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! v X1 makslinieki izstadés vai katalogos savu radoso

T1]< b16Z1 biografiju sak tiesi ar 1990. gaduy, it ka pirms tam
neka nebdtu bijis. Tas ir Skietami tik nesen, taja pasa laika - tik sen, tik
atskirigi un svesadi. Pieméram, ieejot kada biroja 90. gadu sakuma, nereti
tur neviens nesédéja aiz datora monitora, izstazu ielagumi tika kopéti ar
kseroksu vai izdrukati ar lazerprinteri uz krasaina papira, nebija izplatiti
mobilie talruni un e-pasts, kas tagad mums nodrosina svarigakas ikdienas
darba funkcijas.

Savukart reizém skiet, ka laiks ir apstajies — palasot rakstus par kultaras
notikumiem plassazinas lidzek|os, liekas, ka tedtros uzved tas pasas
ludzinas, kuras tie pasi kritiki pieklajigi recenzé ar tam pasam frazem,
notiek to pasu makslinieku tikpat ievéerojamas personalizstades tajas pasas
galerijas un ta talak. Fondu sponsorétie profesionalie kultGrtaristi tiesi tapat
ka tagad preses slejas atskaitas par sapemto finanséjumu, izklastot arvalstu
braucienos redzéto. Tomér publikacijas plassazinas lidzek|os ieziméjas
tiesi 90. gadiem raksturigais. Par spiti dabiskajai entropijai, kas izbalina
jebkurus iespaidus, japiekrit makslas zinatniecei un kuratorei Solvitai Kresei,
kura norada: “Letargiskas makslas dienas, spozas ¢etrdesmitgadnieku
paaudzes nogurums, galeriju komercializétais salonisms, jaunas
paaudzes makslinieku pavirsa, nenopietna attieksme pret makslas
virzibas ietekmésanu. Permanentas laikmetigas ekspozicijas trakums,
muzeja orientacija tikai uz konvencionalam vértibam rada situaciju, kad
ne vien Latvijas viesiem, bet ari pasu maksliniekiem sak likties, ka Latvija
nekadu laikmetigas makslas procesu nav bijis. Tie atdzivojas ka régi, ka
bérnibas atminas, kopigi sézot pie alus glazes vai apltkojot fotografijas no
personiskajiem arhiviem.”!

1. Krese S. Makslas vilciens dodas uz Ventspili // Studija. 1998, Nr. 3 (5), 35. Ipp.

artists start their creative biographies

EV@P SO Oﬁ@n for exhibitions or catalogues with 1990,
as if there had been nothing before then. It seems such a short while ago, and
at the same time in such distant past, so different and strange. For instance, if
you were to walk into an office in the early 90s, it could happen that nobody
would be sitting behind a computer; exhibition invitations were xeroxed or
laser printed on coloured paper. Mobile phones were rare, as was e-mail,
things that today provide us with the most important and basic functions of
day to day work.

On the other hand, sometimes it seems time has just stopped — press articles
on cultural events may make you think theatres are still staging the same
productions, which the same critics are politely reviewing, using the same
phrases; the same artists are putting on their just-as-noteworthy solo
exhibitions at the same galleries, and so on. Just like today, professional
culture tourists, sponsored by foundations, are presenting their reports on
financing received and spent, and relating the things they have seen on
their trips abroad. Still, these mass media publications contain an outline of
what was characteristic to the 1990s in particular, despite natural entropy
that eventually bleaches all impressions, writes art historian and curator
Solvita Krese: “The lethargic Art Days, the tiredness of the once brilliant forty-
something generation, the careless, light-weight attitude of the younger
generation of artists to influencing the direction of art. The lack of a
permanent contemporary exposition and the museum'’s orientation
exclusively towards conventional values lead to a situation where the
country’s visitors and local artists alike start to think that no processes of
contemporary art have taken place here at all. They come to life like ghosts,
like childhood memories, as you chat over a glass of beer or look through
the photographs in your personal archives”!

Solvita Krese, ,Makslas vilciens dodas uz Ventspili‘, Studija, no. 3 (5), 1998, p. 34.
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ST raksta meérkis — atdzivinat dazus no $adiem “régiem’,
kas liecinatu par tiem laikmetigas makslas procesiem,
kuri notika Latvija 20. gs. 90. gados. Metode — meklét
liectbas nevis subjektivas atminas un laikabiedru
stastitas anekdotés par sevi, bet gan drukatajos medijos.
Raksta téma — makslinieka téls 20. gs. 90. gadu Latvijas
plassazinas lidzek|os un publikacijas, ieskaitot izstazu
katalogus un informativos izdevumus. Raksts ieceréts ka
ekskurss diskursos jeb citatu kolekcija — kolaza, ieskatoties
tajas frazés un idejas, kadas paudusi makslas kritiki,
teorétiki, makslinieki un publicisti. Neizbégama bds ari
fragmentara pieskarsanas daziem butiskiem procesiem,
ipasi jauno mediju un fotografijas uzvarosajai ienaksanai
laikmetigaja maksla.

Makslinieka idedls: pie maizes un
Udens val ple pirma Macintosh
datora?

Komerciala zina neveiksminieks, gariga zina idealists un
tradicionalo vértibu sargatajs — apméram tads veidojas
makslinieka téls 90. gados. Recenzija par starptautiskas
makslas asociacijas B13 kartéjo izstadi lasams: “Par
izstades garigo centru, iespéjams, varétu uzskatit Baibas
Vegeres pasteli“Vientiese’, kas, iespéjams, ir gleznotajas

The aim of this article is to wake some of these “ghosts”that
would bear witness to the contemporary art processes that
were present in Latvia in the 1990s. The approach is to seek
testimonies in printed media instead of looking for them
in subjective memories and contemporaries'anecdotal
stories about themselves. The subject of this article is the
image of artist in mass media and publications of the 1990s,

including exhibition catalogues and informative publications.

The article was envisaged as an excursion into discourse,

or a collection of quotes — a collage that takes a look at the
phrases and ideas expressed by art critics, theoreticians,
artists and publicists. Inevitably, there is also a fleeting touch
on some of the fundamental processes, especially ones
contributing to the triumphant arrival of new media and
photography in contemporary art.

The Ideal Artist Bread and Waten
or the First Macintosh Computer?

A commercial failure, a spiritual idealist, guardian of traditional
values - such is the approximate images of an artist in
the 1990s. A review on the current exhibition of the B13
international art association states:“The spiritual centre of the
exhibition is, perhaps, The Innocent, a pastel by Baiba Vegere,
which may be a self-portrait of the artist, but could also serve
as the key to this era. It is a pictorially perfect, translucent,
seemingly extremely simple work, in which this pure heart,

110 | JA JAU MES MILAM MAKSLU, TAD TAJA ARI DZIVOJAM

pasportrets, bet varbut ari - 37 laika atsléga. Gleznieciski
perfekts, caurspidigs, skietami arkartigi vienkarss darbs,
kura 1 skaidra sirds, vientiese, sapnotaja ir ka solaiku
maksla — redz, jat un saprot vairak, neka grib teikt...”
Makslinieks par spiti trakumam, valsts vai privata atbalsta
neesamibai, par spiti visai pasaulei turpina radit savus
makslas darbus. Lai lepni pieraditu, ka sabiedriba vinam
pie kajas, ka vinam vienalga, kas notiek aiz darbnicas

vai dzivojamas istabas loga, ja vien iekdpusé pats var
realizét savas privati iecerétas, ar arpasauli nesaistitas
idejas. Makslas zinatniece Rita Smagre recenzija raksta:
“Neiedomajami strauja tempa mainijusies dzives socialie
un étiskie aspekti. Nu ko lai dara vecuki, ja nav trapijusies
Tstaja kompanija, kura veiksmigi apgast arzemes vai
diplomatisko dienestu kuluarus. Bet, inerces (varbut
garigas izdzivosanas?) dziti, vini turpina materiali
neienesigo, darbietilpigo makslinieka misiju’?

