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Jaunais institucionalisms
un ta nozime 90. gadu maksla

Péc neatkaribas atglsanas Latvija 90. gados nozimigas un acimredzamas
izmainas notika art kult@ras institdciju vidé." Lidzas tradicionalam makslas
institdcijam — valsts, pasvaldibas vai privatiem muzejiem, galerijam,
fondiem - saka veidoties neatkarigas vienibas, kuras neiek|avas lidzsinéjos
priek3statos par makslas organizaciju un kuras var apzZimét ar jédzienu
Jjaunais institucionalisms’”.

Jauna institucionalisma teorija nav jauna, ASV sociologi un ekonomisti ka
pétniecibas metodi to izmanto jau kops 70. gadu beigam. Tas pamata ir ne
tik daudz atsauksanas uz ekonomiskajiem raditajiem, ka darbibas formas
un satura nozimes akcentésana. Bez juridiska statusa, ekonomiskajiem
raditajiem, nacionalajam robezam, vides, nozares konteksta, procesiem,
Jproduktiem”u. c. ka batisks kritérijs organizacijas attistiba tiek minéta spéja
sadarboties, mijiedarboties, blt elastigai, dinamiskai un pastavigi vairot
kapacitati

Kritikis un teorétikis Duglass Krimps, kritiz&jot tradicionalas makslas institdcijas,
savulaik rakstija, ka attieciba uz laikmetigo makslu muzejs sevi ir izsmélis
un novecojis.* Tam par iemeslu ving min argumentu, ka muzeja arsenala

1. Neizversot plaso paradibu loku, kas tiek apzimétas ar jedzienu, kultQras institacija’, raksts attiecas
vienigi uz organizacijam.

2. Paul J.DiMaggio, W. Walter Powell (eds.) The New Institutionalism in Organizational Analysis.
Chicago: University of Chicago Press, 1991, p. 3.

3. Crimp, Douglas. On the Museum’s Ruins. Cambridge: Massachusetts Institute of Technology Press,
1993, p. 85.

The New Institutionalism and its Significance
in the Art of the 1990s

In Latvia in the 1990s, after the regaining of independence, crucial and visible
changes also took place in the milieu of cultural organizations'. Alongside
traditional art institutions — state, municipal, or private museums, galleries,
foundations — independent groups, which did not conform to the existing
concepts of an art organization and to which the term “new institutionalism” can
be applied, began to form.

The theory of new institutionalism is not new. US sociologists and economists
have been employing it as a research method from the late 1970s. The principal
constituent of this method is the emphasis on the meaning of the content
rather than the form. Next to legal status, economic factors, national boundaries,
environment, sphere context, processes, “products’, etc. the leading criterion
in an organization’s development is the ability to cooperate, to interact, to be
flexible, dynamic, and constantly amplify its capacity.?

Critic and theoretician Douglas Crimp once wrote that museum has become
dated and has exhausted itself in regard to contemporary art> He argues that a
museum lacks the means by which it is possible to analyze the manifestations
of contemporary art. Hereafter the term “new institutionalism”in this article
will refer to organizations the content of which is contemporary art, but mode of
operation corresponds to the way in which the artists work. These institutions have

Not elaborating on the term “cultural organizations’, which denotes a wide range of phenomena,
the article is only concerned with organizations.

2. Paul J. DiMaggio, Walter W. Powell (eds.), The New Institutionalism in Organizational Analysis.
Chicago: University of Chicago Press, 1991, p. 3.

3. Douglas Crimp, On the Museum’s Ruins. Cambridge: Massachusetts Institute of Technology Press,
1993, p. 85.
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trakst lidzek]u, ar ka palidzibu pétit, analizét un eksponét
laikmetigo makslu. Ta célonis ir muzeja ka hierarhizétas
institGcijas 1éna adaptésanas aktualajiem makslas
procesiem un atsauksanas uz tiem.

Lidzas tradicionalajam institucionalismam jau kop3

70. gadiem kultdra var novérot paralélu kustibu —
neatkarigu, makslinieku vadrtu iniciativu veidosanos.
Nebaidoties eksperimentét, $is iniciativas ir atradusas
dazadas metodes, ka uzrunat daudzveidigu auditoriju.
Tiesa, atskirigu (visbiezak ekonomisku) apsvérumu dé|
ari sim neatkarigajam iniciativam ar laiku ir tendence
institucionalizéties, tacu tas joprojam spéj saglabat
salidzinosi lielu ricibas brivibu un uzticibu radosajam
procesam. Radosums bieZi ir batiskakais prieksnoteikums,
kas palidz izdzivot un turpinat darbibu, neskatoties uz
kapitalisma diktéto vértibu dominanti.

So alternativo stratégiju ainu var apzimét ar jedzienu, kas

aizgUts no minétajam zinatném nevis tadél, lai arf to
institucionalizétu, bet tadél, lai to varétu atspogulot

ka globalu kustibu. Turpmak raksta ar terminu,jaunais
institucionalisms”apzimétas organizacijas, kuru saturs ir
laikmetiga maksla, bet darbibas forma atbilst veidam, kada
stradd pasi makslinieki. Tas ir organizacijas, kuras nevélas
parveidot vidi, bet ar to sadarbojas, ir atvértas un elastigas.
Gandriz neviena no tam neadapté un darbibas laika
nesaglaba vienu nemainigu modeli, bet laika gaita to
vairakkart radosi transformé.

no intentions of changing the environment, instead, they
cooperate with it, are open and flexible. They do not adopt
and retain one constant pattern, but repeatedly transform it
in the course of time.

The generation who entered the art scene in the 1990s did not

refer to the theory of new institutionalism, but for them too,
quality (how significant for a certain part of society is this
subject matter or area of activities) was more important than
quantity (how large an audience could be attracted and what
revenues could be gained), not denying, but accepting and
accentuating diversity, as “it is not the number of spectators
that counts, but their variety™.

The 1990s in Latvia also coincided with the time period when

a great number of mostly young artists, not finding a place
in traditional organizations, formed independent creative
groups which today can be considered as a characteristic
feature of the art processes of the decade. This article will
look at several organizations which have been or are still
significant in the Latvian cultural scene.

Paaudze, kas maksla ienaca 90. gados, neatsaucas uz jauna
institucionalisma teoriju, bet viniem svarigaka par
kvantitati (cik lielu auditoriju izdosies piesaistit, kadu
pelnu no ta gat) biezi bija kvalitate (cik batiska kadai
noteiktai sabiedribas dalai ir noteikta problematika
vai darbibas lauks), nevis noliedzot, bet akceptéjot un
akcentéjot daudzveidibu, jo,nozime ir nevis
apmeklétaju skaitam, bet to dazadibai’* 90. gadi ari
Latvija sakrita ar laiku, kad liela dala jauno makslinieku,
nerodot sev vietu tradicionalajas organizacijas, veidoja
neatkarigas radosas vienibas, kuras var skatit ka sai
dekadei spilgtu makslas procesu iezimi. Raksta aplikotas
vairakas organizacijas, kas bijusas vai joprojam ir
nozimigas Latvijas kultQras telpa.

