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X = ! vida, 1995. gada SMMC-Riga
Pasa gadu desmita i e pemineds

Sarmite Malina radija darbu,Nepamatots prieks”— konusveida,,caurumu”
pilsétas galvenas ielas seguma, kas parsegts ar stiklu. S. Malina sanéma
izstades Grand Prix, bet pasu darbu driz sabojaja neveikla smaga masina.
So gadijumu gribas uzltkot ka visas 90. gadu makslas metaforu. Siir
desmitgade, kad maksla rodas vai nu aiz inerces, vai vél neskaidras
motivacijas, ir paklauta gadijumam un nejausibam, vardu sakot — bez
jebkada pamata.

Lidz tam pastavéjusi makslas dzives formala sakartotiba ir izlodzijusies. Ari
ideologiski nav skaidras virzibas — 80., 90. gadu mija uzvilnijusi nacionalas
valsts, nacionalisma ideja izradas tik kliedzosa pretruna ar pasaules makslas
interesu vektoriem, ka jameklé jauni orientieri. Svarigi atceréties, ka
sabiedriba un ari maksla joprojam ir dzivs totalitarisma mantojums, kas liek
skatit vértibas hierarhiski, palaujoties uz aréju autoritati, tas nepielauj vairaku
pareizu viedok|u eksistenci vienlaikus. Pluralisms ir perestroikas modes vards,
tacu sabiedribas apzina tas iesaknojas palénam, neparliecinosi un galu
gala arT nesekmigi.! Liberalisms ir sabiedribai svess un skiet naidigs (jau citu
iemeslu dél) joprojam.

St apcere tapusi, aplikojot laika posmu nevis no makslas vésturnieka, bet drizak
makslinieka vai makslas interesenta skatpunkta. Sadu perspektivu ir grati,
tacu ne neiespéjami restaurét. Vienigais priek$noteikums — ar iedomatu
Jlaika masinu”katapultéjoties jebkura no aplikojamas desmitgades
datumiem, aizmirst visu tam sekojo$o, no 21. gadsimta pozicijam it ka
passaprotamo makslas procesa attistibu, it ka nok|dstot punkta, kura

1. V&j$ Janis Nameisis. Socialisma vértibas pluralistiska pasaulé // Darbdienas filozofija. Zinatne, 2005.
Pirmpublikacija laikraksta,Cina’, 1989. 29. augusts.

! of the decade, in 1995, Sarmite Malina
In the Very mlddle created a work titled Unjustified
Happiness — a conic hole in the pavement of the main road of the city covered
with glass — for the exhibition Monument organised by the SCCA-Riga. Malina
was awarded the Grand Prix of the exhibition, but a lorry soon inadvertently
damaged the work. | would like to look at this case as a metaphor for the entire
art of the 90s in Latvia. This was a decade, when art was created either because
of inertia or yet uncertain motivation, it was subject to situation and was a
matter of chance, namely — with no grounds at all.

The official order of the world of art existing so far had loosened up. Also from the
point of view of ideology, there was no clear advancement — the idea of the
national state and nationalism so popular at the turn of the 80s and 90s turned
out to be so contradictory to the interests of global art that new landmarks were
to be sought. It is important to remember that the heritage of totalitarianism
in society and art is still alive, and it makes one view the values hierarchically,
relying on an external authority and excluding the possibility of several
coexistent opinions. Pluralism is a word, which became trendy during the
perestroika period; however, it is not deep-rooted yet in the awareness of society.
In fact, as a term, it is still unconvincing and after all unsuccessful." Liberalism is
still unknown and — though the grounds have changed — it is still perceived as
antagonistic by most of the society.

I speculated on this issue after examining the 90s from the standpoint of an artist
or a person interested in art instead of the art historian. It is difficult to restore
such a perspective, though not completely impossible. The only precondition
is to forget the sequential development of art, which seems so self-evident
when looking back from the 21st century standpoint, after being catapulted in

Janis Nameisis V&js, “Socialisma vértibas pluralistiska pasaulé”. In: Darbdienas filozofija. Zinatne
(2005). First published in the newspaper Cina, 29. 08. 1989.
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informacijas ir tikai tik, cik ir, turpreti iespé&jamo nakotnes
scenariju skaits ir bezgaligs.

Pagatni ierobezo formats, kada ta jaizklasta, — pieméram,

desmitgadei maksla var veltit vairakus simtus lappusu, bet
taja stradajosa makslinieka nekrologa — vien rindkopu.
Turpreti, méginot atkal iejusties 90. gados ka tagadné,
formata ierobezojumi zad. Vienlidz svarigs var skist gan
batiskais, gan nebutiskais. Tikai prognozu veida nojausami
orientieri, kas palidzétu ienemt augligu poziciju pret
lietdm un paradibam.

Solot skatities no makslinieka pozicijam, japaskaidro, kas tas

jerobezo un atskir no citam. Makslinieka statusa iegtsanas
un saglabasanas nosacijumi desmitgades sakuma batiski
atskiras no tiem, kas dominéja desmitgades beigas.
Devindesmito sakuma vél bija spéka iepriekséja laika
dalijums maksliniekos un nemdaksliniekos péc sadiem
kritérijiem: augstaka izglitiba specialitaté, piederiba
Makslinieku savienibai, valstiska atziniba, materiala
labklajiba. Devindesmito laika paradijas vairakas izpratnes
par makslinieka statusu — ar tendenci attalinaties citai no
citas. Makslinieka statusa nenoteiktiba ir batiska 90. gadu
atskiribas zime.

Pateicoties monolitajai makslinieka statusa izpratnei padomju

iekarta, vél demokratiskas sabiedribas veidosanas stadija
sabiedriskaja doma valdija divas izteiktas tradicijas, kas
bija sanemtas mantojuma no pagatnes un skiet viena
otru pilnigi izslédzosas, lai gan butiba ir ciesi saistitas.

an imaginary time machine back to any of the dates of the
decade in question. Complying with this precondition of
“forgetting” we can try to arrive at a destination point where
information is as much as it is, while the number of the
prospective future scenarios is endless.

The past is restricted by the framework within which it should

be told - for instance, several hundreds of pages may be
dedicated to a decade of art, but just a paragraph - to the
obituary of an artist who has worked within this time. On
the other hand, if we try to get a real feeling of the spirit of
the 90s, the restrictions of the framework disappear. The
quintessential may seem as important as the inessential. The
reference points, which would help to take a fruitful position
in relation to things and phenomena, can only be expressed
as forecasts.

If we want to look at the period from the point of view of the

artist, first, we must establish the factors that limit and
differentiate this viewpoint from others. The pre-requisites of
obtaining and keeping the status of the artist in the beginning
of the decade were considerably different as compared to
those, which dominated at the end of the decade. In the
beginning of the 90s, the pre-existent division into artists and
non-artists was still in force. The following criteria were to be
taken into account: higher education related to the profession,
membership in the Artists’Union, national recognition, and
material welfare. During the 90s, various understandings of
the status of the artist appeared and the gap between them
tended to become wider. The uncertainty of the artist’s status
is a fundamental sign of the 90s.
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Viena ir idedlistiska pozicija — taja par galveno kritériju
tiek izvirzita personas apdavinatiba, plasak - talants,
spéjas. Ta visbiezak tika lietota sarunas un rakstos par
makslu, manifestéjoties ka parlieciba, ka makslinieka
Jlabums"ir objektivs un agrak vai vélak tiek novértéts.
Tomeér s1 pozicija darbojas tikai ar stingri formaliem
nosacijumiem, kuri skietami ir neapstridami un tadé|
tikai retumis minéti publiskaja telpa. Runa ir par vairakam
proceddram, kuras izejot, persona iegust tiesibas
saukties par makslinieku un reizé ar to iemantot zinamu
izredzétibas auru. Par otru maksliniekam nepieciesamu
Tpasibu tika uzskatita spéja izmantot sava laba esosos
panakumu gUsanas mehanismus, orientéties konjunktara,
tadéjadi veidojot paralélu makslinieciskas darbibas
legitimizacijas tradiciju. Paradoksali, ka $ads formalais
makslas dzives strukturéjums visas desmitgades laika ta
arm netika apstridéts vai parveidots, daléji ieklaujot jaunas
iniciativas — brivo tirgu, nevalstisku atbalstu makslai -

un ignorgjot neparprotamo,,smaguma centru”mainu.
Neviena no makslinieku apvienitbam vai neformalajam
kopam 90. gados nepozicionéja sevi ka tiesu opoziciju
vai alternativu Latvijas Makslinieku savienibai (LMS), gluzi
otradi, dazadu grupé&jumu makslinieki tiecas nodrosinaties
arf ar savientbas biedra karti.