Fona skan zélosanas par “vértibu degeneraciju”

visdazadakajos formuléjumos, makslinieks télots ka
cietgjs, ka nezéligas tirgus ekonomikas upuris (kas
diemzél daudzos gadijumos bija balta patiesiba, bet tas
bltu pavisam cits stasts). “Komerciali” darbi norakstiti

ka nevértigi, tapat tiek nosodita “izpatiksana publikas

Raiskuma I. Absoldtas krasas un sirds uz zida // Literatdra. Maksla. Més.
1995, 14. dec, 3. Ipp.

Smagre R. Lietiska un nelietiska maksla // Literatara. Maksla. Més. 1996,
25.nov.-5. dec, 3. Ipp.

this innocent, this dreamer is like the art of this time - she
sees, feels and understands more than she would wish to
tell..."> An artist keeps creating his or her works of art, in spite
of poverty, lack of state or private support, in spite of the
entire world.... To proudly show that he does not give a damn
about society; that he does not care what happens outside
his studio or living-room window if he can only stay inside
and fulfil all his privately honed ideas that have no connection
to the outside world. Art critic Rita Smagre writes in a review:
“The social and ethical aspects of life have changed incredibly
rapidly. What are the oldsters to do if they have not stumbled
into the right crowd, which is successfully exploring countries
abroad or the scene of foreign services? But, driven by
momentum (or maybe spiritual survival?), they keep fulfilling
the financially thankless, laborious mission of the artist.”?

In the background there is some bellyaching about the

"degeneration of values"in all different kinds of wording;

the artist is styled as a martyr, a victim of cruel market
economy (certainly true in many cases, unfortunately, but
that is a different story altogether). “Commercial” works are
dismissed as unworthy; “pandering to public tastes”is also
frowned upon. Free, “creative” and “original” solutions are
sought; individuality and the sovereignty of an artist's creative
hand are lauded as the highest of values, at the same time
subtextually keeping the concept of ‘good art” within the

leva Raiskuma, ,AbsolUtas krasas un sirds uz zida". Literattra. Maksla. Més,
14.12,1995, p. 3.

Rita Smagre, “Lietiska un nelietiska maksla’, Literatara. Maksla. Meés, 28.11./
05.12, 1996, p. 3.
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gaumei”. Mekléts tiek brivs, “radoss” un “originals”
risinajums, individualitate un makslinieka radosa rokraksta
suverenitate tiek cildinatas ka augstakas vértibas, taja
pasa laika zemteksta atstajot prieksstatu par “labu makslu”
vistradicionalaka akadémisma robezas."Vai atdzims
pieprasijums péc figurativas, sizetiskas glezniecibas, varam
tikai zilét. Bet pagaidam ta Latvija cietusi bankrotu. Var
jau, protams, gleznot to, péc ka sirds sauc, bet tad nu
komercijai jasaka “Atal Atal" un japariet uz istu makslinieku
diétu — maizi un Gdeni Reizém veidojas divains domas
paradokss, jo makslinieka lepna eksistence arpus “saprata
robezam'’, t. i, arpus ekonomiski pamatotas ricibas
modela, ir anahronisms kapitalisma apstak|os.

kontrasts Sim no maizes un Udens partiekosajam cietéjam
kultdras telpa ienak jauna tipa makslinieka téls — atverts,
komunikativs, draudzigs, uznémigs, pats prot sastadit
gan tami, gan uzaicinat sadarbibas partnerus no citam
valstim, gan arf argumentéti paskaidrot sava darba /
projekta batibu. Nav kadas vienas tehnikas (pieméram,
tikai glezniecibas, akvarela vai keramikas) apologéts, bet
brivi izmanto un pielago konkrétajam mérkim fotografiju,
video, telpiskus objektus, dizaingrafiku, datortiklu iespéjas
un tikpat viegli ari tradicionalas tehnikas. Nebaidas

no citatiem, banalitates un paréjiem “labas makslas”
ienaidniekiem, kuri tiek identificéti recenzijas par

Smagre R. Vidvuds Eglitis, Péteris Rozenbergs, Imants Vecozols // Literatdra.
Maksla. Més. 1996, 31. okt.-7. nov., 3. Ipp.

confines of hyper-traditional academism.“We can only guess
whether the demand for figurative, plot-driven painting will
be reborn. But for now it has suffered defeat in Latvia. You
can, of course, paint what your heart is yearning for, but it
means waving bye-byes to all commerce and switching to
the bread-and-water diet of a true artist" At times a strange
paradox of thought is created, because an artist proudly
existing outside “the realms of reason’, i.e. outside any model
of economically reasoned activity, is an anachronism under
the conditions of capitalism.

This suffering artist who subsists entirely on bread and water

is contrasted in the cultural space with the image of a new
type of artist — open, communicative, friendly, enterprising,
capable of drawing up his/her own cost estimate and
finding collaboration partners from abroad, as well as giving
well-reasoned explanations of the gist of his/her work or
project. This artist is not an apologist of any one technique
(for instance, just painting, watercolour or ceramics), he/she
freely uses and adapts for the specific goal anything ranging
from photography, video, spatial objects, graphic design and
computer network resources to traditional techniques - all
with equal ease. He/she is not afraid of quotations, banality
and any other enemy of “good art’, which are identified

in reviews of exhibitions that employ traditional means

of artistic expression. For example, “This exhibition is no
exception with regard to occasional stumbles, works of
misconstrued originality, clumsy exhibiting and a few other

R. Smagre, “Vidvuds Eglitis, Péteris Rozenbergs, Imants Vecozols" Literatura.
Maksla. Més. 31.10./07.11, 1996, p. 3.

izstadém, kuras izmantoti tradicionalie makslas izteiksmes
[idzekli. Pieméram: “Ari 3aja izstadé gadijusies paklupieni,
darbi ar parprastu originalitati, neveiklu eksponésanu un
vél kadu trakumu. Toties nekur nebija manama atklata
ki¢a vai vulgaritates klatbGtne.” Taisnibas labad japiebilst,
ka vienlaikus ir gadijumi, kad ki¢s tomér nav sabiedribas
ienaidnieks. Pieméram, kada recenzija par llzes Avotinas
gleznam teikts:"Ja tas ir ki¢s — tad dievisks. Dieva kiciga
magiska acs.®

Kics, vulgaritate un citi étiski nosodami elementi ir

laikmetigaja maksla bieZi izmantoti izteiksmes lidzekli,
pie kuriem 90. gadu beigas gan profesionali, gan skatitaji,
domajams, bija pieradusi. Tacu ka vienu no agrinajam
ilustracijam “jauna tipa” makslinieka domasanai un
darbibai — multifunkcionalai, daudzdimensionalai,
atvértai — gribu minét tddu fenomenu ka zurnalu
"Parks”(1992), kuru jaunie makslinieki, dzejnieki,
fotograf, kinoreZisori, muaziki veidojusi sev un saviem
domubiedriem par prieku. Bibliografiskais retums uz
vaka sevi piesaka ka“Ménesrakstu Jaunatnei”. 1992,
gada iznakusi tris numuri (Nr. 2, Nr. 3 un Nr. 4) 330 x 240
mm formata, krasains izdevums ar lielam ambicijam,
kuras palikusas ar nakamo jauno talantigo makslinieku

Smagre R. Lietiska un nelietiska maksla // Literatdra. Maksla. Més. 1996,
25.nov.-5. dec, 3. Ipp.

Raiskuma I. Princeses, pérlu ¢uksti // Literatara. Maksla. Més.
1996, 7. marts, 3. Ipp.

shortcomings. However, there is no trace of overt kitsch or
vulgarity”® To be fair, there are also cases when kitsch is not
deemed to be a public enemy. For example, a review of lize
Avotina’s paintings reads: “If this is kitsch, then it is divine. The
kitschy magical eye of God!"

