his home country, were he had never lived.
When he was leaving Sweden he asked me what would

be left of him in Sweden, in this place he now called
home, when he was no longer there.

In Latvia there are many children without a home. They
are in their home country, but without a home. At the
“Ziemeli" orphanage live about a hundred children.
They are both “citizen” and “non-citizen”, which means
“Latvian speaking” and “Russian speaking”. But of
course they all speak both languages. They do not only
share the two languages, they share the experience
of growing up without parents, without being adopted,
without being taken care of by someone out of love.
They live together at the orphanage and metaphorically
apply for social asylum in their own country. (Or in
another country, through international adoption. )

| hope | am wrong, but | am afraid that they also share
the space at the pavilion when the Latvian train to the
bright modem times of economic growth has left. | pray |
am wrong here. And of course, the future is not decided
yel; we create it together as we go along. So we try.

The rapid changes of progress and cafe lattes will soon
also reach Andrejsala were | now live. This building
where | live, the building that used to symbolize the
border between the USSR and the world ‘out there’,
will probably vanish. All leftovers of this Soviet harbour
will vanish and there will be art centers, apartments
and places for having cafe lattes. The new Andrejsala,
Riga's own SOHO, will be like a huge monument to
Riga's story of success. But will the cafés have a seat
for the children from the orphanages or will the art
centres show their creativity? When a new history is
written, will their stories be in it?

Together with a group of children from an orphanage |
am making a sculpture project. Together we will make
copies of different parts of their bodies. Exact copies of
how that arm locked on that specific day in history. Like
a documentation of themselves, like a physical mark left
in the world. This is me, that day. Whatever happens in
the future, this copy will remain. So they write their own
personal history (or maybe ‘herstory’ would be a better
word). And they write it in plaster, like a sculpture from
the Greek empire. We create a monument. (And the
skeleton of it is made out of iron from the former Soviet

harbour here in Andrejsala.)

But just like the children from the orphanage, the
monument is without a home. Beneath the feet there is
no solid foundation. It is not moving, yet it has no roots.
It is in a position of waiting for a possible transition. The
left arm of the monument belongs to a girl who moved
to Italy and her new parents the day after the copy of
the arm was made.

The monument is not asked for or wanted somewhere,
But it is here and demands its place in history.

Knutte Wester

Knutte Wester's artistic work deals with issues
conceming social power structures, history and
participation. Inaway his work s always “documentary”
though the medium for this varies between video,
sculpture, installations and social projects.

Wester graduated from the Masters program at
the Academy of Fine Arts in Umea in 2003. The
same year career took off with the art project “Gold
Street 8", which was an open studio for refugees.
His film about that project, '‘Down Gold Street', was
co-produced by the Swedish Television and was
nominated to Prix Europe in Berlin 2005. The last
years he has participated in a number of group
shows in Stockholm, Gothenburg, Umea, Tirana, and
Johannesburg. The last years he has had solo shows
at Roda Sten, (Gothenburg)6 Vasterbottensmuseet
(Umea) and Museum of National History, Tirana,
Albania. Wester has received a number of grants
including residence programs by NIFCA, SIDA and
two working grants from the Arts Grants Committee
in Sweden. In 2007 he was in Riga on a working
grant from the IASPIS. (International Artist Studio
Program In Sweden.)
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MIKS MITREVICS ,,PERSONU KOLEKCIJA”

“Personu k_ulekcija“ apkopo pédéjo divu gadu laika tapusos darbus. Katra
no instalacijam veidota ka suveréns, patstavigi uztverams darbs, tomér tas
visas vieno kopéja koncepcija. Katra instalacija veidota, par pamatu nemot

kadu dzivé noskatitu un prata palikusu personu — atminas eksistéjosu télu.
Sis personas, kas parsvara tikuSas sastaptas nejausi un redzétas tikai
vienreiz, kadu subjeklivi - iraciondlu iemeslu dé| laika gaitd nav aizmirstas,
ka lidzigas citas personas, bet gan ofradi — tas iztélé veidojusas daZadus
t&lus un ar tiem saistitus stastus. Siem stastiem, visticamak, nav nekadas
praktiskas sasaistes ar §im realajam, impulsu devusajam personam, jo mums
ir tieksme idealizét, glorificét mums neizprotamo un nepazistamo — idealiz&jot
mirkli. Katra no §im piecam personam ir bijis ka radoss impulss subjektivai to
interpretacijai, kas materializgjies dazadu video, skanas un vides materialu
veidojumos. Katra no 5Tm piecam personam instalacijas pilda kddu noteiktu
darbibu — procesu, ko visparinati iespéjams apzimét ka savdabigu ritualu,
kura nozime slépjas subjektiva, katrai personai piedévétaja mitologija.

Miks Mitrévics

Miks Mitrévics dzimis 1980. gada Riga, Latvija. Makslinieks dzivo un
strada Riga. Beidzis Latvijas Makslas akad&mijas Vizualas komunikacijas
nodajas magistrantliru (2005) Sapémis Dienas gada balvu kultirad par
personalizstadi Kaut kur tepat” izstdZu zéles Arsendls radoSaja darbnica
(2006).Galvenas radosas darbibas jomas: video, fotografija, multimediju
instalacijas, animacija, datorgrafika un skana.

MIKS MITREVICS “PEOPLE COLLECTION”

People Collection is a compilation of works created in
the last two years.Each installation is intended to be a
sovereign work to be perceived independently yet they
are all unified by a common concept. Each installation
has been created on the basis of a person who has
been seen in real life and remains in the mind — an
image existing in memory. These people who in the
main have been met by chance and seen only once
have, for some subjective irrational reason, not been
forgotten over time, as have other, similar people. On
the contrary, they have formed various images in the
mind and related stories. Most probably these stories

who provided the initial impulse because we have
the tendency to idealise and glorify that which we do
not know or understand — we idealise the moment.
Every one of these five people has been like a creative
impulse for their subjective interpretation, which has
been materialised in various forms of video, sound
and environmental materials. Each of the five people
in these installations carries out some specific function
- process, which could generally be described as an
original ritual whose meaning is hidden in the subjective
mythology ascribed to each person.