Padomju iekarta, ka zinams, makslas dzive bija totali

subordinéta, par instrumentu izmantojot profesionalas
radosas savienibas. No iepriekséjas sabiedriskas formacijas

Due to the single understanding of the artist’s status under

the Soviet regime, during the development of democratic
society, two explicit traditions governed public opinion.
These traditions were inherited from the past and seem

to be completely unrelated, though, in fact, they are very
closely interconnected. One of these traditions is rooted in
an idealistic position — the giftedness, namely, the talent and
competence of an individual being the main criterion. This
position was frequently maintained in conversations and
articles about art as a conviction that the artist’s “excellence”
is unbiased and sooner or later will be appreciated. However,
this stand worked only in the framework of strictly official
conditions, which were seemingly indisputable and thus only
occasionally mentioned in the public space. Here we can
speak of a series of procedures, through which the individual
becomes entitled to be called an “artist”and thus to acquire a
certain aura of predestination.

The second characteristic trait necessary for the artist was the

ability to make use of the mechanisms of gaining success for
personal benefit and to demonstrate a good understanding
of the conjuncture, thus establishing a parallel tradition of
legitimizing artistic activities. The irony of it is that this kind
of official structuring of the art world was not disputed or
changed during the entire decade, partially including new
initiatives such as the free market and non-governmental
support to art and ignoring the clear change of “centres of
gravity” None of the artists’unions or unofficial clusters in the
90s positioned themselves as an opposition or alternative to
the Artists’Union of Latvia (AUL). On the contrary — the artists



mantota makslas doktrina bija totalitara ari tada nozimé,
ka nepielava domu par vairaku konvenciju vienlaicigu
eksistenci, arT attieciba uz makslas un makslinieka
definicijam. Tomér plasi tika lietots vards,avangards’, ar
to apziméjot, pirmkart, Rietumu makslas norises, otrkart,
eksperimentalu, vél,,nepieaugusu” makslu, kurai ir ceribas
k|Gt par,istu”makslu (avangarda muzikas festivali jau
1976.un 1997. gada, avangarda kino festivali,Arsenals”
no 1986. gada, izstade ,Riga — latviesu avangards”Berliné
1988. gada). Vards ,alternativa” paradijas tikai 90. gadu
sakuma (galvenokart muzikas sakara) un tika lietots drizak
ka miglains apzZiméjums visam, kam cita apzimé&juma
nav, bet par,subkultdram” pirmo reizi saka runat Kaspars
Vanags, aizsakot projekta,Open” pasakumus 1995. gada.
Latvijas makslas vidi nekad nav skarusi skaidri izteikta
sadalisanas pretéjas nometnés (organizatoriskas,
ideologiskas) ar definétu frontes liniju. Situaciju kuriozu
dara stavoklis, ka makslas ideju lauka totalitaras sistémas

profesionalu’, vienkarso
Jkompetento’, skatitaju’,
Lautoritasu” Jfautas”
viedoklis viedoklis

The opinion of The opinion of

"professional’, “humble folks",
‘competent” ‘ordinary
authorities viewers”

of various clusters tended to secure themselves with an AUL
membership card.

Itis a well-known fact that in the Soviet times the world of

art was totally subordinated, and the professional creative
unions were used as a tool. The doctrine of art inherited
from the previous formation of society was totalitarian

in the sense that it did not allow coexistence of several
conventions, which also concerned the definitions of art
and artist. However, the term “Avant-Garde” was widely used,
firstly, with reference to the processes of the Western art,
and, secondly, with reference to experimental, “‘immature”
art which held the hope of becoming “real” art (Avant-
Garde music festivals were organised already in 1976,
Avant-Garde film festivals Arsenal from 1986, the exhibition
Riga — Latvian Avant-Garde in Berlin in 1988). The term
“alternative” appeared only in the beginning of the 90s
(mostly in relation to music) and was used as a vague label
for everything which did not fall under another definition,
whereas, it was Kaspars Vanags who started speaking about
“subcultures”when initiating the series of the project Open
in 1995. The environment of Latvian art has never been split
in a clear-cut way into antagonistic camps (organisational,
ideological) with a defined frontline. The situation seems a
bit grotesque due to the fact that the selective mechanisms
established by the totalitarian system within the ideology of
art still continued working even after May 4, 1991 without
any real, let alone repressive, grounds.

The status of the artist in the 90s determined the public
opinion about art, namely, whether art could or could not

izveidotie selekcijas mehanismi turpinaja darboties
arm péc 1991. gada 4. maija bez jebkada reala, tostarp
represiva, pamata.

Makslinieka statusu 90. gados determinéja sabiedribas
prieksstats par makslu, respektivi, vai tas, ko persona
rada vai ar ko nodarbojas, saucams par makslu vai né.
Atkal jaatceras totalitaras ideologijas inerce, kas noteic,
ka domu aprite par makslu cirkulé it ka divos lokos — no
vienas puses, aréja, kura tiesibas izteikties ikvienam
un kur iespéjama viedok|u dazadiba, kas, tiesa, netiek
nemta nopietni, un, no otras puses, makslas sarunu
telpas iek3éja, centralaja loka, kura balsstiesibas pieder
“nopelniem bagatajiem”.

Lai gan sabrukusT totalitara sabiedriska iekarta vienmér bija
koketéjusi ar tautas masu viedokli, tomér ne popularitate,
ne komerciali panakumi nekad nav bijusi argumenti,
ar kuriem izdotos kadu personibu ievirzit no aréja loka
iekséja (laikam spilgtakais piemérs latviesu padomju

Makslas
akadémijas PSRS Tautas
reflektants makslinieks
Applicant of National Artist
the Academy of the USSR
of Art

be attributed to the result of an individual’s creative work
or occupation. Again, the inertia of the totalitarian ideology
must be taken into consideration. It stipulated that the
turnover of opinions about art circulated in two paradigms —
on the one hand, it was the external paradigm, where
everyone was entitled to express their opinion and where
diversity of opinions was possible, which, to tell the truth,
was not taken seriously. And, on the other hand, it was the
inner and central paradigm of discussions about art, where
only the “nationally recognised”had the right to participate
in the debates.

Although the collapsed totalitarian social order had always
flirted with the “opinion of masses’, neither popularity,
nor commercial success were arguments to circulate an
individual from the outer circle into the inner circle (the
most striking example in the art history of Soviet Latvia
is the painter Janis Anmanis, who was constantly
reminded that he was not a “real” painter, because he
had studied design). Historically, it was based on the
strict division into “professional”and “amateur” artistic
practice. The outer —“incompetent” circle was separated
from the inner — “‘competent” circle of discussions about
art by an assumed border of authority, as well as the
opportunity for publicity, because until the 90s, the
freedom of press was still very restricted despite certain
and rather putative exceptions (for instance, the magazine
Avots, which was first issued in 1987 as a the Young
Communist League’s paper). Ten years after the official
implementation of glasnost, the opinion that the written
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makslas vésturé ir gleznotajs Janis Anmanis, kuram, starp
citu, tika parmests, ka vin$ nemaz nav ists gleznotdjs, jo
studéjis dizainu). Vésturiski to pamato ari striktais dalijjums
profesionalaja un pasdarbibas makslinieciskaja prakseé.
Aréjo —,nekompetento” no iekiéja — kompetenta” makslas
sarunu cirkulacijas loka atdala pienemta autoritates
robeza, ka arT publicitates iespéja, jo lidz 90. gadiem preses
briviba bija |oti ierobeZota, par spiti atseviskiem un drizak
tikai Skietamiem iznémumiem (pieméram, Zurnals,Avots’,
kas saka iznakt 1987. gada ka komjaunatnes izdevums).
Vel desmit gadus péc oficiadlas glastnostj ieviesanas praksé
joprojam dominéja viedoklis, ka rakstits vértéjums ir
izsmeloss, objektivs un pagodinoss.