90. gadu makslas telpas atskirigas fezimes®

90. gadu makslas vides kopainu Latvija no iepriekséjas
dekades atskira vairakas institucionalajam kontekstam
butiskas iezimes.

4. Montmann, Nina."Art and its Institutions’, in: N. Montmann (ed.) Art and its
Institutions. Current Conflicts, Critique and Collaborations. London: Black Dog
Publishing, 2006, p. 12.

5. Par 3o tému skatit arf Maras Traumanes rakstu,Laikmetiga maksla:
sabiedriska telpa, mediju iespaids un komunikacijas stratégijas 90. gados”
saja krajuma.

Differing Features of the 1990s Art Scene®

The whole 1990s art sphere differs from the previous decade
in several fundamental traits which are essential in the
institutional context.

1. The most important factor — the free circulation of
information and publicity. Mass media was not only a
significant source of external information and education,
and space for reflection on art projects, but, by art
projects borrowing strategies from advertising and
media, they also became the form and content of the
artworks.

2. Due to the collapse of the Soviet system and the decline
of the funding existing before, new strategies had to
be devised. New options emerged for applications for
funding, not only to the newly established SCCA-Riga
(from 1993) and Cultural Capital Foundation (from 1998),
but also to various European funds. It was necessary for
the artist(s) to formulate an idea, write projects, draw up
estimates, all of which Latvian artists had not mastered.

3. Institutions that were founded or restructured in the 1990s
did not aim to establish a constant pattern of work or a
viewpoint. An individual was decisive in shaping their
image — an independent curator who was responsible for
its profile. Both in and outside the traditional institutions —

Nina Montmann, “Art and its Institutions”. In: N. Montmann (ed.), Art and its
Institutions. Current Conflicts, Critique and Collaborations. London: Black Dog
Publishing, 2006, p. 12.
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5. See also the article by Mara Traumane “Contemporary Art: Public Space,
Influence of the Media and Communication Strategies in the 1990s"in this
anthology.



1. Nozimigakais faktors — briva informdcijas un publicitdtes
aprite. Masu mediji bija ne vien nozimigs aréjas
informacijas ieguves, izglitibas avots un makslas projektu
atspogulojuma telpa, bet, makslas projektiem aizgUstot
reklamas un mediju stratégijas, tie kjuva arT par makslas
darbu formu un saturu (to spilgti ilustré “Open” darbiba).

kultdras finanséjuma apsiksanu nacas meklét jaunas
stratégijas. Radas jaunas iespéjas pretendét uz
finanséjumu ne vien KultGras ministrijas projektu
konkursa (kops 1998. gada Sis funkcijas parnéma
Kultarkapitala fonds) un SMMC-Riga (projektu konkursi
no 1993. lidz 1998. gadam), bet ari dazados Eiropas
fondos. Tacu svarigaka par amatu un pieredzi bija prasme
formulét ideju, rakstit projektus, sastadit tames, ar ko lidz
tam bija saskaries vien retais Latvijas makslinieks.

3. Turpinajas laikmetigas makslas institucionalizacija.
Vairak inerces péc, nevis dé| spéjas operativi reagét uz
politiskajam un ekonomiskajam izmainam, joprojam
nozimiga palika tradiciondlo makslas instittciju loma —
(Valsts Makslas muzejs, izstazu zale Latvija” u.c.). Lidzas
tam 90. gadu gaita batiski nostiprinajas kuratoraloma,
un lidz ar to arvien lielaku nozimi ieguva individualas
interpretacijas iespéjas un konteksta sniegsana.

4. Ka alternativa t. s. establismenta makslas institcijam
(SMMC-Riga, muzejiem, galerijam) kops 90. gadu
pirmas puses veidojas rado$ds apvienibas, kas

museums, galleries and art centres (the Latvian National
Museum of Art, the Latvia exhibition hall, the Slepenais
eksperiments club, and others) — work was begun by a
string of curators — Heléna Demakova, Inga Steimane,
Kaspars Vanags, llze Strazdina, Ivars Runkovskis, Juris
Boiko, Iréna BuZinska and Solvita Krese. Consequently,
the possibilities of individual interpretations and the
presentation of context was of increasingly greater
significance.

4. Starting with the first half of the 1990s, as an alternative
to the so called establishment art institutions (SCCA-
Riga, museums, galleries), creative groups were founded,
which developed contemporary aesthetics within
interdisciplinary work (Open, Orbita, Noass, the Slepenais
eksperiments club, NEKAC (the Development Centre of
Non-Commercial Culture), the Pedvale Open-Air Art
Museum, video and documentary film (the Locomotive
studio) and the art of the new electronic media (E-LAB).

5. The rapid development of technologies (the Internet, new
digital media, etc.) was equally significant. Communication
systems entered everyday life and became material for,
and the subject matter of, works of art.

6. Along with installations, performances, and video appearing
on the contemporary art scene, the roles of public space and
spectator also changed. Active communication and attitude
became part and parcel of an artwork.

The factors mentioned above emphasize the separate essential

preconditions, characteristic of the 1990s, that could and

laikmetigo estétiku attistija starpdisciplinara,
islaiciga un eksperimentala darbiba (“Open’,“Orbita’,
,Noass’, klubs ,Slepenais eksperiments’,, NEKAC",
Pedvales Brivdabas makslas muzejs u.c.), video un
dokumentalaja kino (studija,Lokomotive”) un jauno
elektronisko mediju maksla (E-LAB).

5. Nozimiga bija ari strauja tehnologiju (interneta, jauno,
digitalo mediju u.c.) attistiba, komunikacijas sistému
ienaksana ikdienas aprité un k|usana par makslas darba
materialu un tému.

6. Lidz ar instalacijas, performances un video ienaksanu
laikmetigaja maksla mainijas ari publiskas telpas un
skatitaja lomas. Aktiva komunikacija un attieksme k|uva
par neatnemamu makslas darba sastavdalu.

leprieksminétais akcenté atseviskus 90. gadiem raksturigus

un batiskus prieksnoteikumus, kurus kultdras nozares
dalibnieki varéja nemt un ari nenemt véra, lietot

vienu, visus vai nevienu. Lidzsinéjas institucionalizétas
makslas vides administrativa kapacitate pieauga, tacu to
mobilitate bija tikpat vaja ka jaunas valsts ekonomiska
situacija, tapéc sakot ar 90. gadu vidu arvien nozZimigaku
lomu spéléja jaunas radosas makslinieku apvienibas un
sadarbibas projekti, kas darbojas starpdisciplinara jauno
komunikacijas tehnologiju joma, eksperimentéja un
mekl&ja savu profilu un auditoriju, ne vienmér ilgstosi, bet
aktivi klatesot masu medijos un interneta telpa.

could not be taken into account by the people working

in the industry of culture; either one of them, all, or none
could be employed. When the administrative capacity

of the former institutionalized art scene increased and
interior subordination strengthened (but its mobility
weakened), starting in the mid-1990s, new groups of
artists and cooperation projects emerged, which worked in
interdisciplinary areas of new communication technologies,
experimented and sought their subject matter and
audience and actively declared their presence in mass
media and on the Internet.

