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~ = viss Skietami mazam nemainigais
9 O' gadU SakUma péksni mainijas un gluzi negaiditi
atjaunojas sengaidita Latvijas neatkariba. Padomija klusi izgaisa ka rita migla.
Sovjetisko socialismu nomainija,tirgus ekonomika”ar dzunglu tikumiem.
lepazinam prihvatizaciju, jumtus un reketus... Krievi it ka aizgaja, vismaz vinu
armija, bet tomér krievi palika — ka jauna probléma. Latviesi lauzas Eiropa, lai
gan teicas jau sen tur esam. Eiropas Savieniba un NATO vél radijas tikai balos
talas nakotnes sapnos.

Bet tas, kas mums stabili piederéja — bija kultara, maksla. Pat Atmoda un
revolGcija mums sanaca,dziesmota” Més teicamies lepni ar gara spéku un
nevis kara spéku. Més lepojamies ar savu patriotismu, ar auseklisiem un
sarkanbaltsarkano karogu, jo vél neapjautam, ka to tacu visu varés pardot
par dolariem, eiram, rubliem. Léti, bet it ka izdevigi.

Jaunaja Latvija ienakot, kultdra mums bija iekrati dizu vardu un darbu himalaji —
Imants Ziedonis, Ojars Vacietis, Janis Peters, Raimonds Pauls, Imants Kalnins,
Leonids Vigners, Boriss Bérzins, Janis Pauluks, Dzemma Skulme, Auseklis
Bauskenieks, Ojars Feldbergs, Gunars Binde, Juris Podnieks, Janis Streics,
Runcis — P Pétersons, Eduards Smilgis, Vija Artmane, Elza Radzina... Ta tik
tada aisberga virsotne, pilnaks saraksts butu lappusém gars. Un tad naca vel
tie jaunie, daudzsolosie avangardisti, kas brivajos devindesmitajos ieskréja
no padomiskajiem astondesmitajiem. Liela dala jau izbaudijusi uzjunditas
perestroikas veicinato Rietumu garsu. llmars Blumbergs, Olegs Tillbergs, Ojars
Pétersons, Ivars Mailitis, Aija Zarina, Dace Liela, leva lltnere, Franceska Kirke,
Kristaps Gelzis, Heléna Heinrihsone, Andris BreZe... Vél viens aisbergs.

the circumstances that had seemed

In the eaﬂy 1990 S so unchangeable and everlasting

all of a sudden changed and the long-awaited independence of Latvia was

restored. The Sovietia gradually faded away like mist at dawn. Soviet socialism

was exchanged for the “market economy’, with the law of the jungle. We got

to know prihvatization, protection and racket... and the Russians left. Well, sort

of. Their army left, but many civilians stayed, thus presenting a new challenge.

Latvians forced their way into Europe, although they claimed that they had been

there a long time ago. The European Union and NATO seemed unreal ghostly

visions belonging to the distant future...

But what we nevertheless owned was culture and art. Even the Revival and
revolution were labelled as “singing”. We were said to be proud of our spiritual
power, not military force. We were proud of our patriotic feelings, the symbols
of the morning star and the red-white-red flag. Then we did not know what
the future would bring — that we would be able to sell all this. For dollars, euros,
roubles. Cheap, but with some profit.

The culture of the new Latvian state could be proud of great masters of words
and works. They were the inherited “Himalayas” such as Imants Ziedonis, Ojars
Vacietis, Janis Peters, Raimonds Pauls, Imants Kalning, Leonids Vigners, Boriss
Bérzing, Janis Pauluks, Dzemma Skulme, Auseklis Bauskenieks, Ojars Feldbergs,
Gunars Binde, Juris Podnieks, Janis Streics, “Runcis” (“Tomcat”) Pétersons, Eduards
Smilgis, Vija Artmane, Elza Radzina... That is only the top of the iceberg, a full
list would take several pages. And then there were the young up-and-coming
avant-garde artists who ran into the liberated nineties from the Soviet eighties.
Many of them had already enjoyed a flavour of the West encouraged by
perestroika. llmars Blumbergs, Olegs Tillbergs, Ojars Pétersons, Ivars Mailitis,

Aija Zarina, Dace Liel, leva lltnere, Franceska Kirke, Kristaps Gelzis, Heléna
Heinrihsone, Andris BreZe... And that would account for one more iceberg.
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Arles, balstoties sava personigaja pieredzé, Sos padomju laikus
varu vértet ambivalenti. Nenoliedzot daudzos apspiestibas
elementus (cenztra, dazadi informacijas ierobeZojumi, drzemju
braucienu un sakaru limitésana, politiska kontrole, pilsonu
izsekosana un daudzas citas nomdcosas rezima izpausmes),

varu pat ar zindmu nostalgiju atceréties ievérojamas pozitivas
izpausmes. Pieméram, tagad nereti pienemts pulgot padomju
laika izglitibu. Tacu man nav ne mazaka iemesla saja sakariba
par kaut ko zéloties. Pirmkart, ta patiesi bija pietiekami kvalitativa,
pilnigi bez maksas, un studenti pat sanéma ddsnas darba lidzeklu
un materialu bezatlidzibas dotacijas. Otrkart, nevaru rundat par
sliktu izglitibu, jo manu pedagogu pulka bija, pieméram, tadi
visparatziti latviesu makslas meistari un klasiki ka Konrads Ubans,
Peteris Upitis, Boriss Bérzins, Edvards Grabe, Vilis Ozols, Imants
Vecozols, Aleksandrs Stankevics, Voldemars Susts utt. Visa padomju
laika radosa nozimé es nekdadi netiku ierobeZots un jebkuru
modernistisku ideju man izdevas realizét un iznest sabiedriskaja
telpd, nenemot véra visas oficialas varas nostadnes, kas
proponéja socredlisma dominanti un it ka stingras ideologiskas
prioritates. 60.-80. gadu perioda man tie bijja abstraktas

makslas darbi, asamblazas, popdrta objekti, kinétiskas makslas
instalacijas, supergrafikas, minimalisma grafika, konceptualisma
manifestacijas, hepeningi utt. Nekas no ta nepalika tikai darbnicas
siends. Bet 70.-80. gadus radosa nozimé ka valsts sponsorétu
paradizi joprojam atceras jo daudzi mani lidzgaitnieki makslas.

Turklat tiesi padomju laika es piedzivoju tik naciondlu un
latviska nozimé patriotisku izglitibu, par kadu tagad, visparéjas

On the basis of personal experience, | regard the Soviet times
ambivalently. Despite the numberless elements of oppression
(censorship, several information constraints, restriction of visits
abroad and liaison with foreign countries, political control, spying of
civilians and many other depressing manifestations of the regime),
with a certain feeling of nostalgia | can remember noteworthy
positive notions as well. For instance, nowadays it is supposed to be
cool to find the education of the Soviet times faulty. However, | have
the least motives to complain about something in this respect. First
of all, the education truly satisfied the highest quality standards, it
was absolutely free, and students received generous grants for work
resources and materials. Secondly, what is the grounds for “poor”
education, if amongst my educators were such widely known masters
of Latvian art such as, for example, Konrads Ubans, Péteris Upitis,
Boriss Bérzins, Edvards Grabe, Vilis Ozols, Imants Vecozols, Aleksandrs
Stankevics, Voldemars Susts etc. For the entire Soviet period, | was

in no way restricted and | could implement any modernistic idea
and carry it out in the public space, despite all the official policies
which advocated the dominance of socialist-realism and (sort of)
strict ideological priorities. In the 1960s — 1980s period | had works
of abstraction, assemblage, pop art objects, kinetic art installations,
super graphics, minimal graphics, manifestations of conceptualism,
happenings etc. None of it stayed within the walls of my studio. But
the 1970s — 1980s period is still in vivid memories of my contemporary
fellow artists as a state-funded paradise in the creative sense.
Besides, in the Soviet times | could experience such a national and
patriotic education — in terms of Latvia — which in modern times

of general Americanisation and popularisation of Western values
can only be a distant dream. It was the education | obtained in Riga
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amerikanizacijas un westernizdacijas laika, var tikai zéligi
sapnot. Tas bija mdcibas Rigas Lietiskas makslas vidusskola
jeb Imanta Zarina ‘akadémija’ 60. gadi, jebkadai nacionalai
idejai visnelabvéligakais laiks. Tagad, kad Skietami patriotiskai
audzinasanai nebltu nekadu skérsJu, més esam konfrontéti ar
skarbu globalizaciju un totalu jaunatnes “internacionalizaciju”

Bet tad, 90. gados, naca kada apmatiba ar jaunu uzskatu,
ka okupacijas gadi bijis tads Jaunums, kur nekas vértigs
un paliekoss kultdra iz latvju tautas nevarétu bat dzimis.
Tik apspiesta ta bijusi... Skiet, ne visi pietiekami novértéja
latvjus un to spitu spaidu laikos.

Latvija atbilstosi reZzima ideologiskajiem kanoniem totali
reglamentéta maksla faktiski pastavéja tikai péckara
desmitgadé (1945-1956), ta dévétaja “staliniskaja”
perioda. Katra nakama desmitgade vai attieciga PSKP
genseka valdisanas periods iezZiméjas ar pieaugosu
liberalizaciju makslas joma. Hrus¢ova “atkusnis” (1956
1963) paveéra slGzas Rietumu kultdras ietekmei, un ari
Latvija atjaunojas partraukta attistiba modernisma gultné.
Pieméram, paradijas pirmie darbi abstrakcionisma gara.
Gandriz katrs makslinieks nodevas izvérstiem formas
mekléjumiem un eksperimentiem. Modernistiskas
stilizacijas piemekléja pat oficialo socrealismu, un tas
transforméjas, atgaja no sakotnéja saulaina naturalisma
izteiksmes. BreZneva “stagnacijas” laikmets (1963-1981)
ieziméjas ar pilnigu socrealisma eroziju, un $is jédziens,

Applied Art College or the so-called Academy of Imants Zarins. The
60s were the most disadvantageous time for any national ideology.
Now, when there seems to be no obvious obstacles for patriotic
education, we are confronted with harsh globalisation and the total
“internationalisation” of youth.

But then in the 90s came the time when everyone was obsessed
with a new opinion, namely that the occupation years were
so harmful that nothing valuable and lasting in the culture of
Latvian people had been born. The nation was so oppressed...
It seems, not everyone knew the true strength and spirit of
the Letts in the difficult times they had to go through.