Nok|tsanu lidz makslinieka statusam gan agrakos laikos,

gan ari vél 90. gados visvieglak iztéloties ka piramidu

vai konusu, kura apakséjo Iiniju veido personas vélme
nodarboties ar makslu (padsmitnieka gados), bet smaili —
iztélots génijs, idealais makslinieks, ka tuvuma atrodas
visparatzitas izcilibas.

Makslinieka augstako statusu apliecinosie goda

nosaukumi netiek lietoti tikai kop$ devindesmitajiem
gadiem. Bailes nodarboties ar makslu, paliekot arpus
SIs piramidas, iespéjams skaidrot ar vésturisku traumu —
LPSR Kriminallikuma bija 118. pants, kas paredzéja sodu
par liekédibu, ja persona nestradaja algotu darbu un
nodarbojas ar makslu, nebtdama Makslinieku
savienibas biedrs.

evaluation was thorough, impartial and complimentary was
still dominant.

Obtaining the status of the artist in the 90s and even before

that time can be visualised as a pyramid or a cone, where
the bottom line marks the individual's intention and
determination to be involved and work in art (in one’s
teenage years), but the topmost point corresponds to
the genius, the perfect, ideal artist who is in contact with
generally recognized honourable professionals.

The titles of honour bestowed upon the artists in recognition

of the highest status have been out of use only since the
90s. The fear to be engaged in art while staying outside this
pyramid can be explained with a historical trauma — in the
Criminal Law of the Latvian Socialist Soviet Republic there
was Section 118, which prescribed a penalty for parasitism,
if the person was not engaged in paid employment, but
worked as an artist without being a member of the Artists’
Union.

It is interesting that by visualising such a situation we obtain a

side-view of the previous figure.

For an individual to consider himself/herself an artist and to

earn such recognition by others in the beginning of the
90s, a difficult “initiation” road had to be covered. The main
benchmark was the Academy of Art, the only educational
establishment in Latvia where a degree in art could be
obtained. Prior to the Academy, almost certainly one had
to study at Janis Rozentals Riga Secondary Art School or at
one of the three Secondary Schools of Applied Art (in Riga,
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Interesanti, ka, iztélojoties $adu ainu, ieglstam pirmas

grafiskas figlras sanskatu.

Lai 90. gadu sakuma persona sevi uzskatitu un tiktu uzskatita

par makslinieku, tai bija janoiet sarezgits iniciacijas cels.
Galvenais pieturas punkts taja bija Makslas akadémija,
augstaka macibu iestade, kas tradicionali Latvija ir

viena. Pirms tas gandriz noteikti ir bijis jamacas Jana
Rozentala makslas vidusskola vai viena no trim Lietiskas
makslas vidusskolam (Riga, Liepaja vai Rézekné).

Makslas akadémijas sagatavosanas kursi faktiski bija
vieniga iespéja makslas pamatus apgut jebkuram, kas

to véléjas. Visas citas iespéjas bija paklautas konkursam,
kas popularakajas specialitatés sasniedza proporciju

1:10. Raksturigi, ka vizualajas makslas izglitosanas arpus
Latvijas nebija izplatita atskiriba no, pieméram, kino, ko
nemaz nebija iespéjams apgut Latvija. Izglitiba arzemés
[idz pat 90. gadu beigam gandriz nebija pieejama vai bija
ekonomiski apgratinata. Akadémija valdija uzskats, ka
parmériga pieredze kaité macibam, un reti tika uznemti
studenti, kas vecaki par 20 gadiem. Izglitiba bija Sauri
specializéta, turklat valdija nerakstita hierarhija, kuras
galvgali bija monumentalas glezniecibas meistardarbnica.
Specializacija noteiktas disciplinas bija spéka arf visa
turpmakaja makslinieka jaunradé. (Tikai retos gadijumos,
pieméram, grafikis izvél&jas nodarboties ar glezniecibu vai
otradi; savukart makslas vidé nereti izskanéja pratojumi,
vai, pieméram, profesionals grafikis uzskatams ari par

Liepaja or Rézekne). The preparatory courses of the Academy
of Art, in fact, were the only opportunity to acquire a basic
knowledge about art by anyone who was interested in it.
There was a strong competition within all the other options,
which in the most popular specialties offered a place for one
person out of ten. Typically for the time obtaining education
in visual arts outside Latvia was not practised on a large
scale, unlike, for example, cinematography, which could not
be studied in Latvia for a degree. Education abroad until

the end of the 90s was almost impossible or economically
burdensome. The Academy was of the opinion that too
excessive experience was detrimental to studies and students
above the age of 20 were rarely matriculated. Education

was narrowly specialised. Besides, there was an unofficial
hierarchy of disciplines, and at the top of this hierarchy

there was monumental painting. Specialisation in a certain
discipline was life-long. (Only on rare occasions, for example,
a graphic artist decided to become a painter or vice versa. In
the art environment one could frequently hear speculations
on whether, for instance, a professional graphic artist could
be considered a professional painter and so on.) Apart from
fine arts, there were separate disciplines of applied arts —
design, textiles, ceramics, glass, where Janis Borgs spotted a
potential of alternative art during the stagnation years.? There
was certain variety due to the opportunities to experiment
with a more abstract visual language in the Department

Janis Borgs, "Moderna maksla padomju laika Latvija. Norises pirms
80. gadiem 1956-1980". In: Robezu parkapsana. Mdkslu sintéze un paraléles.
80. gadi. 2006, pp. 11-19.



profesionalu gleznotaju un tamlidzigi.) Savrupi no
stajmakslam atradas lietiskas makslas disciplinas — dizains,
tekstils, keramika, stikls, kuras Janis Borgs saskatijis
alternativas makslas potences jau stagnacijas gados.?
Zinamu dazadibu praksé ieviesa ari tas, ka, pieméram,
tekstilmakslas nodala bija lielakas iespéjas eksperimentét
ar abstraktu glezniecisku valodu. Scenografijas
specialitate bija vieniga, kas apvienoja daZzadas vizualas
komponentes — krasu, formu, telpu, kustibu, plus

vél narativu, bet ka tada sava konceptualaja ievirzé

palika vieniga lidz pat Vizualas komunikacijas nodalas
izveidosanai 90. gadu vida (pédéjo radot uz Ripnieciskas
makslas nodalas bazes). Tomér atseviski iznémumi
parliecinosi ieklaujas kopéja akadémijas plasma.

makslinieku bija Jauno Makslinieku apvientba, kura jauni
biedri pédéjoreiz tika uznemti 1995. gada.’* Tas bija puscels
uz Makslinieku savienibu, kas visbeidzot bija makslinieka
statusa apliecinajums. 1996. gada LMS kongresa tas
priekssedétajs Egils Rozenbergs teica:,Kamér nav
izstradats un pienemts likums par radosajam profesijam,
Latvijas Makslinieku savientba ir vieniga instance, kas

var dokumentali apliecinat makslinieka profesionalo
statusu un vina radosas darbibas nozimi* Vel 1999. gada
kongresa gleznotaja Sandra Krastina apceréja kritérijus,
JPéc kuriem tiek uznemti jaunie Makslinieku savienibas
biedri. Lai iestatos, vajadziga bez paréjam izstadém
vismaz viena zUréta izstade. Tatad, prieks télotdjiem tas ir
,Rudens”? Daliba LMS rikotajas ikgadéjas izstadés ,Rudens”

un,Pavasaris”stajmakslu parstavjiem bija izskirosi svariga
makslinieka statusa apliecinasanai.