OPEN®

As one of the first independent groups, the Duo’ art

management agency (later Open — Kaspars Vanags and

llze Strazdina) established itself in 1995. Knowingly and
persistently entering media (press, radio, TV) space and
utilizing the routine strategies of media itself, Open literally
subverted the former notion of an art institution. Open
organically merged entertainment, rave culture with visual
art, media experiments with fashion and marketing; besides,
rave subculture at the time unified the entire generation,
with no distinction with regard to nationality.

For more on activities of Open please see the article by Mara Traumane
“Contemporary Art: Public Space, Influence of the Media and
Communication Strategies in the 1990s"in this anthology.

leva Rupenheite, “Open is open’, Diena, 22.-29. 09, 1995.

90, GADU ALTERNATIVA KULTURAS ORGANIZACIJU VIDE LATVIJA | 85



OPEN™

Viena no pirmajam neatkarigajam vienibam 1995. gada
sevi pieteica makslas menedzmenta birojs “Duo” (vélak
,Open”—Kaspars Vanags un llze Strazdina). Apzinati un
mérktiecigi ar islaicigiem projektiem ienakot mediju
(prese, radio, TV) telpa un izmantojot medijos aprobétas
stratégijas,,Open”izsita no sliedém lidzsinéjo prieksstatu
par makslas institdciju.,Open” organiski apvienoja izklaidi,
reiva kultQru ar vizualo makslu, mediju eksperimentus
ar modi un marketingu; turklat reiva subkultdra tolaik
vienoja paaudzi, neskirojot tautibas.

Izmantojot visparéjo 90. gadu apjukumu, kad varéja
atlauties to, kas paslaik nebUtu iespéjams,,Open”
pasakumus rikoja pamestas industrialas telpas,
nekonfrontéjot ar ugunsdrosibas, ekspluatacijas u. c.
noteikumiem. Par sponsoriem tika pieaicinatas alkohola
un cigaresu razotajfirmas. Demonstréjot, ka laikmetigajai
makslai nav jaatrodas tikai galerijas vai muzejos, lai
to uztvertu ka makslu,,Open” projekti apliecinaja, ka
laikmetigaja maksla ir svariga ne tik daudz telpa, cik ideja.
Publiku var uzrunat gan no TV ekrana (“Slaidlugas”), gan
pilsétvidé (“Téjas séne”,"Subversija pilsétvidé”).

6. Plasak par“Open’darbibu skatit M. Traumanes rakstu,Laikmetiga maksla:
sabiedriska telpa, mediju iespaids un komunikacijas stratégijas 90. gados”
saja krajuma.

7. Rupenheite I. Open ir atvérts. Diena (Izklaide). 1995, 22.-29. septembris.

By taking advantage of the general “confusion” of the 1990s,
which allowed artists to do things that would not be
possible today, Open organized events in abandoned
industrial spaces, for instance, in a former warehouse in
Old Riga or in a factory, with no concern towards fire
prevention measures, operational safety and other
conditions. As sponsors, alcohol and tobacco
manufacturers were brought in. By acting liberally and
accordingly to the situation, and demonstrating that
contemporary art was not bound solely to galleries or
museums in order to be considered as art at all, Open
projects proved that, in contemporary art, ideas play a
greater role than space. The audience could be addressed
from a TV screen (Slideshows) as well as in an urban space
(T-shroom, Subversion in City Space).

The events of Open brought together the artistic youth of the
time who were on a quest for new means of communication,
existing outside the walls of the traditional institutions, and
for like-minded individuals with a similar outlook on life and
vision of the future. During these events, for example, the
members of Locomotive and E-LAB met. The events were
widely reviewed and publicized in both the Latvian and
Russian press.

Initially, going along with the just enjoy aesthetics,
but later critically reviewing their action strategy and
taking a more socially-responsible stance, before 2000,
Open, as a group of producers, organized a succession
of multi-media events which included environmental
design, topical music, performance elements and film
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,Open"rikotajos projektos lidzdarbojas talaika radosa jaunatne,
kas mekléja jaunus, arpus tradicionalo institGciju sienam
pastavosus komunikacijas veidus un domubiedrus ar kopigu
dzives uztveri un nakotnes viziju. Pasakumi guva plasu
atspogulojumu un publicitati gan krievu, gan latviesu presé.

Sakuma laujoties just enjoy estétikai, tacu vélak kritiski
parvertéjot savu darbibas stratégiju un pievérsoties sociali
atbildigakai pozicijai, lidz 2001. gadam ,Open” organizéja
daudzus multimedialus pasakumus, kas ieklava vides
dizainu, aktualo maziku, performancu elementus, filmu
skates.®,Open”Tslaiciga, bet spilgta darbiba 90. gados
lieliski atspoguloja savas paaudzes brivibas sajatu un
ietekméja arf nakamas paaudzes radosas personibas.

8. ,Open”organizétie projekti: "“Open” (1995), “Biosports” (1996), “Maiguma
impérija” (1996),,Panorama’ (1997), “Aktuelle Tanzen” (1998),"Slaidlugas” (2000),
JTéjas séne” (2000, sadarbiba ar Katrinu Neiburgu un Péteri Kimeli), ,Party
Animals / Animal Farm” (2001),,Subversija pilsétvidé” (2001), “"Komunas péc
komunisma” (2004, sadarbiba ar LLMC un Eiropas izpétes tiklu Re_public Art).

Open organizétais pasakums Party Animals / Animal Farm Jarmala. 2001.

001
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screenings.? The short-lived, but lively period of Open
activities in the 1990s superbly reflected the sense of
liberty of its generation and also influenced the creative
personalities of the next generation.

) 8), >show.
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E-LAB®

Atskiriba no,Open’, kas aktivi darbojas masu mediju telpa,
elektroniskas makslas un jauno mediju centrs E-LAB (kops
2000. gada RIXC), kas sevi pieteica 1996. gada, darbibas
trajektoriju koncentréja uz jaunienakuso interneta vidi.
Sakotnéji to atbalstija SMMC-Riga un Latvijas Makslinieku
savieniba.

E-LAB idejas pamata ir interneta kultdras veidosana un radosa
izmantosana tikla makslas projektos. Interneta kultdra
tolaik bija jauna visa pasaulé, un E-LAB taja aktivi iesaistijas,
jau no pasa sakuma apjausot un izmantojot tikla kultdras
butibu — interaktivitati.

E-LAB bija pirmie, kas piedavaja bezmaksas datortehniku
un informacijas pieeju studentiem un maksliniekiem
radosu projektu Tstenosanai, rikoja seminarus par mediju
makslu, kultru, teoriju un vésturi; elektroniskas muazikas
kluba vakaru tieSraidei un mazikas ierakstu sagatavosanai
izveidoja neatkarigo interneta radio Ozone, kas bija
iespéja radosi darboties un brivi pasizteikties daudziem.
“Sava darbiba més censamies nojaukt tas maksligi raditas
barjeras, kas pastav starp dazadam makslas institacijam,
maksliniekiem un kuratoriem. Més vélamies nevis radit

9. Plasak par E-LAB darbibu skatit ari citus rakstus $aja krajuma: Mara
Traumane Laikmetiga maksla: sabiedriska telpa, mediju iespaids un
komunikacijas stratégijas 90. gados’, leva Auzina “http://rixcIv’, Rasa Smite
un Raitis Smits,Més esam tikla. Més esam tikls’.