In Latvia, in accordance with the ideological canons of the
regime, a totally requlated art, in fact, only existed in the
decade after the war, i.e,, from 1945 until 1956, which is the
so-called Stalinist period. Each following decade or governing
period of the respective CPSU (Communist Party of the
Soviet Union) Secretary General — or “gensec”as they used
to be called — was marked by an increasing liberalisation in
the field of art. Khrushchev’s Thaw (1956-1963) opened the
doors for a fresh breeze of Western culture, and the disrupted
development of modernism was restored in Latvia as well.
For example, the first works in the spirit of abstractionism can
be mentioned. AlImost each and every artist was devoted
to broad quests and experiments of form. Modernistic
stylizations even affected the official socialist-realism and it
was transformed — the initial sunny naturalistic expression
was gradually lost. Brezhnev's stagnation period (1963-1981)
was characterised by an absolute erosion of socialist-realism,



ka arl prakse, pakapeniski izzuda no makslas dzives
aprites. Ta vieta tikpat pakapeniski attistijas brivas
makslas plaukumes. Jau 70. gadu sakuma Riga notika
pirma padomju laika lielaka makslinieku avangardistu
izstade ,Svétki’, tiesa, péc varas pieprasijuma piesegta
ar dizaina birku. Baltija cel$ uz modernisma triumfu

bija evolucionars. Krievija process bija dramatiskaks.

Tur makslas dzive saskélas oficialaja un “pagrides” jeb
nonkonformistu maksla, kas sabalsojas ar Brezneva laika
izveidojusos disidentu kustibu. Baltija varas un radosas
inteligences konflikts bija jatami ramaks, un ta asumi
izpaudas galvenokart literataras, kino vai vieglas muzikas
joma. Vizualajas makslas ekscesi uzliesmoja daudz retak.

Visbeidzot pilniga makslas atbrivosana no padomju

ideologijas saitém notika postbrezneviskaja liberalisma
posma jeb ta dévétas Gorbacova perestroikas laika (1985-
1991). Batiska nozime padomju makslas dzives renesansé
bija cenzaras atcelsanai 80. gadu otraja pusé. Latvija lielo
paradigmas mainu 1984. gada ievadija modernas makslas
izstade ,Daba. Vide. Cilvéks” Un simboliski triumfa process
vainagojas ar lielu latvieSu avangarda izstadi Rietumberliné
1988. gada, gadu pirms Berlines mara krisanas un tris
gadus pirms Latvijas valstiskas neatkaribas atjaunosanas.
Siizstade jau bija no visam padomju varas institGcijam
atbalstits, valstiski oficials parades pasakums. Varétu teikt,
30 "padomju makslinieku”izlase bija ka savdabigs kodols
nakamas “atbrivotas makslas”saldaja auglt.

and this term, as well as its practice eventually disappeared
from artistic circles. Instead, a more liberated and free form

of art started blossoming. Thus, for example, in the mid 70s
the first exhibition, Celebrations, dedicated to avant-garde

art took place in Riga. This was the biggest presentation

of avant-garde works in Soviet times, though it must be
admitted that according to the request of authorities, the
exhibition was organised under the label of design. The

road to the triumph of modernism in the Baltic States was
evolutionary. In Russia this process was more dramatic. There,
art had two faces - the official and the underground or
nonconformist, where the latter echoed with the dissident
movement established in Brezhnev's time. In the Baltics,

the conflict between the power and creative intelligentsia
was considerably less radical, and its highest peaks could

be observed mostly in the field of literature and film or pop
music of the time. Excesses in visual arts broke out very rarely.

Finally, art was completely released from the restrictions of Soviet

ideology in the period of post-Brezhnev liberalism or during
Gorbachev's so-called perestroika (1985-1991). The abolition
of censorship in the mid 80s had a crucial significance in the
renaissance of Soviet art. In Latvia the great paradigm shift of
1984 was introduced by the modern art exhibition: Nature.
Environment. Man. Symbolically, the triumphal march ended
with a big avant-garde exhibition by Latvians in West Berlin
in 1988 — one year before the Berlin wall was dismantled
and three years before the independent state of Latvia was
declared. This exhibition was an official parade of national
importance supported by all Soviet authorities. It could be

Viss 3o faktu kopums apgaz PSRS okupacijas perioda Latvijas

makslas dzives nievataju maldus. Saja nozimé atjaunota
Latvija sanéma mantojuma nevis izpostitu kultdru, bet
gan labi un pamatigi iekoptus makslas laukus un pilnus
razas apcirknus. Problémas diemzél sakas tiesi jaunaja
Latvija. Pirmkart, makslinieku saimei zuda daudzas valsts
atbalsta padomiskas iestrades. Krasi mazinajas sabiedrisko
organizaciju (pieméram, Makslinieku savienibas) ietekme,
svars un spéks. Otrkart, sakara ar pareju uz tirgus
ekonomiku makslinieki zaudéja savu elitaro socialo stavokli
un tika pazeminati [idz "apkalpojosa personala” limenim.
Daudzi, nespédami parkartoties atbilstosi jaunajiem
apstakliem, nonaca trakuma, makslas projekti apsika, dazas
makslas ievirzes iznika vai pat pilniba izzuda. Pieméram,
beidzoties LKP CK izdevniecibas darbibai un zdot valsts
pasUtijumiem, “nomira” ari slavena Rigas plakata skola. 90.
gadu sakuma vecos padomju laiku makslas finanséjuma
avotus un atbalsta pamatus palénam nomainija citas,
kapitalistiskas struktdras. Lietas pakapeniski ievirzijas
komerckultdras un komercattiecibu gultné.

90. gadu sakuma art uz Latvijas pusi tika vérsta ievérojama

Amerikas finansista, miljardiera un filantropa Dzordza
Sorosa uzmaniba. Bidams atvertas sabiedribas ideju
parnemts (Atvertas sabiedribas institlts pastav kops
1979. gada, un pirmais fonds Centraleiropa — kops
1984. gada), vin$ daudzveidigi atbalstija gandriz visas
bijusas komunistiskas zemes, atverot Sorosa fondu tiklu

said that the selection of these “Soviet artists” was a sweet
taster for the upcoming “liberated art”.

The entirety of these facts knocks over the delusions of

faultfinders keen on criticising Latvian art during the USSR
occupation period. In this respect the independent state

of Latvia inherited well-maintained and cultivated fields

of art as opposed to a culture in ruins. It was the liberated
state of Latvia which had to face the problems. First, the
community of artists had lost many Soviet sources of state
support. There was a radical decline of influence, weight and
power on behalf of non-governmental organisations such
as the Artists’Union. Second, due to the transition period to
a market economy, artists lost their elitist social status and
were degraded down to “customer service”level. Unable

to adapt to the new circumstances, numberless artists

had to experience a lack of the means of subsistence, art
projects grew scarce and several art movements dried up or
disappeared completely. For example, upon the liquidation
of the LCP CK (Central Committee of the Latvian Communist
Party) publishing house and a decrease in state orders,

the remarkable Riga Poster School ceased to exist. In the
beginning of the 90s the old Soviet sources of art funding
were gradually replaced by other capitalist structures. Life
slowly took the shape of commercial culture and commercial
relationships.

The early 90s was the time when the famous American financier,

billionaire and philanthropist George Soros also started to
pay attention to Latvia. Enthralled with the idea of open
society (the Open Society Institute had been in existence
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22 regionos. Sorosa planos ietilpa art laikmetiga maksla.
Japiebilst, ka arT vina loka valdija tikai daléji patiess un
pamatots uzskats par modernistiem, nonkonformistiem
un disidentiem ka padomju laiku apspiestibas upuriem,
kuriem tagad nepieciesama intensiva ‘reanimacijas
terapija” Uzskata apologéti ipasi necentas diferencét Sos
padomiju laikus péc rakstura dazadajas, pat diametrali
pretéjas, desmitgadés vai péc sociali politiska stavokla
atskirigas teritorijas.

Sorosa fonds — Latvija (SFL) tika nodibinats 1992. gada. Fonda
pirma izpilddirektore bija Sveicé politologiju studéjusi
Amerikas latviete Vita Matisa. Ta pasa gada vasara Riga
jeradas Sorosa MUsdienu makslas centru starptautiska
tikla koordinatore un izpilddirektore, makslas zinatniece
un kuratore, toreizéja Sorosa laba roka makslas jautajumos

Australijas ungariete Suzanna Mezoli. Vinas uzdevums bija
iniciét Sorosa Musdienu makslas centra — Riga (SMMC-Riga)
izveidi. Par i centra direktoru tika iecelts Janis Borgs.

Manis iecelsana bija visai voluntars akts. Vienkarsi ietrapijos
istaja vieta un istaja laika. SFL vadiba man uzticéja palidzet

S. Mezoli iepazit Latvijas laikmetigas makslas stavokli (darbnicu
un galeriju apmekléjumi). Attieciba uz ieceréta makslas centra
vaditaja kandidataru es rosindju sim amatam izvéléties jau
tolaik pieredzéjuso makslas zinatnieci un kuratori Helénu
Demakovu. Vina tika atzita par izcili kompetentu personibu un
nenoliedzami piemérotu centra vaditdjas amatam. Tacu Heléna
atteicas, jo izradijas aiznemta ar citiem projektiem. S. Mezoli
laikmetigas makslas centra izveidi uzskatija par neatliekamu
uzdevumu, un izvéle krita uz mani.

Sorosa musdienu makslas centra-Riga oficiala atklasana Dekorativas makslas muzeja 1993. gada 23. marta. No
kreisas: leva Lancmane, Rundales pils direktors Imants Lancmanis, Valsts Makslas muzeja direktore Mara Lace, Kultaras

ministrijas parstave Gundega Cébere, izstazu kuratore Heléna Demakova

Soros Centre fo!

since 1979, and the first Foundation in Central Europe —
since 1984), Soros supported almost every post-Soviet
country as much as he could by opening a network of

Soros Foundations in 22 regions. Contemporary art was

part of Soros's plans. It must be noted, that in his circles the
dominant opinion about the modernists, nonconformists and
dissidents was that they all were victims of Soviet oppression
and at that time they were in desperate need of intensive
“rehabilitation therapy” This point of view was only partially
true. The apologists of the opinion did not try hard enough
to differentiate the “Soviet times” according to the diverse,
antipodal decades or according to the territories which were
so diverse in their socially political situation.