Miks Mitrévics

Miks Mitrévics was bornin 1980, in Riga, Latvia. Artistlives
and works in Riga.ln 2005, he graduated from The Latvian
Academy of Art, Department of Visual Communication,
Master 's Degree. In 2006, Mitrévics, received The Diena
Culture Award for his exhibition “Somewhere Nearby”
in the Creative workshop of the National Art Museum in
Riga. Main fields of work: photography, video, sound,
animation, multimedia installations.

have no practical connection with the real people

ERIKS BOZIS “BEST BEFORE”
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Mazas plastmasas lentites ar datumiem tiek lietotas maizes iepakoSanai
un vienlaicigi ari tas deriguma termina noradisanai. Lidzigi ka daudzu citu
produktu obligatais elements — deriguma termin$, arf §Ts mazas plastmasas
lentites ir simbols kadai laika robeZai, pirms kuras kaut kas (pieméram,
maize ka viens no ietilpigakajiem un sendkajiem simboliem) ir pelnijis vienu
attieksmi (pozitivu), bet uzreiz p&c tam — pilnigi citddu. Konkréts deriguma
termina datums $ajd gadfjuma vizualizé nedaudz izmisigu méginajumu
momentu, kurd produkta Tpadibas mainas, ka ari dot rekomendaciju

lietotajam par bridi, kurd mainit savu attieksmi pret produktu. lroniska
kartd lietotajs apzinas, ka produkta sabojaSanas ir pakdpenisks un l&ns
process, turpretl uz iepakojuma noraditais datums pieprasa iz5kirigu un atru
attieksmes mainu. Rezultata ikdiena ir pilna ar Tsiem, zibenigiem lémumu
pienem3anas briziem, ka rezultdtd kada lieta (8aja gadijuma - partikas
produkts) maina savas kvalitativas ipasibas, vairuma gadijumu tikai gan
masu apzina. Turklat, iezimétas ar konkrétiem datumiem, izmainas vienmér
ir tikai virziena no pozitivad uz negativo. Savirkn&jot 3adus nelielus errora
brizus vienu aiz ofra, veidojas savdabigs kalendars ka lieciba patérétaja
attieksmes parskatidanai un simboliskajam vil5anas aktam, pieskanojot to
isam, kodoligam pazinojumam, kas sakas ar vardiem Best before...

Eriks BoZis

Eriks Bozis dzimis Liepaija, Latvija 1969. gada. Dzivo Riga, strada par rado$o
direktoru reklamas sféra, instalaciju un vides makslinieku, fotografu.
Beidzis Liepajas Lietiskds makslas kolediu (1993), stradajis taja par
fotoméacibas pasniedzéju (1993-1997). Sarikojis vairakas persondlizstades
Riga — “Telpa un ...", *1 : 1" (abas 1995), "Buklets” (1996), “Sortiments”
(1999). Kop$ 1992. gada piedalijies daudzas grupu izstadés Latvija, ASV,
Austrija, Danija, Francija, Griekija, Horvatija, Igaunija, Krievija, Lietuva,
Polija, Somija un Zviedrija.
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Little plastic clips with dates printed on them are used
to seal the bag in which bread is packaged, and also
to indicate its expiry date. Like the obligatorily present
expiry date of many other products, these little plastic
clips are a symbol of a boundary point in time, after
which something (bread, for example, as one of the most
capacious and ancient symbols), just before reaching
its deserved one treatment (positive), is treated in a
completely different way. A precise expiry date in this
case is a visual manifestation of a somewhal desperate
attempt to pinpoint the exact moment at which an
itemn’s qualities change, as well as to extend to the user
a recommendation for when to change their attitude
towards it. Ironically, the user is aware that the spoiling
of the product is a gradual, slow process, while the date

indicated on the packaging demands an instantaneous
and decisive change of attitude. As a result, our
everyday life is filled with short, lightning-fast moments
of decision, during which something (foodstuffs, in this
case) changes its qualitative properties, although most
often this change takes place only in our perception.
Moreover, this change, marked with exact dates, is
always from positive to negative. Lined up one after
another, these little moments of error form a kind of
a calendar, as a testimony of the consumer’s revised
attitude and symbolic act of disappointment, in keeping
with the short, terse announcement that starts with
Best Before.

Eriks BoZis

ERKI KASEMETSS ,,LIFE-FILE”

Eriks Bozis was born in Liepaja, Latvia, 1969.
Lives in Riga, works as an art director in advertising,
installation and environment artist, photographer.
He has graduated College of Applied Art in Liepaja
(1993), worked there as teacher of photography
(1993-1997). Arranged number of solo shows in
Riga - “Space and ...", “1 : 1" (both 1995), "Booklet”
(1996), “Assortment” (1999). Since 1992 has
participated in numerous exhibitions in Latvia, USA,
Austria, Denmark, France, Greece, Croatia, Estonia,
Russia, Lithuania, Poland, Finland and Sweden.

Apgleznoto iepakojumu iekSpusé lasdms darba nosaukums, gleznosanas
vieta un laiks, automatiski sastaditi 6-16 ciparu numuri, piezimes par lietoto
krasu: reizém — papildu piezimes par iepakojuma izcelsmi (vai to kads iedevis,
vai ari tas pirkts veikala) vai citi fakti (vai iepakojums bijis bojats u.Lt.).

LIFE-FILE ir process, kas ildzis vairak neka pusi mana mdzZa. Projekta
sakuma datumu noteikt vairs nav iesp&jams. Domajams, tas sakas gandriz
neapzinati un nejausi — pieméram, lidz ar laiku, kad vietéjos veikalos saka
paradities 3kidrumi vienreizlietojamos kartona iepakojumos. Tapat nevar
noteikt, kad process beigsies. Vienigais, ko var drodi sacit, ka kolekcijas
apjomi neaugs mi2igi, un kadu dienu process apstasies.

LIFE-FILE irkolekcija, kas veidota vairakus gadu desmitus, untai nav noteiktas
aréjas formas — to var sakraut liela gréda, izlikt gara rinda vai brivi izkartot
plaa laukuma. Noteikta ar&ja forma ir tikai katram veselumu veidojosajam

ERKI KASEMETS “LIFE-FILE”

elementam — tetraedram. Par spiti lidzigajam fiziskajam veidolam katrs
iepakojums ir unikals, jo ta virsmas ir ipatnéji mainitas — parklatas ar krasu
vai lidzigu vielu. S&da veida iepakojumi ir saistiti ar savas tapsanas laiku,
vietu un apstakliem, un katrs iepakojums kalpo ka datu neséjs. Vispar LIFE-
FILE ir vienkarsi izpladis informacijas apjoms bez noteiktas aréjas formas.

Katrs iepakojums apglezno$anas procesa parvértisies par elementu plasaka
veseluma. Abi momenti pastav vienlaicigi, kad tiek sastatiti viena redzes
lauka. Ja informécijas sablivésana un koncentr&Sana pieaugtu mazako
elementu virzienad, rezultats bitu viens vienigs iepakojums, kas ietvertu sevi
visus paréjos.

Erki Kasemetss

Erki Kasemetss dzimis 1969. gada Tallind, lgaunija un joprojam tur
dzivo un strAdd ka makslinieks. Sakotnéji studéjis scenografiju Tallinas
Makslas akadémija (1990-1993) Vélak 1995. gada studijas turpindjis
Helsinku Makslas akad@&mijas Laika un telpas nodala, kur 1996. gada
ieguvis magistra gradu. Kop$ 1998. gada pasniedzéjs P&rnavas Nongrata
akadémija. Kasemetss stradd dazados makslas medijos: performancé,
instalacija, gleznieciba, scenografija. Viens no makslinieku grupas Vedelik
dibinatajiem. Vina darbi izstaditi vairakas personalizstadés Igaunija kops
1993. gada un grupu izstadés Japana, Cehija, Vacija un Trija.