Sadai makslinieka tapsanas formulai ar daudzkartéjam
atlasém un noteiktiem pakapieniem bija gan socialistiskas
planveida ekonomikas, gan arhetipisks pamatojums. Sis ilgais cel$ uz legitimu makslinieka statusu visas

Makslinieka iniciacijas nakamais slieksnis ir darbu izstadianas desmitgades laika k|uva arvien formalaks un

jespéjas. Pirmkart, grupu izstades. 90. gadu sakuma vél
pastavéja prakse, ka studijas nepabeigusi makslinieki
izstadés netiek akceptéti. Pieméram, akadémijas vidé
autoritativais Janis Vinkelis studiju gados vairakkart
méginaja startét izstadés ,Rudens’, bet darbi netika
pienemti. K& buferzona starp studentu un pilntiesigu

apSaubamaks, tomér netika atcelts un pats neizzuda,
saglabajot daudzkartéjas zGrésanas un pielaidés
augtakajam limenim nosaciti ezoterisku raksturu —
panakumus noteica skaidri neformulétas, bet izredzétu
personu kopienai it ka pieejamas zinasanas (raksturigi,

Borgs Janis. Moderna maksla padomiju laika Latvija. Norises pirms
80. gadiem 1956-1980 // Robezu parkapsana. Makslu sintéze un paraléles.
80. gadi. 2006, 11-19. Ipp.

of Textile Arts, for example. Stage designing was the only
specialty, which contained various visual components —
colour, shape, space, movement, plus a narrative. The
Department of Stage Design was the only department of
such a conceptual angle until the Department of Visual
Communication was established in the mid 90s (the latter
was founded on the basis of the Department of Industrial
Art). However, certain exceptions fitted very well in the
general flow of the Academy.

This formula of becoming an artist prescribing so many selection

criteria and steps to be taken was justified by the planned
economy of socialism, as well as on archetypal grounds.

The next threshold in the artist’s initiation was the opportunities

of exhibiting his/her work. First of all, group exhibitions

must be mentioned. In the beginning of the 90s there was a
generally approved practice not to accept the undergraduate
artists' works for exhibitions. For instance, the artist Janis
Vinkelis, highly appreciated within the walls of the Academy,
tried to exhibit his works in the exhibitions Rudens (Fall), but
the works were not accepted because he was still a student.
The Young Artists' Union served as a buffer zone between a
student and a full-fledged artist. The year 1995 was the last
time when new members joined this Union.? It was a half
way to the Artists’Union, which was the final testimony of the
artist’s status. In the AUL congress in 1996, the chairman Egils
Rozenbergs said: “While the Law on Creative Occupations

After an eleven years' break, the Young Artists’ Union started the affiliation

Péc vienpadsmit gadu partraukuma Jauno Makslinieku apvieniba atsaka
biedru uznemsanu 2006. gada. [Red. piezime.]

LMS arhivs. Apraksts Nr. 1. Lieta 758. 52. Ipp., 4. Ipp.
LMS arhivs. Apraksts Nr. 1. Lieta 765. 76. Ipp.

has not been elaborated and adopted yet, the Artists' Union
of Latvia is the only authority which can document the
professional status of the artist, as well as the significance of
his/her creative activities"* It was the congress of 1999, when
the painter Sandra Krastina still contemplated the criteria
according to which the membership of the Artists’Union

was granted:“In order to become a member, at least one
exhibition assessed by a jury apart from other exhibitions is
required. Consequently, for fine art representatives it is the
Fall” Participation in the exhibitions Fall and Spring organised
by the AUL was crucial for the fine art practitioners in order to
confirm their artist’s status.

This long march to a legitimate status of the artist became more

and more formal and problematic through the entire decade,
however, it was not cancelled and it did not disappear as
such. The jury followed a relatively esoteric practice and
success was determined by vaguely defined knowledge as if
accessible to a favoured group of people only (traditionally
the grounds for the evaluation provided by the Academy of
Art were kept secret trying to avoid discussions. This practice
was carried forward to other selection procedures of art
works, as well as the promotion of certain individuals.).

At the end of the decade, the influence of the Artists'Union

gradually decreased, its prestige declining dramatically (It has
become the standing practice of the cream of the society to
combat and ridicule the success of the Artists’Union!"Henrihs

process again and new members could join the Union in 2006. [editorial 4. AULarchive. Description No.1. Case 758, pp. 52, 4.
notel 5. AUL archive. Description No.1. Case 765, p. 76.
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ka jau no macibu darbu skatém Makslas akadémija
vértéjuma pamatojums tika turéts slepeniba, izvairoties
no diskusijam un so praksi parnesot arf uz citiem makslas
darbu atlases un personibu virzisanas procesiem).

Desmitgades beigas Makslinieku savienibas ietekme arvien
mazinajas, katastrofali kritas tas prestizs (,Apkarot un
apsmiet Makslinieku savienibas pasakumus nu jau ir
smalko aprindu labais tonis!” 1996. gada LMS kongresa
secina Henrihs Vorkals®), turklat tai vairs nebija ne
ideologiska, ne ekonomiska seguma. Tomér lidz pat
musdienam izdzivojusi organizacija var kalpot ka gadu
desmitiem aprobéts modelis, kas izce| pirmaja mirkli
nesaprotamu emocionalu berzi makslinieku kopiena,
paradoties jaunam radoso darbibu stimuléjosam
struktdram, vispirms jau SMMC-Riga, kas bija esosaja
situacija vistiesakaja veida importéts spéks un darbojas
péc atskirigiem kritérijiem un principiem.

Lielakas un galvenas izmainas, kas noteica makslas dzives
un lidz ar to art makslinieka statusu, protams, bija

ekonomiskas dabas. Bija zudis stabils vai, ja ne pietiekams,

tad saprotams pamats makslinieka darbibai. Bija zudusi
planveidigi Valsts makslas muzeja, Makslinieku savienibas
un PSRS Makslas fonda iepirkumi un ari ceribas uz tiem.
Zaudéta lielaka dala privilégiju, ko garantéja piederiba
[idz sim skaidri definétajam makslinieku lokam —

atseviskos gadijumos LMS biedra karte gan |ava iegut
nekustamos Tpasumus darbnicu privatizacijas procesa vai
tikt pie prestizas vietas kapos. Inerces dé| saglabajas vél
nedaudzas iespéjas |étak irét darbnicas nenacionalizétos
namos vai ar izmantot novecojoso Makslinieku savienibas
materiali tehnisko bazi (oforta, litografijas, télniecibas
darbnicas). Makslas tirgus turpretr 90. gadu sakuma kluva
loti dinamisks, bet pilnigi neprognozé&jams. Jau 1989.
gada latviesu makslinieku darbi tika izstaditi E. Nahamkina
galerija Nujorka. Gan arvalstu, gan pasmaju makleri
piedavaja neticamus darijumus, atrada pircéjus tadu
makslinieku darbiem, kuri [idz $im pat nebija iekluvusi
Z0rétas izstadés, ieskaitot studentus. Atzitiem meistariem
vajadzéja iesaistities, vinuprat, apsaubama konkurencé.
Situaciju vél neskaidraku darija visparéjas ekonomiskas
gratibas un jaunas valsts nabadziba - lai arf nacionala
vallta lats tika ieviesta 1993. gada 5. mart3, lidz tam, no
1992. gada 7. maija, Latvijas rubla jeb repsiku perioda
valdija hiperinflacija. Tomér ar 1993. gada, kad Makslas
akadémijas pasniedzéji dibinaja asociaciju “B13’, vienu

no nedaudzajam formalajam apvienibam, kas paraléli
LMS iezimétu makslinieka statusa robezas, iestasanas
maksa 100 latu bija |oti liela naudas summa.” Lidz ar to
makslas tirgus darijumi nebija samérojami ne ar kadiem
prieksstatiem par vértibas un cenas atbilstibu. Par

6. LMS arhivs. Apraksts Nr. 1. Lieta 758. 52. Ipp., 10. Ipp.

Vorkals concluded in the AUL congress in 1996.5). Besides,
the Artists'Union had neither ideological, nor economical
coverage. And still, this organisation having survived until
nowadays can serve as an approved model tested through
decades. Therefore, when new structures appeared aimed at
the promotion of creative activities, an emotional stir, which
was hard to explain, arose in the community of artists. One
of the first structures of its kind was the SCCA-Riga, which
was definitely imported and worked in accordance with
completely different criteria and principles.