Kitsch, vulgarity and other ethically objectionable elements are

popular means of expression in contemporary art, and by
the end of the decade both professionals and audiences

will have grown accustomed to them. However, as an early
illustration of the multifunctional, multidimensional, open
thinking and activities of the “‘new type” of artists, | would

like to mention the phenomenon of Parks magazine (1992),
which was created by young artists, poets, photographers,
film directors and musicians for their own enjoyment, and
that of their peers. It is now a bibliographic rarity; its cover
announces it to be a“monthly publication for the young” In
1992 three issues (No. 2, 3 & 4) were published in a 330 x 240
mm format, in full colour and with great ambition, which has
remained unfulfilled even by the following generations of
young, talented artists (I suppose these days it is easier and
cheaper to express oneself in the online environment). To
understand the importance of this publication we must bear
in mind the mass media context —in 1992, Avots magazine
went out of print, and there was as yet no Studija, no Rigas
Laiks, no FHM or any other periodical geared toward art,
intellectual discussion or lifestyle.

6.

R. Smagre, “Lietiska un nelietiska maksla” Literatara. Maksla. Més, 28.11./
05.12,1996, p. 3.

I. Raiskuma, “Princeses, pér|u cuksti”. Literattra. Maksla. Més, 07.03, 1996, p. 3.
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paaudzu nepiepilditas (pienemu, ka tagad vieglak un I&tak
izpausties interneta vidé). Lai saprastu ta nozimi, japatur
prata plassazinas lidzek|u konteksts — 1992. gada parstaja
iznakt "Avots’, un vél nebija ne “Studijas’, ne “Rigas Laika’,
ne "FHM’, ne citu uz makslu, intelektualam sarunam vai
dzivesstilu orientétu periodisku izdevumu.

Izdevuma vésturi konspektivi paskaidro galvenais redaktors

Aivars Eipurs: “Sakuma “Parks” bija |oti kluss un skal$ Rigas
Lietiskas makslas vidusskolas audzéknu lolojums 50

un mazak nokopétos eksemplaros. (..) Spitigi iznaksim

art turpmak. Ko més atgadinam? Rokgrupu, kura nevis
muzicé, bet izdod zurnalu. Kadi més esam? Var gadities,
ka més kaut ko nezinam vai nesaprotam, bet mads nevar
piemanit.” Paréjie zurnala veidotaji: Toms Vitins, tolaik
grupas “Parks” muazikis, tagad mazikis, didZejs un dizainers
reklamas agentarg; Janis Deinats, tolaik teatra “Kabata”
aktieris, tagad fotografs; Janis Putnins, tolaik kino students
ASV, tagad kino un TV reklamas klipu reZisors. Piedalijusies
ar dzejnieks Andris Akmentins, scenografs Karlis Freibergs
u. . radosas personibas.

Ko gan varétu gaidit no Zurnala, kura ka specialkorespondents

minéts PSRS kosmonauts Jurijs Gagarins (1934-1968)
un uz kura pirma numura vaka ir Boriss Grebenscikovs?
Zurnala dizains — 100% agrina Macintosh datora iespéju
demonstracija, teksts salikts, izmantojot visus pieejamos

7

Eipurs A. Redaktors saléja... // Parks. 1992, Nr. 2, 1. Ipp.

The history of the publication is concisely explained by Editor-

in-Chief Aivars Eipurs: “At first Parks was a very quiet and very
loud baby of the students of the Riga Secondary School of
Applied Arts, published in 50 xeroxed copies or less. [.] We
are stubbornly going to keep going. Who are we? We are
like a rock band that does not play music and publishes a
magazine instead. What are we like? It could happen that we
do not know something, or do not understand something,
but you cannot pull wool over our eyes” Among the other
creators of the magazine were: Toms Vitins, at that time

a musician and a member of Parks the music band, now

a musician, DJ and designer with an advertising agency;
Janis Deinats, at that time an actor at Kabata theatre, now

a photographer; Janis Putnins, back then a film student in
USA, now film and TV ad director. Also participating in the
making of the magazine at some time or another were poet
Andris Akmentins, stage designer Karlis Freibergs and other
creative personalities.

What is to be expected of a magazine which lists the USSR

cosmonaut Yuri Gagarin (1934-1968) as its special
correspondent, and the first issue of which boasts a picture
of Boris Grebenshchikov on its front cover? The design of
the magazine was in its entirety a demonstration of the
capabilities of the early Macintosh computers; the text was
put together using all available fonts one after another. The
content covered all of the things that the editors found
subjectively interesting — Carlos Castaneda, Janis Putning’
notes on the character of pop star Madonna in Truth or

Aivars Eipurs, “Redaktors saléja..” Parks, no. 2, 1992, p. 1.



fontus péc kartas. Saturiski aptverts viss, kas bijis subjektivi
interesants pasiem veidotajiem — Karloss Kastaneda, Jana
Putnina piezimes par popkulttras zvaigznes Madonnas
télu filma ,Truth or Dare”, Nepieradinatas modes asambleja
un popularas mazikas festivals ,Rock Summer”Talling,
kinorezisora Jura Poskus tulkots fragments no amerikanu
zurnalista un rakstnieka Hantera S. Tompsona® gramatas
“Lielas haizivju medibas”(,The Great Shark Hunt”, 1979).
“Parks”90. gadu pasa sakuma bija telpa pirmajam
radosajam izpausmém daudzam personibam, kuras

veido un nosaka musdienu kultGras ainavu, tapéc sim
fenomenam, lai arTislaicigam un tiedu turpindjumu
neguvusam, ir sava kultdrvésturiska nozime.

Jauna tipa makslinieks

ReZisore Mara Kimele, komentéjot 2. Visparéjo latviesu

makslas izstadi (1998), noradijusi uz atskirlbam starp
makslinieku paaudzém:“Ja kads piecdesmitgadnieks
nek|Ust uz aru vérsts, kaut tagad laiks to pieprasa, tas nav
jauzskata par trakumu, nemaz. (..) Ja, Sodienas laikam
raksturiga aktivitate, lai makslinieks varétu pastavét, notiek

Tas pats Tompsons, kura grdmata “Bailes un naids Lasvegasa” (“Fear and
Loathing in Las Vegas”, 1972) Terija Giljama ekranizacija ar Dzoniju Depu un
Benicio del Toro galvenajas lomas 1998. gada kluva par kartéjo kulta filmu.

Dare, the Untamed Fashion Assembly and the Tallinn Rock
Summer pop festival, an excerpt from The Great Shark Hunt
(1979), a book by American journalist and writer Hunter S.
Thompsoné, translated by film director Juris Poskus. In the
early 1990s Parks was a space for the first creative expressions
of numerous personalities who are now creating and shaping
the cultural landscape of today, therefore this phenomenon,
although short-lived and devoid of any direct continuation,
has its own cultural and historical value.

A New Type of Artist

Commenting on the 2nd World-wide Latvian Contemporary

Art Exhibition (1998), director Mara Kimele points out the
differences between generations of artists: “It should not be
considered a shortcoming if a fifty-year-old does not become
an introvert even though that is what this age is demanding,
not at all. [..] Yes, active involvement is characteristic of this
age; in order to survive the artist must try and sell him/herself.
There are those who do not fight for themselves, or art does
not fight for itself — it just exists. The survival of such artists is
in peril. Without keen eyes that would know how to present
them, they will become extinct.”

The same Thompson whose book Fear and Loathing in Las Vegas (1972)
was turned into a film starring Johnny Depp and Benicio del Toro and
directed by Terry Gilliam. The film became the newest cult movie in 1998.

[Ansone, E, Slava. L], “Lokalais laiks’, Studija, no. 2 (3/4),1998, p. 38.

cTna par sevis pardosanu. Ir makslinieki, kas pasi par sevi
necinas, vai maksla pati par sevi necinas — ta vienkarsi ir.
So makslinieku eksistence ir apdraudéta. Ja neatradisies
redzigas acis, kas vinus macés pasniegt, vinu nebds.”