E-LAB®

Unlike Open, which actively operated in mass media, the E-LAB
centre of electronic art and new media, established in 1996
(since 2000 — RIXC), chose the new Internet space as the
platform for its activities. Initially the group was supported by
SCCA-Riga and Artists Union of Latvia.

At the basis of the E-LAB idea lies the construction of Internet
culture and its creative use in web art projects. Internet
culture at the time was quite new to the whole world and
E-LAB took an active part in it, being aware of and utilizing
the essence of the web culture — interaction — from the very
beginning.

E-LAB was the first to offer free of charge computing equipment
and access to information for students and artists for the
realization of creative projects; it organized workshops
on media art, culture, theory, history, established an
independent Internet radio station Ozone, which served for
live transmissions of electronic music night programs and
preparation of music recordings, and provided a great many
individuals with the possibility to pursue creative activities
and express themselves freely.“In our activities we strive
to demolish those artificially constructed barriers that exist
between various art institutions, artists, and curators. We do

9. More on activities of E-LAB please also see other articles: Mara
Traumane “Contemporary Art: Public Space, Influence of the Media and
Communication Strategies in the 1990s’, leva Auzina "http://rixc.lv’, Rasa
Smite, Raitis Smits “We Are in the Network. We Are the network”in this
compilation.

opoziciju, bet sadarboties — sapludinat makslu ar citam
radosajam aktivitatém.°

Straujaja interneta un digitalo skanas un attéla tehnologiju
attistibas laika Rigas videi nozimiga kluva E-LAB
pasakumu un radioparraizu atvértiba lokaliem radosajiem
projektiem — mazikai, skanai, dzejai un kultlrteorétiskam
lekcijam, formatam, ko ierosinaja jau,Open” pasakumi.
Termins “jaunie mediji”Riga 90. gadu vid asociéjas ar
jaunam neatkarigam un pieejamam tikla un reala laika
prezentacijas, informacijas aprites un izdevéjdarbibas
formam, kas dekades beigas intereséja dazadu jomu un
Zanru radosos projektus (,Varka Crew’ ,Semema’,,Orbita’,
,99% Svaigs”,F5, rigasZieds”), tadéjadi attistot jau,Open”
ieziméto starpdisciplinaro parklajumu, makslinieku
savstarpéjo sadarbibu un multifunkcionalitati.

Smite R. Elektroniskas makslas un mediju centrs E-L@b. SMMC-Riga 1996.
gada parskats. 1997, 44.-45. Ipp.

[1zu9pzan aznzxLET

Katru tresdienu pl. 19:00
W Krastmala 3594 (5.stava)

i JAUNIE MEDIJI / MEDIJU MAKSLA |
E-LaB SEMINARS

>ISA SUAREZ sondons e sicie
<music’n presentation>
9.APRILT PL:19:00 —> E-L@B'E

Novembra Krasimai 5 - 94, igs, U 1050, Latv. Tl o371-7210297 ek <o b@parks o URLi<htp /A s home/E-LABS—

ELAB informativais flaijeris. 1997.
ELAB informative flyer. 1997.

not want to create an opposition; we want to cooperate — to
merge art with other creative activities!"®

In a time of the rapid development of the Internet and digital

image and sound technologies, in Riga, the openness of

the E-LAB events and radio transmissions of local creative
projects — music, sound, poetry, and culture-theoretical
readings — a format which had already been suggested by
Open events, became quite significant. The term “new media”
in mid-1990s Riga was associated with new, independent and
accessible forms of information circulation and publishing,
and web and real time representation, which at the end of
the decade attracted creative projects of various areas and
genres (Varka Crew, Semema, Orbita, 99% Svaigs, F5, rigasZieds),
thus developing the interdisciplinary coverage, cooperation
of artists, and multifunctionality initiated by Open.

Rasa Smite, “Centre of electronic art and new media E-L@b". In: SCCA-Riga
Survey of 1996.1997. pp. 44 -45
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Kultoras un makslas projekts ‘Noass'

Risinot arpus tradicionalajam institlcijam pastavosas
kultdras infrastruktdras problémas, 1998. gada nogalé —
ar mérki veidot un realizét laikmetigas makslas projektus —
darbibu uzsaka kultaras un makslas projekts “Noass”,
noenkurojoties uz debarkadera AB dambr.

Starpdisciplinaras makslas telpas nepieciesamibas idejas
autori bija Dzintars Zilgalvis, Olegs Tillbergs un leva
Kalnina (Kulakova). Uz debarkadera tika izveidota makslas
galerija,Noass’, kur notika, pieméram, Latvijas Jauna
tedtra institlta pasakumi festivala “Homo Novus”, vizualas
makslas izstades, RIXC rikotais starptautiskais jauno mediju
kultaras festivals ,Maksla+Komunikacijas’, pastaviga video
makslas galerija un citi notikumi.

Studifa “Lokomotive' un
kultoras un informacijas centrs "K@2"'

90. gados jaunie mediji kluva par nozimigu materialu art
kinonozaré stradajosajiem aktivistiem, jo, sabrukot
kino industrijai, izveidojas vairakas nelielas kinostudijas
(,Devini’, ,Kaupo’,,Jura Podnieka studija”), tostarp ari
,Lokomotive” (1995), kura darbojas Roberts Vinovskis,

Karls Bjorsmarks, no 1997. gada ari Kristine Briede.

1997. gada, veidojot dokumentalo filmu ciklu par
Latvijas robezpilsétam, dokumentalas filmas
,Borderland. Pédas uz robezam" rezisori Kristine
Briede un Karls Bjorsmarks nonaca Karosta. Savukart
2000. gada vasara Karosta tris ménesus ilga K. Briedes un
zviedru makslinieces Taves Turbjursones rikotais projekts

Kultdras un makslas projekta Noass debarkaders AB dambi uz Daugavas
Culture and art project Noass debarcadere at the AB dam on the river Daugava

The Noass Culture and Art Project

By way of attempting to solve the problems of the culture
infrastructure existing outside the traditional institutions, and
with an objective to develop and realize contemporary art
projects, at the end of 1998, the Noass culture and art project
was established on a débarcadére, anchored at the AB dam
on the river Daugava.

The authors of the idea of the necessity for a space for
interdisciplinary art were Dzintars Zilgalvis, Olegs Tillbergs,
and leva Kalnina (Kulakova). The Noass Gallery hosted, for
instance, events of the Homo Novus theatre festival, organized
by The New Theatre Institute of Latvia; visual art exhibitions;
the Art+Communication international festival; a series of
events of new media culture, organized by RIXC; a permanent
gallery of video art, and other events.
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The Locomotive Studio and
K@2 Culture and Information Centre

New media in the 1990s became a significant source also for those
working in film, as, after the collapse of the industry, several
small film studios were formed (Devini, Kaupo, Juris Podnieks
Studio), and also Locomotive (1995), which united Roberts
Vinovskis, Carl Biorsmark, and since 1997 — Kristine Briede.