The biggest and main changes, which determined the status of
art life and thus also of the artist, of course, had economic
implications. The stable framework of the artist's work was
gone. The regular planned procurements, which had once
been made by the State Museum of Art, the Artists’Union

and the USSR Art Foundation, were no longer there and there
was no hope for their renewal. Most of the privileges granted

by belonging to a clearly defined circle of artists were lost.

In certain situations, the AUL membership card allowed to
obtain immovable property during the privatization process
of artists’studios or even to get a prestige burying place

in a cemetery. As a result of inertia, there were still a few
opportunities to rent studios in non-nationalized buildings
or to use the out-dated material and technical base of the
Artists’Union (studios for etching, lithography, sculpting).
However, the art market in the beginning of the 90s became
very dynamic and — it must be admitted — also completely

Busa Evita, Kalnina leva. Pétijums par laikmetigas makslas situaciju Latvija.
1998, 37. Ipp. (Pétijums atrodas Laikmetigas makslas centra datu bazé.)

unpredictable. Already in 1989 the works of Latvian artists
were exhibited in the Eduard Nahamkin Gallery in New

York. Both foreign and local brokers offered unbelievable
deals and found customers for the works of art even by
those artists who up to that day had had no opportunity

to participate in exhibitions evaluated by a jury, including
undergraduate students. Well-known masters had to engage
in what seemed to them a questionable competition. The
situation became even more obscure due to the economical
hardships and poverty of the newly established state.
Although the national currency — the Latvian lat — was
introduced on March 5, 1993, there had been hyperinflation
during the circulation of the Latvian rouble or the so-called
repshiks lasting from May 7, 1992. However, in 1993, when the
lecturers of the Academy of Art established the association
B13,i. e, one of the few official associations, which was
entitled to draw up the framework of the artist’s status
alongside the AUL, the membership fee consisting of 100
lats seemed a huge sum of money.” Thus, the transactions
and deals of the art market could not be correlated to any
perceptions of the relationship between value and price. One
of the deals seen by the artists as serious was, for example,
the commercially successful exhibition by the Latvian artists
Zoja Frolova, Heléna Heinrihsone, leva lltnere and Franceska
Kirke Women Painting Women in the Mimi Fertz gallery in
New York in 1996. Though several art galleries operated quite
successfully, it was the Riga Gallery established in 1992 by

6. AUL archive. Description No. 1. Case 758, pp. 52, 10.
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nopietniem darfjumiem makslinieku vidé tika uzskatiti,
pieméram, komerciali veiksmiga latviesu maksliniecu
Zojas Frolovas, Helénas Heinrihsones, levas lltneres un
Franceskas Kirkes izstade ,Sievietes glezno sievietes”
galerija “Mimi Fertz” Nujorka 1996. gada. Saméra sekmigi
darbojas vairakas makslas galerijas, tacu par zinama
[imena uzturétaju pasu majas kalpoja vienigi 1992. gada
Ineses Rinkes dibinata Rigas galerija, kas sakotnéji ari bija
saistita ar Makslinieku savientbu.

Visuma haotiskajos,briva tirgus”apstaklos vienigais stabilais
finanséjuma avots no 1993. lidz 1999. gadam bija SMMC-
Riga. Tacu tas radija jaunas pieprasijuma un piedavajuma
attiecibas, lidz ar to arT jaunus nosacijumus makslinieka
statusa apliecinasanai. Vecas iniciacijas proceddras tika
atceltas, radot vieta jaunas. Turklat, nenemot véra centra
mérku un darba metozu izskaidrosanu, ta gaumes
prognozéjamiba atklajas tikai pakapeniski, sakotnéji
radot iespaidu par pilnigu lidzek|u sadales pamatojuma
trakumu.

SMMC-Riga grantu sanemsanai un dalibai izstadés
maksliniekiem neatkarigi no nopelniem bija jaraksta
projekti. MUsdienas tas var skist nesaprotami, bet

90. gadu sakuma rakstit projektus neprata neviens, turklat

pazistamakie makslinieki to uztvéra ka pazemojumu.
Pretstata lidz3inéjai makslas finansésanas praksei,
kas balstijas uz gatavu makslas darbu iepirksanu vai
pasUtijumiem, izvértéjot skices, projektu sistéma

Inese Rinke, which served as a certain “benchmark”in Latvia.
It must be noted that initially this gallery was also related to
the Artists’Union.

In the generally chaotic circumstances of the “free market”the
SCCA-Riga operated as the only stable source of funding
from 1993 till 1999. It, nevertheless, paved the way for a new
relationship between supply and demand, and thus — new

preconditions to acknowledge the status of the artist. The old

initiation procedures were cancelled and new procedures
were created. Besides, despite the explanatory work done to
introduce to the goals and working methods of the Centre,
the predictability of its tastes emerged only gradually, and

in the beginning there was an impression of absolute lack of
justification for allocating financial resources.

To get a grant and to participate in exhibitions through the
SCCA-Riga, the artists — irrespectively of their merits — had
to write projects in accordance with the terms of reference.
Today it may seem bizarre, but in early 90s no one had
project writing skills. In addition, the most popular artists
took it as a personal offence and humiliation. As opposed to
the former practice of art funding, which was based on the
procurement or commissioning of finished art works after
evaluating the sketches, the project system aroused heated
discussions within the artistic environment concerning
unjustified allocation of funds to certain individuals, even

though the funds were allocated only for the implementation

of works — not the payment for the work done. Besides, the
decisions taken by the Board of SCCA-Riga were not made
clear; in this respect the evaluation was still quite esoteric.

makslinieku vidé raisija diskusijas par nepamatotu
atsevisku personibu kreditésanu, lai gan lidzekli tika
pieskirti tikai darbu realizacijai, nevis darba samaksai.
Turklat SMMC-Riga valdes lemumi netika skaidroti, $aja
zina saglabajot ezoterisko makslas zarésanas stilu, tadél
diskusija par to pamatotibu tika izslégta. Makslinieku
aprindas folklorizéjies gadijums, kad Gints Gabrans
1994. gada ka makslas projektu pieteica noklausisanas
iekartu SMMC-Riga valdes sédé, kas sada aspekta batu
trakté&jams ne tik daudz ka konceptuala provokacija, bet
gan ka apliecinajums neviltotai neizpratnei par naudas
dalisanas kritérijiem.

Projektu sistémas ienaksana Latvijas kultdra, kura lidz tam bija

darbojusies strikta sasniegumu un iespéju célonsakariba,
izraistja paniku, kuras izpratnei nepieciesams skatijums
plasaka konteksta. Ap 1992.-1993. gadu kolapséja kino
industrija, atstajot bez darba un statusa simtiem nozares
profesionalu. Tika likvidéts Rigas Operetes teatris, Rigas
kamerorkestris un Radio dzeza orkestris. 1992. gada
likvidéja Jaunatnes teatri, vieta dibinot Jauno Rigas teatri,
kas darbojas péc projektu principa. 1995. gada, atverot
rekonstruéto Operas namu, jaunais intendants Viesturs
Bérzins centas ieviest solistu atestaciju, kas izraisija tik asu
pretreakciju, ka intendants bija spiests atkapties. Vestijums
publiskaja informacijas telpa no visiem siem notikumiem
ir viens — nopelniem nav nozimes, jebkurd makslinieks var
izkrist no aprites jebkura bridr.