Publikacijas ieziméjas paaudzu (un attiecigi — domasanas

veidu) konflikts, tiek nodalita “veca paaudze’, kas diskusijas
plassazinas lidzek|os lielakoties figuré ka reakcionari un
jauna nosoditaji, un “jauna paaudze” - laikmetigas makslas
aktivisti, kuri savukart nereti paradas ka lidzsinéjo vértibu
izsméjéji, degradétaji un tamlidzigi. Par viniem runajot
pozitivi, savukart tiek uzsvérts viss, ko vini dara citadi,

un viss jaunais, ko vini ienes maksla (mediju lietojums,
kvalitativas un jédzieniskas novitates), pauzot nesléptu
jasmu par progresa iespéjamibu.

Kads isti ir jauna tipa makslinieks — par to runa makslas

zinatniece Iréna Buzinska, rakstot par makslinieka Erika
BoZa darbiem:“.vin$ [Eriks BozZis — A. T] lidz ar savas
paaudzes maksliniekiem — Mikeli Fiseru, Gintu Gabranu,
Gunti Grabovski, Andri Fridbergu — patiesi veica $o
radikalo parravumu. Vini visi atteicas no masu makslas
attistibas gaita ilgstosi lietotdam un aprobétam klisejam,
kuras garlaiko un nogurdina kaut vai tadé| vien, ka
zaudéjusas jebkadu svaigumu un patiesigumu. (..)
Klasiska modernisma apguves bezgaligie méginajumi
bieZi vien liecina par radoso spéju absolttu trikumu.

9.

Ansone E, Slava L. Lokalais laiks // Studija. 1998, Nr. 2 (3/4), 36.-39. Ipp.

The publications outline the conflict of generations (and,

accordingly, modes of thought); artists are divided into the
“older generation’, which in mass media discussions is mostly
depicted as reactionary and disapproving of anything new,
and the "next generation” - champions of contemporary

art, who, in turn, are quite often described as mockers and
degraders of established values, etc. Whenever they are
mentioned in a positive light, however, the emphasis is placed
on all the things they do differently, and all the new things
they have brought into art (the use of media, qualitative and
conceptual novelties), lauding the possibility of progress.

What is this new type of artist like? This is discussed by art critic

Iréna Buzinska, as she speaks of the works of artist Eriks BoZis:
“[.1it seems that he [Eriks BoZis — AT], and his contemporaries —
Mikelis Fisers, Gints Gabrans, Guntis Grabovskis, Andris
Fridbergs — truly succeeded in this radical break-through. They
all refused to be influenced by the fact that they have lost any
trace of originaly and truth. [.] The endless attempts to acquire
classical modernism very often attests to the absolute lack

of creativity. And that is why these artists made their choice,
because of succint maximum simplicity. In their view a work
of art can convince with what is deemed to be “everyday”and
which must be brought closer to natural conclusions, and
enriched with documental precision and sociability."

Art historian and curator Inga Steimane, in turn, links the essence

of the new type of artist with both the means of expression

10.

Iréna Buzinska, “The Invisible Person Eriks Bozis", Studija, no. 2 (3/4), 1998,
p. 30.
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Tadeé| sie makslinieki savu izvéli veica par labu lakoniskai,
maksimalai vienkarsibai. Vinu izpratné makslas darbs spéj
parliecinat ar ikdienisko, kam vajag but pietuvinatam
dabiskajiem apstakliem un apveltitam ar dokumentalu
precizitati un sadziviskumu!"

Savukart makslas zinatniece un kuratore Inga Steimane

jauna tipa makslinieka batibu saista gan ar izmantotajiem
izteiksmes lidzekliem, gan visai trausli definéjamo
piederibu Austrumeiropas kultUras telpai: “Postmedijiska
situacija atcéla mediju hierarhiju maksla, kur ka
divdimensiju objekts dominéja glezna, ka trisdimensiju —
skulptara (..) Bet, ka redzésim, tradicija, kura gleznai piemit
“nek|tdiga, ista” medija prioritate, rod atbalsi Jana Vinkela
dailradé (ari Mikela Fisera darbos). Sada stravojumu
vienlaiciba, no vienas puses, raksturo postmoderno
situaciju, no otras — tipisku Austrumeiropas 90. gadu
istenibu, kad |oti Tsa laika makslas prakse tvéras pie visam
iespéjamam “nepareizibam” mediju, estétikas un satura —
socialistiskas ideologijas konteksta.""

Analizéjot sabiedribas attieksmes mainu pret makslinieku

90. gadu vidU un beigas, makslas zinatniece un kuratore
Heléna Demakova pieminéjusi t. s.“mediju skandalus”
(Mikela Fisera Ecstasy tablete uz gleznas, levas Rubezes
sarkana plisa ietitais Rainis u. c. gadijumi), ka arf definéjusi

3Is akcenta mainas izcelsmi un batibu: “Tolaik, tas ir, 80. un
90. gadu mija, vizualie makslinieki bija vieni no pirmajiem
“pionieriem’, kuri arkartigi strauji apguva pasaules makslas
valodu. Vinu leksika likas svesa, turpreti 90. gadu nogales
“zvaigzném”formalo lidzekl|u arsenals ir visai sabiedribai
pazistams. Jaunos maksliniekus, tapat ka vinu kolégu
takstosus pasaulé, nodarbina gan mediju stratégiju
izgaismosana, gan varas struktlru pétisana patérétaju
sabiedriba, gan subkulttru fenomeni, gan mediju sintéze.
Vini izmanto viegli atpazistamo un jau ikdiena iesukusos
reklamas valodu!"?

Lidzigi jauna laikmeta garam atbilstoso makslinieka télu
raksturo . Steimane: “Ka to rada izstades “Dzives kultara”
kritika, lldz 90. gadu vidum Latvija dominéja lai gan
tehniski daudzveidiga, tomér “solida” makslas darba
laikmets. (.) Var sacTt, ka medijiski un idejiski “solidais”
makslas darbs Latvija zaudéja dominéjoso popularitati péc
1995. gada, un to veicingja informacijas pieaugosa aprite,
jauno elektronisko mediju, interneta, fotografijas, akciju un
performancu, ka ari ta dévéto subkultdru spéja adaptacija
makslas konteksta 90. gadu tresaja ceturtdala?

Pareju no “solida” makslas darba uz netveramakam formam

spilgti iezZiméja kuratoru llzes Strazdinas un Kaspara
Vanaga rikotie vérienigie vizuali muzikalie pasakumi

BuZinska I. Neredzamais cilvéks Eriks BoZis // Studija. 1998,
Nr. 2 (3/4), 25. Ipp.

. Steimane |. Janis Vinkelis. Riga: Neputns, 2002, 22. Ipp.

in use and the very vaguely definable affiliation with
Eastern European cultural circles:“The post-media situation
cancelled the hierarchy of art which was dominated by the
painting as a two-dimensional object and sculpture as a
three-dimensional one [..]. But, as we shall see, the tradition
of painting endowed with the priority of an ‘infallible, true’
medium resonates in the work of Janis Vinkelis (and also
Mikelis Fisers). On one hand, such simultaneity of trends
illustrates the post-modernist situations, and, on the other,
a typical Eastern European reality of the 1990s, when in a
very short space of time the praxis of art turned to every
imaginable imperfection’in the context of media, aesthetics
and content - socialist ideology.""

Analysing the changes in the public view of artists in the mid-

and late 1990s, art historian and curator Heléna Demakova
mentions the so-called “media scandals” (Mikelis Fisers’
ecstasy pill on a painting, leva Rubeze’s Rainis, wrapped in
red velour, and other cases), and defines the source and core
concept of this change of emphasis. “Then, at the boundary
of the 80s and 90s, the visual artists were some of the first
‘pioneers'who very rapidly mastered the language of world
art. Their vocabulary seemed strange in contrast to the ‘stars’
of the late 90s whose formal arsenal of tools is recognised

by all society. They, like thousands of their colleagues in the
rest of the world, are interested in explosing the strategies of
the media, highlighting the power structures in consumer

society, the phenomena of sub-cultures and media synthesis.

