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Iss starptautisks konteksts

Devindesmitajos gados pasaules makslas praksé ieziméjas jauns makslas
un sabiedribas krustpunktu mekl&jumu vilnis, kas sakrit ar atskatu uz
makslinieku sabiedriski kritisko darbibu 70. gados, kuras centra bija
feminisma, etniskas pasnoteiksanas, instittciju kritikas un demokratiskas
radosas darbibas témas. ASV 90. gadu dekadi ievadija "kultdras kari”
(to témas aizsaka grupas Group Material, General Idea, Guerilla Girls),
kuros makslinieki un kulttras teorétiki (Duglass Krimps, LUsija Liparda)
Versas pret varas struktdram, valsts cenzlru un makslas tirgus elitarismu,
problematizéjot aktualos socialos jautajumus — etnisko, socialo un seksualo
minoritasu diskriminaciju sabiedriba. 90. gadu pirmaja pusé ASV aktualizéjas
kritisks publiskas telpas izpratnes un tas makslinieciska piepildijuma
izvértéjums. Jaunas procesualas, sadarbiba balstitas, sabiedriska telpa
vai sociala vidé aktivas makslas prakses dazi kritiki raksturoja ka “jauna
7anra publisko makslu’, un tas tika skatitas ka pretmets tradicionalajam
prieksmetiskajam “masu ornamenta”’ skulptdram un dekorativajiem
objektiem pilsétvidé. Otra laikmetigai makslai nozimiga interpretacija
90. gadu vidu tika formuléta Francija,? kad socialu dinamiku un lidzdalibu
rosinoSu makslas darbu apraksta paradijas termins “attiecibu estétika”—
makslas prakses, par kuru teorétisko un praktisko pamatu kalpo cilvéciskas
attiecibas un to socialais konteksts. “Attiecibu estétikas” saikne ar makslas

1. Nort Michael. The Public as Sculpture: From Heavenly City to Mass Ornament // Art in the Public
Sphere, Ed. W. J.T. Mitchell. Chicago, 1992.

2. To formulé Consortium makslas centra aktivais makslas kritikis Nikola Burjo, kur$ Laiema Gilika,
Rirkrita Tiravanizas, Gabriela Orozko un nedaudz agrakos Feliksa Gonzalesa Torresa darbos saskata
jaunas komunikativas “attiecibu estétikas” stratégijas.

"The International Context in Brief

In the nineties world art saw a new wave of searches for the point of
intersection between art and society. This coincided with a look back
at artists' socio-critical activities in the 1970s that were focused on such
themes as feminism, ethnic self-determination, criticism of institutions
and democratic creative activity. In the USA the decade of the 1990s was
introduced by the so-called “culture wars” (the originators were the groups
Group Material, General Idea, Guerilla Girls), whose artists and culture
theoreticians (Douglas Crimp, Lucy Lippard) turned on the structures of
power, state censorship and the elitism of the art market through
highlighting the current social problems of discrimination against ethnic,
social and sexual minorities. In early 1990s America a critical understanding
of the public space and the evaluation of how it was filled artistically
became topical issues. Some critics described the new process type artistic
practices in the public space or social environment based on co-operation
as the "new genre of public art”and were seen as a counter to the traditional
objects of "mass ornament”' sculpture and decorative objects in the city
space. A second interpretation important for contemporary art was
formulated in the mid-1990s in France? when the term “relational aesthetics”
appeared in the description of artworks that engendered social dynamics
and participation. This term referred to art whose theory and practice was
based on human interaction and its'social context. The link between the
relational aesthetics and art institutions and the formalism of their examples

Michael Nort,,The Public as Sculpture: From Heavenly City to Mass Ornament”in: Art in the Public
Sphere, Ed. W. J. T. Mitchell. Chicago, 1992.

2. Itis formulated by art critic Nicolas Bourriaud who distinguishes new communicative strategies of
Jrelational aesthetics”in works of Liam Gillick, Rirkrit Tiravanija, Gabriel Orozco and earlier works of
Felix Gonzalez-Torres.
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institGcijam un tas pieméru formalisms, savukart, tika
paklauti kritiskam vértéjumam 21. gadsimta sakuma.?

Lidz 90. gadu beigam starptautiska aréna sociali un publiski
aktiva maksla absorbéja plasu atsaucu loku, kura nozimigas
ir gan vésturiskas Fluxus, Situationists International kustibas
un konceptualisma (Hansa Hakes, Gordona Matta Klarka,
Adrianas Paiperes), gan performancu makslas (Jozefa
Boisa, Vito Akonci, Ligijas Klarkas, Helio Oiticikas), gan
feminisma (Valijas Eksportas, Kerolas Snimanes, Guerilla
Girls apvienibas) ietekmes. To iespaidoja 80. gadu makslas
starpdisciplinaritate un tuviba popularajai kultarai un
subkultdram (Lorijas Andersones, Martina Kipenbergera, LT
Boverija un citu makslinieku prakse), ka ar mediju makslas
eksperimentu tradicija — pieméram, Nam Dzun Paika,
Volfa Fostela, Vilebija Sarpa un Roberta Adriana ierosinatie
eksperimenti elektroniskajos un tieSraides medijos.

~
Q

a liecina plasais atsaucu loks, makslas un komunikacijas
problematika nav sasaurindma tikai lidz vienkarsotam
makslas darba un skatitaja mijiedarbibas procesa vai
interaktivitates apskatam. Ta mégina skatit makslas
rezonansi sabiedriba un analizét veidus, kados makslas
darbs skar un aktualizé izmainas socialaja, politiskaja un
mediju vidé, reizém ar nodomu vai negaiditi provocéjot
skatitaju reakciju.

3. Laikmetigas makslas lidzdalibas stratégijas un ar tam saistitas diskusijas
skatit rakstu krajuma Participation, ed. Claire Bishop. London/Cambridge,
MA, 2006.

in turn became subject to critical appraisal at the beginning
of the 21st century.?

Until the end of the 1990s socially and publicly active art in the
international arena absorbed a wide circle of references.
These were significantly influenced by the historical
Fluxus and Situationists International movements and
conceptual art (Hans Haacke, Gordon Matta-Clark, Adrian
Piper), performance art (Joseph Beuys, Vito Acconci, Lygia
Clark, Hélio Oiticica) as well as by feminism (Vallie EXPORT,
Carolee Schneeman, the Guerilla Girls). Influences also came
from the interdisciplinary nature of art of the 1980s and its
closeness to popular culture and subcultures (the work of
Laurie Anderson, Martin Kippenberger, Leigh Bowery and
other artists) as well as from the tradition of experimental
media art for example, the experiments in electronic and live
transmission media by Nam Jun Paik, Wolf Vostell, Willoughby
Sharp and Robert Adrian.

As this broad range of references shows, the problems of art
and communication cannot be narrowed down to just a
simplified examination of the interactivity process between
the artwork and viewer. It is an attempt to observe the
resonance of art in society and to analyse the ways in which
an artwork affects and highlights the changes in the social,
political and media environment sometimes deliberately and
sometimes unexpectedly proving viewer reactions.

3. For the participation strategies of contemporary art and the
accompanying discussion see Partcipation, ed. Claire Bishop. London/
Cambridge MA, 2006.

I Sabiedriskas telpas skatjums

Latvija 90, gadu pirmaja puse

Lidz ar 80. gadu beigu — 90. gadu sakuma socialpolitiskajam
parmainam ar Latvijas laikmetigaja maksla kluva aktuali
makslas, sabiedribas un mediju attiecibu jautajumi.
Kopéjas dekades sakuma noskanas iezimé divi citati.
1988. gada intervija vacu presei Juris Boiko vértéja
skatitaju reakciju uz pilsétvides objektiem Riga: “Boiko:
.Makslas dienu laika tika sabojata, daléji salauzta un
aprakstita instalacija “Vides objekti " Es jutos neérti, lasot
musu vadoso makslinieku izteikumus $aja jautajuma,
kas sudzéjas, ka tauta tacu ir neaudzinata, zema
[TmenT, nepietiekosi gudra un neizglitota, lai varétu $o
instalaciju pa Tstam uztvert un novértét. Man gan skiet, ka
aprakstisanas un deformésanas incidents bija vislabaka
reakcija uz makslu, ko tur varéja skatit. Gillens: Maksla
nav nekas neaizskarams, drizak tas ir traucéjums telpa.
Izaicinajums burtiska nozimé. Boiko: Tas ir izaicinajums
darboties. Tas bija |oti labi, ka cilvéki vérsas pret siem
objektiem. Es domaju, ka vini faktiski Sos darbus pabeidza,
un tas ir normali”

Ap 1990. gadu ASV makslas teorétikis V. J. T. MitCels raksturoja
publiskas makslas lomas izmainas: “.publicitate, |oti aktuala

4. Gillen Eckhardt Ungeféhre Kunst in Riga (Intervija ar NSRD), Niemansland,
Nr. 5, 1988, Berlin. S. 49.

[. A Look at the Social Space in
Latvia in the First Half of the 1990s

With the socio-political changes at the end of the 1980s and the
beginning of the 1990s, the issues of the relations between
art, society and the media also became topical in Latvia's
contemporary art. The common mood at the beginning of
the decade could be characterised by two quotations. In
a 1988 interview in the German press, Juris Boiko assessed
viewer reaction to objects in the Riga city space:

Boiko: [..] During the Art Days festival the installation
Environmental objects was damaged, partly broken and
defaced. I felt uncomfortable reading the comments by
our leading artists who complained that the people, after
all, were untrained, on a low level, inadequately wise and
ill-educated to really perceive and appreciate this installation.
|, however, think that this defacing and damage incident was
the best reaction to the art that we could see there.

Gillen: Art is nothing untouchable. It is rather an interference
with the space. A challenge in the literal sense.

Boiko: It is a challenge to do something. It was very good that
people turned against these objects. | think in fact they
completed these works and that is normal.*

Around 1990 American art theoretician W. J. Thomas Mitchell
described the changes in the role of public art as: “publicity’

4. Eckhardt Gillen, "Ungefdhre Kunst in Riga”(Interview), Niemansland, Nr. 5,
1988, Berlin. S. 49.
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nozimé, parvérta visu makslu publiska maksla. Un pat ASV

maksla, kas ienak sabiedriskaja sféra, ir lidzatbildiga tikt
uztverta ka vardarbibas provokacija vai tas akts!”

Atjaunotas demokratijas apstak|os 90. gadu sakuma Latvija
izmainas skara ne vien makslas valodu, kuras prieksplana
izvirzijas padomju makslai svesas un lidz ar to vietéjai
videi mazak pazistamas instalacijas, performances un
videomakslas formas, bet ari skatitaja lomu, kas paredzéja
vina brivu viedokli vai pat pretreakciju pret publiski
eksponéto darbu. Vairakas iezimes noskir 90. gadu
makslas vides kopainu no iepriekséja — 80. gadu beigu
"parbaves”laikaposma.