Therefore, any dispute about the grounds for allocating
money was eliminated. When Gints Gabrans in 1994 entered
a detectaphone as a project of art in a meeting of the Board
of SCCA-Riga, it became a folkloric tale within the artistic
circles. However, in this aspect it should be treated not as
much as a conceptual provocation, but rather as a testimony
of genuine lack of understanding about the budget
allocation criteria.

Introduction of the “project system”in the Latvian culture, which

before had only known a strict cause-and-effect relationship
between success and opportunities, caused panic, which
should be viewed in a more general context. Around 1992 —
1993 the film industry collapsed, making redundant and
unemployed hundreds of professionals. The Riga Operetta
Theatre, Riga Chamber Orchestra and Radio Jazz Orchestra
were closed down. In 1992 the Youth Theatre was liquidated
and the New Riga Theatre was established instead, the latter
operating under the project principle. In 1995, by opening
the renovated Opera House, the new quarter master Viesturs
Bérzins tried to introduce an appraisal system for soloists,
which caused such a fierce counter-reaction, that the new
quarter master had no choice but to resign. The message in
the public information space for all these events was one and
the same — one’s merits were not worth a penny, any artist
could drop out” of circulation at any time.

In the early days of the SCCA-Riga, it was declared that resources

would be allocated only to contemporary art on the basis
of the rather new tradition of installations, campaigns
and performances. In fact, the term “‘contemporary art”
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Jau pasa SMMC-Riga darbibas sakuma tika deklaréts, ka

[idzekli tiks daliti tikai masdienu makslai, balstoties saméra
jaunaja instalaciju, akciju un performancu tradicija,

tacu faktiski masdienu makslas jédziens konstituéjas

tikai pamazam, un tiesi SMMC-Riga naudas dalisanas
prakse laika gaita defingja laikmetigas makslas robezas
(2000. gada, kad uz SMMC-Riga bazes tika radits Latvijas
Laikmetigas makslas centrs, laikmetigas makslas disciplina
beidzot tika pamatota ka teorétiski, ta institucionali®).

90. gadu sakuma makslinieku vairumam skita, ka dalijums
mdasdienu un paréja maksla ir nemotivéts un neorganisks,
turklat ne bez pamata, jo abas frontés darbojas lielakoties
vienas un tas pasas personibas. No,musdienu makslas”
prakses maksligi tika izslégtas tradicionali par tadam
uzskatitas,,augstas makslas” disciplinas — gleznieciba,
télnieciba, grafika, sajas jomas atbalstu sniedzot vienigi
dokumentacijai, tacu ne jaunu darbu radisanai. Formali
tika ievérots zinams lidzsvars starp naudas pieskirumiem
grantu konkursa, kur tika atbalstiti tradicionalo mediju
makslu projekti, un gadskartéjo izstazu finansesanu,

kur dominégja instalacijas, video, akcijas. 90. gadu

pirmaja pusé ar tam laikam pravam naudas summam
tika atbalstiti grafika un scenografa limara Blumberga,
gleznotaju Franceskas Kirkes, Aijas Zarinas, levas lltneres,
Miervalza Pola un pat tekstilmakslas vecmeistara Georga

Barkana darbu katalogu izdosana, tomér, pieméram,
pirmas lieldas SMMC-Riga izstades,Zoom faktors” (1994)
laureatu saraksts ir krasi atskirigs — Anita Zabilevska,
Kristaps Gelzis, Olegs Tillbergs, Vilnis Zabers un Andris
Fridbergs, turklat visiem minétajiem startéjot instalaciju
veidotaju kategorija. Ta tika ieziméta atskiriba starp veco,
pabeigto, iem0zinamo un, no otras puses, progresivo,
dinamisko, atbalstamo. No jaunrades motivacijas
skatpunkta, tiesi daliba izstadés noteica makslinieka
statusu un karjeras perspektivas. Var pat apgalvot, ka
SMMC-Riga konstruéja jaunu makslinieka — veiksminieka
tipu, kuru raksturo lidzsin&jiem pienémumiem pilnigi
pretéjas ipasibas.

Makslinieka akadémiskajai izglitibai noteikta disciplina vairs

nebija izSkirosas nozimes. Heléna Demakova raksta

par Olegu Tillbergu apgalvo, ka,Latvija oficiala izstazu
zalé instalacijas pirmo reizi paradijas 1984. gada’’ bet
attieciba uz makslinieka reputaciju japiebilst, ka Tillbergs
vismaz desmit gadus ta arf palika vienigais, kas primari ir
instalators un kura interjera dizainera diplomam karjera
nav batiskas nozimes. Visi citi iepriek$é&jas desmitgades
robeZparkapéji” sakotnéji ir guvusi panakumus

ka grafiki, gleznotaji, scenografi, tekstilmakslinieki

utt. un ar masdienu makslu nodarbojusies paraléli
pamatspecialitatei. SMMC-Riga rikotas izstades ar vérienu,

Klavins Eduards. Par laikmetigas makslas jédzienu. Buklets. SMMC-Riga,
2000, 3-4. Ipp.

established itself very slowly, and it was the SCCA-Riga’s
money allocation practice, which defined the paradigm

of the contemporary art (in 2000, when on the basis of

the SCCA-Riga the Latvian Centre for Contemporary Art
was established, the discipline of contemporary art was
finally defined both theoretically and institutionally®). In

the beginning of the 90s, most of the artists thought that
the distinction between “‘contemporary”and other art was
unmotivated and inorganic — and this idea was backed

up by the fact that the same individuals worked on both
sides of the “frontier”. The disciplines of "high art” - painting,
sculpting, graphic design — were artificially excluded

from “contemporary art” practice. In the latter disciplines,
support was only provided for documentation, but not

for creation of new works. Officially a certain balance was
observed between the allocation of funds in the grant
competition, where the art projects of traditional media were
supported, and the funding of annual exhibitions, where
installations, video art and campaigns dominated. In the
first half of the 90s, huge sums of money were contributed
to the publication of a catalogue containing works by the
graphic artist and stage designer llmars Blumbergs, painters
Franceska Kirke, Aija Zarina, leva lltnere, Miervaldis Polis and
even the old master of textile Georgs Barkans. Nevertheless,
the list of award-winners in the first big exhibition Zoom
Factor organised by the SCCA-Riga in 1994, was essentially
different containing such names as Anita Zabilevska, Kristaps

Eduards Klavins,,On the Concept of Contemporary Art”. In: SMMC-Riga
[Booklet], 2000, pp. 3-4.
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Gelzis, Olegs Tillbergs, Vilnis Zabers and Andris Fridbergs.
Besides, all these artists participated in the category of
installation art. Thus, the difference became marked between
the old, accomplished artists who were to be made immortal,
on the one hand, and the progressive, dynamic artists to

be supported, on the other hand. From the point of view of
creative motivation and stimulus, participation in exhibitions
determined the status of the artist and his/her career
perspectives. It may be said that the SCCA-Riga construed a
new type of a lucky and fortunate artist, with qualities quite
contrary to any former assumptions.