1

Inga Steimane, Janis Vinkelis. Riga: Neputns, 2002, p. 22.
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12. Demakova H. No Eiropas nolaupisanas... // Demakova H. Citas sarunas.
Riga: Vizualas komunikacijas nodala, 2002, 316. Ipp.

13 Steimane |. Janis Vinkelis. Riga: Neputns, 2002, 39. Ipp.

They use the easily recognisable and now everyday language
of advertising"'?

Inga Steimane’s image of an artist in tune with the spirit of the
new era is similar: "As demonstrated by the critique of the
Culture of Life exhibition, Latvia was under the influence of
an era of technically varied yet respectable’artwork until
the mid 90s. [..] It could be said that media- and idea-wise
the respectable’work of art lost its popularity in Latvia after
1995; this change was prompted by the growing circulation
of information and the rapid adaptation of new electronic
media, the Internet, photography, art interventions and
performances as well as the so-called subcultures in the

"3

context of art in the third quarter of the 1990s!

The switch from “respectable”works of art to more intangible
forms were strikingly marked by the grand visual/musical
events organised by curators llze Strazdina and Kaspars
Vanags — Open (1995) in a historical warehouse in Old Riga
and Biosport (1996) at the former Dzintars factory on Lacplésa
Street. Both projects were short-term (of a few days' duration),
both imported the so-called rave culture for the innocent
Latvian artists with incredible ease. In both projects elements
of popular mass entertainment (a hit parade of the most
recent and popular club dance music) were organically
combined with the newest works of contemporary art. Both
projects attracted the enthusiastic involvement of artists

12. Heléna Demakova, "From the Rape of Europa..."In: H. Demakova, Different
Conversations. Riga: Visual Communication Department, 2002, pp. 317, 319.

3. | Steimane, Janis Vipkelis. Riga: Neputns, 2002, p. 39.



,Open” (1995) vésturiska noliktava Vecriga un “Biosports”
(1996) kadreizéjas fabrikas “Dzintars”telpas Lacplésa

iela. Abi projekti bija Tslaicigi (to darbibas laiks — dazas
dienas), abos ar apbrinojamu vieglumu importéta t. .
reiva kultGra nevainigajiem Latvijas maksliniekiem.

Abos projektos popularas masu izklaides elementi
(aktualakas naktsklubu deju muzikas parade) organiski
savienojas ar jaunakajiem laikmetigas makslas darbiem.
Abos projektos ar aizrautibu iesaistijas gan jaunakas
paaudzes makslinieki, gan ari jau tobrid atziti makslinieki
(pieméram, “Biosporta” dalibnieku vidd gan Raids Kalnins,
Mikelis Fisers, Péteris Kimelis, Gints Gabrans, Kristine
Briede, Rasa un Raitis Smiti, gan Andrejs Kalna¢s un Olegs
Tillbergs). Abi projekti visai riskanti koketéja ar narkotiku
un popularas kultdras mijiedarbibu. Tie norisinajas
alternativa vidé — pamestas ékas. Kaspars Vanags intervija
skaidroja: “Pamata bija vélme destrukturalizét makslu —
projekts ir vienreizéjs, tas nenotiek institucionalizéta
makslas iestadé — muzeja vai galerija. Ja jau més milam
makslu, més taja ari dzivojam. (..) Jauna veida narkotika —
Ecstasy — |oti butiski ietekmé&jusi un izmainijusi Eiropas
kultras un makslas dzivi. Salidzinosi 80. gadi bija visai
agresivs laiks — panki, roka pédéjie ekstazes kliedzieni.
Ecstasy rada jautru, dzivespriecigu dzives ideologiju.
Reiva publika - tie ir neatkarigie, dzivespriecigie cilvéki,
kuri rod gandarijumu no ta, ka vini ir. Nemeklé iespéju
paklaut otru, savu problému risindjumu otra cilvéka.

() Sie cilvéki ir Joti draudzigi, nav jatama agresija ka,

of the younger generation and of artists who had already
reached a level of acclaim (among the participants of Biosport
were Raids Kalnins, Mikelis FiSers, Péteris Kimelis, Gints
Gabrans, Kristine Briede, Rasa Smite and Raitis Smits, Andrejs
Kalnacs and Olegs Tillbergs). Both projects flirted dangerously
with the interrelationship of drugs and popular culture. Both
projects were housed in the alternative environment of
derelict buildings. In an interview Kaspars Vanags explains:
"At the core of it all was the wish to destructuralise art - the
project is unique, it is not taking place in an art institution like
a museum or a gallery. If we really do love art, we live in'it. [..]
A new type of drug — ecstasy — has significantly influenced
and altered European culture and art life. The 1980s was a
comparatively aggressive period — punk, the last ecstatic
screams of rock. Ecstasy creates a fun, joyful ideology of life.
The rave public consists of independent people who love

life and find satisfaction in the very fact of their existence.
They do not seek opportunities to take the upper hand, nor
to use other people to solve their problems. [..] These people
are very friendly, there is no aggression like there is at some
other clubs, Pulkvedim neviens neraksta... for example — no
aggression based in the beer-drinking aesthetic '

Open and Biosport proved that, should the need arise,

contemporary art can coexist with the entertainment
industry and its consumer perfectly well; art can be popular -
that is, accessible and in demand from an audience that
does not consist purely of the professionals of the field. At

Fragments of the interview were published in an article titled “Biosports”in
Literatara. Maksla. Més, 6.07.1996.

pieméram, “Pulkvedi”vai kur citur — uz alus estétiku
balstita agresija.""

,Open”un “Biosports” pieradija, ka laikmetiga maksla

vajadzibas gadijuma lieliski sadzivo ar izklaides industriju
un tas patérétaju, maksla var bat populara - t. i,
saprotama un pieprasita ari auditorija, kas nesastav

tikai no nozares profesionaliem. Taja pasa laika
plassazinas lidzek|os paustajos viedok|os var nojaust
ilgas péc romantiska makslinieka téla, kurs atrodas daléji
pardabiska patriciesa statusa un kuram nav nekadas
dalas gar to, kas interesé, pieméram, spiedzosu, dejojosu
jauniesu pali. 1996. gada dzejnieks un tulkotajs Guntars
Godins véstija par lgaunijas pieredzi: “Pusotra gada

laika, kops Igaunija darbojas Kultarkapitals, kultdra vairs
neatrodas nezinas un negadijuma paklautiba, tai nav
janodarbojas ar prostittciju, nav jaizdaba masam un
pulim, nav japazemojas, bet — galvenais — nav jaludzas."”
Tobrid Latvija lidzigas institlcijas vél nebija (Kultdrkapitala
fonds Latvija saka funkcionét 1998. gada), bet $aja citata,
manuprat, batisks ir kas cits — neparprotami definétais
prieksstats par to, ka "kultdrai nav jaizdaba masam

un palim’. Saja frazé saskatamas atskanas no izplatita
viedokla par kultdru ka elitaru, ekskluzivu produktu, kas
plasakai sabiedribai nav ne pieejams, ne nepieciesams.

Intervijas fragmenti publicéti raksta “Biosports” laikraksta “Literattra. Maksla.
Més” 1996. gada 6. janija.
Godins G. Piezimes // Literattra. Maksla. Més. 1996, Nr. 44 (85), 11. Ipp.

the same time the opinions presented in mass media seem
to convey a longing for the romantic image of the artist
who lives the life of a semi-preternatural patrician and has
no part in all the things that will interest, say, a crowd of
squealing, dancing youngsters. In 1996 poet and translator
Guntars Godins spoke of the experience of Estonia: “Within
the space of a year and a half, since the Culture Capital has
been at work in Estonia, culture is no longer at the mercy of
ignorance and coincidence, it does not have to prostitute
itself, does not have to pander to the masses and the mob,
does not have to humiliate itself or — worst of all - beg."”