5. Mitchell W. J.T. The Violence of Public Art: Do the right thing // Art and the

Public Sphere, p. 30.

1.

Notiek laikmetigas makslas institucionalizacija —
makslas aina izskirosa klGst kuratora vai institdcijas,
galerijas vai makslas centra loma, neformala
makslinieku pasiniciativa k|dst retaka.

Ka alternativa “administrativajam” makslas institcijam
(SMMC, galerijam) sakot ar 90. gadu vidu veidojas
vairakas radosas apvienibas, kas laikmetigo estétiku
attista starpdisciplinara darbiba (“Open’,“Orbita”) un
mediju maksla (E-LAB).

Gan institdciju, gan apvienibu projektos nozimiga k|ast
publicitates loma — no vienas puses, makslas projekti
aizgUst reklamas un mediju stratégijas, no otras puses,
lielaki institGciju projekti, pieméram, SMMC izstades,
pretendé uz reprezentacijas vértibu — "atvértibas’,

Sergejs Davidovs, Sarmite Malina, Olegs Tillbergs. Akcija Staburaga bérni Centralas dzelzcela stacijas gajéju tuneli Makslas dienu ietvaros. 1987.

Action C 1gs by Sergejs Davidovs, Sarmite Malina, Olegs Tillbergs within framework of Art Days.

has, in a very real sense, made all art into public art. And even
in the United States, art that enters the public sphere is liable

"s

to be received as a provocation to or an act of violence!

Under conditions of renewed democracy, the changes in Latvia

at the beginning of the 1990s affected not only the language

of art, which now saw in the foreground installations,
performances and video art that were forms alien to Soviet
art and therefore less familiar to the local environment but
also the role of the viewer that envisaged his free opinion or
even reaction against the publicly exhibited work. Several

features distinguish the overall picture of the 1990s art scene

from the perestroika period of the late 1980s:

1. There was a process of institutionalisation of contemporary

art — on the art scene the role of the curator, gallery or

5. W.J.T. Mitchell,"The Violence of Public Art: Do the right thing” In: Art and

the Public Sphere, p. 30
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art centre became decisive and informal artists'initiatives
became more rare.

As an alternative to “administrative”art institutions (SCCA,
galleries), the mid-90s began to see the formation of
several creative associations that developed contemporary
aesthetics in multidisciplinary activities (Open, Orbita) and
media art (E-LAB).

Publicity takes on a significant role in projects of
institutions and associations; on the one hand art projects
borrow strategies from advertising and the media but on
the other, the larger institutional projects for example, the
SCCA exhibitions have pretensions of representational
value —“openness’, “public space’, national value as well

as representation of the “brand” of the institution itself. At
the same time the mass media — the press and television
space — becomes important for art projects and their
reflection.
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“publiskas telpas’, valstisko vértibu, ka ari pasas
instittcijas “zZimola” parstavniecibu; vienlaikus makslas
projektiem un to atspogulojumam nozimiga k|dst
masu mediju — preses un televizijas telpa.

4. Dekadi raksturo un makslas procesu ietekmé
jauno mediju - video un digitalo tehnologiju, un
komunikacijas sisttmu - strauja attistiba un to
ienaksana ikdienas aprité.

Izmainas sabiedriba 90. gadu pirmaja pusé var saistit ar

izmainam “publiskas telpas”redz&juma. 80. gadu beigas
tapusajos pilsétvideé situétajos darbos un akcijas — Makslas
dienu akcijas Centralas dzelzcela stacijas gajéju pareja
(1986-1988), Kino dienu performanceés (1987) — btiska
ir vides téma,® kas ietver gan tolaiku socialistiskas vides
normu, gan skatitaja izaicinajumu; $ajos pasakumos
akcijas uzdevums ir “piespiest cilvéku aktivi lidzdomat™.
Akcijas ir makslinieku pasiniciativa, un tajas sociala un
geografiska pilsétas telpa tiek skatita ka veselums — ka
telpa, kas rezoné ar makslinieka radoso, bieZi vien
sociali ironisko objektu vai Zestu. 90. gadu sakuma $adu
makslinieku ierosinatu, pilsétas iedzivotajus uzrunajosu
darbu skaits sartk, lidz makslas vides uzmaniba pilniba
pievérsas “specializétajai” galeriju apritei un ar to saistitai

7.

Sk. Abols O.Venécijas biennale un Rietumu kreisa maksla // Maksla, 1983, Nr.

3,12.1pp,; [O. Pétersons] // Liesma, 1984, Nr. 1; Rinke . Aktiva maksla // Avots,

1987, Nr. 2, 44. Ipp,; Avoting V. Par Makslas dienam 87 // Avots, 1987, Nr. 9.
[K. Gelzis intervija |. Rinkei] Aktiva maksla. Avots, 1987, Nr. 2.

4. The decade is characterised and the art process is
influenced by the new media - the rapid development
of video and digital technologies and communication
systems and their becoming a part of everyday life.

The changes in society in the first half of the 1990s can be linked

to changes in the way the “public space”was seen. The theme
of the environment was prominent in the works and actions
in the city space at the end of the 1980s (Art Days actions

in the pedestrian underpass of the Central Railway Station
(1986-1988), the Cinema Days performances of 1987).° This
theme included both then socialist environmental norm as
well as a challenge to the viewer; at these events the task

of the action was to “force people to think actively”. The
actions were on the artists’own initiative where the social
and geographical city space were seen as a whole —as a
space that resonates with the artist's creative and often
socially ironic object or gesture. The number of these artists
inspired works that “addressed” the city residents declined

in the early 1990s so much that the attention of art circles
turned completely to the “specialised” gallery circuit and

the associated scene. In 1990 and 1991 works by artists of
“installator”generation such as Ojars Pétersons, Kristaps Gelzis,
Olegs Tillbergs and Andris Breze were almost not to be seen

in Latvia as exhibitions of their work were taking place abroad.

“scénai” 1990./1991. gada “instalatoru” paaudzes — Ojara
Pétersona, Kristapa Gelza, Olega Tillberga, Andra Brezes —
darbi gandriz nav skatami Latvija, vinu izstades notiek
arvalstu izstazu zalés.

Musdienu sabiedribas uzbavi, kura tieso “pilsonisko” diskusiju

un domu apmainu aizstaj institlciju intervence, to
starpnieciba, savulaik analizéjis Jirgens Habermass.
“Sabiedriska telpa skiet kopuma zaudéjam sava principa -
kritiskas publicitates spéku, kura ta sevi paplasinaja ka
sféra, ka ari izkopa privato jomu!”®

Par plasakas sabiedribas un makslas sféras dialoga saruksanu

desmitgazu mija liecina Miervalza Pola 1987. gada
izveidota individuala, sabiedriskas parmainas ironiski
akcentéjosa Bronzas cilvéka téla izzusana 1991. gada.
Togad notika pédéjas M. Pola bronzas krasas ‘dzivas
skulptaras”— fantoma akcijas pilsétas vidé. Akcija
"Saulespuku séklinu pardevéji”Bronzas cilvéks un

akcijas lidzautors, makslinieks Vilnis Zabers, promenadé
pie Laimas pulkstena tirgodamies ar Krievijas tirgos
iecienttajam saulespuku séklinam, ironizéja par “amerikanu
sapna”- briva tirgus Tstenosanos Latvija. V. Zabers
garamgajéjiem piedavaja parastas, turpreti Bronzas cilvéks
tirgoja dargakas — bronzas séklinas. Otra 1991. gada

akcija bija “Bronzas piemineklis’, kuras laika Bronzas

cilvéks uz bridi attéloja dazas “mzigas pozas”jau tuksaja

See: Ojars Abols, Venécijas biennale un Rietumu kreisa maksla’, Maksla,
1983, no. 3, p. 12; [O. Pétersons]. Liesma, 1984, no. 1; Inese Rinke, ,Aktiva
maksla’, Avots, 1987, no. 2, p. 44; Viktors Avotins, [Par Makslas dienam 87],
Avots, 1987, no. 9.

Kristaps Gelzis in an interview with Inese Rinke, "Aktiva maksla’ Avots, 1987,
no. 2.

Habermas Jiirgen. Strukturwandel der Offentlichkeit. Frankfurt/Main, 1999,
S.224.

The structure of contemporary society where direct civil

discussion and the exchange of ideas has been replaced

by institutional intervention has been analysed by Jirgen
Habermas: “On the whole the public space seems to be
losing its principle — the power of critical publicity in which it
expanded as a sphere as well cultivating the private sector®

Further evidence of the contraction of the dialogue between

art and the wider pubilic at the turn of the decades is the
disappearance after 1991 of the Bronze Man, the image of
an individual ironically accentuating the changes in society
and created by Miervaldis Polis in 1987. 1991 was the last
year of Polis's bronze coloured living sculpture / phantom
actions in the city environment. The Sunflower Seed Sellers
action saw the Bronze Man and the action’s co-author artist
Vilnis Zabers in the Riga city centre selling sunflower seeds
that are very popular in Russian markets. This was an ironic
comment on the arrival in Latvia of the American dream, the
free market. Where Zabers was selling ordinary seeds, the
Bronze Man was selling the more expensive, bronze variety.
The second 1991 action was Bronze Monument when the
Bronze Man would depict various “eternal poses”in what
was by then the empty space of the Lenin monument.

The disappearance of the Bronze Man (it was coloured in

a different colour in the last 1991 action) and the change

in Polis's creative activity marked a transition that affected
the work of many artists at the beginning of the 1990s - no
more actions in the city environment and in their place,

Jurgen Habermas, Strukturwandel der Offentlichkeit. Frankfurt/Main, 1999,
S.224.
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V.. Lenina pieminekla vieta (Brivibas un Elizabetes ielu
krustojuma). “Bronzas cilvéka"izzusana (tas tika parkrasots
pédéjas akcijas laika 1991. gada beigas) un izmainas

M. Pola rado3aja darbiba iezZiméja pareju, kas 90. gadu
sakuma skara daudzu makslinieku praksi — atteiksanos no
akcijam pilsétvidé, lai izstaditu darbus galerijas, klubos,
Tpasi izvélétas telpas. Sakot ar 1992. gadu, nedaudzas

M. Pola performances un akcijas noritéja ciesa saistiba ar
galerijas darba specifiku — autora varda popularizésanu,
sabiedriskajam attiecibam, personisko klatbdtni makslas
dzives aprité. Pieméram, sadarbiba ar Vilni Zaberu tika
veidota “Vienas dienas izstade’, kas 1992. gada atklata
galerija "Kolonna’, vélak tika izstradats makslinieka
personiskais un elitarais "Atjaunotas muizniecibas” kanons.