The artist's academic background in the respective discipline

did not play any crucial role. Heléna Demakova in the article
about Olegs Tillbergs stated that “installations in Latvia for
the first time in an official exhibition hall appeared in 1984",
but as regards the artist’s reputation, it must be noted that
Tillbergs is the only artist who primarily was an installation
artist and whose interior designer’s degree carried no vital
importance in his career. All other “trespassers” of the last
decade initially had won success as graphic artists, painters,
stage designers, textile artists, etc. and were engaged in
‘contemporary art”alongside their main specialty. The wide
scope exhibitions organised by the SCCA-Riga on a regular
basis were viewed by many individuals as oppositional
events to the annual AUL exhibitions Fall, and they turned
around the understanding of the artist’s status. The hierarchy

Heléna Demakova, “Sources of Inspiration”. In: H. Demakova, Different
Conversations. Riga: Visual Communication Department, 2002, p. 148. (First
published in the catalogue Olegs Tillbergs. Konjunktdra. Kiel, 1994).



regularitati un zarijam daudziem skita ka opozicionars
pasakums gadskartéjam LMS ,Rudens”izstadém, ieziméjot
pavérsienu makslinieka statusa izpratné. Radosaja vidé ilgi
pastavéjusi hierarhija tika apvérsta otradi. Paradijas jaunu
makslinieku plejade, kas kluva pazistami tiesi ka instalatori,
lai gan darbojas ari citas jomas (Gints Gabrans, Mikelis
Fisers). Vairaku ta saukto Sorosa izstazu favoritu darbiba
nekas neliecina par macibu iestadé apguto specialitati —
Anita Zabilevska ir gleznotaja un makslas vésturniece,'”
Armins Ozolins - Tallina izglitojies adas plastikas
makslinieks, Eriks Bozis beidzis Liepajas Lietiskas makslas
vidusskolu, bet Raids Kalnins — Liepajas Pedagogisko
augstskolu, Andris Fridbergs pirmas atzinibas laika bija
scenografijas students. Hardijs Ledins, kura opera ,Rolstein
on the Beach” tika uzvesta 1997. gada izstadé ,Opera’,

ir Tpass — studéjis arhitektru, pazistams ka avangarda
mUzikis un akciju organizétajs, 1992. gada sanémis

DAAD stipendiju Vacija, bet Latvija ka makslinieks tika
“institucionalizéts” tikai péc naves — retrospektiva izstade
,Robezparkapéji”2005. gada un neliela pieminas izstadé
Latvijas Nacionalas makslas muzeja radosaja darbnica
2006. gada.

90. gados no makslinieka karjeras viedok|a prestizak un

perspektivak kluva stradat jaunajos, nevis vecajos
medijos — visu laiku aktivi gleznojosas Aija Zarina un

A. Zabilevska 1993. gada studéja Centraleiropas Universitates Makslas
véstures un makslas filozofijas nodala Praga. [Red. piezime.]

long existing in the creative environment was turned upside
down. Many new artists appeared and they became famous
as installation artists, although they worked in other fields

as well (Gints Gabrans, Mikelis Fisers). Several of the Soros
exhibition favourites showed no signs of the speciality they
had acquired in the respective educational establishments:
Anita Zabilevska was a painter and art historian'®, Armins
Ozoling - leather artist educated in Tallinn, Eriks BoZis had
graduated Liepaja Applied Art School, but Raids Kalnins - the
Liepaja Pedagogical University, and Andris Fridbergs was an
undergraduate stage designer when he was first recognised.
Hardijs Ledins, whose opera Rolstein on the Beach was

staged in the exhibition Opera in 1997, was special — he had
studied architecture, was known as an Avant-Garde musician
and a campaign organiser. He had also been awarded a
DAAD scholarship in Germany in 1992, but in Latvia he

was "institutionalised”as an artist only after his death —in a
retrospective exhibition Trespassers in 2005 and in a small
commemorative exhibition in the creative workshop of the
Latvian National Museum of Art in 2006.

In the 90s, from the artist’s career perspective there was

more prestige and prospective in working with the new

as opposed to the old media. Previously active painters

Aija Zarina and Barbara Muizniece (now — Gaile) first
succeeded in the SCCA-Riga exhibitions in 1996 as

land-art artists, which at the time was very popular. After the
exhibition Opera organised in 1997, a circle of new artists

10.

A. Zabilevska in 1993 studied at the Department of Art History and Art
Philosophy of the University of Central Europe in Prague. [Editorial note.]

Barbara Muizniece (tagad — Gaile) atzinibu SMMC-

Riga izstadés guva 1996. gada ka taja laika popularitati
iemantojusa lendarta veidotajas. No 1997. gada
izstades,Opera” paradijas loks jaunu makslinieku, kas
audzinati nesen izveidotaja Makslas akadémijas Vizualas
komunikacijas nodala jau pilniga saskana ar SMMC-Riga
propagandétajam makslas vértibam. Ar ta saucamo
pétersonistu (Ojars Pétersons — sakotnéji grafikis, vélak
instalators, Makslas akadémijas Vizualas komunikacijas
nodalas izveidotajs un faktiskais vaditajs) paaudzes
ienaksanu izstazu aprité makslinieks tika pilnigi atbrivots
no nepieciesamibas statusu izkarot, apliecinot savas
spéjas un profesionalitati tradicionalajas disciplinas.
Paradijas jauna izpratne par makslinieka meistaribu - to
saka asociét ar prasmi sekot lidzi aktualajam modes
tendencém, komunicét un izraisit arzemju kuratoru
interesi. Makslas darbs ka fizisks objekts un roku darba
iznakums zaudéja popularitati — gan digitalo tehnologiju
straujas attistibas izraisitas eiforijas dél, gan tadél, ka
SMMC-Riga izstaditie darbi netika ne iepirkti kolekcijas,
ne uzglabati. 1996. gada izveidotais jauno mediju centrs
E-LAB (akademiski izglitoto dizainera Raita Smita un stikla
makslinieces Rasas Smites vadiba) propagandéja uzskatu,
ka visa maksla nakotné parcelsies uz virtualo telpu, kas
gan izradijas utopija.

Laikmetigas makslas izstades, lai gan sakotnéji saglabaja

prominentu zariju klatbatni, prieksplana izvirzija

appeared. These artists were brought up in the recently
established Department of Visual Communication at the
Academy of Art and their education was completely in
conformity with the art values advocated by the SCCA-Riga.
With the emergence of the so called Petersonists (derived
from the name of Ojars Pétersons — initially a graphic artist,
later an installation artist, the founder and actual chair of the
Department of Visual Communication at the Academy of
Art), an artist was completely liberated from the necessity
to fight for his/her status through attesting his/her skills

and professionalism in the traditional disciplines. A new
understanding about the mastery of the artist emerged — it
was associated with an ability to be up-to-date and to follow
the latest trends, to communicate and attract the interest

of foreign curators. A work of art as an object and result of
handicraft lost its popularity — partially due to the euphoria
caused by the swift development of digital technologies
and partially due to the fact that the works exhibited by

the SCCA-Riga were not purchased for art collections or
elsewhere archived. The new media centre E-LAB founded
in 1996 and guided by the academically educated designer
Raitis Smits and glass artist Rasa Smite promulgated an
opinion that the entire art would move to the virtual reality in
the future, which, however, turned out to be a utopian idea.

The exhibitions of contemporary art, although initially preserved

the presence of prominent jury members, brought forward
the institution of curators. It cannot be said that this practice
was introduced by the SCCA-Riga. Already in 1990, two
influential exhibitions — Gentle Fluctuations (with the art
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kuratora institaciju. Nevar apgalvot, ka ta batu SMMC
jeviesta prakse. Jau 1990. gada izstazu zalé,Latvija”
notika divas ietekmigas izstades, kuru veiksme ir liela
méra kuratoru idejas nosacita, —,Maigas Svarstibas”
(idejas autors — makslas zinatnieks Ivars Runkovskis)
un,Latvija — 20. gadsimta kdlenis. 1940.-1990. gads”
(kuratore Heléna Demakova). I. Runkovskis 1994. gada
jau tika pieteikts ka pilntiesigs lidzautors izstadé,'Janis
Mitrévics izstada Vilhelmu Purviti.. Ivars Runkovskis”
Valsts makslas muzeja. Savukart H. Demakova péc
virknes veiksmigu izstazu (,Kvalitate ‘92", Lidz-svars”)
1994. gada startéja ka starptautiskas izstades — Raumas
biennales — kuratore. Tomér tieSi SMMC-Riga regularas
aktivitates padarija kuratora institQciju par izstades
veidosanas normu. Par pirmas ikgadéjas izstades
,Zoom faktors" (1994) kuratoru tika izvéléts Juris Boiko,
kas akadémiska izpratné bija autodidakts (vins nebija
studéjis neviena makslinieka statusu apliecinosa macibu
jestade). Turpmak kuratori bija Ivars Runkovskis, Heléna
Demakova, Janis Borgs. Vélak viniem pievienojas makslas
zinatniece Solvita Krese un makslinieks Kristaps Gelzis.
1996. gada Gelzis sarikoja pasa karétu personalizstadi
Virtuale”Valsts makslas muzeja, bet taja pasa gada saka
stradat algotu darbu reklamas agentara, ieziméjot vél
vienu makslinieka statusa problému — darbosanas tikai
maksla jau ir grezniba, ko finansiali nevar atlauties pat
atzitakie laikmetigas makslas meistari. 1994. gada sevi
ka kuratori pieteica Inga Steimane (,Dzives kultara”