At that time there were no similar institutions in Latvia (the
Culture Capital Foundation was established in 1998), but in
my opinion this quote is noteworthy for another reason: the
clearly defined idea that culture "does not have to pander
to the masses and the mob”. This phrase is reminiscent of
the perception of culture as an elite, exclusive product,
which is neither available nor necessary to the wider public.
At the same time, this phrase can be interpreted as a call
for certain quality standards, the implementation of which
would seemingly be guaranteed by the new structure for
the allocation of financial aid, and which would, in turn,
prevent the degeneration of artistic creativity into populist
amateurism without any artistic excellence (and this subject
is, of course, still relevant today).

The selected excerpts, as well as the rest of the body of texts that

could not be included in this article, outline the theoretical

15.

Guntars Godins, “Piezimes’, Literatdra. Maksla. Més, no. 44 (85), 1996, p. 11.
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Taja pasa laika 1 fraze tulkojama ari ka prasiba péc
zinamiem kvalitates standartiem, kuru ieviesanu it

ka garantétu jauna finansiala atbalsta pieskirsanas
shéma un kuri savukart novérstu makslinieciskas
jaunrades neorganizétu degenerésanos par populistisku
amatierismu bez makslinieciskas izcilibas (51 téma,
protams, ir aktuala arl tagad).

Gan izvélétajos citatos, gan paréja tekstu korpusa, kas
palicis arpus 1 raksta, ieziméjas teorétiskie koncepti par
pasas makslas uzdevumu mainu. Pievérsoties “istajai
dzivei, spekulativi varétu apgalvot, ka 80. gadu Jaunais
Makslinieks labprat par sevi radija dzives bauditaja télu,
kam piestav ekskluzivitate, elegance un ekstravagance
gan uzvediba, gan apgéerba, gan savos makslas darbos.
Tika cildinats smalkums un individualitate, vélme atskirties
un izcelties ka labakam, skaistakam, gudrakam. Savukart
90. gadu Jaunais Makslinieks neuzkritosi ienaca Adidas
trenintérpa, véléjas izteikties gan par zinatni, gan filozofiju,
gan reklamu, sekoja Iidzi popularas kultdras aktivitatém,
|oti labprat darbojas kolektiva un it nemaz nekautréjas no
ta saucamas lo-tech estétikas, piedavajot savai auditorijai
projektus, kuri nebdt neizskatas péc makslas darbiem
tradicionalaja izpratné.

concepts of the change of the very role and tasks of art. If

we take a look at “real life’, we may speculate that the Young
Artist of the 1980s liked to cast himself as an enjoyer of

life, given to exclusivity, elegance and extravagance in his
behaviour, clothing and works of art. Finesse and individuality
were celebrated, as was the wish to be different and stand
out as someone better, more beautiful, cleverer. The Young
Artist of the 1990s, in contrast, makes his entrance unnoticed,
dressed in an Adidas tracksuit; he wishes to express his
opinions on science, philosophy and advertising, he follows
the events of popular culture, is very happy to work in a team
and has no scruples about so-called lo-tech aesthetics. He
offers his audience projects that do not resemble “works of
art”in the traditional sense.

Artist — a Multifunctional Culture
Combine

With the growing importance of media art and its materialising,
a completely different type of artist makes its transition from
concept to real life. It is the project manager, the coordinator,
the genius of communication, etc, whose image is actively
promoted by heads of E-LAB (now — RIXC), Rasa Smite and
Raitis Smits: “Media art is quite often a process, and this
is an advantage. It is an improvisation, an instrument of
communications. There is no artist isolating him/herself in the
Creative process — you are simultaneously involving others, so
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Makslinieks — multifunkcionals
kultoras kombains

Lidz ar mediju makslas aktualizésanos un materializésanos

no ideju pasaules reélaja dzivé ienaca pavisam cits
makslinieka tips — projekta vaditajs, koordinators,
komunikacijas génijs utt,, kura télu aktivi balstija E-LAB
vaditaji Rasa un Raitis Smiti: “Mediju maksla biezi ir
process, un ar to ta tikai iegst. Ta ir improvizacija,
komunikacijas instruments. Seit nav darba radisanas
procesa izolgjies makslinieks — tu vienlaicigi iesaisti
citus un vairs nevari nosaukt sevi par autoru, drizak par
iniciatoru. Sai procesa visi ir lidzautori, katrs ar

savu ideju!""®

So principu, 2000. gada atskatoties uz 20. gs. 90. gadiem,

konstatéjusi ari Heléna Demakova: “90. gados makslinieki
vairak neka agrak top it ka par kuratoriem, ieklaujot

darba ta“ieramé&jumu”’’ Tapat vina uzsver jauno mediju
makslas procesualo dabu: “Aktiva Latvijas jauno mediju
grupa E-LAB ar Rasu Smiti un Raiti Smitu priek3gala ir
uzskatama par pionieri nekomerciala interneta radio joma
visa pasaulé. Abu Smitu un viniem lidzigu makslinieku

Alksnis A. Akustiska telpa // Literatara. Maksla. Més. 1998, 10.-17. sept.,
20. Ipp.

Demakova H. Makslas darbu stilistika un tematika saistiba ar sabiedriska
konteksta mainu 20. gadsimta 80. un 90. gados // Demakova H. Citas
sarunas. Riga: Vizualas komunikacijas nodala, 2002, 372. Ipp.

you cannot call yourself an author any more, you are more of
an initiator. In this process everyone is a co-author, each with
their own idea!""®

This principle was also pointed out by Heléna Demakova in 2000,

as she looked back on the 1990ies: “Artists in the 90s seem to
become as if curators, including the ‘framing'in their works.""”
She also stresses the process-like nature of new media art:
"The active new media group in Latvia E-LAB, headed by
Rasa Smite and Raitis Smits, can be regarded as pioneers of
non-commercial Internet radio the world over. The Smits and
their like artists’ activities are, possibly in greater degree than
other creative people, directed to the process itself without
special concern for the end product. Communication is made
absolute as a value in its own right, a fertile seed germinated
a limited, unfortunately, cultural environment."®

The entrance of new media and new thinking, new functionality

into everyday life also demands a new view of what really
makes someone an artist. Due, to a great extent, to the
activities kicked off by E-lab, the concept of an artist as an
international project manager/producer/finance manager
had crystallised in Latvia by the late 1990s. Baiba Tjarve,
director of the New Theatre Institute of Latvia, explains in
a 1999 issue of Studija magazine: "With the development

Arvids Alksnis,,Akustiska telpa’, Literatara. Maksla. Més, no. 36 (179), 1998, p. 20.

Heléna Demakova, “The Stylistics and Subject Matter in Works of Art in
Reference to the Changes in the Social Context in the 1980s and 90s".
In: H. Demakova, Different Conversations. Riga: Visual Communication
Department, 2002, p. 373.

bid., p. 375.



darbosanas, iespéjams, izteiktak neka citiem radosiem
Jaudim ir vérsta uz pasu procesu, bez Tpasas piesaistes
galaproduktam. Komunikacija tiek absolutizéta ka
pasvértiba, ka augligs “desants’, kur$ apaug ar savu,
diemzél nelielu kultaras vidi!"®

Jauno mediju un jaunas domasanas, jaunas funkcionalitates

ienaksana ikdiena pieprasa arf jaunu skatijumu uz to, kas
isti ir makslinieks. Liela méra pateicoties E-LAB iesaktajam
aktivitatém, 90. gadu beigas Latvija bija izkristalizéjies
makslinieka — starptautisku projektu vaditaja —
producenta — finansu parvalditaja téls. Latvijas Jauna
teatra institGta direktore Baiba Tjarve zurnala “Studija”
1999. gada skaidroja: “Lidz ar tiklu attistibu arvien vairak
visa Eiropa ze| projektu sistéma. Makslinieks atkapjas,
dodot vietu producentam, kas projektu valstiba ienem
pirmo vietu. Kultdras finanséjuma sistémas mainas,
kultQras procesu aizstajot ar projektiem."