Inner sides of the painted carlons contain the title,
place and time of the painting, automatically created
numbers from & to 16 digits; notes about varnishing,
sometimes extra notes about the origin of the carton
(whether given by someone or bought from a shop)
or other circumstances (whether the carton has been
damaged etc.).

LIFE-FILE is an ongoing process that has continued
more than half of my lifetime. | find it impossible to fix
the date of birth of the project. It might have begun
almost unnoticeably and by chance - for example, it
might have happened when the non-reusable cartons
for liquids started to appear to the local shops. Similarly,
the end of the process cannot be defined. The only
certain thing is that the number of the collection items

(reserves) will not grow forever, and one day the
process will come to its end.

LIFE-FILE is a collection that has been created during
a couple of decades with no fixed outer form - it can
be designed into a big pile, a long file, or a sparse grid
covering vast territory. Only each element - tetrahedron
- belonging to the whole has a fixed outer form. Every
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carton is unique despite of the similarity of their physical
appearance, as their surfaces have been specifically
changed — covered with the layer of paint or something
alike. This way the cartons are bound to save the time
place and circumstances of their birth, each carton serving
as a data medium. Above all, LIFE-FILE is only a vague
amount of information without specific outer form

Every carton will turn into an element belonging to a
bigger whole during the process of painting. These
moments exist simultaneously when being juxtaposed

concentration densified towards smaller elements, the
result would be just one carton including all others

Erki Kasemets

Erki Kasemets was born in 1969, in Tallinn, Estonia,
where he continues his life and work as an artist.
His art education was initially in stage design at the
Tallinn Academy of Arts (1990-93). He continued his
postgraduate studies again in 1995, at the Department
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of Time and Space at Helsinki Academy of Fine Arts,
graduating it with an MA in 1996. Since 1998 he
has been a teacher in Academia Nongrata in Parnu
Kasemels' works reach a wide range of art processes
and media; performance, installation, painting, and
scenography. He was a founding member of the
artists' group Vedelik. His work has been shown in
many solo exhibitions in Estonia since 1993, and in
various group exhibitions in Japan, Czech Republic,
Germany and Ireland.

in the same field of view. If data compression and

DZENIFERA BORNSTEINA ,, COLLECTOR’S FAVORITES”

90.gadiem raksturiga stilistika iekartotd TV paviljona raidijuma ,Collector’s
Favorites” vaditaja iepazistina skatltdjus ar jauno kolekcionari DZeniferu
Bornsteinu. Skatitajs tiek iepazistinats kolekciju, ko veido daZadu izméru
vienreizéjas lietoSanas glazes, cukura pacinas, salvetes, kokteilsalmini no
Starbucks, Hdagen Dazs, Baskin&Robbins un citu kafejnicu tikliem, kolekciju

papildina daZadas kafijas pupinas, atSkirigas formas ledenes un Cipsi, un
visbeidzot — bie2ak lietojamie vardi un ielu nosaukumi Lasvegasa. Atsaucot
atmina mates dotos $kivjus, kuri atri vien saplisusi, maksliniece pievérias
nesaplé&amu, sava zina ,m02igu” lietu kolekcionésanai, krajot vienreizéjas
lieto&anas priek&metus vai to, ko var dabt bez maksas. Rapigi sistematizétas
grupétas komplektos, ikdiena lietojamas lietas iegust citu vértibu.

Solvita Krese

Dienifera Bornsteina dzimusi 1970. gada, Sietla, Vasingtona. Strada
un dzivo LosandZelosa. leguvusi Bakalaura gradu Bérklijas Universitaté
(1992.), bet Magistra gradu Kalifornijas Universitaté (1996.), ka ari
piedalijusies Whitney programma (1996/97). Bornsteinas radoSo darbibu
parstav Blum & Poe LosandZelosa un Greengrassi Londona. Bornsteina ir
piedalijusies viet&jas un starptautiskas nozimes grupu izstadés, tai skaita
Nicole Klagsbrun galerijd Nujorka; The Project galerija LosandZelosa;
Milton Keynes galerija Lielbritanija, Site galerijd Londona, laikmetigas
makslas centrd P.S.1, Nujorka; Gagosian galerija, LosandZelosa; Nantes
mékslas muzeja, Francija; Fondadazione Sandretto Re Rebaudengo Per
L'Arte, talija; ICA, Lielbritanija un S.L. Simpson galerijd Kanada.

JENNIFER BORNSTEIN “COLLECTOR’S FAVOURITES”

In a studio reminiscent of the stylistics of the 90s, the
presenter of the “Collector's Favourites” show introduces
viewers to the new collector Jennifer Bomstein. Viewers
are shown a collection of glasses, sugar sachets and
cocktail straws of various sizes from Starbucks, Haagen
Dazs, Baskin&Robbins and other chains. The collection
is supplemented by various coffee beans, different
forms of boiled sweets and potato crisps, and finally
by the most often used names and street names in Las
Vegas. Remembering the plates given to her by her
mother that were quickly broken, the artist has tumed
to collecting the unbreakable an in a sense the eternal.
She collects one-time use objects and what she can get

Solvita Krese

for free. Everyday objects grouped in sets and carefully
systematised take on a different value

Jennifer Bornstein was born in 1970 in Seattle,
Washington, and lives and works in Los Angeles. She
received her BA from UC Berkeley in 1992 and her
MFA from UCLA in 1996, and attended the Whitney
Program in 1996/97. Bornstein's work is represented
by Blum & Poe, Los Angeles, and greengrassi,

London. Bornstein has participated in national and
international group exhibitions, including Nicole
Klagsbrun, New York; The Project, Los Angeles;
Milton Keynes Gallery, United Kingdom; Site Gallery,
London; P.S.1, New York; Gagosian Gallery, Los
Angeles; Nantes Musee des Beaux-Ars, France,
Fondadazione Sandretto Re Rebaudengo Per
L'Arte, Italy: ICA, United Kingdom; and S.L. Simpson
Galllery, Canada.
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KRISTAPS GELZIS ,,PASAULES UZBUVE”
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Dazreiz bémiba uz naiviem jautdjumiem seko paskaidrojumi, kas iegulst atmina tik
vizudli un paspietiekami, ta briza uztvers tik stabili un visaptverosi, ka, lidzigi ka uz
burvia méjienu b&ma galva atver jaunu un skaidru “lietu kartibas” sistému. Bémna
iztéles turpindjumam pieaugudo domu pavadiba parasti vairs nav nepieciesama,
lidz t& sasniedz ndkamo realitates pieturas punktu. Tie ir pirmie, brivie fantazijas
cela gabalini, kurus bieZi atceramies visu dzivi. Tas noteikti ir tas labas atbildes. Tas
apmierina jauno pratu uzreiz un ar noteiktu daju vajadzigés gudribas spéka.
“Pasaule turas uz trim ziloniem". Burvigi, bet kapéc tiesi uz zilopiem?

