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Territories, natures and cultures

If we would channel our perception according to our stereotypes when
viewing works of art, we might easily imagine that we'd like to see Italian
artists as ironic, slightly cynical, very sensitive. On the contrary, from artists
from Northern Europe, like Kristine Alksne, we would expect works with
nature playing the leading role and certainly interpreted within "due”
romanticism. As we know, these pre-assumed ideas often are the straightest
route to misunderstandings and put manifestations of culture in a fenced-off
cage, an anachronism in a sense. Sometimes, however, artists themselves use
exactly these stereotypes to point our eyes in unknown directions. Moreover,
it is them who employ conventional models as a safe weapon against those
who use them as universal keys for interpreting the world. It is enough to
remember such artist as Jimmie Durham, who toys with the Hollywood
interpretation of the American Indian world, or, returning to Italian ar,
Maurizio Cattelan, who on several occasions reviews the stereotypes of
wbeing Italian™ in his cynical and ironic way that really singles him out

among other artists.

Kristine Alksne works in a similar way, but it is
important to point out some significant
differences. Oftentimes the artist really draws
impulse from nature, but instead of criticizing the
society in the shade of ever-threatening ecological
disaster, she creates alienation - in the territories of
hybridization and no borders, which constitute the
most important basic element of her studies and

lure the viewer into a kind of Terrain Vague,

which, not incidentally at all, is the title of one of
her senes of works. Referring to Adorno, we can confirm that her works
relate to the idea that ,, ,.cognizing involves a network of prejudices,
intuitions, innervations, self-corrections, assumptions and exaggerations, in
short in dense, grounded experience, which is by no means transparent in all
places™'.

Thus if we discern a certain presence of nature's shapes in the path that
Kristine has taken (which remind us of the stereotypes as established
initially), her experience - , dense, grounded and not necessarily transparent”
- puts her work very far from what we have a priori expected. Nature is so
anthropomorphized that it often is not even recognizable. It is removed from
its context and inserted into a complex confrontation of lines and shapes
which often - largely because of the pleasure caused by perception - lead us
off the track to the meanings of the initial starting point. This calls for an
example. Transitory Reality is undoubtedly one of the most significant works
by Kristine, and it allows to clearly trace the basic elements of hybridization
process of nature and artistic expression in her creations. The work consists
of layers of felt, which, when laid out on the floor, resemble a bird's view of
the Alps. The inspiration for this piece comes from photographs taken while
flying between Riga and Milan, but next to nothing has remained of the
direct link between the pictures and the work of art in front of us, at least if



we're searching for a link in a naturalistic depiction of landscape. The sense
of alienation, however, is clear: the viewer really does not recognize the
source of the reality depicted here, even if it should seem quite familiar -
exactly because we are used to secing these territories from another point of
view.

The material used in this piece - felt - reminds us inevitably of Joseph Beuys
(who may, purely geographically, also be a part of the route between Italy and
Latvia), alluding to his practice of basing art upon the natural aspects of life.
Although the works of Beuys in other respects are an obvious contrast to
those of Knistine Alksne, I believe that she might have adopted the capability
of reading art as a form of diffusive practice, a category available to
everyone, and also the ability of evaluating daily reality, which was undoubt-
edly the strong point of the German artist.

Transitory Reality 1s also an example of Kristine's accents on compositional
balance and decorative aspects (a notion that, I sincerely hope, will not cause
associations with its most loathsome connotations for the reader) that
significantly characterize her work. Also a great number of her other pieces,
in addition to the ,prionity” conceptual interpretation level, also comply with
a playful, form-based view. Solutions found by Kristine Alksne capture the
viewer within the structures of her work long before he/she has even found
the keys of interpretation offered by this work. A connection between form
and content, that already quite remotely from antique contrasts emphasizes
the importance of aesthetic aspects in the process of art °. What is more, an
unmistakably significant role is assigned to playing with form, at the same
time moving away from purely sentimental and autobiographical aspects that
would lead the viewer into a narrow dead end of intimacy, where communi-
cation would happen only as artist's monologue. Kristine always searches for
ways to stay on the territory of dialogue, and what the artist expresses must
definitely be viewed as a part of communication with the previous experi-
ences of the viewer, who is invited to merge his/her individual interpretation
with the aesthetically narrative fragments offered by the artist.