The Soros Foundation-Latvia (SFL) was established in 1992. The
first Executive Director of the Foundation was an American
Latvian, Vita Matisa, who had studied political science in
Switzerland. In the summer of the same year Riga was visited
by Suzanne Meszoly the Australian Hungarian Coordinator
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ontemporary

Art-Riga o

icial opening in the Museum of Applied Arts on 23
s Lancmanis, Director of the S
ere, exhibition curator Helé

2 Demakova

and Executive Director of the international network of the
Soros Centres for Contemporary Arts, art historian and
curator, and at the time the “right hand” of Soros in art issues.
Her task was to initiate the establishment of the Soros Centre
for Contemporary Arts-Riga (the SCCA-Riga). Janis Borgs was
appointed to the position of Centre Director.

My appointment was a rather voluntary act. | simply happened

to be “in the right place at the right time” The SFL. management
entrusted me to assist S. Meszoly in order to help her get acquainted
with the situation in the contemporary art scene in Latvia (paying
visits to artists’ studios and galleries). As regards the post of the
Centre Manager, | advised offering the post to the experienced art
historian and curator Heléna Demakova. She was considered to be
a highly competent candidate and undeniably suitable for the post
of the Centre Manager. However, Heléna rejected this offer because
she turned out to be busy with other projects. S. Meszoly was of the
opinion that the establishment of the Centre for Contemporary Arts



Sorosa Musdienu makslas centru — Riga oficidli atklaja

1993. gada 23. marta. Atklasanas pasakums notika Dekorativas
makslas muzeja - senaja Jura baznica. Lielaja tikla jaunu
makslas centru atklasanu bija pienemts ievadit ar banketu.
Nevienam gan nebija zinamas kadas noteiktas vadlinijas

vai standarti Sadu pasakumu rikosana. Vienigi tika atziméts,
ka atklasanai jabdt reprezentablai, sabiedribas uzmanibu
piesaistosai un Sorosa varda cienigai. Sadu uzskatu atbalstija
ari SFL vadiba, pielidzinot pasakumu diplomatisku rautu
standartiem. Uz atklasanu kupla skaita ieradas daudzi Latvijas
kultaras darbinieki, makslinieki, ievérojamas sabiedriskas
personas. Notikumu atkldja toreizéjais Latvijas kultdras
ministrs Raimonds Pauls. Ar ziediem grezni un makslinieciski
dekorétaja zalé ipasi izcélas delikatesu un dzérienu galds. Tas
viss daudzu viesu atminas iegulas ka desmitgades izcilakais

etalonbankets. Tikla izpilddirektorei Suzannai MeZoli par Riga
redzéto pompu izveidojds atskirigs viedoklis — vina atziméja,
ka banketam iztéréti 10% no centram atvéléta gada budzeta,
ap 15000 doldru. 90. gadu sakuma ta vél bija milziga summa.
Taisnibas labad japiezimé, ka dalu lidzeklu pieskira ari SFL.
Citur starptautiskaja tikla, ka vélak noskaidrojas, prezentacijas
dominéja ‘demokratiski” standarti (teju cipsu un kokakolas
limeni), kas izrietéja no 60. gadu hipiju paaudzes izauklétajiem
“pretburzuaziskajiem” uzskatiem. Saja zina viedokli par to, kas
Istiir atbilstoss “Sorosa limenim’, bija visai atskirigi. Riga tika
kultivéts SFL izpilddirektores Vitas Matisas “aristokratiskais”
stils, kas izcélas ar dasnumu, eleganci un maksliniecisku
izsmalcinatibu. Lai ka daudzi no Rietumiem iebraukusie fonda
‘demokrati” téloja vienkarsibu, ari viniem seit patika baudit

un gremdéties “burzuaziskos” priekos. Vienigi Dzordzs Soross

SMMC-Riga atklasanas bankets Dekorativas makslas muzeja. 1993. Foto: Vilhelms Mihailovskis.

SCCA-Riga opening banquet in the Museum of Applied Arts. 1993. Photo: Vilhelms Mihailovskis

was a task which could not be postponed until later, so | was chosen
as the next suitable candidate.

The Soros Centre for Contemporary Arts-Riga was officially founded
on 23 March 1993. The opening ceremony took place in the
Museum of Applied Arts — in the old St. George Church. In the big
network of Soros Foundations it was a general practice to introduce
the opening of a new Centre for Arts with a banquet. None of

us knew any guidelines or standards in organising such events.

The only thing we knew that the opening must be presentable,
attracting the attention of the general public and worthy of Soros’s
name. This was the benchmark set by the SFL. management:
comparing the event to the standards of diplomatic receptions. The
opening ceremony was well-attended by many Latvian cultural
activists, artists and famous public figures. The event was opened
by Raimonds Pauls, the Minister of Culture of Latvia at the time. The
table holding delicacies and drinks caught the eye in the hall, richly
and splendidly decorated with flowers. All this stuck in the memories
of many guests as the most outstanding and prominent banquet of
the decade. The Executive Director of the network S. Meszoly had a
different opinion about the pomp she saw in Riga. She stated that
10% of the annual budget devoted to the Centre was spent on the

banquet, which amounted to around 15 000 USA dollars. In early
90s it was still a huge sum of money. It should be added that part
of the expenditure was provided by the SFL. Elsewhere, as it turned
out, in the presentations of the international network ‘democratic”
standards were dominant (indeed, at the level of crisps and Coke),
which was a result of the “anti-bourgeois” views so popular with
the hippy generation of the 60s. In this respect, there were quite
different views on what exactly the “level of Soros” would be. The
“aristocratic” style of the SFL Executive Director Vita Matisa was
cultivated in Riga and this style stood for generosity, elegance and
artistic sophistication. Despite the “simplicity” of many ‘democrats”
of the Foundation arriving from the West, they, too, loved the
enjoyment of “bourgeois” amenities. Only George Soros stood above
such games and felt equally well at either of the kinds of parties.

He did not worry too much about the costs, for example, when
taking part in the Foundation banquet which was organised in
Rundale Castle. Also, the meals arranged by Soros himself for the
representatives of the Centres for Arts in New York, London or Venice
were not the most economical of events. He used to set quality on

a pedestal, because he thought that it was wiser to invest money in
something valuable than to squander it on nothing.
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pats stavéja pari sadam spélitem un vienlidz labi jutds ka pie
vieniem, ta otriem. Vins neraizéjas par izdevumiem, pieméram,
piedaloties fonda banketa Rundales pili. Ari Sorosa pasa rikotas
pusdienas makslas centru parstavjiem Nujorka, Londona vai
Venécija nebut nebija no ekonomiskakajam. Vin$ médza atzimet
un izcelt kvalitati, jo uzskatija, ka tad nauda ieguldita kada
vertiba, nevis izniekota.

SMMC-Riga birojs atradas Latvijas Makslinieku savienibas
éka Daugavmala. Galvenais SMMC starptautiska
tikla koordinacijas birojs atradas Ungarija (Sorosa
dzimtené); virsuzraudziba notika ari no Nujorkas
biroja. Rigas makslas centra Iéméjvara piederéja
lokalai valdei, kuras pirmaja sastava ietilpa makslas
zinatniece Heléna Demakova, Péteris Bankovskis, Imants

Lancmanis, Ruta Caupova, nakamajos gados ar nelielam
izmainam sastava valdei pievienojas Eduards Klavins,
Boriss Avramecs, Ojars Pétersons, ari Antra Klavina, Valts
Kleins, Vello Remerts, Edgars Skulte.

Bija bauda iekartot SMMC biroja interjeru. lesakuma projektu
meégindju pasatit bijusa kombinata ,Maksla” specialistiem,

kuri, sajutusi naudas smaku, saka piedavat komiski pompozus
variantus. Pieméram, direktora kabineta pacelot prieksnieka
galdu uz postamenta, kura prieksa pazemigie grantu lGdzéji
varetu izjust Sorosa vietnieka nozimibu... Nacas izmantot
diplométa interjerista tiesibas un projektésanu uzpemties
pasam.

Ari ar biroja iekartoSanu Riga izcélas paréjo tikla dalibnieku vida.
Budapestas vadiba uzskatija, ka ‘demokratiskais” stils prasa, lai

DzordZa Sorosa vizite Latvija. 1994.

George Soros's visit to Latvia. 1994.

The office of the SCCA-Riga was located near the River Daugava
in the building of the Artists’Union of Latvia. The head
office of the SCCA responsible for the coordination of the
international network was located in Hungary (the homeland
of Soros) while the New York office supervised all processes.
The local Board of the Centre for Arts in Riga was allowed to
make decisions. This Board consisted of Heléna Demakova,
Péteris Bankovskis, Imants Lancmanis and Ruta Caupova.
In the following years the composition of the Board was
slightly changed and Eduards Klavins, Boriss Avramecs, Ojars
Pétersons, as well as Antra Klavina, Valts Kleins, Vello Remerts
and Edgars Skulte joined it.

One particular moment of delight was the work of decorating

the SCCA office. Initially | tried to have the project designed by the
specialists who had done the famous “Art” complex but they quickly
realised who was behind the order and started suggesting design
variants with prices high enough to make us laugh. For instance, they
suggested lifting the desk in the Director’s office onto a base and thus
the "humble” grant applicants could have the opportunity to feel the
grandness of “Soros’s Deputy’.. At the end of the day | had to use my

48 | SOROSA LAIKS

qualifications as a decorator and take on the commitment of the
interior design works all by myself.

It must be noted that Riga stood out amongst other members of
network in another respect, too. The management in Budapest
decided that the ‘democratic” style required all staff to work in one
common space. We in our turn claimed that each member of staff
needed his/her own isolated space. Anyhow, the Centre was fixed
up and furnished, and it became a cosy place, where artists started
coming and hanging around in great numbers. Just a short time
before it had been a dream, now it had become a reality.

In the beginning, according to the big management plan,
the SCCA was intended as a completely autonomous
organisation. However, the local Soros Foundation did not
agree with this development approach and subordinated the
newly established Centre under its control.