Varbiit tomér ta turas uz kaAda spécigdka brenda? Kas to lai zina, bet tam
noteikti jabat gana spécigam, ka “McDonald's” “Bému komplektam”.

Gribu hamburgeru ar “Colu” un davana Mikipeli. Ja, tas ir tiesi tas, kas visu
pasauli darfs neparvarami stabilu un laimigu tQiit.

Pasakas par Zelta zivtipu gudriba ir maka izvBléties. BBmu pasaules uzblves
veidogana ir trening izvéléties tris lietas, kas spéj vinus un apkartéjos darit laimigus.
Bet, ak vai, més esam jau pieaugusi un |oti labi zindm, kas jaizvélas! Cik
atkal garlaicigi un nemainigi stabili! J&, tomér ta turas uz trim ziloniem -
marketinga, marketinga un marketinga.

Lk, objekts, kas aicina jls atgriezties bérniba un vélreiz parbaudit, vai tas ir

pareizas atbildes uz to, ko més patiesi esam véléjusies.

Kristaps Gelzis

Kristaps Gelzis ir dzimis 1962. gada Riga, Latvija. 1986. gada vips ir beidzis
Latvijas Makslas akadémijas Grafikas nodalu. Makslinieka darbibas jomas
ir grafika, videoinstalacijas, instalacijas, objekti un gramatu grafika. Kop$
1980. gadu vidus kopa ar citiem savas paaudzes konceptualas makslas
pionieriem — Ojaru Pétersonu, Andri Brei, Olegu Tillbergu, Juri Putramu
u.c., K. Gelzis ir aktivi iesaistijies Latvijas laikmetigas makslas procesa.
K. Gelzis ir sarikojis vairakas nozimigas personalizstades
(1994, 1996, 1997, 2000, 2007), un piedalijies grupu izstadés
Latvija, Somija, Krievija, Zviedrija, Ungarija un Vacija.

K. Gel?a darbi atrodas Mosdienu makslas muzeja Kiasma kolekcija
Helsinkos, Latvijas Nacionalds makslas muzeja, Latvijas Makslinieku

savienibas muzeja, ka ari privatkolekcijas.

KRISTAPS GELZIS “STRUCTURE OF THE WORLD”

Sometimes naive childhood questions are followed
by explanations that embed themselves in memory
in such a visual and self-sufficient way, so stable and
comprehensive to the perception of that age, that, as
if by magic, a new and clear system of “the way things
are" is set up in the child's mind. For the continuation
of the child's imagination, the further accompaniment
of grownup thought usually becomes unnecessary
for a while, until it reaches the next reality stopover.
These are the first, unrestrained lengths of the road of
imagination, ones we often remember for as long as we
live. These must definitely be the good answers. They
satisfy the young mind immediately, and with a certain
amount of the strength of necessary wisdom.

The world rests on three elephanits. Marvellous, but
why elephants? Could it be balanced on some stronger
*brand” after all? Who knows — but it must be quite
strong, like a McDonald's Happy Meal.

| want a hamburger and cola, and Mickey Mouse for a
free gift. Yes, that is exactly what will immediately make
the entire world invincibly stable and happy.

The lesson concealed in the fairy tale of the Magic
Goldfish is the skill of making a wise choice. The
creation of a child's own world view lies in the practice
of picking three things that have the ability to bring
happiness to themselves and others

But - alas! — we are grownups already, and are too
well aware of what we should choose. It all becomes
so boring, so invariably settled again. Yes, the world
does rest on three elephants — marketing, marketing
and marketing.

Here is an object to entice you back into childhood and
check again whether those were the right answers for
what we really wished for.

Kristaps Gelzis

Kristaps Gelzis was born in 1962, in Riga, Latvia. In
1986 he graduated from The Art Academy of Latvia,
Department of Graphics. The fields of activity of the
artist are: objects, video installations, installations,
graphics and book design. Together with other
pioneers of conceptual art (Ojars Pétersons,
Andris BreZe, Olegs Tillbergs, Juris Putrams efc.)
he has actively participated in the processes of
Latvian contemporary art since the mid - 1980s.
K. Gelzis has organized several solo exhibitions
(in 1994, 1996, 1997, 2000, 2007) and
participated at international shows in Latvia,
Finland, Russia, Sweden, Hungary and Germany.
K. Gelzis' works are found in the collections of
Contemporary Art Museum Kiasma in Helsinki,
Latvian National Museum of Art, Museum of
the Artists’ Union of Latvia as well as in private
collections.
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Play art skatitajiem piedava kasti ar rotallietdm no Playmobile sérijas, no
kurdm iespéjams izveidot iedoméatu laikmetigds makslas kolekciju. Nav
neka vienkariaka, kd majas apstakjos rekonstruét Makartija (McCarthy)
performanci vai izméginat Orlanas kirurgiskds operdcijas, vai izspélét
Delvoja (Delvoye), Raino (Raynaud) vai Lavié (Lavier) darbus. Sadi
stradajot, izdodas izbégt no problémam, kas saistas ar telpu, uzglabasanu,
apdro&inasanu utt. Play art mudina sapludinat robeZas starp makslas darbu
kolekcion&8anu un suveniru krasanu, ka, pieméram, Eifeja torna miniatira
vai ar rokam darinatu dizaina priekdmetu kolekcija. Divu at8kirigu valodu
tiksanas (ikdienas un elitard, objektu reproducéSana lielaka vai mazaka
méroga, materidlu imitacija) Jauj paskatities no jauna skatupunkta uz
makslas lomu un liek pasmaidit par dazadajam variacijam, ko 5T spéle ietver.

CHRISTOPHE PEREZ “THE MUSEUM”

Paradoksali, ka izmantojot simulacijas stratégiju, tiek raditas jaunas formas.
Balstoties uz citatiem, rotallietu objekti klist par lidzvértigiem spélétajiem
lidzas saviem originaliem un izmaina attiecibas starp zimém. Playmobile ir
rotallietu universa sastavdala - jautra un pamaco3a, iztéles rezultats un reizé
daja no véstures. Muzeju veikalos, kura apmekl&jums ir obligdta muzeja
vizites nosléguma sastavdala, més varam pamanit pastkartes, nozimites, ar
makslas darbu attéliem apdrukatas krizes un T kreklus, plakatus un makslas
darbu miniatiras. Muzejs ir transforméjies pasivas patérésanas telpa, kur
daudzi jautajumi k|Gst lieki...

Kristofs Perezs / Solvita Krese

Kristofs Perezs dzimis 1973. gada, dzivo un strada Marsela. Piedalijies
izstadés Monpelj&, Lavandl, Marse|ad un Parizé.