In 1997, when making a series of documentary films on Latvian
borderland towns, the directors of documentary Borderland.
Traces on Borders Kristine Briede and Carl Biorsmark found
themselves in Karosta. In summer 2000, a three-month
project — Subjective / Objective'" — took place, organized

1. Participants: Swedish artists Filippa Arrias, Jesper Nordal, Xavier Garcia,
Latvian artists Ivars Gravlejs, Andrejs Grants and his students, Elizabete
Melbarde, Marcis Bendiks, Andrejs lvanovs, Vasilijs Borjajevs, Viesturs
Grazdanovics etc.



“Subjektivs / Objektivs"" ar moto “Paraugies uz sevi

ar svesam, nepieradinatam acim!”. Taja vietéjiem
bérniem un jauniesiem bija iespéja piedalities

Latvijas un arvalstu kino makslinieku vadrtas radosajas

Projekta piedalijas makslinieki no Zviedrijas Filipa Arrias, Jespers Nordals,
Havjers Garsija un makslinieki no Latvijas Ivars Gravlejs, Andrejs Grants ar
audzékniem, Elizabete Melbarde, Marcis Bendiks, Andrejs lvanovs, Vasilijs
Borjajevs, Viesturs Grazdanovics un citi.

Karosta; Liepaja; Latvija
18.-27. augusts
Opening night 18th of August 18.00

Atbalsta:
Konstndrsnimnden, Swedish Institute
>hilippe Coolart, Juras Speku Macibu Centrs, LNKC,
auma, Liepajas Dome, Sorosa fonds... u.c

CGenerala Baloza iela 1

K@2 organizéta projekta Subjektivs / Objektivs atklatne. 2000.
Postcard from the Subjective / Objective project organized by K@2. 2000.

by Kristine Briede and a Swedish artist Tove Torbiérnsson

with a motto “Look at yourself in a new, unusual way!” As a
part of the project, local children and youth were given an
opportunity to take part in creative workshops, conducted by
Latvian and foreign filmmakers — Camera Obscura, Space and
sound, Analogue/Digital and other workshops, among them
ones which involved drawing, sculpting, animation, and

darbnicas “Camera Obscura’“Vide un skana’,
"Analogs / Digitals” un citas, arf zimésanas,
veidosanas, animacijas un dziedasanas darbnicas.
Virsnieku saieta nama tika sarikota vasaras nometne
"Audums. Audekls. Ekrans’, kuru vadija Stokholmas
Karaliskas Makslas akadémijas studenti. Darbnicas
tika uztvertas ar lielu entuziasmu, un [idz ar so
projektu tika iedibinata tradicija, ka makslinieki
Karosta dalu laika velta nodarbibam ar bérniem.

Projekts beidzas ar izstadi, kura bija eksponétas fotografijas,

objekti, video un skanas instalacijas, un kas bija iekartota
neapdzivota piecstavu éka Generala Baloza iela 1. Viena
tas siena (300 m?) tika noklata ar kombinata "Lauma”
austu un Karostas iedzivotaju sasttu ekrana audumu, uz
kura vienlaikus ar vairakiem antikiem projektoriem tika
raditas ieprieks Karosta uznemtas filmas, kuras makslinieki
un Karostas iedzivotaji pauda savu skatijumu uz vietéjo
realitati. Izstade tika atklata vienlaikus ar dokumentalajam
kino veltitu vérienigu pasakumu “Tranzit Zero”, kura
piedalijas kino producenti, rezisori un citi kino profesionali
no visas pasaules.

Par projektu “Tranzit Zero” radosa grupa “Lokomotive” sanéma

Latvijas Makslinieku savienibas “Gada balvu 2000 ka
veiksmigakais projekts kada no Latvijas regioniem — tas
tika atzinigi novertéts ka veiksmigs publiskas makslas
procesa paraugs, kura laika izdevies aktivizét un projekta
tapsana iesaistit lokalo sabiedribu.

singing. A summer camp Cloth. Canvas. Screen was organized
by the students of the Royal Swedish Academy of Arts at

the Officer's House. The workshops were received with great
enthusiasm, so consequently a tradition was initiated: artists
coming to work at Karosta spend part of their time working
with the children.

The project was concluded with an exhibition, displaying

photographs, objects, video and sound installations set up
in an uninhabited five-storey building at 1 Generala Baloza
Street. One of its walls (300 m?) was covered with a screen,
which was woven at the Lauma combine and sewn together
by Karosta people, upon which films were simultaneously
projected from several vintage projectors. The footage had
been shot in Karosta and reflected the views of the artists
and the townspeople on the local reality. The exhibition was
opened concurrently with an impressive event, a homage to
documentary cinema, Tranzit Zero, with participants — film
producers, directors and other industry professionals — from
all over the world.

In 2000, Tranzit Zero was awarded the Artists Union of Latvia

annual prize as the most successful project in a Latvian
region; it was highly praised as an effective example of a
public art process, as it had been possible to activate the
local inhabitants and involve them in the making of the
project.

After the projects carried out in August 2000, Kristine and

Calle decided to settle in Karosta, so as to not only “use”
the environment for their creative work, but also to invest
creative ideas back in it. Thus the K@2 creative centre
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Péc 2000. gada augusta Tstenotajiem projektiem Kristine

un Kalle noléma Karosta palikt, lai turpmak vidi ne vien
izmantotu savam radosajam darbam, bet radosas idejas
investétu taja atpakal. Tika izveidots radosais centrs
"K@2" - kultaras infrastruktara, kas aktivi sadarbojas

ar citiem lidzigiem centriem un rado$am personibam
Latvija un arzemés. Ne reizi vien nakamajos gados notika
atseviski pasakumi jauno mediju kultdras centra RIXC
rikoto projektu laika, makslas biroja,,Open” organizétie
pasakumi (seminars,Komuanas péc komunisma”2004.
gada LLMC projekta ,Re:publika”ietvaros), izstades,
kinolektoriji un citas norises, kuru iniciativa naca no
neatkarigajam institGcijam. To veicinaja Karostas
savdabigas (lai neteiktu eksotiskas) vides vilindjums un
salidzinodi Iétas izmaksas.

Pedvales Brivdabas makslas muzejs

"K@2" nebija vienigais arpus galvaspilsétas pastavosais

neatkarigais kultdras centrs jeb kultdras,satelits”

Jau kops 1992. gada Sabilé tadu veidoja arT télnieks
Ojars Feldbergs. Apsaimniekojot Abavas upes senlejas
pretim Sabiles pilsétai un divas pussagruvusas
Firkspedvales un Brinkpedvales muizas ar tam pieklauto
saimniecibas éku kompleksu, télnieks izveidoja Pedvales
Brivdabas makslas muzeju, kas tagad ir valsts nozimes
kultdras piemineklis un ietilpst ipasi aizsargajama
kultGrvésturiska teritorija "Abavas ieleja”"?