However, in the first years of the Centre’s operation, a certain degree
of anarchy could be observed. As a result, | properly understood —in a
positive manner — the Russian slogan of the 20s, i.e., AHapxus — mameo



visi darbinieki stradatu viend telpa; més pastavéjam, lai katram
batu savs izoléts staris. 1a vai citadi, centrs izveidojas itin omuligs
un tapa par vietu, kur makslinieki saka nakt un uzturéties bariem
vien. Par to varéja tikai sapnot, nu tas tapa par istenibu.

Sakotnéji péc liela vadibas plana SMMC bija ieceréts ka
pilnigi autonoma organizacija, tacu vietéjais Sorosa fonds
sadai attistibai nepiekrita un pakartoja jaunizveidoto
centru savai kontrolei.

Tacu centra darbibai pirmajos gados piemita ari zinama
anarhija, tade| es dzili un pozitivi izpratu 20. gadu krievu lozungu
AHapxua — mams nopaoka. No birokratijas pozicijam ipasi
finansu administréSana varétu likties neiedomajami valiga.

Viss bija balstits uz uzticésanos. £s gan naivi to noturéju par
“Rietumu stilu”’

Visi finansu darijumi, balstoties uz biroja vajadzibam un
attiecigiem valdes lemumiem par grantu pieskirumiem, tika
kartoti maksimali vienkarsi. Nauda tika izpemta no bankas un
izmaksata maksliniekiem tiesi roka. Tas daZos maksliniekos radija
ilaziju, ka es esmu teju pats Soross, ka atliek tikai atnakt uz centru,
izklastit savas vajadzibas un es tudal nemsu no seifa lauka
naudas Zaksni un vinus aplaimosu. Bija grdti iestastit, ka visu par
grantu pieskirumiem lemj valde, es esmu tikai izpildvara. Sorosa
zeltaind aura pakdpeniski appnéma mani, un pat vietéja édnica
bufetniece, man atnakot uz pusdienam, skali sarosijas — rau, re
kur Soross atnacis. Ta saku izprast ari mitu rasands principus.

Ta bija ideala kartiba, un SMMC darbiba ritéja operativi un
efektivi. Tomér fonda ar katru gadu auga kontroles tieksme,

Dzordza Sorosa sviniga pienemsana Rundales pili. No kreisas: dzejnieks Uldis Bérzins, Dzordzs Soross, Sorosa fonda
Latvija izpilddirektore Vita Matisa. 1994.

Formal reception for George Soros at Rundale Palace. From the left: poet Uldis Bérzins, George Soros, Executive Director

of the Soros Foundation Latvia Vita Matisa. 1994.

nopsadka (Anarchy — the mother of order). From the point of view

of bureaucracy, especially finance administration, everything was
incredibly loose. Everything was based on trust. At that time | was too
naive to take it for granted in terms of the “Western style’

All financial transactions, on the basis of the office needs and relevant
decisions taken by the Board regarding the assignments of grants,
were settled as uncomplicatedly as possible. Money in a “sock” was
withdrawn from a bank and paid out in cash to the artists. For some
artists it created the illusion that | was almost Soros himself and that
it was enough to come to the Centre and talk about one’s needs, and
I would immediately take a batch of money out of the safe and make
them instantly happy. It was hard to explain that the Board was the
body which took the decisions about the assignments of grants and |
was only an executive. The golden aura of Soros gradually embraced
me and even the barmaid in the local cafeteria showed enthusiasm
upon my arrival — look, Soros has come for lunch. Through this
experience, | started to understand how myths were created.

It was an ideal order and the SCCA's work was handled in an effective
and efficient manner. Nevertheless, the tendency to keep everything
under the strict control in the Foundation grew bigger with every

year. Consequently, we managed to experience the actual “Western
order; which was expressed through exaggerated bureaucracy. To a
great extent, it was based on the requlations of Latvian authorities,
including the Cabinet Regulations, as well as requirements which
pushed the financial freedom so characteristic for Soros into a
rigorous bureaucratic enclosure. The Centre for Arts had less and
less financial authority every year and at the end it was even denied
any decision-making rights. What remained were bid and project
initiatives, theirimplementation and reports.

There were times when the SCCA-Riga had to face contradictory
situations, due to often conflicting orders given by three
independently operating authorities. Reports had to be
provided to three superior authorities in Riga, Budapest and
New York. Games and absurd cases of bureaucracy, which so
far had seemed to be a characteristic trait only for the Soviet
times, here, expressed through the Western version, obtained
ever growing grotesque shapes. At times it substantially
reduced the efficiency of the Centre’s work. The most
dramatic situation occurred in the mid 90s, when the SFL
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aizdomas par potencialam |aunpratibam, un tad pieredzéjam
Isto “Rietumu kartibu’, kas izpaudas sakapindta birokratiskuma.
Lield méra tai par pamatu bija ari Latvijas valsts institaciju

un ministriju noteikumi, reglamenti, prasibas, kas iedzina
sorosisko vajibu dzelZaind birokratiska aploka. Makslas centru
ar katru gadu attalingja no tiesas finansidlas darbibas un pat
no léméjtiesibam. Palika projektu iniciativas, realizacijas un
atskaisu tiesibas.

SMMC-Riga dazkart nonaca pretrunigas situacijas, jo bija
japilda triju prieksniecibu nereti atskirigi rikojumi un
jaatskaitas trijam augstakstavosam instancém — Riga,
Budapesta un Nujorka. Birokratijas spéles un absurdi, kas
[idz tam likas tikai padomju sistémai raksturiga nebdsana,
Seit, rietumnieciska versija, ar katru gadu ieguva
groteskakas formas. Tas briziem jatami mazinaja centra
darba efektivitati. Dramatiskaka situacija izveidojas 90.
gadu vida, kad SFL pilnigi integréja makslas centru sava
sastava ka vienu no dazado programmu apaksvienibam,
[idz ar to tika likvidéta SMMC-Riga valde, un tas locekliem
atvéléja tikai padomes funkcijas. Tas makslas centru
dazbrid noveda gandriz pie paralizes, jo centrala valde ar
pieaugusajiem darbu apjomiem un visparéjas kontroles
centieniem nejaudaja tikt gala. Darbs ievilkas, un nereti
svarigi Iémumi laika trikuma dé| netika laika pienemti,
tadé| dala leméjtiesibu vélak atkal tika delegétas makslas
centra padomei.

completely integrated the Centre for Arts within its structure
as one of the units of several programmes. Hence, the Board
of the SCCA-Riga was liquidated and its members had only
the functions of the Council left in their charge. This decision
sometimes caused an almost absolute paralysis of the Centre
for Arts, because the central Board was not able to handle
the increased amount of work and generally control efforts.

SMMC-Riga sava darba vadijas péc Budapesta izstradatam
Sorosa Musdienu makslas centru tikla regulam
(noteikumiem). Tacu ari to prasibas dazkart nonaca
pretrunas ar vietéja fonda poziciju. Pieméram, tikla
centrala vadiba uzskatija, ka masdienu makslas centru
vienigais un galvenais uzdevums ir atbalstit laikmetigo
makslu, ar to saprotot tikai un vienigi avangardistu
darbibu. Tas izrietéja ari no pienémuma, ka $is makslas
ievirzes totalitarisma apstak|os ir bijusas visapspiestakas.
Bez Saubam, Latvija, “savtigu”interesu vaditi un lai
nekadi neapdraudétu piedavata atbalsta iespé&jamibu,
30 problematisko motivaciju neviens pat necentas
Tpasi apstridét. Masu maksliniekiem avangardistiem
patiesi jau sen bija nepieciesams finansials atbalsts. Tikai
pavisam citu iemeslu dé| — jo bija zudis padomiju laiku
sponsoréjums. Tacu vietéja fonda vadiba $ada nostadné
saskatija iespéjamu sabiedriska konflikta avotu, paredzot
neapmierinatibu no tradicionalas makslas kopéju puses.
Tradicionalistu “greizsirdiba” sakara ar “atstumsanu” no
jauna finansu avota varétu vairot intrigu un negaciju
atmosféru makslinieku vidé un ap Sorosa fondu. Tapéc
tika pienemts “Zalamana lemums”interpretét jédzienu
"masdienu maksla”ka noradi uz jebkadu makslu (ari
tradicionalo), kas tapusi “musdienas”. Tika nosprausta
skaidra laika robeza — maksla, kas tapusi péc 2. pasaules
kara, proti, péc 1945. gada. Princips, no kura SMMC-Riga
darbibas gaita notika btiskas atkapes, beigu beigas
atbalstot arT projektus, kas attiecinami uz periodu pirms

the premise a potential source of public conflict, anticipating
discontent on behalf of advocates of traditional art. The
jealousy of traditionalists from being denied new financial
resources could be spiced up by the atmosphere of intrigues
and criticisms among the artists and around the Soros
Foundation. Therefore, a Solomonic judgement was taken in
order to interpret the term “contemporary art”as pertaining

The work was not done and often important decisions were
not duly taken due to the lack of sufficient time. As a result,
some decision-making rights were later delegated to the
Council of the Centre for Arts.

to any movement of art (including the traditional) which had
appeared in “our time”. A definite threshold was set — this was
art which had been created after the Second World War, that
is after 1945. This was the principle which led to essential

irregularities in the work of the SCCA-Riga, consequently also

The SCCA-Riga, in its work, followed the guidelines of
regulations (provisions) elaborated in Budapest for the
network of Soros Centres for Contemporary Arts. However,
the requirements set in these regulations sometimes
conflicted with the opinion of the local Foundation. For
instance, the central management of the network thought
that the sole and most important task of the Centres for
Contemporary Arts was to support contemporary art,
which would include only the work of avant-garde artists.
This stemnmed from the assumption that this movement
of art was most oppressed in the circumstances of
totalitarianism. No doubt, no one ever tried to disagree with
this problematic motivation in Latvia, as everyone had their
own selfish interests and it was essential not to endanger
the possibility of support in any way. Our avant-garde artists
truly needed financial aid. Only the reasons were entirely
different — the money available in Soviet times was gone...
However, the management of the local Foundation saw in
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providing support to projects which related to the period
prior to 1945, It, of course, slightly diluted the determination
of the Centre in its main tasks, however, from that moment
on, no one could accuse the SCCA of “sectarianism”and
servicing a very narrow circle of artists. The door was open to
any applicant and the priority was not given solely to avant-
garde artists anymore.