Play Art offers viewers a box of toys from the Playmobil series with which one can
forma an imaginary collection of contemporary art. Nothing could be sm_npler than
to be at home and reconstruct a McCarthy performance or to try Orlan’s surgical
operations or to play out works by Delvoye, Raynaud or Lavier. Wﬂrkiﬁg in this way
you escape from the problem associated with space, storage, insurance elc Play
Art encourages the merging of the boundaries between collecting '._-.rorks of art and
souvenirs (such as miniatures of the Eiffel tower) or handmade design objects. The
meeting of two different languages (the everyday and the elite, the reproduction of
objects to a greater or smaller scale, the imitation of materials) allows us to look
at the role of art from a new viewpoint and smile about the different variations this
game entails. Paradoxically, new forms are created using a strategy of simulation
Based on quotations, toys become equal players alongside their originals and

change relationships between signs. Playmobil is a component of the universe of
toys. It is fun and educational; a result of the imagination but at the same time a part
of history. In museum shops, an obligatory part of the end of a museum visit, we can
see postcards, badges, mugs and T-shirts printed with images of artworks, posters
and miniature artworks. The museum has transformed into a passive consumplion
space where many questions become superfluous. ..

Christophe Perez / Solvita Krese

Christophe Perez was born in 1973, lives and works in Marseille. Has participated
in exhibitions in Marseilles, Paris, Montpellier, Le Lavandou, Vélizy-Villacoublay.
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IVARS GRAVLEJS ,,MOBILAIS”
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Video darbs Mobilais® ir par individu, kuram pafik skafities un radit citiem
pornografiska satura video. So individu, kur$ ka sabiedribas marginals, ‘dalbojobs’
neuztver un nesaprot pastadvosas makslas izpausmes, aitélo pats autors. lzstaiu
apmekiéjuma laiké Ivars Graviejs piesaista sev uzmanibu ar mobilaja telefona
safiméto pornografiju un mégina parliecinat izstades apmekl&tajus, ka skatities
pormnografijuirdaudzinteresantak, nekavelfituzmanibugarlaicigasunneizteiksmigas
izstades apskatei. So intervenéu video dokumentacijas ir pastavodo maksliniecisko
izpausmiju kritika; autors ienem amatiera-idiota poziciju, un ironiz&jot un banalizéjot,
cen3as atkdpties no maksla ierastas un pienemtas vertibu sistémas.

Ivars Gravlejs

vars Gravlejs dzimis 1979, gada, Riga, Latvija, kas arl padreizéja dzives
un darba vieta. Fotografs. Studéjis fotografiju Skatuves makslas akadémija
(FAMU) Praga, Cehija (2000.-2006.). Stradéajis par reklamas un preses
fotografu. Sarikojis personalizstades Berliné, Riga (abas 2004. ), Budapesta,
Praga, Maskava (visas 2005.). Kop$s 1999.g. piedalijies daudzas grupu
izstadés Latvija, Cehija, Danija, Francija, Horvatija, Krievija, Lielbritanija
un VAcija. Publikacijas izdevumos “Kultdras Forums”, “Imago” (Slovakija),
“Fotograf”(Cehija), “Revolver Revue” (Cehija), “Pozytyw"(Polija).

www.ivarsgraviejs.com

IVARS GRAVLEJS “MOBILE”

The video work “Mobile” is about an individual who
like to watch and show pomo movies to others. This
individual, on the margins of society and who doesn't
perceive or understand the current forms of artistic
expression, is played by the author himself.

During visits to exhibitions Ivars Graviejs draws attention
to himself with the pornography he has filmed on his
mobile telephone and tries to convince exhibition visitors
that watching porn is much more interesting than wasting
time looking at a boring and inexpressive exhibition. The
video documentation of these interventions is a critique
of current artistic expressions in which the author takes

on the role of an amateur-idiot. Using irony and banality
he atternpts to retreat from the usual and accepted value
systems in ar

lvars Gravlejs

Ivars Grévlejs was born in Riga, Latvia, in 1979.
Photographer. Has graduated the Still Photography
department in the Academy of Performing Arts
(FAMU) in Prague, Czech Republic (2000-2006).
Worked as commercial and press photographer.
ArrangedanumberofsoloshowsinBudapest, Prague,
Moscow (all in 2005), Berlin, Riga (both in 2004).
Since 1999 has participated in group exhibitions in
Latvia, Czech Republic, Denmark, France, Croatia,
Russia, United Kingdom and Germany. Publications
in publications "Kultiras Forums” (Latvia), “Imago”
(Slovakia), “Fotograf’(Czech Republic), "Revolver
Revue” (Czech Republic), "Pozytyw"(Poland).
www.ivarsgraviejs.com
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UMI

MOBILIE ROKDARSBI

ADITA MONA LIZA NOZIME TIKPAT DAUDZ, CIK DA VINCI ORGINALS

KAS?

Galerija “Biezpiens” projekta “Mobilais Muzejs” ietvaros riko atvérto
darbnicu “MOBILIE ROKDARBI". Gan profesionali makslinieki,
gan kultdras darbinieki un rado$as inteligences parstavji, ka ari
parasti mirstigie veidos rokdarbus, $adi nojaucot robezas starp
pierastajiem ieskatiem par to, kas ir maksla, ka ta tiek radita un
eksponéta. Vairaku dienu garuma tiks raditi méakslas rokdarbi, kas
péc tam tiks eksponéti izstadé.

Savu dalibu darbnicai ir apstiprindjusi: Maija KurSeva, Linards
Kulless, Kristians Brekte, Ojars Pétersons u.c.

KUR?
Andrejsala, galerijas “Biezpiens” telpas.

MOBILE HANDICRAFTS

\

&L

KAD?

galenija

»
4

Darbnica saksies 25. augusta, un turpinasies lidz 29. augustam.
P&c tam darbi bls pieejami publiskai apskatei, k& ari piedalisies izsolé.

A KNITTED MONA LISA MEANS AS MUCH AS THE DA VINCI ORIGINAL.

WHAT?

As a part of the Mobile Museum project, Biezpiens Art Gallery

is setting up an open workshop — MOBILE HANDICRAFTS.
Professional artists alongside cultural workers and people from the
creative intellectual circles, as well as ordinary mortals, will work

on handicraft projects, dismantling the boundaries that define the
conventional perceptions of what art is, and how it is created and
exhibited. The handicraft works of art will be completed over several
days and will then be displayed in an exhibition.

VIDE*

Among those who have confirmed their participation in the project
are Maija Kur3eva, Linards Kulless, Kristians Brekte, Ojars
Pétersons et al.

WHERE?
Andrejsala, on the premises of Biezpiens Art Gallery.

WHEN?
The workshop will run from 25 to 29 August. The works will then be
available for public viewing and will be auctioned.