Jirmala - a piece of work created in
2004, consisting of a silhouette of a
Latvian forest on the roof of a garage in
Milan - could be an example of the
contrast between urban and natural
environments. Kristine herself points
out that this juxtaposition ,.creates a
visual confusion, [...] a shadow created
in nature is inserted into an urban
environment, thus its original meaning becomes estranged, alienated”. The
sense of alienation is also greatly present in the piece 33 Watermelons, where
the patterns of actual watermelons are improved with fragments of adhesive
film, or in the series Untitled, made in 2005 (each of pieces in it is made
individual by adding a subheading with the address of the place to which it
refers) in which the artist has taken photographs of buildings and left only

those sections of the picture where the building is covered with creeper
plants, and thus, by constructing imaginary places, creates a short circuit
between memories of actual places and feelings.
The newly-made existence forms
in a botanical garden ' make
Dreamcatcher’s an even more
pronounced revolution of different
 levels, a mechanism that reveals

| the game initiated by Kristine
Alksne. Her construction really
becomes almost invisible,
mimetic; it simulates an organism
that could have potentially come to
existence naturally. It toys with the
reflection of the idea of artificiality while being in a botanical garden, which
itself has basically been invented for that very reason - to recreate nature in
an urban space.

In Terrain Vague, a piece of work on display at this exhibition, Kristine
Alksne has used the familiar images from Google Earth as initial material
and, by separating individual river basins from their usual coordinate
systems, made the creation of new abstract images possible. Thus riverbeds
turn into patterns, drawings and sculptures, which in their turn resemble
islands - linked together by sound (created by Giuseppe lelasi), they are
arranged in imaginary archipelagos. Another example of the fusion of nature
and culture, image and its possible interpretations, dialogues that explicitly
characterize the poetics of this artist.

Research, just as the surrounding reality, can be also regarded as the fruit of
recreating (and its denial), done by our memory and traditions - conditional
both artistically and culturally. The real challenge is staying in this territory
where there are no direct indications for its understanding, without need to
accept or deny it a priori, keeping consciousness alive and ready to perceive
the meanings that arise. This seems to be the most recommended way to
interpret many other recent works and projects by Knistine Alksne.

' T.W. Adomo, Minima Moralia, Suhrkamp, Frankfurt 1951. / (Translated into ltalian) Minima
Moralia, Einandi, Torino 1954, p. 124

£ On this - David Levi Strauss, Between the Eyes. Essays on Photography and Politics, Aperture
Foundation, Inc, New York 2003, / (Translated into Italian) Politica della fotografia, Postmedi-
abooks, Milano 2007

*This piece was created in 2006 for the Open Air exhibition at Parma Botanical garden. Curated
by: Marinella Paderni and Isotta Saccani.
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Teritorijas, dabas un kultiiras

Ja aplakojot makslas darbus més savu uztver ievirzitu saskapd ar masu
stereotipiem, viegli varétu iztéloties, ka italieSu makslimekus velamies redzét
ironiskus, nedaudz ciniskus, loti jotfgus. Pilnigi pret€ji no Ziemeleiropas
maksliniekiem. ki Kristine Alksne, sagaidim darbus, kuros centriild loma ir
dabai, kas noteikti interpretéta piendciga” romantisma ietvaros, Ka zmims,
iTs ieprickSpienemtds idejas bieZi vien ir taisndkais cels uz pirpratumiem, un
kulturdlas izpausmes iesloga norobeZotd, savi zind anahromiskd krdtpd
Reizém tomér tiedi Sos pasus stereotipus izmanto arf mékslinieki, lai ievirziu
misu skatu v&l neicpazios virzienos. VE vairdk, tie ir vigi, kun 1izmanto
konvenciondlus modelus kil drofu ieroci, ko pavérst pret tiem. Kur tos lieto
ki pasaules lasijuma universilas atslégas. Gana atminéties par tddu
mikslinieku ki DZimijs Durems (Jimmie Durhem), kurs rotaldjas ar
Amerikas indifinpu pasaules lastjumu Holivudas manierg, vai, atgnieZoties pie
itdliciu mikslas, par Mauricio Katelanu (Maurizio Cattelan), kurs virikos
gadfjumos savu ironisko un cinisko skatu, kas vipu Tpasi izce] citu