Vel viens makslas vides izmainu piemérs, kas ilustré kuratora

lomas un makslas “mediésanas” pieaugoso nozimi, ir
1990. gada izstade “Maigas svarstibas”. Ivara Runkovska
karéta izstade funkcionéja ka atvérta darbnica, kura tika
akcentéts makslas tapsanas un tas izzinas process. lzstade,
kuras gaita gleznotaji leva lltnere, Sandra Krastina, Janis
Mitrévics, Girts Muiznieks, Edgars Vérpe un Aija Zarina
stradaja apmeklétajiem atvértas izstazu zales telpas, tika
slégta tas “atklasanas”— gatavo darbu eksponésanas —
diena. Tadéjadi izstade pieskaras tadam makslas diskusijas
batiskam témam ka radosa procesa atvértiba, makslas
darba pabeigtibas robezu nenoteiktiba, socialas vides,
skatitaju vértéjuma un darba tapsanas mijiedarbiba.

exhibitions in galleries, clubs and specially chosen interior
spaces. From 1992 Polis's few performances and actions
were closely tied to the specifics of gallery operations —
popularisation of the artist's name, public relations and
personal appearances at art events. For example, the
opening in 1992 of the One Day Exhibition produced in co-
operation with Vilnis Zabers at the Kolonna gallery or later
with the design of the artist's personal and elitist canon of
Restored Nobility.

Another example of the changes in the art environment that

illustrates the growing importance of the curator’s role

and the mediation of art was the 1990 exhibition Gentle
Fluctuations. Curated by Ivars Runkovskis, the exhibition
functioned as an “open studio”that placed the accent on the
production of art and its cognition process. The exhibition
where painters leva lltnere, Sandra Krastina, Janis Mitrévics,
Girts Muiznieks, Edgars Vérpe and Aija Zarina worked in

the exhibition hall's space that was open to the public was
closed on the day of its opening, that is when the artworks
had been completed and were ready for exposition. In this
way the exhibition touched on such important themes in
art discussion as the openness of the creative process, the
indefinability of the boundaries of an artwork’s “readiness”
and the interaction of the social environment, viewer
reaction and the creation of a work of art. The exhibition was
reflected from the art critic’s point of view in three editions
of the Gentle Fluctuations newspaper. The newspaper format,
as opposed to the catalogue, is interesting both as an
attempt to work with current, public media reminiscent of

Ironiska karta publiska telpa ka “pilsoniskas

Izstades norisi makslas kritiku skatijuma atspoguloja
izstades publikacija — tris “Maigo Svarstibu”avizes
izlaidumi. Avizes nevis kataloga forma ir interesanta gan
ka méginajums stradat ar aktualajiem, sabiedriskajiem
medijiem, kas sasaucas ar 1990. gada socialpolitiskajam
kustibam, gan ka lieciba tam, ka laikmetigas makslas
izpausmeés aizvien lielaku nozimiiegUst darba (vai
izstades) komentars, ta konteksta skaidrojums. Talaika
kritiki uzsvéra izstades daudznozimibu® — no vienas puses,
temporala norisé tika paplasinatas glezniecibas izteiksmes
robezas, no otras puses, prominenti gleznotaji darbojas
“jaunaja zanrd”bez apzinata individuala pamatojuma,
sekojot kuratora iecerei. Skatitaja klatbutne bija vérsta uz
makslas — glezniecibas statusa vai“‘mita” - stiprinasanu.
Méginajums paplasinat un izzinat tradicionala medija -
glezniecibas struktlru, parvérst to trisdimensionala
pieredzes telpa saja laika bija aktuals tikai Aijai Zarinai, tas
Tstenojas vinas 1991. gada telpiskaja instalacija "Princeses
Gundegas melna istaba”.

e

ricibas un
diskusiju skatuve Latvijas makslas atspogulojuma
pastav salidzinosiisu laiku: epizodiski PSRS sabrukuma
jeb parbuves posma un 1990./1991. gada parmainu
laika. Sakot ar 1991. gadu, ta tika arvien vairak paklauta

Sk. Osmanis Aleksis. DazZi teikumi par gladiatoriem kultara // [avize] Maigas
Svarstibas. Nr. 3; Repse Gundega. Ko grib gleznotaji? // Literatdra un
Maksla. 1990, 24. nov,, 8. Ipp.; Bankovskis Péteris. Jautajuma par varu un
apjukumu // [avize] Maigas Svarstibas. Nr. 1.

the socio-political movements of the 1990s as well providing
evidence that commentary on the work (or exhibition) and
explanation of the context was becoming more and more
significant in expressions of contemporary art. Critics of the
day emphasised the ambiguity of the exhibition®; on the

one hand the boundaries of the expression of painting were
expended during the temporal course of the exhibition

and on the other, prominent painters were working in a
“new genre” with no conscious individual justification but
following the ideas of the curator. The presence of the viewer
was directed towards strengthening the status or ‘myth” of
painting. The attempt to expand and examine the traditional
medium of painting, to turn it into a three-dimensional space
of experience at this time was a feature of only Aija Zarina’s
work that could be seen in her 1991 spatial installation
Princess Gundega’s Black Room.

Ironically, in Latvian art the public space, as a stage for “civil”

action and discussions has only existed for a relatively short
time; episodically during the collapse of the Soviet Union
or the perestroika period in 1990/1991. From 1991 onwards
it became more and more subject to regulation and as a
catalyst for public discussion it was replaced by the mass
media. It is important to note that this process marked

the mutual distancing of the social environment from the
city environment, the separation of the city environment

See: Aleksis Osmanis, “Dazi teikumi par gladiatoriem kultara’, Gentle
Fluctuations newspaper, no. 3, 1990; Gundega Repse, “Ko grib gleznotaji?",
Literatara un Maksla, 1990, 24.11., p. 8; Péteris Bankovskis, “Jautajuma par
varu un apjukumu’, Gentle Fluctuations newspaper, no.1, 1990.
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reglamentacijai, un ka sabiedrisku diskusiju katalizatoru
to turpmak aizstaja masu mediji. Svarigi atzimét, ka Sis
process iezZimé socialas vides un pilsétvides savstarpéju
attalinasanos, pilsétas vides noskirsanu no sabiedribas.
So tendenci - ka sabiedriskas telpas “zudumu’ - apskata
Habermass, kurs to saista ar augoso institaciju —
profesionalu, centralizéjosu starpnieku lomu sabiedriba.
Zimigi, ka 90. gadu vidu izpratne par sabiedrisko

telpu sadalijas: administrativas institdcijas, art SMMC,
Istenoja projektus pilsétas vidé, bet pasorganizétas
vienibas — makslinieku apvienibas — pievérsas socialajai
dinamikai. Lidz pat 90. gadu beigam nedaudzie pilsétvide
notiekosie projekti neméginaja uzrunat atsevisku
skatitaju, bet gan tika eksponéti konkréti nedefinétam
jedzivotaju kopumam.

Sabiedriskas telpas parmainu konteksta SMMC-Riga, tobrid

vienigas pastavigi dotétas laikmetigas makslas institlcijas,
3. gadskartéjo izstadi “Piemineklis” (1995) var uzskatit
par simptomatisku pieméru. “Piemineklis”ambiciozi

un visai drosmigi méginaja parcelt pasaules makslas
praksi — pieméram, Minsteres Skulptaru projekta'® vai
makslas projektu pilsétvidé Kotka (Somija) risinajumus —
90. gadu vidus Rigas vésturiski un sociali nelidzsvarotaja,
dinamiskaja vidé. Par projekta pamatojumu ta kuratore

Heléna Demakova uzskatija sabiedrisko telpu ka& pagatnes
un jaunas varas zimju un lidz ar to reprezentacijas
sadursmes vietu, ka kolektivas atminas manipulaciju
poligonu. Taja pasa laika projekta forma — dotétas
institdcijas starpnieciba un izskirosa loma (skicu izvéle,
pasutijums)' — makslinieka un sabiedriskas telpas saskaré
liecina par pilsétvides, ka ari profesionalas makslas
desocializaciju.

Izstadé 15 Latvijas un 4 arvalstu makslinieki tika aicinati

veidot darbus vietas, kur savulaik bija atradusies

Minsteres Skulptaru projekts, aizsakts 1977. gada, notiek ik pa desmit
gadiem, un taja starptautiski atziti makslinieki tiek aicinati veidot
kontekstualus projektus pilsétas vidé. Projekta dibinatajs un pastavigais
kurators ir Kelnes Ludviga muzeja direktors Kaspers Kénigs.

from society. This tendency, the “disappearance” of the
public space is examined by Habermas who linked it

to the increasing role of institutions as professional and
centralising intermediaries in society. Interesting to note

is that in the mid-90s understanding of the “public space”
becomes divided; administrative institutions, including the
SCCA, realise projects in the city space while self-organised
formations — artists’associations — turn their attention to
the societal dynamic. Right up to the end of the 1990s, the
few projects taking place in the city space do not attempt
to "address”the individual viewer but are on show for an
unspecified community of residents.

In the context of the transformation of the public space,

Monument (1995), the third annual exhibition of SCCA-Riga,
then the only permanently subsidised contemporary art
institution, may be looked on as a symptomatic example.
Monument was an ambitious and quite courageous attempt
to transport world art practice — for example the Minster
Sculpture Project’ or the Kotka (Finland) Art Project in

the city space — to the mid-1990s historically and socially
imbalanced dynamic environment of Riga. Justifying the
project, curator Heléna Demakova saw the public space as a
place for the confrontation and thereby the representation
of the signs of the past and new regimes, as a training-
ground for the manipulation of the “collective memory”. At

10.

The Minster Sculpture Project, begun in 1977, takes place every 10 years,
Internationally recognized artists are invited to create contextual works in
the city space. The project founder and permanent curator is Kasper Kénig,
director of the Ludwig Museum in Cologne.

1

Istenojamos darbus SMMC-Riga komisija atlasija no 90 projekta konkursam
jesGtitajiem un Latvijas Fotografijas muzeja izstaditajiem projektiem.

Janis Mitrévics. Erect. Izstade Piemineklis. 1995.
Janis Mitrévics. Erect. Exhibition Monument. 1995.

the same time, the very form of the project — the mediation
and decisive role (selection of sketches, commissions) of a
subsidised institution'" in the encounter between the artist
and the public space is evidence of the desocialisation of the
city space as well as professional art.