There was a legendary story in which George Soros himself took part.
It happened in Vilnius during the celebration of the fifth anniversary
of the Soros Foundation-Lithuania. To mark this, an exhibition of
their Centre for Arts had been organised, where, of course, the works
of Lithuanian avant-garde artists prevailed. Before the opening
ceremony, Soros slowly walked around and had a thorough look at
the exhibited works. During the opening he had to give a speech.

To everyone’s surprise, Soros gave his speech in a language no one
could understand. Most of the guests thought that it was given in



1945. gada. Tas, protams, nedaudz mazinaja centra
mérktiecibu galvenajos uzdevumos, tacu tagad SMMC
neviens vairs nevaréja parmest “sektantismu” un kalposanu
tikai Sauram makslinieku lokam. Ta durvis bija atvértas
ikvienam pretendentam, un pieeja finanséjumiem
neaprobezojas tikai ar,avangardistu” loku.

Legendars bija atgadijums ar pasa DZordZa Sorosa lidzdalibu.
Tas notika Vilna Lietuvas Sorosa fonda piecu gadu jubilejas
svinibu laika. Saja sakara tur tika rikota ari vipu makslas

centra izstade, kurd, protams, dominéja lietuviesu avangarda
makslinieku darbi. Soross pirms atklasanas izstadi klusédams
sava nodaba apstaigaja un rapigi aplikoja. Atklasanas laika
vards tika dots ari vinam. Visiem par parsteigumu Soross

savu iso uzrunu teica nevienam nesaprotama valoda. Lielaka
dala nodomaja, ka tas bijis ungariski. Visi, protams, maja ar
galvu un aplaudéja. Vélak vietéja fonda direktore Sorosam
atvainojas, ka neesot paredzéjusi ungaru tulku, un jautdja,

vai vins nevaretu isuma atstastit uzrunas saturu. Uz to Soross
atbildéjis, lai neuztraucoties, ta neesot bijusi ungaru valoda.
Vins uzstdjies “putnu valoda” jeb pseidovalodd, ar ko bérniba
imitéjusi arzemniekus. Un paskaidroja — makslinieki izstadé vinu
esot uzrundjusi vinam nesaprotama valoda, un vins sadi esot
nolémis atbildét — arl nesaprotama valoda. Direktore nobaléja —
vai tas noziméjot, ka ir paredzama makslas centra programmas
slégsana? Soross mierindja, ka nekas tads nenotiksot, jo esot
izpaudis tikai savu privato viedokli, bet visu mazu principiali

the Hungarian language. Everyone, surely, nodded and applauded.
Later, the Director of the local Foundation apologised to Soros for
not inviting a Hungarian interpreter and asked whether he would
not be so kind and retell the content of the speech. To which Soros
replied that she should not be worried as it was not Hungarian.

He had given the speech in the “language of birds” or pseudo
language, which he used to speak when he was a child and was
trying to imitate foreigners. Along came the explanation, too — the
artists whose work was presented in the exhibition spoke to him

in an incomprehensible language, and he had decided to answer
in the same manner. The Director turned pale and asked whether
that meant that the programme of the Centre for Arts would be
suspended. Soros calmed her down and said that nothing like

that would happen, and that he had only tried to express his own
opinion. He also said that all his life he had been fighting for the
pluralism of opinions and that he would always support the rights to
express a different opinion.

This story echoed George Soros’s visit to the SCCA-Riga office in
1994. During negotiations, the prepared paper work of artists and
publications were presented to Soros. Having acquainted himself
with everything, he lingered over the materials about the painter
Janis Paujuks — Soros showed his liking for the artist's work. He
wanted to make everyone understand that he was raised according
to traditional cultural values and that he did not understand avant-
garde art, to which he nevertheless provided funding. However, ifa
competent Board of the SCCA supported it, he, of course, respected
the opinion of specialists and did not have any intention to interfere
in the work of the Centre for Arts with his corrections.

cinijies par viedoklu plurdalismu un vienmér atbalstisot cita
viedokla pastavésanas tiesibas.

Atgadijums sabalsojas ari ar norisém DZordza Sorosa vizites
laika SMMC-Riga biroja 1994. gada. Sarunas laika Sorosam tika
demonstrétas jau sagatavotds makslinieku dokumentacijas

un publicétie izdevumi. Ar visu iepazinies, vins apstdjas pie
materialiem par gleznotdju Jani Pauluku — tas vinam bija
saprotams un [oti patika. Soross lika saprast, ka izaudzis ar
tradicionalas kultaras vértibam un neizprot avangardisko
makslu, kuru pats finansé. Bet, ja reiz kompetenta SMMC valde to
atbalsta, vins, protams, respekté specialistu viedokli un nedoma
nekadi iejaukties makslas centra darba ar savam korekcijam.

SMMC-Riga galvenie uzdevumi un mérki saistijas arf ar
Latvijas laikmetigas makslas atbalstisanu un popularizésnu
starptautiska méroga. Pateicoties tiesi SMMC tikla un
regionalajai iniciativai un aktivam atbalstam (Sorosa
Musdienu makslas Regionalo projektu fonds — SCARP),
notika Latvijas avangarda makslinieku pirma iziesana
lielajas pasaules arénas. Pieméram, Olega Tillberga
[idzdaliba Sanpaulu biennalé Brazllija 1994. gada.

\Vélaka attistiba SMMC-Riga darbiba noveda arf pie Latvijas
makslinieku iesaistisanas Venécijas biennalé. Makslas
centrs regulari iniciéja un atbalstija virkni mazaka méroga
masu makslinieku starptautisko aktivitasu — izstades,
dalibu konferencés, seminaros, plenéros, apmainas
programmas. Tur ietilpa ari finansialas dotacijas

The main tasks and goals of the SCCA-Riga were related to
supporting and promoting Latvian contemporary art on a
global scale. Thanks to the initiative and active support on
behalf of the SCCA network, as well as regional efforts (Soros
Contemporary Art Regional Programme — SCARP), for the first
time Latvian avant-garde artists stepped onto the big global
stage. For instance, Olegs Tillbergs' participation in the Sad
Paulo Biennial in Brazil, which took place in 1994, was one of
such cases.

Through later development phases of the SCCA-Riga Latvian
artists were also involved in the Venice Biennial. The Centre
for Arts regularly initiated and supported several smaller
scale activities of our artists in an international context, such
as exhibitions, participation in conferences, workshops,
meetings and exchange programmes. It also included
financial subsidies for individual artists or groups thereof.
Special attention was paid to information for the press, slide
and video archives, a catalogue library and descriptions for
art historians. More than 50 detailed information files on
the contemporary artists of Latvia were established. The
SCCA-Riga actively fulfilled the functions of a big information
centre, whose services were used by international offices
when ensuring the participation of our artists in international
exhibitions, as well as by any local art historian, student
or person interested in art. It must be noted that the
information link was structured in two directions because
the Centre provided information on exhibitions, conferences,
meetings or scholarships abroad to any person requesting
such data. The SCCA-Riga was the focal point in Latvia where
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individualiem maksliniekiem vai to grupam. Ipasa

vériba tika veltita makslinieku dokumentacijai ar preses
informaciju, slaidu un video ierakstu kolekcijam, katalogu
bibliotéku, makslas zinatnieku aprakstiem. Tika izveidoti
vairak neka 50 izvérsti informacijas faili par Latvijas
musdienu maksliniekiem. SMMC-Riga aktivi pildija liela
informacijas centra funkcijas, kura pakalpojumus izmantoja
starptautiskie kuratori, organizéjot masu makslinieku
[ldzdalibu internacionalas izstadés, ka ari jebkurs pasmaju
makslas zinatnieks, students, interesents. Japiebilst,

ka informativa saikne tika veidota divos virzienos, jo

centrs katram interesentam sniedza zinas par izstadém,
konferencém, plenériem, stipendijam arvalstis. SMMC-
Riga koncentréjas Latvija pilnigaka informacija ar par
pasaules makslas dzives norisem. Centra funkcijas ietilpa
arT arzemiju viesmakslinieku izstazu, starptautisku simpoziju
un konferencu rikosana. Starp daudzajam darbibam

atziméjamas ari jaunus makslas medijus veicinosas
aktivitates, pieméram, ar SMMC finansialu atbalstu tika
izveidots elektroniskas makslas un mediju centrs E-LAB.

SMMC-Riga sava darbiba faktiski izvirzijas par Latvijas

vadoso informacijas un koordinacijas centru laikmetigas
makslas joma. Centra gada pamatbudZets bija apméram
USD 150 000, no kura tresdala tika atvéléta makslas
grantiem un projektiem. Turklat SMMC-Riga sanéma
papildu finanséjumu no citdm radniecigam Sorosa tikla
programmam.

SMMC-Riga $ada darbibas formata pastavéja lidz

1999. gadam, kad DzordZs Soross noléma programmu
esosaja veida slégt un pieskirt katram nacionalajam
centram pilnigu neatkaribu, uzturot spéka tikai daléju
atbalstu un finanséjumu. So parejas posmu uz neatkarigu
nacionalo Laikmetigas makslas centru, nu jau bez Sorosa
varda, realizéja jauna direktore, makslas zinatniece Solvita

Izstades Zoom faktors atklasana. 1994. Priek$plana no kreisas izstades laureati Anita Zabilevska, Kristaps Gelzis
un Olegs Tillbergs

xhibit

the most comprehensive information about the processes in
art on a global scale was kept. The organisation of exhibitions
of guest artists from abroad, international symposiums

and conferences were also included in the functions of the
Centre. Among these functions, activities promoting new

art media should be mentioned, for instance, the E-LAB
Electronic Arts and Media Centre was created with the
financial support provided by the SCCA.

Through its work, the SCCA-Riga actually became the leading

information and coordination centre in Latvia on the
contemporary art scene. The general budget of the Centre
amounted to approximately 150 000 USD, out of which one
third was dedicated to grants and projects. Besides this, the
SCCA-Riga received additional funding from other related
programmes of the Soros network.

The SCCA-Riga, in the operational form described above,

existed until 1999 when George Soros decided to terminate

94. Foreground from left exhibition laureates Anita Zabilevska, Krist:

the programme in its current shape and grant each

Centre absolute independence. Only partial support and
funding was maintained. This transition period towards an
independent national Centre for Contemporary Arts — now
without Soros as patron — was implemented by the new
Director, art historian Solvita Krese. The new Centre was
moved in 2001 to new premises on Alberta Street —in a
luxurious art nouveau building, where for a long time during
the Soviet period the secret service headquarter of the
Soviet Army was located. After the army forces left in late 90s,
George Soros bought the house and gave it as a gift to Latvia.