Muzeja izveidosana piedalijas Ojars Feldbergs, Kristaps Gelzis, Janis Mitrévics,

Juris Putrams, Ojars Pétersons, Olegs Tillbergs, Aija Zarina, Andris Breze.

Pedvales Brivdabas makslas muzejs. Janis Mitrévics uzstada vides objektu Sabile izstadé Firkspedvales sarunas. 1994.

Pedvale Open-Air Art Museum. Janis Mitrévics installing environmental object Sabile in exhibition Firkspedvale Conversations. 1994

was established — a cultural centre which enthusiastically
collaborated with other similar centers and creative
individuals in Latvia and abroad. Over the course of the
following years the centre hosted numerous events,
organized by the centre for new media culture, RIXC, the
Open art agency (the workshop Communes After Communism
as a part of LCCA project Re:public, 2004), exhibitions, film
screenings, and other activities, initiated by independent
institutions. The process was enhanced by the appeal of
Karosta's unconventional (if not exotic) environment and
comparatively cheap costs.
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Pedvale Open-Air Art Museum

K@2 was not the only independent culture centre or culture

“satellite” existing outside the capital — sculptor Ojars
Feldbergs had already established one in Sabile in 1992. By
managing the area of the river Abava old valley opposite
Sabile town and two largely ruinous manors, Firkspedvale
and Brinkpedvale, and their building complex, the sculptor
created Pedvale Open-Air Art Museum, which is now a State
Historical Monument and is a part of a specially protected
historical area, the Abava valley.'?

Since 1992, the manors in the vicinity of Sabile have become

a meeting point for nature and art. Among the events

The museum was realized by Ojars Feldbergs, Kristaps Gelzis, Janis Mitrévics,
Juris Putrams, Ojars Pétersons, Olegs Tillbergs, Aija Zarina, Andris Breze.



Kop$ 1992. gada muizas Sabiles tuvuma kjuvusas par dabas
un makslas satiksanas punktu. Tur notikusas nozimigas
brivdabas izstades, meistardarbnicas un simpoziji,
pieméram, ,Firkspedvales sarunas”(1994),,Pedvalisms”
(1994),,Geo — Geo"(1996) un citas.

Nekomercialas kulturas attistibas centrs
"NEKAC

1998. gada Kuldiga dibinatais Nekomercialas kultdras
attistibas centrs, NEKAC" - ka nelegalas jauniesu
organizacijas, KAMPA" (Kuldigas agresivas muzikas
pazinéju apvieniba, dibinata 1990. gada) sekotajs —

organized here are significant open-air exhibitions,
workshops and symposiums, for example, Firkspedvale
Conversations (1994), Pedvale-ism (1994), Geo — Geo (1996),
and others.

The NEKAC Development Centre of

on-commercial Culture

The NEKAC Development centre of non-commercial culture,
founded in Kuldiga in 1998 as a successor to the illegal
youth organization KAMPA (Kuldiga Aggressive Music
Experts Association, founded in 1990), has become the
bastion of non-commercial music. It is based and is active
mainly in Kuldiga and since 1993 has hosted concerts on a

kluva par nekomercialas mazikas bastionu. Darbojoties
galvenokart Kuldiga un kops 1993. gada aizsakot regularu
koncertu praksi, nekaciesi organizéjusi virkni mazikas
koncertu un festivalu —,Sirmis” (1993), VONS” (1994-1996),
,Tabuns" (2000-2004), izdevusi mazikas un kultaras

preses izdevumus, nodarbojusies ar mazikas ierakstisanu,
izdosanu un izplatisanu. Kops 1999. gada “NEKAC"izmanto
Kuldigas pilsétas domes pieskirto éku, kura tiek veidots
DIY" kultGras centrs "ZABADAKS'.

DIY (do it yourself) jeb dari pats”termins tiek lietots kops 50. gadiem, uzsverot,
ka cilvekam sadzivé péc iespéjas jacensas iztikt bez algotu profesionalu
palidzibas, méginot visu darit pasam. So ideju 70. gados parnéma dazadas
subkultdras, propagandéjot patérétajsabiedribas kritiku. DIY subkultdra
izpauzas, publicéjot kserokopétus izdevumus, ar pieejamajam tehnologijam
ierakstot maziku, daloties ar zinasanam un prasmém édiena, apgérba,
ikdiena nepiecieSsamo priekSmetu gatavosana u. tml.

regular basis. Members of NEKAC have organized a string

of non-commercial music concerts and festivals — Sirmis
(1993), VONS (1994-1996), Tablins (2000-2004), produced
publications which deal with non-commercial music and
culture, and pursued the recording, release, and distribution
of non-commercial music. Since 1999, NEKAC has inhabited a
building assigned by Kuldiga Town Council, which is also the
home of the ZABADAKS DIY'® culture centre.

DIY (do it yourself) as a term has been used since the 1950s, emphasizing
that a person has to strive to dispense with the help of paid professionals
in his/her daily life, by doing everything himself/herself. In the 1970s, the
idea was taken over by various subcultures aiming to criticize consumer
society. DIY subculture finds expression in publishing xerox-reproduced
writings, making music records with the technical equipment available,
sharing skills in cooking, making clothes and everyday objects etc.
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Attiecibu estétika un attiectbu maksla

Kaut arf minéto centru aktivisti tolaik neatsaucas uz

Rietumu teorijam, uz to darbibu lield méra attiecinams
fran¢u teorétika un kuratora Nikola Burjo 90. gadu

vidd formulétais termins “attiecibu estétika” (relational
aesthetics), kas palidz raksturot un analizét i laika
makslinieciskas prakses. Tas attiecas vairs ne tik daudz
uz tradicionalajiem medijiem, bet makslinieku grupam,
kuras intereséja sadarbiba ar publiku un interaktivitate.
Arl $ajos centros tapusie darbi javéerté nevis péc
tradicionaliem kritérijiem, bet gan péc to raditajam
savstarpéjam attiecibam — ta ir maksla, kas vairs nav
saistita tikai ar vizualu estétiku, bet atklajas mijiedarbiba
un uztveré. Turpmak raksta minétas apltkotajam
organizacijam raksturigas iezimes, kas tas tiesi saista ar
jauno institucionalismu ka alternativu, péc noteiktiem
principiem stradajosu struktdru, un attiecibu estétiku ka
90. gadu makslai raksturigu iezimi.