For the exhibition 15 Latvian and 4 foreign artists were invited

to create works in locations where there had either been
monuments or these had at some point been planned, thus

SCCA-Riga selected the works to be realized from 90 projects submitted
to the competition and from projects exhibited at the Latvian Museum of
Photography.
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pieminekli vai kadreiz bija planots tos uzstadit, tadéjadi
ieziméjot starpposmu starp pieminek|u gasanas un
pieminek|u celsanas laiku. Méginajuma ar laikmetigas
makslas palidzibu piedavat alternativu realas varas

un politikas zimém un vértibam “Piemineklis”
atgadinaja SMMC-Riga iepriekséjo izstadi “Valsts’, kas
aicinaja maksliniekus radit "garigu kopsakaribu Valsti

dala Tstenoto darbu — formali visai paredzami risinati

ka objekti-zimes — piedavaja anonimajam skatitajam
nolasamas asociacijas un komentaru (Jana Mitrévica
uzraksts “Frect” uz Lauksaimniecibas ministrijas ékas,
Olega Tillberga apvérsta kara lidmasina, Ulfa Rolofa
karuselis bijusa V. I. Lenina pieminek|a vieta, Gata Blunava
uzslietais “Tramvajkoks”). Aktivu saskari ar iedzivotajiem

=

Latvijas teritorija”ka radoSu realas varas pretmetu un
apvérsumu. Savukart ar aicinajumu veidot véstures
un sabiedrisko norisu komentaru pilsétas vidé izstade
turpindja 1991. gada vacu kuratoru ierosinata projekta
“Interferences” liniju.

paredzéja polu makslinieka Roberta Rumasa “Exchange” -
nevajadzigu lietu apmainas birojs.

Medijos izstade rezonéja ka vandalisma upuris, tas norises
laika tika iznicinati formali trauslakie un saturiski
poétiskakie izstades darbi — Sarmites Malinas un Dmitrija

Diemzél iecere vasturiska aspekta pétit un analizét Rigas Gutova (Krievija) instalacijas.

publiskas telpas reglamentéaciju, kontroli un varas zimes
pilsétvidé izstades kataloga netika realizéta. Lielaka

Ar 1995. gadu ka alternativu institucionalizétajai makslas
videi ar Tslaicigiem, starpdisciplinariem projektiem “Open”

Olegs Tillbergs. Kukainis. Izstade Piemineklis. 1995.

Olegs Tillbergs. Insect. Exhibition Monument. 1995

marking the intermediary stage between the demolition

of monuments and the construction of new ones. The
attempt to provide an alternative to the signs and values of
the real power and politics with the help of contemporary
art, Monument was reminiscent of the previous SCCA-Riga
exhibition State. For that event artists had been invited to
create a“state of spiritual interconnections on the territory
of Latvia"as a creative contrast to the real regime and coup.
The invitation to produce a commentary on historical social
events in the city space was a continuation on the lines of
the 1991 project Interferences that had been inspired by
German curators.

form, most of the works were predictably created as objects-
signs; they provided the anonymous viewer with readable
associations and comment (Janis Mitrévics's text Erect on the
Ministry of Agriculture building, Olegs Tillbergs'jet fighter
plane on its back, Ulf Rollof’s carousal on the site of the
former Lenin monument, Tram Tree — the upended tram car
by Gatis Blunavs). Polish artist Robert Rumas envisaged active
contact with residents with Exchange, an exchange bureau
for unwanted objects.

In the media, the exhibition was reported as a victim of
vandalism; the exhibition’s formally most fragile works and
most poetic in terms of content — the installations by Sarmite

Unfortunately the envisaged examination and analysis from Malina and Dmitry Gutov (Russia) — were destroyed.

an historical standpoint of the regulation, control and signs
of the regime in the city space was not realised. In terms of

With their short term, interdisciplinary projects Open and
Biosport (later the art office Open) in 1995, curators Kaspars
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un “Biosports” sevi pieteica kuratori Kaspars Vanags un
llze Strazdina, vélakais makslas birojs “Open’”. Ta darbiba
spilgti parada stratégijas, kadas 90. gadu mija apjaus
jauno makslinieku un kuratoru paaudze. “Open” pasakumi
pirmie savienoja Rigas jauno makslinieku un elektroniskas
muzikas vides, aptverot dazadu zanru makslu — no mediju
eksperimentiem lidz modei, apeléjot pie popularas
kultaras — subkultaru radosa impulsa: “Ja jau més milam
makslu, més taja ari dzivojam (..) Maksla ka piedzivojums
alternativa dzives vidé. Lidzko maksla strukturéjas,
makslinieki ieraujas sava loka, diskuté tikai sava starpa,
veidojas elektrizéta vide, kur jaunais netiek ielaists.""?
Sakot ar 90. gadu vidu, maziku un makslinieku sadarbiba
un procesualas starpzanru norises raksturo novatorisko
Rigas makslas apriti. "“Open”vieni no pirmajiem izmanto
pamestas industrialas telpas — defingjot sevi ka alternativu
sterilajai, stingajai galeriju videi. Integréjot makslu
izklaides projekta, “Open”raksturigi savai paaudzei aptver
un izmanto publicitates spéku — mediju starpnieciba,
apskati, intervijas kalpo pasakuma estétikas laikmetiguma
popularizésanai. Butiski art tas, ka, pateicoties Maskavas
un Péterburgas didzeju un zurnala,/[Tmioy” lidzdalibai,
"Open”un "Biosports” piesaistija gan latviesu, gan krievu
auditoriju, un tas turpinajas vélakajos 90. gadu Rigas
multimedialajos projektos.

Kaspars Vanags intervija Alisei Tifentalei. Biosports — kas tas ir? // Literatdra.
Maksla. Més. 1996, 6.-13. jan.

Vanags and llze Strazdina provided an alternative to the
institutionalised art environment. The work of the art office
Open clearly demonstrated the strategies adopted by the
new generation of artists and curators in the mid-1990s.
Open events were the first to combine Riga's young artist
and electronic music scenes. The events involved various
art genres from experiments in media to fashion relying on
the creative impulse of pop and subculture:“If we love art,
then we live in it [..] Art as an experience in an alternative
lifestyle. As soon as art becomes structured, artists withdraw
into their own circle, they discuss only amongst themselves
and an electrified environment is created, which new
people cannot enter!'? Beginning with the mid-1990s, the
co-operation of musicians and artists and the process-type
inter-genre events characterise the innovative Riga art
scene. Open was one of the first to make use of
abandoned industrial premises and saw itself as an
alternative to the sterile, frozen surroundings of the gallery.
By integrating art into an entertainment project Open,
characteristically for its generation, embraced and utilised
the power of publicity — the media, reviews and interviews
serve to popularise the contemporaneity of the event’s
aesthetic. Significantly, thanks to the participation of
Moscow and St. Petersburg DJs and the magazine lTmioy,
Open and Biosport attracted both Latvian and Russian
audiences and this continued to be the case in the Riga
multimedia projects of the late 1990s.

Kaspars Vanags in an interview with Alise Tifentale, “Biosports — kas tas ir?,
Literatara. Maksla. Més, 6-13. 06, 1996.

"Open”'® un“Biosports"™* — mizikas un vides instalaciju

projekti — apvienoja klubu kultdras un makslas akcijas
elementus. Akciju norises formu bija iespaidojusi Berlines
un Maskavas reivu’ un klubu pieméri. No pirmajiem tika
aizgUta ideja par akcijas norisi pamestas, industrialas telpas,
no klubiem savukart tika parnemta dazadas ambiences
telpu dalijuma ideja. Abi notikumi bija mérkéti uz “pozitivu”
vai, ka komenté organizatori, just enjoy (vienkarsi baudi)
emocionalas un estétiskas pieredzes daudzveidibu. “Open”

"Open”notika no 1995. gada 21. septembra lidz 7. oktobrim tuksas
17. gadsimta noliktavas Miesnieku iela 13 Riga. Taja piedalijas makslinieki
Girts Barenis, Mikelis Fisers, Guntis Grabovskis, Andrejs Kalnacs, grupa LPSR

Z, Egils Mednis, Juris Poskus, Ineta Berkmane, Janis Murovskis.

"Biosports”notika no 1996. gada 31. maija lidz 8. junijam bijusas fabrikas
"Dzintars telpas, Lacplésa iela 41 Riga.

Reivs (no anglu val. rave - ‘jlismosana, uzdzive’) - tehno mazikas iespaidota
subkultdra, ilgstosas sabiedriskas dejas sérija tehno muazikas skanas, kas

var ilgt lidz pat vairakam dienam, bieZi tas organizétas daba vai pamestas
industrialas telpas.

Open organizétais muzikas un vides instalaciju projekts Biosports. Péteris Kimelis didZejo
Mikela Fisera atmosfériskaja instalacija Who ze fak needs sanglasses in paradais. 1996.

Music and environmental installation project Biosport organized by Open. Péteris Kimelis deejaying

in Mikelis Fiders’atmospherical installation Who the Fuck Needs Sunglases in Paradise. 1996.

Open "* and Biosport'* were music and environmental installation

projects that combined the elements of club culture and
art action. The form of the actions had been inspired by
the raves and clubs of Berlin and Moscow.' Raves gave
the idea for organising events in abandoned industrial
premises but clubs were the inspiration for dividing the
space into different ambiences. Both events were aimed at
the “positive”or, as the organisers would have it, “just enjoy”
the diversity of emotional and aesthetic experiences. The

Open took place from September 21 till October 7, 1995 in empty 17th
century warehouses at 13 Miesnieku Street in Riga. Participating artists:
Girts Barenis, Mikelis Fisers, Guntis Grabovskis, Andrejs Kalnacs, the LPSR Z
group, Egils Mednis, Juris Poskus, Ineta Berkmane, Janis Murovskis.

Biosport took place from May 31 till June 8, 1996 in the former Dzintars
factory at 41 Lacplésa Street.

Rave - subculture influenced by electronic music, social dance series in
sounds of techno music that can last down several days; often organized
in the open air or abandoned industrial premises.
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nedélas vakaru pasakumi ieklava dazadus makslas veidus:
modi (Olgas Soldatovas (Maskava), Unas Laukmanes un
Lindas Eglites veidoto térpu skati), kino (Jura Poskus, Egila
Medna veidoto padomju 60.-70. gadu filmu programmu,
Karla BjorSmarka, Kristines Briedes instalaciju), maziku

un instalacijas. Makslinieki, apspéléjot subkultdru un
popularas kultaras elementus interjeros un instalacijas,
palidzéja akcentét noskanas, ipasi tematiski vienotaja
"Biosporta’, kura, pieméram, Mikelis Fisers veidoja lounge
telpu ar moto “Kam paradizé vajadzigas saulesbrilles’, bet
Gints Gabrans — scénisku mini sporta zales interjeru.

"Open”pasakumos lidzdarbojas virkne makslinieku, kas

90. gadu vidl un otraja pusé mekléja jaunu sabiedribas
normam izaicinosu estétiku (Gints Gabrans, Mikelis Fisers)
vai pievérsas mediju makslas jomai (Arvids Alksnis, Rasa
un Raitis Smiti). Lidz 1998. gadam “Open”ka producentu
apvieniba organizéja daudzus multimedialus izklaides
komercpasakumus, kas ieklava gan vides dizainu, gan
aktualo maziku, performancu elementus un filmu skates.'®
90. gadu beigas “Open” akcijas ieguva socialpolitisku
raksturu, stratégiski izmantojot makslinieku sadarbibu,
medijus un nekonvencionalus makslas projektu risinajumus.