Art exhibitions were the biggest events attracting most of

the society’s attention in the period between 1993 — 1998.
Looking at the work of the SCCA-Riga through a magnifying
glass, exhibitions could be regarded as the most attractive
part of all its activities. To some extent, they were the essence
and culmination of the Centre’s work. Quite often, art



Krese. Sis jaunais centrs 2001. gada parcélas ari uz jaunu
majvietu Alberta ield — grezna jagendstila nama, kur ilgus
padomju gadus atradas padomju armijas izlGkcentrs un
ko péc ta aizieSanas 90. gadu nogalé iegadajas Dzordzs
Soross un uzdavinaja Latvijai.

Perioda starp 1993.-1998. gadu ka lielakais un centralais
notikums izvirzijas gadskartéjas makslas izstades. Skatot
SMMC-Riga darbibu tuvplanos, ta nenoliedzami bija
visu aktivitasu atraktivaka dala, sava veida esence un
kulminacija, nereti skalakais un sabiedriba ievérotakais
pasakums starp daudzajam fonda programmam. Viens no
batiskiem o izstazu uzdevumiem - sistematiski radinat,
izglitot un tuvinat visai konservativo Latvijas sabiedribu
jaunai laikmetigai makslai, palidzét saprast tas valodu,
formas, izteiksmi. Sajas izstades nereti paradijas visai
provokativi darbi, kas izraisija skandalus, asas diskusijas,
publikas agresivitati un pat politiskas kaislibas.

SMMC-Riga pastavésanas laika notika sesas liela méroga

gadskartéjas izstades. Pirma —,Zoom faktors” notika
1994. gada izstazu zalé Latvija" (tagadéjas viesnicas
,Reval Hotel Latvija" jaunpiebvéta kompleksa vieta),
tas kurators bija makslinieks Juris Boiko. Izstadé tika
parstavéti dazadi makslas mediji — gleznieciba, objekti,
instalacijas, un taja piedalijas 11 autori, arf jau kop$
padomju laikiem pazistamas autoritates — Liga Purmale,
Dace Liela, Sarmite Malina, Kristaps Gulbis, Sergejs
Davidovs, Aleksandrs Busse, Olegs Tillbergs, Kristaps
Gelzis, Vilnis Zabers, Andris Fridbergs, Anita Zabilevska.
Gadskartéjas izstadés tika ieviesta tradicija atzZimét
izcilakos autorus, ko veica starptautiska zUrija. Pirmaja
gada prémijas tika pieskirtas Anitai Zabilevskai, Olegam
Tillbergam, Kristapam Gelzim, tika atziméts ari Andra
Fridberga un Vilna Zabera sniegums. Visi Sie makslinieki
izcélas ar spécigiem netradicionaliem darbiem, pieméram,

Izstades Zoom faktors preses konference. 1994.

Exhibition Zoo.

ctor press conference. 1994.

exhibitions organised by the Centre were the loudest and
most popular events amongst many other programmes of
the Foundation. One of the most important tasks of these
exhibitions was to educate the rather conservative Latvian
public, accustom and draw it nearer to new contemporary art
and help it understand its language, forms and expressions.
In these exhibitions quite provocative works frequently
appeared, which stirred emotions, hot discussions, public
aggression and even political passions.

Six large-scale annual exhibitions took place during the
existence of the SCCA-Riga. The first, entitled Zoom Factor,
was organised in 1994 in the Latvia exhibition hall (where the
newly built complex of Reval Hotel Latvia is now located). The
curator of this exhibition was the artist Juris Boiko. Different
art media — paintings, objects and installations — were
presented in the exhibition. Eleven art figures, famous since
Soviet times, participated: Liga Purmale, Dace Liela, Sarmite
Malina, Kristaps Gulbis, Sergejs Davidovs, Aleksandrs Busse,

Olegs Tillbergs, Kristaps Gelzis, Vilnis Zabers, Andris Fridbergs
and Anita Zabilevska. It became a tradition to honour the
most outstanding artists in the annual exhibitions. This task
was carried out by an international jury. In the first year
monetary prizes were awarded to Anita Zabilevska, Olegs
Tillbergs, Kristaps Gelzis. The work of Andris Fridbergs and
Vilnis Zabers was also highly praised. All these artists stood
out with powerful non-traditional works. For example, the
installations made by Olegs Tillbergs took the shape of huge
barrels, 3 metres high, intended for the storage of pickled
cabbage, as well as a row of automatic machines which
used to be located in railway stations in the Soviet times. The
machines functioned and provided data on Latvian avant-
garde artists, who were, in fact, participants in the exhibition.

The next annual exhibition, State, took place in the same

year, i.e, 1994, and it was managed by the art historian
Ivars Runkovskis. The conception of this exhibition was
the idea about the relationship between the state and art.
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Vilnis Zabers. Impeérijas gals. |zstade Valsts. 1994.
Vilnis Zabers. £nd of the Empire. Exhibition State. 1994

Olega Tillberga instalacijas veidoja milzigas trismetrigas
kapostu skab&jamas mucas un padomju laika dzelzcela
stacijas informacijas automatu rinda. Automati darbojas
un sniedza zinas par Latvijas avangarda maksliniekiem —
izstades dalibniekiem.

Nakama gadskartéja izstade Valsts” notika tai pasa 1994. gada

kuratora makslas zinatnieka Ivara Runkovska vadiba.
Izstades koncepcijas pamata iegula ideja par valsts

un makslas attiecibam. Ekspozicijas notika vairak neka

10 vietas, un izstadé piedalijas jau 35 makslinieki. Soreiz
avangarda makslas darbi paradijas ari [idz tam ierastos
tradicionalisma templos — Valsts makslas muzeja un
Rundales pilsmuzeja, kuru zalés, pieméram, virmoja Jana
Mitrévica darbu gastronomiskais aromats, kas naca no
vina instalacijas “Spekis visai valstij”— kapinatiem ctku
kautkermeniem. Izstades norisi apénoja makslinieka
Vilna Zabera tragiska nave autokatastrofd, tacu lidz galam
realizéts tika vina darbs “Impérijas gals”— pieptusamo lellu
piramida, ko sponsoréja intimprecu veikals,Labi”.

Expositions were organised in more than 10 places and 35
artists participated. This time, the works of avant-garde art
were presented in, what up to then had been, temples of
traditionalism, such as the State Museum of Art and Rundale
Palace Museum. Amongst the works exhibited in the halls of
these museums, Janis Mitrévics's installation entitled Bacon
for All the State should be mentioned. This work filled the
museum with a gastronomic smell which came from smoked
pork. The exhibition was overshadowed by the sad news of
Vilnis Zabers's tragic death in a car crash, however, his work
End of the Empire — a pyramid of inflatable dolls sponsored by
the sex toy shop Labi (Good) — had been completed.

Special public attention was earned by the third annual

exhibition Monument (1995) with art historian Heléna
Demakova as the curator. It was unique because an avant-
garde exposition of such a scale took place for the first time
in the open air of Riga city. For the first time the organisers
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Ipasa sabiedribas uzmaniba tika veltita tresajai gadskartéjai
izstadei,Piemineklis”(1995), ko klréja makslas zinatniece
Heléna Demakova. Tas bija unikals notikums, jo sada
veida avangarda makslas ekspozicija pirmo reizi notika
atklata Rigas pilsétvidé. Pirmo reizi tika méginats
piedavat laikmetigas alternativas tradicionalu un
vésturisku — izbijusu vai iecerétu — pieminek|u vietas.
Izstadeé tika pieaicinati ari viesmakslinieki no Zviedrijas,
Krievijas, Vacijas, Polijas. Kopuma ta bija daudzveidiga
instalaciju parade publiskaja telpa, kas testéja Latvijas
sabiedribas toleranci jaunas makslas izpausmju uztveré.
Atskiriba no sada veida izstadém slégtas telpas muzejos
vai galerijas pilsétvide piedava it ka demokratiskakus
spéles noteikumus un paplasinatu brivibu dialoga ar
makslu. Tomér tiesi 81 briviba un nekontrolétiba — lidzigi
ka tas vérojams interneta forumos sodien — paver
celu dazadam barbarisma izpausmém un publikas
agresivitatei. Pirmo reizi ap makslas centra izstadi
uzvirmoja politiskas kaislibas. SMMC-Riga péksni atradas

Janis Mitrévics. Spekis visai valstij. |zstade Valsts. 1994.

Janis Mitrévics. Bacon for All the State. Exhibition State. 1994.

tried to offer contemporary alternatives in the places of
traditional and historical — existing or planned — monuments.
Guest artists from Sweden, Russia, Germany and Poland
were invited to take part in the exhibition. All in all, it was a
parade of multi-faceted installations in public spaces, which
tested the tolerance of the Latvian public in perceiving the
expressions of the new art. Unlike similar exhibitions taking
place in the premises of museums or galleries, the city
environment offered more democratic rules of the game
and greater freedom in the dialogue with art. However,

this freedom and lack of control - similar to what can be
observed on internet forums — opened the door to various
forms of barbarism and public aggression. For the first time
there were political passions stirred around the exhibition
organised by the Centre for Arts. All of a sudden SCCA-Riga
found itself between two grindstones. The situation was
exacerbated by Swedish artist UIf Rollof's work Carousel - an



Andris Breze. Kolonna. 1zstade Piemineklis. 1995.