historian Ivars Runkovskis as the conceptual author) and
Latvia — the 20th Century’s Somersault. 19401990 (with Heléna
Demakova as the curator) — took place in the exhibition hall
Latvija. The success of these exhibitions to a great extent
was determined by the conceptual idea of curators. Already
in 1994 lvars Runkovskis was announced as a competent
co-author of the exhibition Jdnis Mitrévics Exhibits Vilhelms
Purvitis...' lvars Runkovskis in the State Museum of Art. Heléna
Demakova, in her turn, having organised several successful
exhibitions such as Quality 92 and Equi-librium, in 1994
worked as the curator for an international exhibition — Rauma
Biennale Balticum. Still, it was the regular activities by the
SCCA-Riga, which turned the institution of a curator into

a standard of exhibition management and organisation.

Juris Boiko was chosen to be the curator of the first annual
exhibition Zoom Factor (1994), and he — as seen from an
academic point of view — was a self-educated person (he
had not studied in any educational establishment eligible

to certify the status of the artist). Later, the curators were
Ivars Runkovskis, Heléna Demakova and Janis Borgs. The art
historian Solvita Krese and the artist Kristaps Gelzis also joined
them. In 1996 Gelzis organised a solo show “Virtuale”in the
State Museum of Art with himself as the curator, but at the
same year he also started working at an advertising agency,
thus making evident another problem of the artist’s status —
being an artist is a luxury financially unaffordable even to the
most acknowledged masters of contemporary art. In 1994,
new curators appeared, and Inga Steimane was one of them
(Culture of Life at the Riga Stock Exchange). However, the
exhibition curated by her Attention — Handle With Care? and
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Rigas Fondu birza), savukart vinas karétas izstades
“Uzmanigi — plistoss?”un "Ainava” 2. Visparéja latviesu
makslas izstadé 1998. gada jau izraisija kritiku par
kuratora lomas parspiléjumu. Visradikalak un spilgtak
kuratora loma laikmetigaja maksla izpaudas Kaspara
Vanaga neatkarigajos projektos (sakot ar,Open” 1995.
gada), kuros norises vietas izvéle, izteiktais procesualisms,
starpdisciplinaritate pat aizénoja atsevisku darbu
pasvértibu. Starp citu, arf Vanagam trika akadémiskas
izglitibas makslas nozaré.,90. gados makslinieki vairak
neka agrak top it ka par kuratoriem, iek|aujot darba
ta,ieraméjumu’'’ apgalvo Heléna Demakova, tacu
jauzsver, ka maksliniekiem vienkarsi nebija citas izejas —
tradicionalais ,jeraméjums” bija izlodzijies jeb zaudéjis
prestizu (pieméram, jubilejas izstades ka parskati

par desmitgadés padarito), tapsanas stadija esosais
laikmetigas makslas kanons pagéréja kuratora klatbatni,
bet profesionalu vai pusprofesionalu kuratoru bija maz.
Savukart darboties bez kuratora 90. gados noziméja
zaudét statusu, izkrist no aprites, tikt uzskatitam par
nemodernu. Tadé| vairojas pseidokonceptualuy, tikai
formali kdrétu izstazu skaits, kuras saprotamu iemeslu
dé| labak neminét. Pat tradicionalais LMS,Rudens”
dekades beigas centas pielagoties jaunajiem — kuratora
“diktatQras” apstakliem.

Demakova Heléna. Makslas darba stilistika un tematika saistiba ar
sabiedriska konteksta mainu 20. gadsimta 80. un 90. gados // Citas sarunas.
2002, 372. Ipp. (Pirmpublicéjums almanaha,Doma’, 2000, 6. laidiens.)

Landscape in the framework of the 2nd World-wide Latvian
Contemporary Art Exhibition in 1998 raised critical remarks
about the exaggeration of the curator’s role. The curator’s role
within contemporary art was expressed in the most radical
and striking way through the independent projects curated
by Kaspars Vanags (beginning with Open in 1995), where the
venue, explicit procedural and interdisciplinary twist even
obscured the value of certain works. Besides, Vanags also
lacked academic education in art.“In the 90s, artists more than
ever become curators of some sort, including the framing’

in their works""", stated Heléna Demakova. However, it must
be emphasized that the artists simply did not have other
choice - the traditional “frameworks”had got loose or had lost
their prestige (for instance, the anniversary exhibitions as an
outline of the work done through the decades). The canon

of the contemporary art — still in the making — requested the
presence of a curator, but professional or semi-professional
curators were hard to find. On the other hand, to work
without a curator in the 90s meant to lose status, fall out of
the circulation and be considered old-fashioned. Therefore,
the number of pseudo-conceptual, theoretically “curated”
exhibitions grew — due to various reasons these exhibitions
will not be mentioned in this article. Even the traditional

AUL exhibition Fall tried to adapt to the new “dictatorship” of
curators towards the end of the decade.

Heléna Demakova, “The Stylistics and Subject Matter in Works of Art with
Reference to the Changes in the Social Context in the 1980s and 90s".

In: H. Demakova, Different Conversations. Riga: Visual Communication
Department, 2002, p. 372. (First published in the yearbook Doma, vol. 6,
2000.)



SMMC- Riga koordinétie starptautiskie projekti pavéra
maksliniekiem plasas iespéjas nodibinat kontaktus ar
arvalstu kuratoriem, sanemt uzaicinajumus piedalities
starptautiskas izstadés un doties celojumos, kas 90. gados
bija galvenie makslinieka statusa liecinieki. Tiesi ar
plasajam iespéjam izstadit savus darbus arpus Latvijas un
gut starptautisku atzintbu saistijas 90. gadu makslinieku
lielakas ceribas. 1999. gada Modernas makslas muzeja
Stokholma un 2000. gada Hamburger Bahnhof Berliné
un Ludviga muzeja Budapesta bija skatama vérieniga
starptautiska izstade ,After the Wall”, kura Latviju lidzas
Gintam Gabranam un Monikai Pormalei parstavéja art
Anita Zabilevska, “LN Sieviesu liga’, Arvids Alksnis, Dzintars
Licis, Péteris Kimelis un Martins Ratniks. DaZiem no viniem
izdevas turpinat ce|lu maksla, par paréjiem tika dzirdéts
arvien retak vai nemaz. "Péc-mara” optimisms bija beidzies,
un prieks par iespéju ieklauties pasaules makslas procesos
izradijies nepamatots.

The international projects coordinated by the SCCA-Riga opened
up new opportunities to establish contact with foreign
curators, receive invitations to take part in international
exhibitions and go abroad — the business trips in the 90s
were the main testimony of the artist’s status. The greatest
expectations of the artists in the 90s were related to the
opportunities to exhibit their works beyond the borders of
Latvia and to become internationally recognised. In 1999 in
the Moderna Museet in Stockholm and in 2000 in Hamburger
Bahnhof in Berlin and in Ludwig’s Museum in Budapest, an
international exhibition of a wide scope titled After the Wall
was organised. In this exhibition, Latvia was represented by
Gints Gabrans and Monika Pormale alongside with Anita
Zabilevska, LN Women's League, Arvids Alksnis, Dzintars Licis,
Péteris Kimelis and Marting Ratniks. Some of them succeeded
and could continue the path they had undertaken in art,
others obviously were less successful and hardly ever
appeared in any media. "Post-wall” optimism was over and
joy about the opportunity to get involved in the global art
processes turned out to be unsubstantiated.
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