Apelégjot pie individualas ekspresijas brivibas un aizbégsanas no

realijam, “Open” pirmie projekti bija nekritiski un apolitiski,
tacu tiem izdevas radit Rigai jaunu makslas aprites veidu,

Ginta Gabrana instalacija projekta Biosports. 1996.

Gints Gabrans'installation in the project Biosport. 1996.

Performancu grupa Kamikaze Freakshow Open organizétaja pasakuma Party
Animals / Animal Farm Jarmala. 2001.

“Maiguma impérija” (1996), “Aktuelle Tanzen” (1998),"Party Animals / Animal
Farm"(2001).

evening events of the Open week included different types

of art — fashion (shows by Olga Soldatova (Moscow), Una
Laukmane and Linda Eglite), cinema (a programme of Soviet
films from the 60s and 70s by Juris Poskus and Egils Mednis,
installations by Carl Bjérsmark and Kristine Briede), music
and installations. Artists helped to accentuate the moods by
using elements from subculture and popular culture for the
interiors and installations. This was especially so in the case of
the thematically unified Biosport where, for example, Mikelis
Fisers had created a lounge space with the slogan “who
needs sunglasses in paradise”and Gints Gabrans arranged

a mini sports hall interior. Numerous artists participated in
Open events that in the mid and late 1990s were looking for
a new aesthetic that challenged social norms (Gints Gabrans,
Mikelis Fisers) or turned to the field of media art (Arvids
Alksnis, Rasa and Raitis Smits). Until 1998, Open, as a group
of producers, organised a series of commercial multi media
entertainment events that included environment design,
electronic music, performance elements and film shows.'® At
the end of the 1990s Open actions took on a socio-political
nature strategically making use of the co-operation of artists,
the media and unconventional art project solutions.

Citing freedom of individual expression and “escaping”from

the realities of life, the first Open projects were uncritical
and apolitical. They did however, manage to create a new
type of art scene for Riga — the art event as a multimedia
platform for contemporary expression that interacted with

ormance grot

n Jarmala organi
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makslas notikumu ka multimedialu platformu laikmetigai,
Zanru neierobezotai, radosai izteiksmei ar lidzdzivojosu
skatitaju. Atskirlba no “Pieminekla’, uzrunajot noteiktu mérka
grupy, “Open”akcentéja nevis geografisko telpu un makslas
apriti, bet gan laikmetigo kultaras vidi, socialo dinamiku,
sadrumstalotas “dzivesveida”kultQras. Latvijas maksla par
precedentu Siem centieniem var uzskatit “Nebijusu sajdtu
restauracijas darbnicas” 1987. gada “Aptuvenas makslas
izstadi’ kas vairaku vakaru gaita apvienoja vides dizainu,
mazikas un vizualas makslas norises un tehnologiskus
jauninajumus. Makslas véstures atskata “Open”var uztvert
ka turpinajumu 60. gadu telpiskajiem multimediju
eksperimentiem un izklaides pasakumiem ASV (kolektivs
USCO, Stens van der Biks). Laikmetigaja maksla tos var
salidzinat ar Tslaicigu alternativu radoso telpu darbibu un
izstazu projektiem Eiropa, kas pavada elektroniskas mazikas,
tehno pieaugoso popularitati (Daniels Pflums, Granular
Synthesis). Atsevisku darbu — interjeru risinajumiem var
rast paraléles 90. gadu makslas “ambiences” - vides, skanas
un interjera “pieredzes telpu”'” vilni (Tobiasa Rébergera,
Dominikas Gonsalesas Fersteres darbos), ka arf tendenci
kuratora un makslinieka sadarbiba parveidot makslas
institdciju telpas "mobilas struktlras’, mainot to dizainu un
funkcijas, apvérsot telpu hierarhiju un atverot tas skatitajam.'®

. Sk.Montmann Nina. Kunst als Sozialer Raum. KéIn, 2002, S.108-110,
162-165.

. Turpat.

the viewer and was unrestricted in genre. Unlike Monument,
by addressing a particular target audience — generation,
Open put the accent not on the geographic space and art
scene but on the contemporary culture environment, social
dynamic and the fragmented “lifestyle” culture. The 1987
exhibition Approximate Art by the Workshop of Restoration
of Unfelt Sensations (NSRD) might be seen as a precedent
for the Open events. Over the course of several evenings,
the exhibition combined environmental design, music and
visual arts events with technological innovations. In art
history Open may be seen as a continuation of the spatial
multimedia experiments and entertainment events in 1960s
America (the USCO collective, Stan Van Der Beek). In terms
of contemporary art they may be compared to the short-
term alternative creative space activities and exhibition
projects in Europe that accompanied the growing popularity
of techno and electronic music (Daniel Pflumm, Granular
Synthesis). Individual works — interiors have their parallels

in the 1990s “ambience”art wave of environment, sound
and interior space of experience'” (for example, the works
of Tobias Rehberger, Dominique Gonzalez-Foerster), as

well as the tendency for the co-operation between curator
and artist to transform the premises of art institutions into
“mobile structures”by changing their design and functions,
overturning the hierarchy of the space and opening it up to
the viewer.'®

See: Nina Moéntmann, Kunst als Sozialer Raum. KéIn, 2002, S. 108-110,
162-165.

Ibid.

Il Atsevisku makslinieku darbiba

1. "Domasanas projektt" intervences
sabiedriska telpa

Saja nodala méginats atspogulot, ka veidojas makslas un
sabiedribas rezonanse bridi, kad skatitaja, darba un
makslas vides attiecibu apvérsana k|ast par makslinieka
taktiku. Visi apskata makslinieki savu darbibu sakusi
90. gadu vida ar lidzdalibu karétos projektos un
kopizstadés. No 80. gadu beigu paaudzes vinus atskir
saasinata jatiba un reakcija pret “makslas” kontekstu —
pret nosacijumiem, kados izstades forma nostada
skatitaju (tradicionali ka pasivu uztvéréju) un makslas
darbu (visbiezak — patérina un baudas objektu).
Konceptualisma ironijas un 80. gadu eklektiskas
psihologiskas dekonstrukcijas (pieméram, Dzefa
Kdna, Maika Kellija, Andresa Serano darbi) iespaidoti,
desmitgades vidd M. FiSera, G. Gabrana, A. Fridberga
darbi, péc Fisera raksturojuma, ir “speciali raditi, lai
vedinatu domat’, tacu atskirilba no 80. gadiem to
adresats ir nevis katrs garamgajéjs, bet uz “makslas
spéli”atnakusais izstades apmeklétajs. Vinu darbi bieZi
izgaismoja klasisko neoliberalisma konfliktu — starp
individa brivibu un makslas Zesta autonomiju, no vienas
puses, un sabiedribas struktlru normativiem (cenzdras,

II. The Work of Individual Artists

1. "Thinking Projects" Interventions in the
Public Space

This section tries to reflect how art and public resonance is
formed at the moment when overturning the relationship
between the viewer, the artwork and the art scene becomes
a tactic of the artist. All the artists in this review have
been working in the mid-1990s with their participation in
curated projects and group exhibitions. They differ from the
generation of the end of the 1980s with their heightened
sensitivity and reaction to the art context and to the
conditions where the form of the exhibition dictates the
situation of the viewer (traditionally as a passive “receiver”)
and the artwork (most often as an object of consumption
and enjoyment). Influenced by the irony of conceptualism
and 1980s eclectic psychological deconstructions (e.g. the
works of Jeff Koons, Mike Kelley and Andres Serrano), in
the middle of the decade, the works of Mikelis Fisers, Gints
Gabrans and Andris Fridbergs are, as Fisers describes them,
“specially created to promote thinking”. However, unlike
in the 1980s, they are not addressed to every passer-by
but to the exhibition visitor who has come for a “game of
art” Their works often shed light on the classical conflict
of neo-liberalism between freedom of the individual and
the autonomy of the art gesture on the one hand and the
norms of social structures (censorship, control, discipline)
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kontroles, disciplinas) un to izpausmém (statistiku,
mediju informacijas telpu), no otras puses.

Makslas zinatniece Inga Steimane $is paaudzes darbibu un
vinu darbu “komunikativas stratégijas”ir raksturojusi ka
“message art”, noradot uz to komunikativo “zinojuma”
vai "vésts” raksturu. So darbu véstijums galvenokart
darbojas tikai viena virziena — no makslinieka uz skatitaju
ka socialu batni. Mikela Fisera un Tpasi Ginta Gabrana
projektos maksla drizak ir instruments, kas lauj autoram
tuvoties un izdarit precizu griezumu sabiedribas
akceptéto pienémumu masa, protams, visai idealistiski
eksponéjot pasa instrumenta — makslas asumu. Gan
Fisera, gan Gabrana mérkis ir mietpilsonisko sabiedribas
pienémumu satricinasana.'” Abi makslinieki spélé&jas ar
sasaurinatam, privatam, psihologiskam mikrokaislibam
un interesém — personisko aprékinu, patérinu, zinkaribu,
manticibu, paradot to groteskumu un globalo varu
par apzinu. 90. gadu vidu izpaliek sociali diferenciétaks
sabiedriski politisks skatijums, makslinieki “unificé”
pilsoniskumu, kas art pieskir vinu provokacijam totalu
skan&jumu un noskir tas no Rietumu sociali aktivas, pret
varas mehanismiem vérstas makslas tradicijas.

Neatvairams kritikas ierocis makslinieku darbos ir ready-
made forma — kads no pasas sabiedribas aizgats

skatTtaju

19, Starptautiski vinu darbibu dazos aspektos var salidzinat ar 90. gadu
makslinieku Katarzinas Koziras, Artara Zmijevska, Mauricio Katelana,
Santjago Sjerras darbiem.

and their expressions (statistics, information space of the
media) on the other.

Art scholar Inga Steimane has described the activities and the
‘communication strategies” of this generation as message-art
thus pointing out its communicative nature. The message
of these works mainly works only in one direction, from the
artist to the viewer as a social being. In Fisers’and particularly
Gabrans'projects, art is rather an instrument that allows the
author to come closer and to make a precise incision in the
mass of socially accepted assumptions while, of course, quite
idealistically displaying the sharpness of the instrument itself,
in this case art. Both FiSers and Gabrans aim to shake up the
assumptions of bourgeois society.' Both artists play with a
narrow range of private and psychological ‘micropassions”
and interests — personal consideration, consumption,
curiosity and greed demonstrating their grotesqueness and
global power over conscience. In the mid-1990s a more
differentiated socio-political view is lacking; artists “unify”
the civil character of the viewers, which also gives the artists’
provocations a holistic nature and distinguishes them
from the Western socially active art traditions against the
mechanisms of power.