Andris BreZe. Column. Exhibition Monument. 1995.

it ka starp diviem dzirnakmeniem. Situaciju izprovocéja
zviedru makslinieka Ulfa Rolofa darbs “Karuselis” -
sarkana vaska mércétu eglisu instalacija piecstaru
zvaigznes veida Brivibas un Elizabetes ielas krustojuma,
vieta, kur padomiju laika atradas Lenina piemineklis. Tas
izraisija skalus protestus no prokomunistisko “bijuso” un
krievvalodigo puses par “svétas vietas”apganisanu, ko te
piekopjot visadi "Amerikas fasisti” Izteiktie demolésanas
draudi spieda objektam nodrosinat diennakts apsardzi.
Savukart nesnauda ari labéjie nacionali, kuru lideris kada
saieta skali aplamaja Sorosu un vina “‘darbonus” par KGB
agentiem, kas $ada veida dodot “krieviem” signalus, kur

un kad pulcéties pret latvieSiem. Izstadé notika ari citi
ekscesi, pieméram, tika nozagts Vermandarza izvietotais
Krievijas dalibnieka Dmitrija Gutova eksponats. Ari tam
izradijas nacionalistiska motivacija. Radikalak rikojas
huliganiski noskanota sabiedribas dala, galvenokart

no jauniesu vides. Vairaki eksponati tika demoléti

un sabojati. Pieméram, Gata Blunava izcili atraktivais
"Tramvajkoks” - redls tramvaja vagons obeliska pozicija —
pastavigi cieta no logu dauzisanas. Izstade izvirzija
daudzus neatbildétus socialpsihologiskus jautajumus.
Tacu vienaldzibas ledus, kas dazkart ieskauj makslas
norises, Soreiz tika pamatigi lauzts.

Ulfs Rolofs. Karuselis. |zstade Piemineklis. 1995.

Ulf Rollof. Caroussel. Exhibition Monument. 1995

Gatis Blunavs. Tramvajkoks. Izstade Piemineklis. 1995.

Gatis Blunavs. TramTree. Exhibition Monument. 1995.

installation containing spruce trees soaked in red wax and
presented in the shape of a five-pointed star at the junction
of Brivibas and Elizabetes Streets, in the place where during
Soviet times a monument of Lenin had stood. It caused hot
protests on behalf of the pro-communist movement and
Russian speaking community, who claimed it was blasphemy
of a“sacred place” practised by “American fascists” The
pronounced vandalism threats prompted the provision of 24
hour security. Furthermore, the rightwing nationalists could
also be proud of their revolutionary spirit. Their leader verbally
abused Soros in one of their meetings and called Soros's
employees the agents of the KGB (the Russian abbreviation for
the Committee for State Security), who in this way signalled
to Russians where and when to gather against Latvians. The
exhibition was also accompanied by another excess, for
instance, the theft of a work by Russian artist Dmitri Gutov
located in Vérmana Square. The motivation for this action
also turned out to be nationalistic. More radical behaviour,
namely acts of hooliganism, were popular amongst youths.
Several exhibits were vandalised and damaged. For example,
the appealing and attractive work by Gatis Blunavs entitled
TramTree — a real tram carriage in the position of obelisk —
constantly suffered from smashed windows. The exhibition
brought out many anti-social behavioural issues. Still, the ice
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Aigars Zemitis. Sirds geometrija. Izstade Geo — Geo. 1996.
Aigars Zemitis. Geometry of Heart. Exhibtion Geo — Geo. 1996.

1996. gada SMMC izstade ,Geo — Geo” (kurators Janis Borgs)

bija pirma, kas notika arpus Rigas, Sabiles lauku videé,
télnieka Ojara Feldberga Pedvales Brivdabas makslas
muzeja teritorija. Izstades nosaukuma iekodéta asociativa
vardu un jédzienu sakne — geometrija, geografija,
geodézija —, it ka noradot uz humana intelekta saikni

ar dabu. Izstade rosinaja maksliniekus uz geometriski
abstraktu izpausmi zemes makslas, instalaciju,
multimedialu objektu formas. No vairak neka 150
visplasakas sabiedribas iesniegtiem konkursa projektiem
(pirmo reizi makslinieka statusa atzistot jebkuru

Latvijas iedzivotaju) tika realizéti 70 autoru darbi. Ipasa
retrospektiva ekspozicija atspogulojas ari padomju laiku
pieredze geometriskaja abstrakcija tradicionalas makslas
formas — gleznieciba un grafika, ka arf vésturiska saikne
ar latviesu makslu 20.-30. gados (kubisti) un ar tautiesa
Gustava Kluc¢a geometriskas makslas sniegumu Padomju
Krievija. ArT So ekspoziciju vértéja starptautiska zarija

(tas locekli zviedru fotografs Anderss Lindens un igaunu
grafikis Rauls Méls ari piedalijas ar savam geometriskas
makslas ekspozicijam). Izstades Grand Prix vienbalsigi

tika pieskirts gleznotajai Barbarai Muizniecei (vélak —
Gaile) par vides makslas objektu “Veiksmes geometrija.
Un péksni iestajas nakts”— maksliniece pamestas
lauksaimnieciskas buves baltajas sienas bija iegleznojusi
sarkanus taisnstarus, kas dramatiski kontrastéja ar baseinu,
piepilditu ar melnu naftu, — savdabigs Kazimira Malévica
estétikas attistijums Latvijas vidé. Veicinasanas balva tika
pieskirta ari par Olega Tillberga instalaciju, drakulisku
noskanu rosinosas barokalas vazes uz Pedvales muizas
skursteniem, un Aigara Zemisa hidrodinamisku instalaciju
“Sirds geometrija” - zala plava iespraustu sarkanu metala
konusu, kas nemitigi izvirda taja pievaditu strauta tdeni.

St SMMC-Riga izstade apliecinaja ar katru gadu visas

dimensijas aizvien pieaugosu makslinieciskas un
sabiedriskas norises vérienu un mérogu. Rezonanse

of indifference, which sometimes encloses art processes, this
time, was certainly cracked.

The exhibition of 1996 organised by the SCCA with the title

Geo - Geo (curator Janis Borgs) was the first which took place
outside Riga in the country environment of the town of
Sabile. The title of the exhibition bears the root of associated
words and terms — geometry, geography, geodesy... thus as
if indicating the connection between human intellect and
nature. The exhibition encouraged artists to produce works
in the framework of geometric abstractionism taking the
shape of land art, installations and multimedia objects. Out
of more than 150 projects submitted by the general public
for the competition (for the first time any Latvian resident
could participate in the competition as an artist), 70 works
were selected and implemented. In a special retrospective
exposition the experience of Soviet times was reflected in
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Olegs Tillbergs. Bez nosaukuma. Izstade Geo - Geo. 1996.
Olegs Tillbergs. Untitled. Exhibtion Geo - Geo. 1996.

terms of geometric abstractionism within traditional art —in
painting and graphic art, as well as through historical ties
with Latvian art in the 1920s — 1930s (Cubists), and with the
geometric art works by Latvian artist Gustav Klutsis in Soviet
times. This exposition was also judged by an international

jury (and two jury members, Swedish photographer Anders

Linden and Estonian graphic artist Raul Meel, also took
part in the exhibition with their expositions of geometric
art). The Grand Prix of the exhibition was unanimously
awarded to the painter Barbara MuizZniece (later — Gaile)
for the environmental art object Geometry of Success. Night
Fell Suddenly. The artist had painted red triangles on the
white walls of an abandoned agricultural construction,
which made a dramatic contrast with a pond filled with
black oil = which was seen as a peculiar development of
Kazimir Malevich’s aesthetics in the Latvian environment.



izskanéja talu arpus Latvijas robezam un deva spécigu
impulsu Pedvales Brivdabas makslas muzeja attistibai ka
jaunai starptautiskai makslinieku rezidencu, plenéru un
simpoziju vietai.

1997. gada SMMC-Riga, ielauzoties muzikas sféra, apguva
jaunu, savai praksei neraksturigu makslas formu —
operu. Gadskartéja avangarda makslas norise ta ari tika
nosaukta —,Opera” Projekta kuratore bija Solvita Krese.
Ta kodolu veidoja eksperimentala opera ,Rolstein on the
Beach”. Tas autori — Latvijas avangarda kultGras guru,
multimediju makslinieks un Latvijas elektroniskas mazikas
pionieris Hardijs Leding un Kaspars Rolsteins. Sis operas
pirmuzvedums notika 1997. gada 3. septembri uz Dailes
teatra skatuves, un taja piedalijas aktieri, maziki un citi
sabiedriba pazistami cilvéki — Roberts Gobzins, Laimis

Racenajs, Aurélija AnuZite, Viesturs Slava, Vladis Goldbergs.

Operas rezisors — Regnars Vaivars, scenografs — Indulis
Gailans. Konceptualajai un ironiskajai operai piemita

izteikti postmodernistisks raksturs. Sizeta autori apspéléja
radniecibu, kas hipotétiski pastav starp libiesiem, nelielu
tautu Latvija, Baltijas jaras krasta, un Afrikas libiesiem
Libija; Rigas Zemgales priekspilsétas bezkonteineru
atkritumu izvesanu grafika,marsruts Nr. 20" prieksstatus
par dzelzcela stradnieka Aina Tunbina dzivi utt. Ka
atziméja pats Kaspars Rolsteins, ‘galvenas faktu linijas,
kas tematizéjas Saja izradé, ir starptautiskais terorisms,
eitanazija un atkritumu ekologiskais kaitigums”.

,Operu” papildinaja izstade Dailes teatra telpas. Tas

skandalozako notikumu izprovocéja jaunas makslinieces
levas Rubezes instalacija. Tas pamatam vina bija lietojusi
Dailes teatrim piederoso télnieka klasika K. Zemdegas
darinato granita bisti — Raina portretu, ko apliméja ar
sarkanu plisu. Darbs izraisija teatra aktiera Ara Rozentéla
publiski demonstrativu saSutumu, kas izrietéja no maldiga
pienémuma, ka klasika darbs ir sabojats un apganits un
ka Rainis esot nepienemami ieziméts ka politiski sarkans...

Skats no izrades Rolstein on the Beach. Priek3plana — etnografiskais ansambilis Suitu sievas. Projekts Opera. 1997.

Scene from the Rolste

Consolation prizes were awarded to the installation by
Olegs Tillbergs — baroque vases on the chimneys of Pedvale
estate creating a Dracula-movie-like atmosphere — and

a hydrodynamic installation by Aigars Zemitis, Geometry

of Heart — a red metal cone stuck into the soil of green
meadow, which kept spurting out spring water.

This SCCA-Riga exhibition demonstrated the ever growing
range and scale of artistic and social processes in all possible
dimensions. Its resonance was heard far beyond the borders
of Latvia and gave a strong impulse to the development of
Pedvale Open Air Museum as a new place for international
visits, meetings and symposiums of artists.