Attiectbu maksla publika tiek uzskatita par heterogénu

kopienu, kur atseviskam individu grupam ir atskirigas
intereses un mérki. Makslas darbs sadas attiecibas top,
publikai piedaloties un mijiedarbojoties. Ari Latvija
neatkarigas kultaras vienibas publiku vairs neuztvéra ka
homogeénu struktdru, savas aktivitates orientéjot nevis uz
iespéjami lielaku, bet péc iespéjas dazadaku auditoriju,
nozimi pievérsot ne tik daudz apmeklétaju skaitam,

Relational Aesthetics and the Relational Art

Despite the fact that the activists of the above-mentioned

centres did not refer to Western theories, their activities

can be largely described using the term “relational
aesthetics’, formulated by French theoretician and curator
Nicolas Bourriaud in the mid-1990s, which helps to
characterize and analyze the artistic practices of the period.
It refers not so much to the traditional media as to groups
of artists which were interested in cooperation and
interaction with the public. The artworks created in these
centers should not be judged according to traditional
criteria, but according to the inter-human relationships
which they produce; this kind of art is not related merely
to visual aesthetics, but is revealed in interaction and
perception. In the following part of the article | will describe
characteristic traits of the organizations mentioned above,
what directly links them to new institutionalism as an
alternative structure, working in compliance with certain
principles, and relational aesthetics as a characteristic
feature of 1990s art.

In the art of relations the pubilic is perceived as a heterogeneous

community, where separate groups of individuals have
different interests and objectives. An artwork in such
relations is created with the involvement and the interaction
of the public. Independent culture organizations in Latvia
also did not perceive the public as a homogeneous
structure any more and aimed their activities at a possibly
more diverse, rather than broader audience, focusing on
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cik spéjai uzrunat péc iespéjas dazadakus publikas
segmentus,' stradat ar kadu specifisku tému vai pilnigi
jaunu jomu, kas palikusi arpus vai vél nav kluvusi aktuala
tradicionalajas makslas instittcijas. Tam spilgts piemérs ir
E-LAB aktivitates interneta telpa un jauno mediju kultra,
kas radoso eksperimentu un pétniecibas prioritasu dé|
nesaistija lielas [auzu masas.,Noass” un ta rikotie festivali
(,Udensgabali”kops 2001) Latvijas publiku iepazistina

ar videomakslu, Latvijas Jauna teatra institata festivali
,Homo Novus” (kop$ 1995) un ,Homo Alibi” (kops 2000),
organizétas izrades un rikotas meistardarbnicas piedavaja
iepazit dazadas, tostarp starpdisciplinaras skatuves
makslas formas, kas (sakotnéji) uzrunaja tikai atseviskus
interesentus.

Attiecibu estétikas konteksta maksla vairs nav tikai estétisks

objekts vai fiziska telpa. Tas ir laiks, kura dzivot.” Lidz

ar to arvien lielaka nozime ir t. s. atvértas telpas (open
space) idejai. Telpas robezas ir labilas, gratak fikséjamas un
defingjamas. Censoties nepienemt patérétajsabiedribas
spéles noteikumus, laikmetigas makslas institdcijas

meklé izeju jauna publiskas telpas konceptd, kas piedava
demokratisku vidi radoso aktivitasu daudzveidibai, veicina
daudzveidigu sadarbibas mode|u attistibu, atlaujas

Nina Montmann. Art and its Institutions // Méntmann Nina. (ed.) Art and
its Institutions. Current Conflicts, Critique and Collaborations. London:
Black Dog Publishing, 2006, 11 p.

Bourriaud N. Relational Aesthetics. Les presses du reel, 2002, 15 p.

developing the ability to reach as many different sections
of society as possible, not concentrating on the number of
visitors', trying to work with a specific theme or an utterly
new sphere that has remained outside of or has not

yet become topical in the traditional art institutions.

A bright shining example for this are the activities of E-LAB
on the Internet and the new media culture, which, due to
creative experiments and research priorities, definitely does
not attract large crowds of people. Noass and its festivals
(since 2001 — Waterpieces) has introduced the Latvian
public to video art; festivals organized by The New Theatre
Institute of Latvia, Homo Novus (since 1995) and Homo Alibi
(since 2000), performances and workshops, have offered
audiences the chance to get to know various, among them
interdisciplinary, forms of stage productions, which

(at least in the beginning) reached only separate sections
of the public.

In the context of relational aesthetics art is no longer merely

an aesthetic object or a physical space. It is a time in which
to live."> Therefore the so called open space idea has
become ever more significant. The boundaries of space are
inconstant, more difficult to trace and define. By striving
not to accept the rules of the game of consumer society,
contemporary art institutions seek a solution in a new
concept of the public space, which offers a democratic

Nina Montmann, “Art and its Institutions”. In: N. Montmann (ed.), Art and its
Institutions. Current Conflicts, Critique and Collaborations. London: Black Dog
Publishing, 2006, p. 12.

Nicolas Bourriaud, Relational Aesthetics. Les presses du reel, 2002, p. 15.



eksperimentét ar dazadam jomam, rosina komandas
darbu un censas iesaistit skatitaju.'®

Tadé| par demokratisku radosas izpausmes telpu biezi k|ast

elektroniskie resursi (internets), iespieddarbi, audio un
video ieraksti, masu mediji vai cita lidz tam makslas sféra
retak apdzivota vide. Fiziskas atvértas telpas pamatideja
akcentéta, pieméram, kultdras un informacijas centra
,K@2"darbiba., K@2"bija pirma un ilgu laiku vieniga vieta,
kur Karostas iedzivotajiem bez maksas bija pieejams
internets, tika iekartota bérnu istaba, notika valodu kursi
un citas altruistiskas lietas, par kuram pilsétas galvas
atzina:,Més nesaprotam, ko un prieks kam jas to darat!
Pasvaldibas atbalsta sadam iniciativam nebija, jo izpratnei
par atvéerto telpu nebija gatavi ari iedzivotaji. Bija jaizaug
veselai paaudzei, lai $is koncepts, ka svariga ir pieejamibas
radisana, ne tikai pelna, ienaktu cilvéku apzina ka normala
un pat nepieciesama paradiba. Telpa ir komunikacijas vieta,
vienalga, kadu fizisko vai virtualo apveidu ta ienem, savukart
institGcija nav vienigi vieta, kur eksponét vai uzglabat
makslas darbus, bet aktiva radosa procesa sastavdala.'”

90. gados savstarpéjas sadarbibas veidosana arvien

lielaku nozimi ieguva jaunie mediji. Strauja digitalo

http://www.lcca.lv/projekti/trajektorijas/

Nina Méntmann. Curating with Institutional Vision. The round table
discussion between Roger M. Buergel, Anselm Franke, Maria Lind and N.
Montmann // N. Méntmann (ed.) Art and its Institutions. Current Conflicts,
Critique and Collaborations. London: Black Dog Publishing, 2006, p. 50.

environment for a diversity of creative activities, contributes
to development of varied patterns of cooperation, dares

to experiment in different areas, promotes team work, and
attempts to involve the spectator.’