mikslinieku vido, pavérsis tiedi Jitdliskuma’™ stereotipu virziend

Kristine Alksne darbojas IfdzTgi, tacu ir svarfgi precizél atseviskas batiskas
atskiribas. BieZi maksliniece patiesim sikotn€jo impulsu smejas no dabas,
tacu 1d vietd, lai nodotos ekologisko katastrofu pavéni mitosas sabiedribas
kritikai. rada atsvedinfitibu - hibridizficijas un robe?u neesamibas tenton s,
kas ir butiskikais no vipas pétfjumu pamatelementiem un kas vérotdju
ievilina sava veida Terrain Vague, kas, turklit, nebit ne gadijuma p&c ir ari
nosaukums vienai no vipas darbu sérijim. Atsaucoties uz Adorno, varam
apstiprindit, ka Alksnes darbi sasaucas ar ideju, ka .izzipa ir iesp&jama tikai
aizspricdumu, intufcijas, inerviciju, autokorekciju, piep@émumu un
|,'|.'u'-\pj'll'-“|n|1| savstarpé s driimas ietvaros, proti. td 1zret no blivas un
konsolidétas pieredzes, kam nebt nav jabot caurskatdmar . Tadéyidu. ja
saskatam Kristines izraudznajd celd zindmu dabas formu klitbiitm (kas mums
atgadina par stereotipiem sakotngjd uzstidijumd), vipas pieredze — , bliva,
konsolidéta un ne glui caurskatima™ - darbus noskano tdlu atstatu no té, ko
aprioni sagaidam. Daba ir tiktdl antropomorfizéta, ka bieZi pat nay
atpazistama. T4 ir laupia savam kontekstam un ievietota sareZgna Iiniju un
formu konfrontfici)d, kas bieZi — hieldkoties uztveres 1zraisito pozilivo izjimn
dél - sajauc p&das uz sikotnéjd izejas punkta nozimém. Te st vietd bltu
kads piemérs. Transitory Reality ir nenoliedzam
viens no nozimigdkajiem darbiem makslinieces
pieredzE, kas uzskatdmi lau) 1zsekot vinas
daijrad€ vErojamd dabas un maksliniecisko
izteiksmes 1Tdzeklu vides hibridizdcijas procesa
pamatelementiem. Instaliciju veido filca
plaksnes, kas, izkdirtotas uz gridas, rada iespaidu
par Alpu ainavu, skatitu no putna hdojuma.
ledvesmas avots ir fotogriifijas, kas uzpemtas

celojot lidmasing starp Milinu un Rigu, ta¢u no

[icsas saites starp foto li!]j:."!!llll!!llt.'1ﬂ un

apskatimo mikslas darbu péri nav palicis teju nekas, tiesa, ja smkni
mekléiam naturdlistiskd ainavas attélojumd. T3 vietd skaidn nolasima
atsvedinditiba: vérotdjs patie$im nesaskata attélotds realitites 1zcelsmes avotu,
pat ja tas $kistu gana pazistams — tiesi 1 iemesla dé). ka esam radus: uz 5Tm

teritor jam raudzities no pavisam cita skatu |‘u|1|k[.t

Izmantotais materifils — filcs ~ neizbégami atgidina par Jozefu Boisu (kurs arf
tiri geogrifiski varétu bt dala cela, kas veicams starp Itihiju u Latviju),
atsaucoties uz vipa praksi balstities dzives dabigajos aspektos. No Boisa, kura
darbi citos aspektos tom@r ir skaidrs pretstats K. Alksnes radosajai darbibai,
maksliniece varétu bt parpémusi spéju lasi mikslu ki diftizas prakses
formu, visiem pieejamu kategoriju, tipat arf sp&ju 1zvenél ikdienas realitdn,