MIDE*" ir tematisku pasakumu sérija, kas tiecas aktualizét vides maksla
izmantotos makslinieciskos izteiksmes Idzek|us. ,Baltds nakts" ietvaros
ir planots Tstenot treSo VIDE™ sérijas pasdkumu — ,ielu” makslas radoso
darbnicu un izstadi, kura bis aplikojami makslinieku raditie darbi. Tapat ka
iepriek3é&jie pasakumi no sérijas VIDE®", arf Sis norisinasies kultiras mezgla
.Dirty Deal Cafe”, Andrejsala.

Pasakumu sérijas VIDE* mérkis ir “legalizét” vides maksla izmantoto stilistiku
un izteiksmes [idzeklus, lai mainitu sabiedriba iesikstéjusos stereotipus
un sniegtu iespéju radoSajas darbnicas iesaistitajiem maksliniekiem sevi
pilnveidot radogaja joma.

Katra rado$aja darbnica notiekosajam aktivitatém tiek izvéléts tas vienojoss
temats — tre$as rado3as darbnicas / izstddes ietvaros tiks apskatita ielu
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makslas un ,hiphop” kultlras mijiedarbiba; abas &is paradibas sava attistiba
bieZi vien gajusas roku roka. Paraléli rado$as darbnicas norisei uzstasies
labakie Latvijas ,hiphop" mizikas izpilditaji, gddajot par tematiski atbilstosu
pasdkuma audio noformé&jumu, kd ari piedalisies vairaku ,elu” makslas
darbu tapsana kopa ar pieaicinatajiem maksliniekiem.

Pé&c katra pasakuma no sérijas VIDE*" tiek atlasiti labakie darbi, kuri tiek
pievienoti kolekcijai VIDE*" - eksperimentalu makslas darbu, kuros akcentéti
Jelu makslas™ elementi tiem netipiskd konteksta, izlasei, kas retrospektivi
atspogujo gan katras tematiskas rado$as darbnicas norises, gan ielu makslas”
elementu visparéjas attistibas tendences Latvija. Izstad&, kura notiks péc 3.
radoSas darbnicas no sérijas ,VIDE™, tiks izstaditi gan jaunakie, gan abas
iepriekSéjas radosajas darbnicas tapusie darbi no kolekcijas VIDE*".

24.08.2007 - Rado3a darbnica, DJ un MC priekdnesumi, utt

25.08.2007 - lzstades atklaSana, tai veltitais izklaidgéjoSais pasakums no
20:00 lidz ritausmai

25.08.2007 - 02.09.2007 - lzstddes norise (darba dienas no 13:00 lidz 19:00,
sestdiena/svétdiena no 13:00 Iidz 18:00)

Pasakumu “VIDE*" organizé rado$a komanda 'Dirty Deal’ (http://dirtydeal.lv)
sadarbibé ar Latvijas vides un ielu makslas kustibas resursu
VIDE* (http:/ivi-de.lv)

VIDE*

Project “VIDE*" consists of thematic periodical events
- a workshop and exhibition, with the aim of actualising
the means of artistic expression used in street art,
thereby changing stereotypes about street art as an
act of vandalism and providing opportunities of creative
development for participating artists. During the “White
Night” the opening of the exhibition, following the third
“VIDE*" workshop, will take place at Dirty Deal Café

Each “VIDE®"" workshop and exhibition has its own
particular topic for artists to interpret and play with,
and for the third event the topic will be the inleraction
between hip-hop culture and street art. Organizers of
the event have chosen this lopic because in Latvia,
as everywhere else, both of these subcultures have

developed literally “hand in hand”. During the workshaop,
performances of Latvian hip-hop DJs and MCs will take
place, aswell as the collaboration betwean musicians
and artists in the development of some works

After each “VIDE®" workshop and exhibition, the best
works are added to the “VIDE*" collection - a collection
of experimental works of art, in which elements of street
art are accentuated in atypical fashion in the street ar
context, and which provide retrospective insight into the
development tendencies of street art in Latvia as well as into
the procedure and results of previous “VIDE® events
The exposition of the exhibition after the third “VIDE""
workshop will consist of both the works created in the
workshop and the works from “VIDE*" collection

Program of VIDE* Nr. 3:

24.08.2007 - Workshop, performances of DJs, MCs
breakdancers, elc

25.08.2007 - opening of the exhibition and party, from
20:00 till dawn

25.08.2007 - 02.09.2007 - exhibition (on weekdays from
13:00 till 19:00, Saturday/Sunday from 13:00 till 18:00)

“VIDE*" is organized by the creative team "Dirty Deal
(http://dirtydeal.lv) in cooperation with the Latvian street
art internet resource VIDE® (hitp:/ivi-de.lv)
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FOTO BUDA

Apzinoties faktu, ka autorfotografiju apliko&anas pieejamibu plasakai publikai
bieZi vien ietekmé telpas, laika un naudas ierobeZojumi, rado3a komanda
Dity Deal sadarbibd ar fotoprojektu apvienibu KOCINS UN PUTNINS
(fotografi Harijs Lieping un Gatis Vanags) ieceréjusi Latvijas fotografu virtualu
autorkolekciju izveidosanu, lai padaritu iesp&amu to brivu parvietoSanu
pilsétvidé@ — pretim skatftdjam. Fotografu virtudlo kolekciju (slaidu filmu)
satikdanas ar skatitaju notiks sabiedriskas vietas, kur dabiski veidojas liela
iedzivotaju plisma (satiksmes mezgli, lielveikali, izklaides objekti u.c.) un tas
bds brivi, bez maksas apsaktdmas uz ekrana.

Sim noldkam tiek veidotas divas parvietojamas fotogréfiju izradamas kabines
- FOTO BUDAS - Tpasi, mobili attélu projektori - foto bldas”, ar kuru
palidzibu tum&a diennakts laika, jebkura vieta, kur pieejams stravas avots
un brivi izvietojams ekrans értai apliko$anai, vismaz pussimtam cilvéku
var paradit slaidu filmas. Pasakuma ,Balta nakis” ietvaros foto bldas” tiks
izvietotas Andrejsalas teritorija, un no tam tiks demonstrétas dazadu autoru
fotokolekcijas foto slaidu filmu forma. Dala no slaidiem tiks demonstréta
kopa ar Tpaéi veidotu muzikalo pavadijumu, aujot skatitajiem baudit patiesi
unikalu audio vizuélu performanci.

Virtualas foto kolekcijas lielakoties tiks veidotas no nemanipulétam
fotografijam — tajas bis redzama masdienu vide, cilvéki un notikumi dazadu
autoru skatijuma — nevis tehnisko iespé&ju un panémienu parvaldidanas
sajisma, bet realitates subjektivas fotofiksacijas.

Sobrid projekta ,Foto bidas” TstenoSana ir iesaistijusies fotografi Agnese

Gulbe, Kaspars Garda, Daina Dzene, Rita Kalmuka, Mikus Vanags, Krista
Burane un citi.