As a result, electronic resources (the Internet), printed materials,

audio and video recordings, mass media or some other
sphere, hitherto seldom inhabited by art, often becomes
a democratic space for creative expression. The basic idea
of open physical space is emphasized, for instance, in the
work of the K@2 culture and information centre. In the
circumstances of the prevailing capitalism, being able to
afford to use premises creatively instead of measuring
them in terms of square metres of rent was a luxury. K@2
was the first and for a long time the only place in Karosta
which provided free Internet access for the locals, facilities
for children, organized language courses, and other rather
altruistic activities, which made the "heads” of the town
frown:“We do not understand what you are doing here
and for whom are you doing it" Therefore there was no
support for such initiatives from the municipality, because
the locals were not psychologically ready to understand
the “open space”either. An entire generation had to grow
up for the concept that not only making a profit, but

also creating accessibility is important would settle into
people’s consciousness as a normal and even necessary
phenomenon. Space is a place for communication, no
matter what physical or virtual form it assumes, whereas

16.

http://www.lcca.lv/projekti/trajektorijas/ .

tehnologiju attistiba prasija dinamisku to apguvi

un radosu izmantojumu, kas bija ciesi saistits arf ar
,izdzivosanas”jautajumu. Ta saucamas, tikla filosofijas”
pamata ir sadarbiba, daloties ar informaciju, zinasanam,
tehniskajiem un cilvékresursiem un vienlaikus vairojot
art savas kompetences. Tadéjadi vienas organizacijas
meérki bieZi tika sasniegti nevis darbojoties vienatné,
bet gan sadarbiba ar citiem, daloties gan ar idejam,
gan ar rezultatiem. Seviski svarigi tas bija jaunajos — uz
projektu rakstisanas principiem balstitajos un budzeta
ekonomijas apstaklos, mekléjot sadarbibas partnerus
un domubiedrus. Otra sadarbibas izpausme bija kopiga
pasakumu planosana un istenosana sadarbiba ar
partneriem periférijas.

Tas, kas 90. gadu alternativo kultdras organizaciju kustibu

Latvija atskir no andergraunda kultaras 20. gadsimta
vidQ, no galéja alternativisma vai vélmes darboties
marginala pozicija, ir tiekSanas péc legitimitates, procesa
ilgstamibas un patstavigas infrastruktaras. Juridiska
statusa nostiprinasana bija nepiecieSama ne vien tadé, lai
varétu piesaistit fondu lidzek|us, bet arf lai aktivi iesaistitos
kultarpolitisku mérku Tstenosana. Tas jau vairs neattiecas
uz 90. gadiem, bet lield méra tiesi jauna institucionalisma
aktivitates saja desmitgadé veicingja to, ka 2007. gada
februari tika nodibinata Laikmetigas kultGras nevalstisko
organizaciju asociacija. Asociacijas dibinataji ir Latvijas
Jauna teatra institdts, jauno mediju kultdras centrs RIXC,

an institution is not only a place for exhibiting or storing
artworks, but an active part of the creative process."”

In the 1990s, new media — the Internet and digital

technologies — became progressively more important in
creating mutual cooperation. The rapid development of
technologies demanded a dynamic capability to master
and employ them creatively, which was closely linked

to the question of “survival” The keynote of the so called
"network philosophy”is cooperation: sharing information,
knowledge, technical and human resources, at the same
time also enhancing one’s own competencies. In this
manner, the objectives of an organization often are attained
not individually, but in cooperation, by sharing both

ideas and results. It was particularly important in the new
circumstances, which were based on project-writing and
were budget-dependent, when looking for cooperation
partners and like-minded individuals. The other expression of
cooperation is mutual planning and the realization of events
in collaboration with partners in the peripheries.

What distinguishes the movement of alternative culture

organizations in Latvia in the 1990s from the underground
culture in the middle of the 20th century, from the
extreme alternative stance or wish to work in a marginal
position, is an aiming for legitimacy, process sustainability
and an independent infrastructure. Securing legal status

Nina Montmann, “Curating with Institutional Vision. The round table
discussion between Roger M Buergel, Anselm Franke, Maria Lind and Nina
Maéntmann” In: N. Méntmann (ed.) Art and its Institutions. Current Conflicts,
Critique and Collaborations, p. 50.
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starpnozaru makslas grupa “Serde’, kultdras un makslas
projekts “Noass’, un tas dibinasanas iemesls ir nevalstiska
kultaras sektora atbalstisana, jo asociacija ka apvieniba
spriez un rikojas kultarpolitiska méroga.

Arl Latvija nelielas pasorganizéjosas radosas vienibas jeb

jauno institucionalismu raksturo starpdisciplinaritate,
amorfa struktdra, mobilitate un elastigums. Nereti $adu
pasiniciativu dalibnieki nesauc sevi par maksliniekiem
un uztver savas aktivitates ka organisku $adas dzives stila
sastavdalu.

leprieks aplUkotas organizacijas bija vienas no pirmajam

Latvija, kas saka praktizét un izkopt nevalstisko kultdras
sektoru. 90. gadu vida aktiva kluva jauna paaudze,

kas aktualizéja brivas izpausmes attistosu subkultdru

un interneta vidi un atvértas telpas prieksstatus,

kas bija labvéligi slaicigiem, starpdisciplinariem,
eksperimentaliem, sociali orientétiem un bieZi
marginaliem projektiem. Lidz ar to tradicionalas
institucionalas struktdras Sie makslinieki vairs neuzskatija
par atbilstosam savam aktivitatém. Lai varétu stradat péc
tiem principiem, kas tika uzskatiti par piemérotakajiem,
un,izdzivotu’, neatkarigo kultGras iniciativu darbibai bija
jabut elastigai un stratégijai — novatoriskai. Pateicoties
radosai pieejai, savstarpéjiem sakariem un dinamiskajai
tikla vides komunikacijai, $is organizacijas spéja izveidot
savstarpéjas sadarbibas atbalsta platformu un tiklu lokala
un, galvenais, starptautiska telpa.

was necessary not only in order to acquire finance from
foundations, but also to take an active part in implementing
culture policy objectives. To a great extent, the activities of
new institutionalism in the 1990s contributed to the fact

that the Non-Governmental Organizations of Contemporary
Culture Association was established in February 2007. The
association was founded by six independent groups: the
New Theatre Institute of Latvia, the Centre for New Media
Culture — RIXC, the Serde Interdisciplinary art group, the Noass
culture and art project, the Latvian Centre for Contemporary
Art, and the K@2 Culture and Information centre. The
primary reason for establishing the association was to
provide support for the non-governmental sector of culture,
as the association does not represent the interests of one
organization, but thinks and acts at the level of culture policy.

Also in Latvia, small self-organized creative groups or the new

institutionalism is characterized by an interdisciplinary
approach, an amorphous structure, mobility and flexibility.
Members of these self-initiatives often do not call themselves
artists and regard their activities as an organic part their
lifestyle.

The organizations examined above were of the first in Latvia

to start to work in and to improve the non-governmental
sector of culture. The mid-1990s was a period of the activities
of a new generation, who introduced subculture and the
Internet environment, which promoted free expression and
notions of open space, which were beneficial for short-term,
interdisciplinary, experimental, socially oriented, and often
marginal projects. Therefore these artists did not consider
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traditional institutional structures appropriate for their
activities. In order to work according to principles regarded as
the most fitting and to “survive’, activities of the independent
culture initiatives had to be flexible and their strategy —
innovative. Due to their creative approach, mutual contacts,
and dynamic communication within the web environment,
these organizations were able to devise a platform for
cooperation support and a network in local, and, significantly,
in international space.