kas nenoliedzami bijusi arT viicu mikshnieka stuprd puse

Transitory Reality ir uzskatdms piemérs arf makslinieces akcentiem uz
kompoziciondlo Iidzsvaru un dekorativajiem aspektiem (jedziens, kas lasidja
]n;’“;._ cerams, nerzraisis asoCidcyas ar la nistamdikajdm nocimju nokriisiim),
kas baitiski raksturo vipas darbus. Tépat daudzi citi darbi papildus , priontin™
konceptudlad lastjuma Ifmenim paklaujas art rotalfgam, formd saknotam
skatfjumam. K. Alksnes uzietie risindjumi skatitdju notver darba struktirds,
pat v&l pirms tas ir samekl&jis interpretiicijas atsiégas, ko darbi piedivi
Saikne starp saturu un formu, kas nu jau tdlu no antfkajiem pretstatiem Ipas
uzsver makslinieciska procesa estétisko aspektu batisko nozimi’. Turklat,
nepdrprotami bitiska loma tiek pieskirta formas spélém, vienlarkus
attdlinoties no tiri autobiogrifiskiem un sentimentiliem aspektiem, kas
skatitdju ievestu Saurd intimitdtes strupceld, kurd komunikicija nonsindtos
vienTgi autores monologa formd. K. Alksne vienmér mekle veidus, ki palik
dialoga teritorijd, un autores paustais noteikti ir skatims ki daja no
komunikdcijas ar skatitdja iepricks&jo pieredz, kas savu individudlo
interpretciju ir aicindta sapludint ar makslinieces piedavitajiem estétiski

narativajiem fragmentiem.

Iirmala — 2004. gada tapis darbs, ko veido Latvijas meZa siluets uz kidas
Milainas garfiZas jumta seguma — varétu bit piemérs kontrastam starp urbino
un naturiilo vidi. Pati Kristine norfida, ka $is sasaistfjums ,rada vizudlu
apjukumu, [..] dabd veidota &na ir ievietota urbiini vide tadéjadi tas origindld
nozime klast attdlindta, atsvesindta™
AtsvesindtTbas 1z)0ta ir spilgti novErojama
arf darba 33 Watermelons — arbfizi, kuru
rakstus papildina piestipriniti tapesu
fragmenti — . vai 2005. gadd tapusas
sérijas Untitled darbos (no kuriem Katrs

tiek individualizéts, apakSvirsraksta

pievienojol Las vietas adresi. uz kuru tas
attiecas) — no fotogrifiyis iemiZinidtiem namiem miksliniece atstdjusi tika

tos fragmentus, kurus kldj vitepaugi, un tddejadi. konstrugjot izt&lotas vietas,



rada Tssavienojumu starp atmipdm par konkrétdm vietim un
picdzivotajim sajotam

Botaniskajd dirza' novictotsis jaunveidotis eksistences formas darbu
Dreamcatcher’s padara par vél izteiktiku daZidu lTmepu apversumu,
mehanismu, kas atkli) K. Alksnes iniciéto sp&li. Vipas radind
konstrukcija parkd patie3im kjast teju neredzama, mimetiska, simulgjot
iesp&jamu dabigi radudos organismu. T4 rotajdjas, atspogulojot ideju pas
méiksiTgumu, atrodoties botaniskajd dirza, kas pats principd tiesi tidu
mérku dé] arf ticis izgudrots — pirradnit dabu urbdnd telpa

Terrain Vague - darbd,
kas izstidns arf $0)d

1zstiade, K. Alksne par
sdkotngjo materidlu

IZzmantojusi nu jau bez
gala pazistamos Google
Earth pasaules at€loju

mus, un, Savrupin

atsevisku Odenstilpju
ieplakas no to icrastis koordindiu sist®mas, Jauj rasties jaumem,
abstraktiem téliem. Upju gultnes tadéjadi no teritorijas partop rakstos,
zZimé&jumos un skulptirds, kas. savukirnt, atgadina salas — savstarpép
saistias skand (autors D2uzeppe lelazi / Giuseppe lelasi) tis izkiinojas
iztelotos arhipelagos. Vel viens piemérs, saplisme starp dabu un kultina
t€lu un iespejamim interpreticijim, dialog, kas uzskatini raksturo

médkslinieces podtiku

PétTjums, ipat ki apkirtesodd Istenba, arf ir uzskatimi par pamadifanas
{tajd skaitd arf nolieguma) augh, ko paveic msu atmipa, tradiCijas -
nosachas gan mikslinieciskd, gan kulturild zipi Istais izaicindjums ir
palikt Sajd teritorijd, kurd nav tieSu nor&fu tis izpratnei, bez nepiecicsa-
mibas to apriori picpemt vai noraidit, saglabijot dzivu apripu, gatavu
uztvert izrictodds nozimes. Sads var®tu bt icteicamikais ce)? arf daudzu

citu Knstines Alksnes pédéjd lmka darbu un projekiu interpreticjim
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