Gleznotaja leva lltnere 1999. gada komentéja $o jauno

makslinieka télu, runajot par to, kas ir moderni: “Tagad

ir modé radit kaut ko pilnigi netveramu. (..) Dizaineri
akadémija vairs netaisa gipsa olas. Vini darbojas ar
datoriem un radiovilniem. Pilnigi cita imenT. Viss pasaulé
ir mainijies. Zudusi nevainibas izjata. Seksuala dzive ir
izmainijusies. Bohéma ar vairs ir tikai mits. Jauna paaudze

ir loti cool. Vini skaidru pratu izdoma, ko vini daris un kas
vini bus. Projekti, papiri, pieprasijumi, braucieni..."?

Makslas zinatniece un kuratore Solvita Krese 1998. gada

skaidroja vél vienu jauna tipa makslinieka personibas
aspektu — laikmetigas makslas cieso mijiedarbibu ar
citam kult@ras (neskirojot to masu un elitaraja kultara)
jomam un makslinieka personibas multifunkcionalitati:
“Modernisma postulats “makslu — makslai” mira sameéra
smagi, T procesa raditais nogurums briziem vél pastiprina
berzi augstas makslas un popularas un masu kultdras
aktivaja mijiedarbiba. Makslas integracija komforta
sabiedribas gandriz visas dzives jomas nolidzina robezu
starp makslu un dizainu, reklamu, image-making.
Modernisma zimju valoda veido Sodienas salonu,
laikmetigas makslas teksta autori izstrada reklamas
stratégiju biznesa struktdram.?!

AtgrieZoties pie iepriek$ minéta makslinieka — cietéja téla,

nakas secinat, ka jauna tipa maksliniekam projektu
kultdras laikmeta tas vairs nav aktuals. Makslas projekti
rodas un realizéjas kolektivi, iesaistot sadarbibas partnerus
citas valstis, sadarbojoties ar institdcijam un fondiem, un
vientula génija — eksaltéta raditaja laiks ir beidzies, jo pa
kuru laiku var lauties eksaltacijai, ja ¢akli jaraksta projektu
pieteikumi un jaseko lidzi to iesniegsanas terminiem?

18.

19.

Turpat, 376. Ipp.

Tjarve B. Nakotnes modelis Eiropas kultdrai: horizontala piramida // Studija.
1999, Nr. 1 (6), 54. Ipp.

of networks the project system is becoming increasingly
popular all over Europe. The artist moves to the background,
making room for the producer, who takes the top spot in
the realm of projects. The systems of culture financing are

g

changing, replacing the culture process with projects!

Painter leva Iltnere commented on this new artist image in

"

1999, speaking of what is“in fashion”: “These days the fashion
is to create things that are completely intangible. [.] The
designers at the Academy are no longer making plaster

of Paris eggs. They are working with computers and radio
waves. At a different level altogether. Everything has changed
in the world. The sense of innocence is gone. Sexual life

has changed. Bohemian life is now just a myth. The new
generation is very ‘cool’ They keep a clear head and decide
what they are going to do and what they are going to be.
Projects, papers, requests, trips..."?

Ina 1998 article, art historian and curator Solvita Krese explains

another aspect of the personality of the new type of artist —
the close interaction of contemporary art with other spheres
of culture (without sorting it into mass culture and elite
culture) and the multifunctionality of the artist's personality:
“The modernist postulate of ‘art for art’s sake'took a long time
to die, the fatigue left by this process at times still amplifies
the friction of the active interrelation between high art

and popular and mass culture. The integration of art into

20,

Baiba Tjarve,,Nakotnes modelis Eiropas kultQrai: horizontala piramida’,
Studija, no. 1 (6), 1999, p. 54.

Daiga Rudzate, ,The Essence of Beauty”, Studija, No 2 (7), 1999, p. 16.

20.
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Rudzate D. Skaistuma butiba // Studija. 1999, Nr. 2 (7), 13. Ipp.

Krese S. Makslas vilciens dodas uz Ventspili // Studija. 1998,
Nr. 3 (5), 35. Ipp.

almost all aspects of comfort society life breaks down the
boundaries between art and design, advertising and image-
making. The modernist language of symbols creates the
salon of today; the authors of the text of contemporary art
are detailing advertising strategies for business structures.”

Returning to the aforementioned image of the suffering artist,

we have to come to the conclusion that it is no longer
relevant for the artist of the new type within the framework
of project culture. Art projects are created and carried out

in teams, bringing into collaboration partners from abroad
and working with institutions and foundations; the era of the
lonely genius and exalted creator is over — for when are you
to indulge in exaltation if there are project applications to
write and submit in time?

Warning: Angry Spectator

The 90s' spirit of change also brought some new problems —

while art in general is looking for its new identity, trying

to define its role, function and position in the wider social
context, the art spectator is also left without reference points.
The conflict between expressions of art and public interests,
characteristic to the mid 90s, was laconically outlined by art
historian and curator Inga Steimane at the opening of the
E-LAB Electronic Art and Media Centre — the new media

Solvita Krese, ,Makslas vilciens dodas uz Ventspili’, Studija. No 3 (5), 1998.
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Uzmanibu: nikns skatitgjs!

90. gadu parmainu gars radija arf jaunas problémas — kamér

maksla kopuma meklé&ja savu jauno identitati, méginaja
definét savu lomu, funkcijas un attieksmi plasaka

sociala konteksta, art makslas skatitajs bija palicis bez
orientieriem. 90. gadu vidum raksturigo konfliktsituaciju
starp makslas izpausmém un sabiedribas interesém
lakoniski ieziméjusi makslas zinatniece un kuratore Inga
Steimane Elektroniskas makslas un mediju centra E-LAB
atklasana - jauno mediju makslas festivala — konferencé
“Maksla+Komunikacijas” 1996. gada novembri. Vienu no
izejam |. Steimane saskatija jaunajas tehnologijas, kuru
badtiba vislabak atbilst jauna laikmeta garam: “Jaunais laiks
izaicina personibu, uzdodot jautajumus, kuru atbildes
prasa reakcijas atrumu, nevis meditésanu ap to, kas es
esmu, kas es varétu bat. Jaunie mediji nozimé papildu
telpu gan makslai, gan viedok|u apmainai, pie kam i telpa
ir bezgaliga un attalumam nav nozimes.?? Makslinieki un
teorétiki Monika Fleimane un Volfgangs Strauss ilgpilni
un optimistiski apgalvoja to pasu: “Més esam ilgojusies
péc kibertelpas visus pédéjos simts gadus.*

22

23.

Steimane I. Mediju potencials, makslas potencials demokratijas idealu
zona. Maksla+Komunikacijas. Rakstu krajums. Riga: E-LAB, 1996.

Fleismane M., Strauss V. Uztveres robezu paplasinasana.
Maksla+Komunikacijas. Rakstu krajums. Riga: E-LAB, 1996.

art festival/conference Art+Communication in November
1996. As one of the solutions Inga Steimane names the
new technologies, which are essentially best suited to the
spirit of the new era:“The new age challenges a personality,
posing questions which can only be answered through
speedy reaction, not meditation on who I am and who |
could be. New media mean extra space for art and also for
an exchange of opinions; this space is limitless and distance
is irrelevant.?? Artists and theoreticians Monika Fleischmann
and Wolfgang Strauss wistfully and optimistically assert the
same: “We have longed for cyberspace over the past one
hundred years!”