An irresistible weapon of criticism in the artists'works is the
ready-made — a “quotation” borrowed from society itself — an
artefact, the media, a claim or a cliché of activity. The artists’
messages are short, provocative and monological. Therefore

19. Internationally, their activity may, in some respects, be compared to the

1990s works of artists Katarzyna Kozyra, Artur Zmijewski, Maurizio Cattelan,

Santiago Sierra.

‘citats” - artefakts, medijs, apgalvojums, darbibas kliseja.
Makslinieku véstijumi ir Tsi, provokativi un monologiski,
tadé| sabiedrisko rezonansi un diskusijas formu siem
Zestiem pieskir mediju, makslas ekspertu un sabiedribas
reakcija un viedoklis.

1994. gada M. Figera, J. Vinkela, G. Gabrana un A. Fridberga
pirmaja kopizstadeé “Dzives kultdra”bija izstadits M. Fisera
un J. Vinkela darbs “Glabsanas modulis’, kura apmeklétajs
tika nostadits totala situacija. Instalacija nelield, noslégta,
ar foliju izklata telpa skatitajs varéja izoléties un justies
brivi, tiesa gan, apzinoties, ka telpu un vina ricibu pastavigi
inspicé divas novérosanas kameras, un notiekosais
nekavéjoties paradas izstazu zalé novietotajos monitoros.
Darbs ka parafraze par kontroles sabiedribas®® darbibas
principiem, kura reglamentéta drosiba un bauda tiek
iemainita pret paklavibu normam un disciplinu, atklaj
"Dzives kultdras” makslinieku 90. gadu vidus darbu
literarismu un provokacijas tieSumu.

Plasu rezonansi jaunaja maksliniekiem atvértaja
sabiedriskaja — mediju un informacijas telpa izraisija
Mikela Fisera saturiskie tabu tému parkapumi
tradicionala zanra - gleznieciba, kura makslinieks
kombinéja popularus mediju sizetus (prezidentu
tiksanos vai citplanétiesu viziti) un privatas, sabiedribas
slapétas kaislibas — seksa ainas un narkotikas. 1995. gada

20. Deleuze Gilles. Postscript on the Societies of Control. Sk.: http://www.n5m.
org/n5m2/media/texts/deleuze.htm

the framework of societal resonance and debate for these
gestures is provided by the reaction and opinion of the
media, art experts and society.

1994 saw the first group exhibition by Fisers, J. Vinkelis,
Gabrans and Fridbergs and was titled Culture of Life. Rescue
Module by Fisers and Vinkelis put the viewer in a total
situation. In the small, enclosed, aluminium foil covered
space of the installation the viewer could be isolated and
feel free albeit knowing that that the space and viewer'’s
movements were constantly being observed by two
cameras and his actions were immediately visible on the
monitors in the exhibition hall. This work, resembling a
paraphrase on the working principles of a society of control®
in which regulated security and enjoyment is exchanged for
submission to norms and discipline, reveals the literariness
and directness of provocation of the mid-90s work of the
Culture of Life artists.

Mikelis FiSers caused a great stir in the new public media and
information space open to artists. He flouted taboo themes
in the traditional genre of painting in which he combined
popular media stories (equally the meeting of presidents or
visiting aliens) with private, publicly suppressed passions —
sex scenes and narcotics. In 1995 the Vilnius Art Centre
refused to exhibit his series of paintings Sex'n Spaceships,
which, in diagrammatic form, showed humans and aliens
copulating. But in Riga the media were quick to pick up
on an incident of vandalism at the exhibition Funny versus

20. Gilles Deleuze, “Postscript on the Societies of Control’, see http://www.
n5m.org/n5m2/media/texts/deleuze.ntm
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Vilnas makslas centrs atteicas izstadit vina gleznu ciklu
“Sex'n Spaceship”, kura shematiski attélota cilvéka un
citplanétiesa koposanas. Savukart Riga mediju aZiotazu
radija vandalisma gadijums izstadé “Funny versus Bizarre”,
kad, zogot uz gleznas virsmas pielimétas, domajams,
psihotropas tabletes, noziedznieks maska sagraizija
"Ceremoniju Meistars neatkaribas dienai — MC4ID" cikla
gleznu. Cikls attéloja talaika Baltijas valstu prezidentus —
pie sarunu, tablesu un skanuplasu didZzejosanas apala
galda. Zurnalistus mazak saistija prezidentu attélojums,
ka narkotiku iespéjama atrasanas izstades telpas, ka ari
diskusija par to, vai noziegums bijis makslinieka pasatits.
Mikelis Fisers medijiem savus darbus skaidroja, apeléjot
pie méakslinieka Zesta brivibas, tadéjadi uzsverot un
atsaucoties uz makslas potenciali kritisko “autonomiju”.

Ginta Gabrana darbibai ir raksturiga ironiskaka taktika, ar
kuru makslinieks gan apvérs pasu makslas autonomijas
un makslinieka nevainibas mitu, gan eksponé laikmetigo
mediju un makslas aprites — tas “pasnoslégtibas”
konvencijas, to robezas.

Prese atkal funkcionéja ka diskusiju katalizators un viedokl|u
sadursmes placdarms 1998. gada, kad Gints Gabrans
savu makslinieka lapas laukumu avizé “Literatra. Maksla.
Més" pardeva nazu firmas reklamai. Reklamas uzraksta
“Griezt ir maksla"konotaciju spilgtindja atsauce uz
makslinieka instalaciju “Nazis, ar ko sev sagraizit dirsu”
(1995). Avizes redakcijas sasutumu izraisija makslinieka

Bizzare. While stealing a supposedly psychotropic tablet
mounted on its surface, the masked offender cut a painting
from the series Master of Ceremonies for Independence Day —
MC4ID. The series depicted the then presidents of the Baltic
republics at a round conference table, a “tablet”table and at
a round DJ turntable desk. Journalists were less concerned
with the depictions of the presidents than with the possible
presence of drugs in the exhibition hall and the discussion
on whether the artist himself had commissioned the “crime”.
Fisers explained his works to the media recalling the freedom
of the artistic gesture thus emphasising and referring to the
potentially critical ‘autonomy” of art.

M. FiSera glezna bijusas

kunga tabletes

!
v
Narkotiku apkarosanas bi- nebut nenoliedza, ka makslas v
roja (NAB) darbinieki atteiku- darbairizmantotas narkotiskas tf
$i kriminallietas ierosinasanu vielas, V. Rozova teica, ka NAB  u
pret makslinieku Mikeli Fise- darbiniekiem vin$ nekad neko K
ru par nelikumigu narkotisko  tadu neesot apgalvojis. 1
vielu - "Ecstasy" tablesu - iega- "RB" jau rakstija, ka svét- s
dasanos un glabasanu, jovina dien, 6. julija, kad kads pagai- ¢
darbibas nav konstatéts nozie- dam nenoskaidrots jauns virie- K
guma sastavs, ta "RB" informé- tis iegajis makslas muzeja "Ar- v
ja NAB prieksnieka vietniece senals" un ar nazi sagriezis M.  t
Valentina Rozova. Patiesiba Fisera gleznu. Pie gleznas au-
glezna esot izmantotas vispa- dekla, ka apgalvoja pats mak- 1
rastakas kunga tabletes. slinieks, ar stipru kimiski aktl- 7
V. Rozova pastastija, ka 3a- vu limi bijusas pielimétas nar- 1
dus secinajumus NAB darbi- kotikas - tris "Ecstasy” table-
neiki izdarijusi, balstoties uz tes.Tika zinots, kaLatvijas Ban- 1
pasa makslinieka liecibam. M.  kas videokameras fikséjusas 1

Fisers liecinajis, ka sava mak-
slas darba vin§ izmantojis tab-
letes, kuras patiesiba ir doma-
tas kunga darbibas traucéjumu
novérsanai, un tas vélak par-
veidojis lidzigas "Ecstasy" tab-
letém. Ta ka gleznas bojatajs jo-
projam nav notverts un nozag-
tas tabletes nav atrastas, nav ie-
spéjams veikt to ekspertizi un
parliecinaties par makslinieka
vardu patiesumu. Ka apgalvoja
V. Rozova, "mums bija jatic Fi-

Sera kunga apgalvojumiem”.’

Kad "RB" pauda izbrinu par to,
ka ieprieks pats makslinieks

s A

noziedznieku, kur§ esot bijis
gados jauns un ar gai$iem ma-
tiem. Izstazu zales uzraudzes
liecinaja, ka virietis bija gérbies
dZzinsos un ap galvu vinam bi-
jis aptits audekls. Aptuveni ne-
délu péc gleznas sabojasanas
NAB prieksnieks Vilnis Kipéns
pazinoja, ka M. FiSers, iespé-
jams, tiks saukts pie kriminal-
atbildibas par nelikumigu nar-
kotisko vielu iegadasanos un
glabasanu, ja tiesibsargdjoso
institciju darbiniekiem izdo-
sies to pieradit.

e e

Daiga BLUKE

Gints Gabrans’ employs characteristically more ironic tactics

Publikacija laikraksta Rigas Balss par Narkotiku apkarosanas biroja léemumu atteikties ierosinat

with which the artist both overturns the myth of the kriminallietu sakara ar pielimétajam ecstasy tabletém un to izgriesanu no Mikela Fisera gleznas

MC4ID. 1997.
autonomy of artitself and the innocence of the artists and Publication in the newspaper Rigas Balss about Drug Enforcement Bureau’s resolution declining to
exposes the “self-enclosed” conventions and boundaries of proceed with a criminal case concerning glued ecstasy pills and forced removal by cutting them
from Mikelis Fiers' painting MC4/D. 1997

the contemporary media and art scene.

Once again the press functioned as a catalyst for discussion
and springboard for the collision of ‘opinions”when, in
1998, Gints Gabrans sold his “artist’s page”space in the
newspaper Literatura. Maksla. Més (Literature. Art. Us) for
the advertising of a knife company. The connotation of
the advert's slogan “Cutting is an art” highlighted the
reference to Gabrans'installation Knife to Cut up Your Arse
With (1995). The newspaper’s editors were dismayed by the
“mercantile” character of the artist's actions and the trivial
exposure of the advertising mechanism “in place of”art. In
an article defending and explaining the artist's actions Ivars
Runkovskis commented: “The artist is becoming a strategist
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ricibas “merkantilisms” un triviala reklamas mehanisma
eksponésana makslai paredzétaja vieta. Raksta, kas
aizstavéja un skaidroja makslinieka ricibu, Ivars Runkovskis
komenté: “Makslinieks k|Gst par stratégi, planotaju

un, izmantojot “visu, ko dod dzive” un “visu, ko dod
tehnologija’, panak tas nobidi attieciba pret sevi pasu.!
Kada intervija Gints Gabrans par savu darbibu teicis: "“Més
dzivojam uzkonstruéta pasaulé. Tas interesantakais, ka
maksla art ir pilnigi uzkonstruéta, un ta otra maksliga lieta
nojauc ritmu.%

21. Runkovskis Ivars. Komentars // Literatlra. Maksla. Més. 1998, 20.-27.aug.

22 Gints Gabrans intervija Aijai Zarinai. Gabrans — 14326 z // LiteratUra. Maksla.
Mes. 1998, 9-16.apr.

os08.38-14088. LTERATORA WAKSLA MES s

Ginta Gabrdna privata lapa

ZWLLNG
JAHENCKELS

IWILLING -
griezt ir maksla.