PHOTO SHACKS
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Considering the fact that the opportunity to visit photo
exhibitions, for a great part of potential audiences, are
often affected by spatial, time and financial restrictions,
creative team Dirty Deal and photo project association
KOCINS UN PUTNINS (photographers Harijs Liepins
and Gatis Vanags) have undertaken the creation of
digital collections of work by Latvian photographers,
with the aim of exposing them in an urban environment
- places like supermarkets, hubs, etc

To achieve this aim, two mobile projecting devices
called “photo shacks” are being created, and during
the *White Night” they will be located within Andrejsala,
providing visitors with the opportunity to view slide
shows consisting of the aforementioned photography
work. The slide shows will be projected on large screens
in order to afford a large audience a comfortable view
The collections exposed will consist mainly of non-
manipulated photographs, depicling contemporary
environments, human beings and events through the
subjective prism of a photographer's interpretation

A part of the slide shows will be shown together with
specially designed soundtracks, transforming it into a
unique audio- visual experience

Currently invioved in the development of this project
are a variety of photographers, such as Agnese Gulbe
Kaspars Garda, Daina Dzene, Rita Kalmuka, Miks
Vanags, Krista Burane and others
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FOTOIZSTADE “TRIP TICKET”
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lzstades koncepcija balstita uz divu kontinentu — Afrikas un Azijas - izpéti,
kur pétnieCu loma iejitas divas meitenes — Patricija Brekte un Madara
Makare — un lidzibu mekl@Sanu Latvija. Izpétes vadmotivs ir CELS. Ce|§
ka objekts, ka celazimes. Smilsu ce|s vai iela, kas ved caur mazpilsétu, vai
ce|$ ar saistosu apkartni. Katra izvéloties savu kontinentu, kas at$kiras gan
geografiskd merididna, gan kultdras un mentalitates ieskautas vésturiskas
attistibas zina, caur fotokameras aci abas meklé kopigo un fiksé konkréta
briza izskatu. AtgrieZoties majas, fotografijas fiksétajiem Azijas un Afrikas
motiviem piemekl&tas kompozicionali lidzigas vai asociativi saskanigas
vietas Latvija, kas dokumenté&tas fotosesijas laikad Latvijas mazpilsétads un
laukos, Tpasi Latgalé, Vidzemé un pierobeZa.

lzstades laikd notiks ari rado3a darbnica (2.09.2007 15:00 - 19:00), kura
tiks veidotas improvizétas celazimes, kuru forma [idzinasies pastavosam
bridin&juma, aizlieguma vai rikojuma cela zZimém. Sis formas tiks papildinatas
ar fotografi@m no Marokas un Kazahstanas. Apmeklétijiem bils iespéja
iesaistities daudzpusigas aktivitatés — bit vérotajiem, vai, iedvesmojoties no
redzé&ta, tukSo cela zZimju ietvaros iezimét, iegleznot vai nodrukat savu ideju.

Organizé: Glezniecibas un sietspiedes M-Studija ,Peahen” sadarbiba ar
Laikmetigas makslas centru

M-Studija ,Peahen”

no 25. augusta 20:00 lidz 24.00 (izstade apskatama lidz 9. septembrim)

25. augustd no 23.00 Iidz 02.00 “Pata/Galka Powa Party”

PHOTO EXHIBITION “TRIP TICKET”

The concept of the exhibition centres around the
exploration of two continents, Africa and Asia, with two
girls — Patricija Brekte and Madara Makare — taking up
the role of explorers, and seeking similarities in Latvia.
The leitmotif of the exploration is JOURNEY. A journey
as an object, a set of traffic signs. A dusty road, a
street that runs through a small town, or a path through
engaging surroundings. Each taking on a continent - so
different in both geographical meridian and historical
development, enveloped in culture and mentality — the
gifls look for similarities and capture the look of the
particular moment through the eye of the camera. After
their return, the motifs captured in the Asian and African

photos have been given compositional or associative
counterparts in Latvia, places documented during a
photo session in Latvian countryside and small lowns,
particularly in Latgale, Vidzeme and near the border

During the exhibition a creative workshop will also take
place (02/09/2007, 3:.00 p.m. — 7:00 p.m.), devoted
to creating improvised road signs, similar in shape to
existing warning, prohibitory or regulatory traffic signs
These shapes will be supplemented with photographs
from Morocco and Kazakhstan. The visitors will be able
to take part in different activities - to become observers
or, taking inspiration from what they see, to draw, paint

FRIKBAIKI UN “APOKALIPSES JATNIEKI”

or print their own idea into the empty shapes of the
traffic signs

Organised by the Peahen Painting and Screenprinting
Studio in coliaboration with the Latvian Centre for
Contemporary Art

Peahen Studio

From 25 August, 8:00 p.m. -
until 9 September)

On 25 August, 11:00 p.m. — 2:00 a.m.: Pata/Galka
FPowa Party

12:00 a.m. (on display

Frikbaiks ir neparasts, originala izskata braucamriks, darbinams ar braucéja
muskuju spéku. Frikbaika izgatavoanas process var bit dazads - var
modificét un parveidot gatavu, ripnieciski raZotu velosipédu, bet vislabakais
rezultats iegiistams, izmantojot vecu divritenu detalas, l0znus, metala
cauruju atgriezumus un jebkadus citus kramus. Sadam braucamrikam
pirmaja vieta ir rado$a ideja un originalitate. Batiba ta ir kinétiskas energijas

Daudzviet pasaulé pastav 3adu velo biv&Sanas entuziastu apvienibas un
klubi, piemaram CHUNK DCIXVI, Black Label Bike Club, SCUL, Rat Patrol, Zoobomb,
Chicago Freakbike utt. STs akfivistu grupas veido filmas, piedalas gajienos, un riko
pasakumus, lai popularizétu $o salidzinosi l&to un iespaidigo hobiju.

“Apokalipses Jatnieki" ir Riga izveidota frikbaiku braucéju apvieniba, kas min
pedalus, lai véstitu automobilu kultiras norietu un beigas. SARGIES, AUTO!

vadita skulptra, kas funkcioné ka parasts divritenis.
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“Apokalipses Jatnieku” darbibas mérki un uzdevumi:

» Paradit, ka katrs pats var bat sava velosipéda dizainers, makslinieks,
un izgatavotajs. Pat tik vienkarsa lieta ka velosipéds var kalpot ka baze
makslinieciskiem mérkiem
Rikojot radosas darbnicas, veidot sadarbibu starp maksiiniekiem un ne-maksliniekiem.

+  Piedkirt jaunu veidolu vecam un aizmirstam lietdm - atdzivinat veco kramu
ar nosaukumu ,velosipéds”, kas métajas Skaniti, pagraba vai béninos

«  Popularizét ,Dari pats!” principu. Nav obligati jasakraj vismaz paris simti latu
un japérk veikald jauns, skaists, lakots un mirdzoss masu patéripa produkts.