In 1997 the SCCA-Riga, breaking its way through into music,
acquired a new form of art, not characteristic of the practice
of the Centre - the opera. The annual avant-garde art event

the Beach. In the foreground — ethnographical ensemble Suitu sievas. Project Opera. 1997.

was given the same name — Opera. The curator of the project
was Solvita Krese. The core of the event was an experimental
opera: Rolstein on the Beach. The authors of this project were
the Latvian avant-garde culture guru, multimedia artist

and pioneer of Latvian electronic music Hardijs Ledins, and
Kaspars Rolsteins. The premiere of this opera took place

on 3 September 1997 on the stage of the Daile Theatre.
Famous actors, musicians and socialites — Roberts Gobzins,
Laimis Racenajs, Aurélija AnuZite, Viesturs Slava and Vladis
Goldbergs - participated in this project. The director of

the opera was Regnars Vaivars and the stage designer was
Indulis Gailans. The conceptual and ironic opera had an
explicitly postmodern character. The plot revolved around
the kinship hypothetically existing between the Livs, a tiny
nation in Latvia living on the coast of the Baltic Sea, and
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Vins $o legali veikto instalaciju demoléja un papildinaja
ar naidigiem saukliem postamenta. Skandals plasi
izvértas medijos un tika politizéts. Atkal tika meklétas
“KGB agentu”insinuacijas. |z ‘nacionalpatriotu” vides saka
izplatities viedoklis, ka Seit saskatami personigi Sorosa
centieni graut latviesu nacionalo kultdru. Nelidzéja nedz
jaunas makslinieces apolitiskie skaidrojumi, ka vinas darba
sarkanais noziméjot milestibu, nedz ar kritiku norades,
ka Raina sarkanumes saistits ar 1905. gada revolGciju un
vina piederibu latviesu socidldemokratiem. Ipasi nacas
aizstavét Dzordzu Sorosu, atziméjot faktu, ka vinam nav
ne jausmas, ne Tpasas intereses par latvieSu makslu vai
kultaru, ka pasaules finansista darbibas mérogs saja
nozimé salidzinams zilona un oda attiecibu dimensijas.

Izstade Opera Dailes teatrl. Prieksplana levas Rubezes darbs 132.1997.
Exhibition Opera in Daile Theatre. In the foreground — leva Rubeze's work 132. 1997

African Libyans in Libya; the disposal of loose waste on route
No. 20 of Zemgale Suburb Department of Riga; insight into
the life of railway lineman Ainis Tunbins etc. As it was noted
by Kaspars Rolsteins, “the main thematic lines in this show
were international terrorism, euthanasia and the ecological
damage caused by waste”.

The "Opera”was supplemented with an exhibition on the

premises of the Daile Theatre. The most scandalous event
was provoked by the installation by the new artist leva
Rubeze. The artist had used a granite bust of Rainis made by
the classic sculptor K. Zemdega. The bust, owned by the Daile
Theatre, was then covered with red plush. The work infuriated
Aris Rozentals, a Daile Theatre actor, who misinterpreted
Rubeze’s work as violation of the sculptor’s work noting that
Rainis had unacceptably been marked as politically red.. The
angry actor demolished the legally sanctioned installation
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Bija janorada, ka visi Iémumi SMMC-Riga darbos tiek
pienemti tikai un vienigi pasmaju akadémiski izglitotu
specialistu un ekspertu padomé, kas nesanem nekadus
Sorosa noradijumus. Vel jo vairak, bija jaatgadina, ka
DZordZs Soross, pats badams izglitots tradicionalas
kultQras gara, uztvéra jebkadu avangardismu un moderno
makslu ka kaut ko nesaprotamu un biezi uzdeva
jautajumu — kapéc es to visu finanséju, uz ko pats ar
médza atbildét - tikai un vienigi, lai atbalstitu pluralismu
atklata sabiedrib, lai dotu iespéju izpausties arf citiem
viedokliem, citadak domajosiem, alternativam idejam. Ar
“sazvérestibas teoriju” apmatos tas viss nez vai parliecingja,
tomeér publiska diskusija par alternativam iespéjam
sabiedriskas dzives jomas bija svétigs ieguvums, ko
rosinaja SMMC-Riga iniciéta,Opera’”

Ar jaunam ievirzém izcélas 1998. gada izstade Ventspils.

Tranzits. Terminals’, kas turpinaja parvarét metropoles
Rigas gravitaciju un soreiz tika rikota Latvijas ostas

un naftas tranzita pilséta Ventspill. Izstades kurators —
makslinieks Kristaps Gelzis. Tas bija vél tolaik, kad Ventspils
meérs Aivars Lembergs bija pietiekami labvéligs pret
Dzordzu Sorosu un pielava vina institicijas vérienigu
manifestésanos sava pilséta. Sorosa demonizésana un
“sazvérestibas”atklasme visas savas likstas Lembergam
piemetas jau krietni vélak, jaunaja gadu takstoti. Ari
Ventspill Latvijas avangards ienaca atklata publiska telpa,
galvenokart pilsétvidé. Izstades galvena novitate bija

and added hostile slogans to the base. The scandal was
widely discussed in the media and was given a political
significance. Once again innuendos of "KGB agents” were
made. The circles of “national patriots” propagated an opinion
that this incident demonstrated Soros's efforts to destroy

the national culture of Latvia. Neither apolitical explanations
given by the artist stating that the red colour in her work
implied love, nor the reviews provided by the critics saying
that the red colour of Rainis was related to the revolution

of 1905 and his belonging to the Latvian social democrats,
could calm down the emotions... It was especially hard to
defend George Soros by mentioning that he was not aware
of the work, nor had he any interest in Latvian art or culture
and that the scale of Soros's financial operations in this
respect could be compared to the dimensions of an elephant
and a fly. It had to be stressed that all decisions related to

the SCCA-Riga’s work were taken only by the Council of

local academics and experts and that Soros himself did not
provide any instructions as to how such decisions should be
taken. Indeed, people had to be reminded that George Soros
— being raised and educated in line with traditional culture

— perceived any avant-garde and modern art as something
incomprehensible and often asked himself why he provided
funding to it. He also used to answer this question saying
that it was done for the sole purposes of supporting
pluralism in open society, in order to provide an opportunity
to express different opinions and alternative ideas... The part
of society who were obsessed with “conspiracy theories” were
still not convinced by these facts. Nevertheless, a valuable
outcome resulting from the Opera organised by the SCCA-
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Riga was public discussions about alternative options in the
areas of social life.

New trends were spotted in the 1998 annual exhibition,

entitled Ventspils. Transit. Terminal. The exhibition continued
to overcome the gravitation of the metropolis of Riga,

and this time it was organised in the Latvian port and oil
transit city Ventspils. The curator of the exhibition was artist
Kristaps Gelzis. The event took place at the time when Aivars
Lembergs, the Mayor of Ventspils, had a good relationship
with George Soros, thus he allowed a great deal of freedom
for Soros's institution in Ventspils. Only much later, in the new
millennium, did Lembergs start to blame Soros for all his
personal troubles and was overwhelmed with revelations of a
‘conspiracy”. However, in Ventspils, too, the Latvian avant-
garde was exhibited in open public spaces, mostly within the
city environment. The most popular activity was a ride on the
“propaganda train”made available by the Latvian Railway.

An exposition of contemporary art was arranged in the cars
of the train. The train arrived from Riga and the audience

“Latvijas Dzelzcela” sarlpéts celojosais “agitvilciens’, kura
vagonos ari izvietojas laikmetigas makslas ekspozicijas.
Vilciens ieradas no Rigas, un skatitaji ta saturu varéja
baudit Ventspils stacija. Izstades norisi papildingja plasa
zinatniska konference. Viena no izstades koncepcijam bija
rosinat Ventspili ka toposu starpnacionalu Baltijas regiona
makslas un kultdras centru. Sada iecere labi sakrita ar
Ventspils talaika vadibas allaz ambiciozajiem planiem, kas
3aja pilséta, Kurzemes “Kuveitd’, médza piepildities daudz
vairak un biezak neka jebkur citur Latvija.

Diemzél lidz ar izmainam Sorosa prioritatés st izstade

izradijas ari visu ciklu noslédzosa. SMMC-Riga pastavésana
[idzsinéja forma tuvojas beigam, ka tas notika ar visu
starptautisko SMMC tiklu. Atbilstosi rainiskajai atzinai —
pastavés, kas parvertisies — SMMC transforméjas jauna
organizacija — Latvijas Laikmetigas makslas centra, kas
mantoja iepriekséjas instittcijas fondus un tradicijas.

Vertéjot SMMC-Riga darbibu 90. gados, jaatzist ta

fundamentala saliedéjosa nozime laikmetigas makslas
vidé. Ar Sorosa dotacijas smeltu budzetu (apméram USD
1000 000 visos sesos gados) izdevas panakt vérienigu
modernas makslas aktivitati un intensitati. Izdevas panakt
pastavigu un stabilu Latvijas avangarda makslinieku
klatbatni starptautiskaja vidé. Izdevas pacelt panakumu
vilni un starpnacionalas sadarbibas apriti. No individualiem
modernas makslas censoniem musu avangardisti
parvertas par autoritativu Latvijas kultQras spéku.

could enjoy the exhibition in Ventspils railway station. The
exhibition was organised alongside a scientific conference.
One of the governing conceptions of the exhibition was to
promote Ventspils as an emerging trans-national art and
cultural centre of the Baltic region. Such an intention fitted
in well with the ambitious plans of Ventspils’government at
the time, which in this city — the “Kuwait” of Kurzeme — were
realized more often than in any other place in Latvia.

Unfortunately, alongside the changes in Soros's priorities, this

exhibition turned out to be the concluding event. The
existence of the SCCA-Riga in this form was approaching
the end, similarly to what happened to the whole network
of all international SCCA's. In accordance with the famous
line of the great Latvian poet Rainis — only change can
grantimmortality — the SCCA was transformed into a new
organisation — the Latvian Centre for Contemporary Art,
which inherited the funds and traditions of the previous
establishment.

When looking at the work of the SCCA-Riga in the 1990s, one

must admit its fundamental significance as a unifying force
in the environment of contemporary art. With a budget
provided through Soros's subsidies (of approximately USD 1
000 000 over six years), modern art on a grand-scale modern
art was created. Also, the regular presence of Latvian avant
garde artists on the international art scene was ensured.

A wave of success and trans-national cooperation were
achieved. From individuals striving to create modern art our
avant-garde artists were turned into an authoritative power
in Latvian culture.
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