Several of the exhibitions and projects that were held over the

first half of the 1990s were undeniably visually striking and
surprising enough to attract the attention of the wider public.
Who would not want to take a look at, say, smoked bacon

or grains scattered on the floor at an art museum? At the
same time, press reviews indicate that not all contemporary
art projects were well received. For example, in his report

on the 4th Congress of the Latvian Culture Foundation,
Academician Janis Stradin$ points out: "l have nothing against
new forms of the Culture Foundation’s activities, against new
art, installations, new music, avant-garde theatre. [..] Should
the Foundation turn to elite culture exclusively, it would be

in danger of breaking its connection with the people and,

90. gadu pirmaja pusé notika vairakas izstades un projekti,

kuri bija neapsaubami vizuali efektigi un pietiekami
negaidtti, lai saistitu plasas sabiedribas uzmanibu. Kurs
gan negrib paskatities, pieméram, uz zavétu speki vai uz
gridas izbértiem graudiem makslas muzeja? Taja pasa
laika atsauksmes presé liecinaja, ka ne vienmér un ne

visi laikmetigas makslas projekti tika uznemti pozitivi.
Pieméram, atskaité par Latvijas Kulttras fonda 4. kongresu
akadémikis Janis Stradins noradija: “Es neesmu pret
jaunam Kultaras fonda darbibas formam, pret jauno
makslu, pret instalaciju, jauno maziku, avangarda teatri. (.)
Fonda pievérsanas elitarajai kultdrai var draudét ar saisu
sarausanu ar tautu un lidz ar to — ar Latvijas sabiedribu”*
Tatad varam saprast, ka atseviski pastav elitara kultGra un
sabiedriba — acimredzot reakcionara, aktualajos procesos
neieintereséta un tikai tradicionalas vértibas kopjosa, gluZi
ka tadi Virzas “Strauménu” saimnieki, kurus neskar nekas
laikmetigs.

Saércinatas atsauksmes par laikmetigo makslu lasamas

bieZi, bet iztiksim tikai ar vienu spilgtu pieméru. Patiess
sasutums pausts arhitekta Ojara Treigta eseja Ko
vélamies sagaidit no télotajas makslas?” laikraksta
“LiteratQra. Maksla. Més"lappusés 90. gadu vidQ:
"Kritiski nekontroléta, absollta jaunrades briviba var

klat par sakumu makslas un sabiedribas savstarpéjas

Piladzis M. Pirms un péc tagadnes // Literatara. Maksla. Més. 1996, 7.-14.
nov., 14. Ipp.

subsequently, its link to the Latvian public”* From this, we
can gather that elite culture exists separately from the society,
which is apparently reactionary, uninterested in current
processes and protective of ultra-traditional values, remaining
untouched by anything contemporary and nurturing

purely traditional values like in the Straumeni household as
described by Eduards Virza.

Irked reviews are no rarity where contemporary art is concerned,

but a single strong example should suffice here. True
indignation is expressed in “What We Expect from Fine

Art’ an essay by architect Ojars Treiglts, published by
Literatara. Maksla. Més newspaper in the mid 90s: “Critically
uncontrolled, absolute freedom of creative expression may
initiate the process of mutual estrangement of art and
society. In Latvian fine art, the artists so far classified as 'young’
rebel against the ‘tidy, well-trodden path of the Latvian
tradition in painting;, against its allegedly provincial narrow-
mindedness, and turn to international popular culture.
Influenced by international kitsch, they use exhibition halls
to promote video puzzles — intelligible only to themselves —
which they proclaim to be conceptual and associative

"5

‘performance’and ‘installation’ shows!

Inga Steimane, , Mediju potencials, makslas potencials demokratijas idealu
zond" In: Art+Communication. Compilation. Riga: E-LAB, 1996.

Monika Fleischmann and Wolfgang Strauss,,Uztveres robezu
paplasinasana. In: Art+Communication. Compilation. Riga: E-LAB, 1996.
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atsvesinasanas procesam. Latviesu télotaja maksla lidz
$im par jauniem klasificétie makslinieki, protestédami pret
“gliti iemito latviesu tradicionalas glezniecibas tacinu’,
pret tas it ka provincialo mietpilsoniskumu, pievérsas
internacionalajai popkultdrai un starptautiska kica
ietekmeé popularizé izstazu zalés viniem vien saprotamus
videorébusus, daudzinot tos par konceptualam un
asociativam “performance” un “installation” izradém.'*

Kartejals fin de siecle

Nenemot véra diskusijas visu 90. gadu garuma par to, kadai
bdtu jabdt Tstai makslai un istam maksliniekam, jau
1998. gada profesors Eduards Klavins rakstija: “Neraugoties
uz atseviskiem neizprotami nikniem ekscesiem vai
apsléptu nepatiku, ta sabiedribas dala, kurai vispar ir kada
interese par vizualam makslam, kaut cik jau pielagojusies
vai vienkarsi ir pieradusi pie “instalacijam’, “objektiem’,
“akcijam’, pat jauno mediju nelabvéli un pretinieki ir
pienémusi tos ka neizbégamu launumu, vél citi pat
“piesavusies”to izprast méginajumos.? Viss jaunais tika

absorbéts makslas aprité, un var apgalvot, ka, beidzoties

25. Treiglts O. Ko vélamies sagaidit no télotajas makslas? // Literatdra. Maksla.
Més. 1996, 7. marts, 14. Ipp.

26. Klaving E. Vai vajadzigs makslitis // Studija. 1998, Nr. 2 (2), 64. Ipp.

Another fin de siecle

Despite lengthy discussions on the properties of true art and
true artists all through the 1990s, in 1998 Professor Eduards
Klavins wrote: “Despite separate cases of inexplicably angry
excesses or hidden dislike, the section of society which has
any interest in the visual arts has already to some extent
adapted itself, or simply grown used to ‘installations, objects,
‘interventions’'— even the detractors and opponents of the
new media have accepted them as an unavoidable evil;
others have even turned their hand to trying to decipher
them!? All these new things were absorbed into the art
circulation, and mass media discussions on the conflict
of “the old”and “the new" petered out with the end of
the 1990s. Furthermore, in expectation of the infamous
Millennium, the artist of the new age was also given to
existentialist ponderings. In a 1999 interview artist leva lltnere
reveals:“l have a feeling of everything happening in huge
acceleration as the turn of millennium approaches. Visually |
picture water draining from a bathtub. When the bath is full
you do not notice it. But by the very end the vortex is turning
ever more quickly. Right now comes the moment when the
bath has almost run dry. From a purely visual point of view,
the figure of the 21st century scares me!” In contrast to the
previous change of century, more than one young artist
spent the last few days of 1999 on businesslike planning for

26. Eduards Klavins, Vai vajadzigs makslitis’, Studija, no. 2 (2), 1998, p. 64.
27. Daiga Rudzate, ,The Essence of Beauty”, Studija, No 2 (7), 1999, p. 16.

20. gs. 90. gadiem, izsika ari diskusijas plassazinas

[idzeklos par “jauna”un “veca” sadursmi. Turklat, izslavéto
milleniumu gaidot, arf jauna laikmeta makslinieks nodevas
eksistencialam pardomam. Maksliniece leva lltnere

1999. gada intervija véstija: “Man ir sajata, ka, tuvojoties
gadu takstosu mainai, viss notiek milziga paatrinajuma.
Vizuali es to iztélojos ta — it ka no vannas tek ara ddens.
Kad ta pilna, tad tu to nemaz nepamani. Bet pie beigam
tas virpulis griezas aizvien straujak. Tagad ir tas bridis, kad
vanna iztuksojusies gandriz sausa. Mani tiri vizuali baida
21. gadsimta cipars.?” Atskiriba no iepriekséjas gadsimtu
mijas ne viens vien jaunais makslinieks 1999. gada pédéjas
dienas pavadija, lietiski planojot kartéjos braucienus uz
makslinieku rezidencu centriem un raizéjoties par Y2K
potencialo negativo ietekmi uz personiga datora cieto
disku, kura glabajas CV, projektu pieteikumi, ieceru skices
un jau gatavie makslas darbi.

27

Rudzate D. Skaistuma batiba // Studija. 1999, Nr. 2 (7), 13. Ipp.

another trip to an artists'residency centre and fretting over
the potential disastrous effect of Y2K on the hard drive of the
PC, which holds CVs, project applications, idea sketches and
completed works of art.
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