Yeikals
Riga, Caka iela - 57

Izplatitais
Rendo Baltic SIA
tel. 7614618

Ginta Gabrana privata lapa ar nazu firmas Zwilling reklamu
laikraksta Literatara. Maksla. Més. 1998.

Gints Gabrans. K

and planner, and by making use of everything that life has
to offer and everything that technology has to offer, he
achieves their shift in relation to himself”?! In an interview
Gabrans said of his activities: “We live in an artificially
constructed world. The most interesting thing is that art too
is completely artificially constructed and the second artificial
thing destroys the rhythm!

This challenge is not issued just in the public sphere, in the
media or exhibition hall. In the projects Spheroid Parish,
Stairway to Heaven and Riga Dating Agency, Gabrans

Sis izaicinajums tiek mests ne vien publiskaja sféra —

medijos vai izstazu zalé. Projektos “Sveroidu draudze’,
"Kapnes debesis" un “Rigas iepazisanas birojs”’ Gints
Gabrans, parkapjot tradicionalo makslas kanonu, iesaista
makslas spélé individualu skatitaju. Interneta projekta
"Sveroidu draudze" Gabrans veidoja kosmologiskas
sektas majas lapu, kura apmeklétajs varéja uzzinat savu
"dieviskas” dzimsanas sféru, izrékinot gaismas atruma
attiecibu pret nodzivoto laiku, k& arf apzinat bezgaligu
dzives turpindjumu — dzimsanas un jebkura dzives
mirk|a kontinuitati. Projekta ‘otraja pakapé’, iesaistoties
interneta anonimizétajas informacijas tirgus attiecibas un

Gints Gabrans. Nazis, ar ko sev sagraizit dirsu. 1995.

20.08.-27.08.1998

Ivars Runkovskis, ,Komentars’, L

arina, "Gabrans — 14326 7/,

http://re-lab.net/spheroid/

995

transgresses the traditional art canon and involves the
individual viewer in an art game. For the internet Spheroid
Parish? project Gabrans designed the website for a
cosmological sect. Visitors to the site could find the “divine”
sphere of their birth by calculating the relationship between
the speed of light and the length of time they had lived;
they could also discover the infinite continuity of life, the
continuity between birth and any moment in life. At the
“second level” of the project, by becoming involved in the
anonymous information market relationships of the internet
and paying a membership fee, visitors could become “eternal”
members of the Spheroid Parish.
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iemaksajot biedra naudu, skatitajs varéja k|Gt par “muzigo” jautajums:“Vai jas turpinatu apmeklét izstades péc sadas

sveroidu draudzes dalibnieku. pieredzes?”legUtas atbildes, arl interneta versija aizpildito
Skatitaja izskirsanas, vai pienemt darba noteikumus un anketu rezultati tika statistiski apkopoti un analizéti

sasniegt “nakamo zinaanu limeni” - darba atbildi, tiek projekta interneta majas lapa.*

pieprasita vairakos darbos. Aptauja “Kapnes debesis” Masu mediji ka publicitates mehanisms makslai vai maksla

(1996) sastavéja no anketas ar izstades situacijas ka publicitates joma dzives norisém — sabiedrisko sféru

aprakstu — skatitajs bija lagts atzimét klasiskas aptaujas funkciju apvérsuma princips paradas Ginta Gabrana

"ja" "né’, "nezinu” atbildes, izvertéjot stastu par izstades 90. gadu beigu darbos, pieméram, kopa ar Moniku

apmeklétaju, kas konsekventi, méginot apskatit makslas Pormali veidotaja “Rigas iepazisanas biroja” Tpasi

darbu, sanem spérienu pa galvu. Pédéjais anketas Rietumeiropas izstazu zalém veidota “biroja” ekspozicija

konfrontéja sava laika socialo aktualitati — arvalstis
dzivesbiedru mekléjosu Latvijas iedzivotaju lielformata
portretus un raksturojumu tekstus ar milestibas alku
universalismu. Notiekot Tsi pirms Latvijas uznemsanas

ES, projekts netiesi problematizéja skietamo Eiropas
dalibvalstu egalitarismu. TV publicitates un vizualo
mediju instrumentalo lomu vienkarsa cilvéka (makslinieka
uzaicinata bezpajumtnieka) transformacija par mediju
elku makslinieks atklaja sava nakamaja 2001. gada
aizsaktaja projekta “Starix”

Noskirti no “Dzives kultlras” grupas, iesakot savu darbibu
laikmetigaja maksla ar lidzdalibu SMMC-Riga izstade
“Valsts’, darbojas Eriks Bozis. Atskiriba no Gabrana un
FiSera vina projekti neietver izaicinajumu pilsoniskajiem
un makslas vides normativiem vai instrumentalu mediju
izmantojumu. Veidoti konkrétai fiziskai telpai, bieZi

24 http://home.parks.lv/E-LAB/notikums/

forms on the internet version were collated and analysed on
the project’s website.

The mass media as a publicity mechanism for art or art as a field
of publicity for the course of life, the principle of overturning
the functions of the social sphere appears in Gabrans'
works at the end of the 1990s for example, the Riga Dating
Agency together with Monika Pormale. The exhibition of the
“agency’, which was specially designed for the exhibition
halls of Western Europe, confronted one of the then topical
social issues — large format portraits and descriptions of
Latvian residents looking for partners abroad — with the
universality of the yearning for love. Happening as it did
not long before Latvia’s accession to the EU, the project
indirectly raised the problem of the supposed egalitarianism
among European member states. In his next project Starix
(2001-2004), Gabrans examined the instrumental role of TV
publicity and the visual media in the transformation of an
ordinary person, in this case a vagrant engaged by the artist,
into a media idol.

Gints Gabrans. Kapnes debesis. 1997.

Gints Gabrans. Stairw

1997.

Viewers have to decide on whether to accept the conditions of Eriks Bozis began working in contemporary art apart from the
the work and go for the next level of knowledge in several Culture of Life group with his participation in the SCCA-Riga
of Gabrans'works. The questionnaire in Stairway to Heaven exhibition State. Unlike those of Gabrans and Figers, his
(1996) consisted of a form describing a situation; the viewer projects are not challenges to the bourgeois and art scene
was asked to mark the classical questionnaire answers norms and do not make use of the media as instruments.
"yes’,"no’, "don't know"as he evaluated the story about an They are made for a concrete physical space, often the city
exhibition visitor who, while trying to view a work of art, space; they highlight the individual's perception of reality
ends up getting a kick to the head. The last question was and the conventions of routine by destabilising them. Like
“Would you continue to visit exhibitions after this kind of
experience?" The answers received as well as the completed 24 http://home.parks.lv/E-LAB/notikums/
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Eriks Bozis.

pilsétvidei, tie ir norades uz individa realitates uztveres —
rutinas konvencijam un destabilizé tas. Lidzigi ka ieprieks
minétie makslinieki BoZis par intervences lidzekli
izmanto ikdienas citatus — vizualas zZimes, kas, makslas
“piesavinatas” (apropriétas), izjauc ierastas realitates
attiecibas. 1997. gada Stokholma veidotais darbs -
telefona kabine — bija preciza, funkcionala citu kabinu
kopija 25% palielindjuma. Objekts bija t1si parveidots tikai
par ceturtdalu: "Tas nenostrada uzreiz, tas “pielec” tikai
tad, kad tu esi pagajis garam, un tikai tad tu atskaties.

Tie 25% telpas un 25% laika, tas ir tas dimensijas, kuras
notiek maksla, nevis § darba dimensijas/* Boza darbi ir
risinati ka realitates komponentu ready-made negaidita,
reizém absurda kolaZza, to situacijas izmaina. Publiska

25.

Vietéjam sarunam. 1zstade Piemineklis. 1995.
Eriks Bozis. For Local Calls. Exhibition Monument. 1995.

Gutmanis Davis. Liepajnieks Eiropas makslas aprité // Kursas Laiks. 1998.17 jdl.

the artists mentioned earlier, as a means of intervention
BoZis uses everyday quotations, visual signs that, having
been “appropriated” by art, upset the usual relationships
of reality. His 1997 work in Stockholm was a functioning
telephone booth, a precise copy of other booths only
enlarged by 25%. The object was deliberately enlarged
only by one quarter: "It doesn't work at once and only
gets you when you've walked past it and only then you
do look back. This 25% in space and 25% in time are
those dimensions that take place in art and not in the
dimensions of the work"*

Bozis's works are executed as an unexpected, sometimes absurd

collage of the components of reality, ready-mades and a
change in their situation. In the public space an artwork is

Davis Gatmanis, ,Liepajnieks Eiropas makslas aprité’, Kursas Laiks. 17.07. 1998.

telpa makslas darbs ir objekts, kas, mainot proporcijas,
novietojumu, skaitu, maina savu un apkartnes logiku,
pieméram, “Vietéjam sarunam” (1995), “piemineklis
ikdienas telefonsarunam’, kura tris veca modela telefona
bldinas, paceltas virs zemes, atkartoja ar muguram
sasléjusos Strélnieku pieminekla kompoziciju, vai
“reklamas” gaismas kaste, no komiksa aizguts skanas
uzraksts “Kzzzz" uz izstazu zales fasades, kas transformé
institacijas télu. Galeriju un muzeju projektos pats
institacijas téls tiek dematerializéts, tas parveidojas par
Zimi vai zZimolu, kas tiek iepludinats ikdiena. Izstadé
"Buklets” (1996) tuksa galerijas telpa atradas kipa ar
[ldznemamiem bukletiem, kas atainoja atseviskas detalas
nedaudz mainitu tuksu galerijas telpu; savukart Muzeja
dienas projekta “Sortiments” makslinieks priek3pilsétas
lielveikala parastos plastmasas maisinus nomanija pret

Eriks Bozis. Bez nosaukuma. Moderna Museet Projekt pilsétvidé Stokholma. 1998.
Eriks Bozis. Untitled. Moderna Museet Projekt in public space, Stockholm. 1998.

an object that by changing proportions, location or number
changes its own and the logic of the surroundings. For
example, For Local Calls (1995),"a monument to everyday
phone calls’, which featured three old style phone booths
with their backs to each other and raised in the air, repeated
the composition of the nearby Riflemen monument. Then
there was the advertising light box featuring the phonetic
text Kzzzz borrowed from comic strips and located on the
facade of a building thus transforming the institution’s image.
His gallery and museum projects dematerialise the image

of the institution and it changes into a sign or symbol that is
let loose into the everyday. In the exhibition Booklet (1996)
there was a bundle of booklets that could be taken away in
an empty gallery reflecting, apart from a few minor changes,
the otherwise empty space of the gallery; for his Art Days
project Assortment in a suburban supermarket, the artist
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tatam, kas apdrukatas ar muzeja simboliku, iepludinadams
muzeja atribdtus nomales socialaja aprité un piepildidams
muzeja “trofeju” ar ikdiena nepiecieSamam precém.
Atseviski ar izstazu telpam vai situacijam saistiti darbi
(“Buklets’, “Sortiments”) vai nu minimalisma tradicija
dislocé, vai konceptualisma gara ‘dematerializé” objektu,
to aizstajot ar skatitajam atvértu situaciju un pavairojamu
publikaciju — noradi, ta ir tendence, kas tolaik nolasama ari
Gabrana darba "Kapnes debesis “ vai Alksna “APM".