« \eicinat radosas izpausmes sabiedribas da|a, kuru vieno velobrauksana
ka parvietodanas veids vai vajasprieks.

Popularizét nemotorizétus parvietodanas [idzek|us un atgadinat ari par
ekologiskajam problémam pasaulé.

« Piedalities daZadas, ar velo brauk$anas popularizésanu saistitas akcijas
un cinities par velobraucéju vietu ikdienas satiksmé.

FRIKBAIKI ,,BALTAJA NAKTI”

25. augusta, ,Baltds Nakts" atklaSana, pie Andrejsalas gardZam bus
iespéja apskatit jocigos velosip&dus — frikbaikus, ka ari satikt autorus, un

PASAKUMI

uzzinat visu par Siem divainajiem braucamrikiem. Bls apskatami jau agrak
izgatavotie frikbaiki, ka ar7 bas daZi pilnigi originali, vél neredzéti eksemplari,
kas lidz “Baltajai Naktij” tiks izgatavoti Andrejsalas gara2as. So braucamriku
vadmotivs ir ,Nakotnes biotransports”. K& viens no iedvesmas avotiem
tiks izmantota divaina, 90. gadu sakuma izdota gramatipa par Lietuvas
sasniegumiem velokultdras attistiba, un par nakotnes biotransporta galveno
parvietosanas lTdzekli - velomobili.

20. gs. 80. gados Sauli (Lietuva) tika pasludinata par velopilsétu, par ko
bridinaja celazime, iebraucot pilséta. Tika izveidotas velojoslas, velonomu
un velodarbnicu tTkls. Pie visdm sabiedriskajam é&kam tika uzstaditas
velonovietnes. Pa specidli izblvétiem veloceliniem pilsétnieki netraucéti
varéja aizmities lidz iecienitakajam gimenes atpdtas vietdm, pie ezeriem un
plavam meza ielokos.

1985. gada apmeklétajus aicinaja pirmais velomuzejs bijusaja PSRS teritorija.

Astondesmito gadu vidi R. Vaitkunas un A. Nomeika no Vilpas izstradaja
biotransporta attistibas prognozi, kurd teikts, ka 2020. gada pédé&jais
automobilis tiks aizvadits véstures méslainé.

FREAKBIKES AND THE RIDERS OF THE APOCALYPSE

A freakbike is an unusual, unique vehicle, powered by The aims and goals of the Riders of the Apocalypse:

the rider's muscle strength. The process of making a
freakbike can vary — from modifying and adapting a
ready-made, mass produced bicycle to using old bicycle
parts, scrap metal, fragments of metal piping and any
other old odds and ends — a method that yields the best
results. For such a means of conveyance, a creative
idea and originality stand above all else. In effect, itis a
sculpture, propelled by kinetic energy and functioning
like an ordinary bicycle.

There are many clubs and communities of bike-building
enthusiasts elsewhere in the world - for example,
CHUNK DCLXVI, Black Label Bike Club, SCUL, Rat
Patrol, Zoobomb, Chicago Freakbike etc. These
groups of aclivists make films, take part in parades
and organise events to popularise this comparatively
affordable and impressive hobby.

RIDERS OF THE APOCALYPSE is a Riga-based
community of freakbike riders who push pedals to
announce the decline and demise of the existing car
culture. WATCH OUT, CAR!

To show that anyone can be the designer, artist and
maker of his or her own bicycle. Even as resolved
and simple a thing as a bicycle can serve as the
basis of artistic efforts. To organise creative
workshops, promoting cooperation between artists
and non-artists.

To forge a new image for old and forgotten things —
to give a new lease on life to the old piece of scrap
metal or to the bike that lies around somewhere in
the shed, basement or attic.

To promote the DIY principle. There is no real need
to save up at least a couple hundred lats and buy a
brand new, pretty, polished, shiny mass-produced
commodity.

To encourage creative expression in the segment
of society that uses the bicycle as their means of
transportation or hobby.

To promote motorless means of transportation and
o serve as a reminder of the ecological issues of
the world.

+ To take part in different activities in connection

with the promotion of bicycle use, and fight for the
rightful place of bicyclists in everyday traffic.

FOTO IZSTADE ,,BANDINIEKI”

FREAKBIKES AT THE WHITE
NIGHT EVENT

On 25 August, 2007, the opening event of the White
Night festivities will feature a parade ride of fun bicycles
- freakbikes. This event will bring together participants
with older bikes as well as a few absolutely original,
yet unseen bicycles, which will be assembled at the
Andrejsala garages in the period leading up to the event.
The motto of these bikes is — “The biotransportation of
the future®. One of the sources of inspiration is going
to be a strange little book from the early 1980s on the
subject of Lithuanian achievements in the field of cycling
culture and the main means of bictransportation of the
future — the velomobile.

In the 1980s Siauliai (in Lithuania) was proclaimed
a bicycle-friendly city; this fact was also announced
by a traffic sign at the entrance to the city. A net of
bikeways, bicycle rentals and repair shops was set up.
All public buildings were equipped with bicycle racks
The residents could use the special bikeways to pedal
down to their favourite family leisure spots, to the lake
or meadows in the woods.

In 1985 the first bicycle museum in the former USSR
territories opened its doors to visitors.

In the mid-1980s R. Vaitkunas and A. Nomeika from
Vilnius worked out a biotransportation development
prognosis which said the last car would be moved to
the scrap heap of history in 2020.

Pasakuma ,Baltd nakts” ietvaros kultlras mezgla Dirty Deal Cafe notiks
fotografa Raivja Purina personalizstade ,Bandinieki”. Izstadé tiks iek|autas
12 melnbaltas fotografijas no makslinieka kolekcijas ,Sahs” - &fs kolekcijas
darbos ir apspéléti Saha spéles principi un ikdienas situacijas.

PHOTO EXHIBITION ,,BANDINIEKI”

A personal exhibition of photographer Raivis Purins,
called ,Bandinieki” (,The Pawns") will take place in the
Dirty Deal Cafe/Andrejsala cultural centre during the

White Night”. The exposition will consist of 12 black-
and-white photographs from author's collection “Sahs”
{(*Chess”). The collection consists of photo works,

during the creation of which the author has played
with various interpretations of chess game principles
and everyday life situations.
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Projekts , Mobilais muzejs”
Andrejsala, Riga
25.08.2007-20.09.2007

Organizé: Laikmetigas makslas centrs sadarbiba ar . e, ey
Singalong, Showroom, Fuck For Friendship, ,Peahen”, ,Kocips un Putnins", .Dirty Deal’, VIDE, .Apokalipses Jatnieki", .Biezpiens

www.lcca.lv

Izstade Mobilais muzejs”
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Project ,,Mobile Museum”
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Exhibition “Mobile Museum”
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