Starptautiski Boza intervencém - “jégas kolazam”var rast
paraléles 90. gadu uz varas Zimju dekonstrukciju virzitaja
neokonceptualisma, pieméram, Romana Ondaka, Mihaela
Elmgrina un Ingara Dragseta darbos, ka arf attalak —
makslinieku Feliksa Gonsalesa Torresa, Laiema Gilika
vidi un vésturi kontekstualiz&josas instalacijas. Minétie
makslinieki lieto telpiskas struktdras, traktéjot publisko
telpu ka noklusétam atsaucém pilnu socialu, vésturisku
un fizisku kategoriju. Vini nevis vérsas pret makslas
institdcijam, bet drizak izmanto intervences stratégijas to
pasparné, ierosinot refleksiju. Pavairojamiba, palielinajums,
realitates uztveres manipulacija ir ipasibas, kas reizém
Jauj kritikiem vilkt paraléles starp Erika Boza darbibu
laikmetigaja maksla un vina sakotnéjo darbibu fotografija.

Uztveres problematika un fotografiska skatijuma
klatbutne Erika Boza darbos |auj ievadit nakamo tému —
tehnologisko mediju un virtualas telpas nozimi maksla
90. gados.

exchanged the usual plastic bags for carrier bags printed
with the museum emblems thus bringing the museum into
a suburban social milieu and filling a museum trophy with
everyday necessities. Individual works tied to exhibition halls
or situations (Booklet, Assortment) either dislocate the object
in the tradition of minimalism or "dematerialise”it in the spirit
of conceptualism replacing it with a situation open to the
viewer and a multipliable publication-instruction or tendency
that could then also be read in Gabrans' Stairway to Heaven or
Aksnis' APM.

International parallels can be found to Bozis's interventions —
‘collages of meanings”in the 1990s neo-conceptualism
driven by the deconstruction symbols of power for example,
in the works of Roman Ondak, Michael ElImgreen and
Ingar Dragset as well as but somewhat further away, the
environment and history contextualising installations of Felix
Gonzalez-Torres and Liam Gillick. These artists use spatial
objects treating the public space as social, historical and
physical category full of suppressed references. They do not
turn against art institutions but rather employ interventionist
strategies under their auspices to encourage reflection.
Multipliability, enlargement and manipulation with the
perception of reality are the qualities that sometimes allow
critics to draw parallels between Bozis'work in contemporary
art and his initial interest in photography.

The presence of perception issues and the photographer’s eye in
Bozis'works provide a good introduction to the next theme —
the significance of technological media and the virtual space
in the art of the 1990s.

2. Uztveres telpa, mediji un virtuala vide

a) Analogas tehnologijas: videoinstalactjas
un interaktiva maksla

Otrs uz skatitaja uztveri orientétais darbu vilnis 90. gadu
vid{ saistams ar pieaugoso video popularitati un straujo
digitalo mediju attistibu un nonaksanu aprité.

Digitalo mediju ekspansija 90. gados mainija starptautisko
makslas ainu kopuma - aktualiz&ja mediju makslas jomu,
aizstaja monitorus ar telpiskaku projekcijas formu,?
akcentéja virtualas telpas un stastijuma sekvences, reala
un filmiska laika sinhronitates jautajumus. Vésturiski
“strukturalos” filmiskas telpas un uztveres saskares
pétijumus ievada agrinie 60. un 70. gadu cilpas
sléguma (closed circuit) vidomakslas, konceptualisma
un mediju eksperimentu paraugi (Bila Vaiolas, Vilebija
Sérpa, Dena Greijema, Brisa Naumana, Volfa Fostela
u. ¢. autoru darbi). 90. gadu instalacijas poétiskais téls
nereti veidojas, kombingjot gan kinematografiskas
(Stena Daglasa, Daglsa Gordona, Daga Aitkena, Eija-Lisas
Ahtilas multiekranu projekcijas), gan strukturalas — attéla,
skanas pardales, sinhronitates (Gerijs Hills, Haruns Faroki,
Andzela Baloka, Fiona Tana u. c.) kvalitates. Ka norada
pétnieki, jau 80. gadu maksla “lidz Sim rapigi pétitos
jautajumus par uztveri un tehnologiju aizénoja interese

26. Tada veida aktualizéjot 60. un 70. gadu eksperimentala kino praksi (Stena
van der Bika, USCO eksperimentus ASV).

2. The Space of Perception: the Media a
nd the Virtual Environment

a) Analogue Technologies: Video Installations

and Interactive Art

A second wave of works in the mid-1990s oriented towards the
viewer's perception was linked to the growing popularity
of video and the subsequent rapid development in digital
media and its availability.

The expansion of digital media in the 1990s transformed the
international art scene as a whole; it vitalised the field of
video art, replaced monitors with a more spatial form of
projection,® it accentuated the sequences of virtual space
and narrative, and raised the issues of the synchronicity of
real time and film time. Historically, “structural” exploration
of the encounter between cinematic space and perception
began with the early 1960s and 70s experiments in closed
circuit video art, conceptualism and the media (for example,
the works of Bill Viola, Willoughby Sharp, Dan Graham,
Bruce Nauman, Wolf Vostell and others). The poetic
image of the installations of the 1990s was often formed
by combining both cinematographic (the multi-screen
projections of Stan Douglas, Douglas Gordon, Doug
Aitken and Eija-Liisa Ahtila) and structural qualities (image,
sound, split-screen, synchronicity) in works by artists such
as Gary Hill, Harun Farocki, Angela Bulloch, or Fiona Tan.

As researchers have pointed out, already in the art of the

26. Thus revisiting the experimental cinema practice of the 60s and 70s (the
experiments of Sten Van Der Beek and USCO in the USA)
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par narativa formam un subjektivu ekspresiju”?’

Ar videomakslas vésturi asociétais neatkarigo mediju,
mediju aktivisma virziens Latvijas maksla 90. gados
neatspogulojas.

Saja nodala apskatiti dazi Latvijas makslinieku video un

interaktivie darbi, kas 90. gadu vid vérsti uz medija

un skatitaja uztveres pétniecibu. Video novélota
ienaksana un videomakslas véstures trikums Latvija
rosina savienot ieskatu medija ipasibas ar laikmetigiem
estétikas jautajumiem un stastijumiem. Vairaki no
apskatitajiem videodarbiem atrodas uz laika robezas,
kad video pamazam nomaina digitalas tehnologijas,
tacu tie rezoné ar 90. gados laikmetigai un mediju
makslai aktualam témam, jautajumiem par virtualas
telpas uztveri un iegrimsanu (immersion) virtualaja vidé,
nelinaru stastijuma uzbdvi un interaktivitati — skatitaja
kontroli par, pieméram, stastijuma gaitu, vina iespéju
piedalities izzinas vai izvéles procesa. Sie darbi top
makslas institdciju vidé — izstadem, un to refleksija ir
virzita nevis uz vides, bet gan uz medija maksliniecisko
Tpasibu izzinasanu. Manuprat, tie liecina par 90. gadu
vidum raksturigo interesi par virtualas telpas kvalitatem,
tas procesu — ilgstamibas, telpiskuma, skanu ambiences,
informacijas distriblcijas nozimi cilvéka pieredzé. Tie
pievérsas pieredzes originalitates izpétei nevis ka “Open’—

27.

Helfert Heike. Technologial constructions of Space-Time // Media. Art. Net.
Ed. R. Frieling, D. Daniels. Vienna, 2004.

1980s “the hitherto carefully explored questions about
perception and technology were overshadowed by the
interest in narrative forms and subjective expression”?
The independent media and media activism movement
associated with the history of video art is not reflected in
Latvian art of the 1990s.

This section looks at some video and interactive works by Latvian

artists that in the 1990s were directed at the exploration of
the media and viewer perception. The late arrival of video and
the lack of video art history in Latvia encourage the idea of
uniting an insight into the characteristics of media with issues
of contemporary aesthetics and narratives. Several of the
video works examined find themselves on a time boundary
however, they do resonate with the themes relevant to 1990s
contemporary art and media art, questions on the perception
of virtual space and immersion into virtual space, the structure
of a non-linear narrative and interactivity i.e. the viewer’s
ability to control, for example, the course of the narrative,

the viewer's possibility to participate in the exploratory

or selection process. The works were produced within an
institutional — exhibition context and the reflection they offer
is directed not at the environment but at the exploration of
the artistic properties of the medium. In my opinion they
demonstrate the characteristic interest of the 1990s in the
qualities of virtual space, its process — the significance of

its duration, spatiality, sound ambience and dissemination

of information in human experience. They are directed at

Heike Helfert, ,Technologial constructions of Space-Time', Media. Art. Net.
Ed. R. Frieling, D. Daniels. Vienna, 2004.

socialaja, bet gan fenomenologiskaja — individualas
uztveres aspekta. Atrodoties uz video un instalaciju
makslas robezas, Sie darbi bieZi vien paliek arpus $o
patstavigo zanru véstures.

Video Latvija ienaca 80. gadu beigas, kad maksla tas balanséja

starp eksperimentalo kino un akciju makslas fikséjumu
(NSRD, Kristapa Gelza, Ojara Pétersona, Indula Gailana,
Ivara Mailisa darbos) un biezi noderéja par papildinajumu
makslinieku instalacijam vai bija akciju dokumentacijas
[idzeklis. 90. gadu sakuma par primaro elementu un
darba poétikas neséju video savas instalacijas izmantoja
Juris Boiko. Dekades sakuma video popularitati Latvija
rosindja un uzturéja Francu — latviesu (1990, 1991) un
Francijas — Baltijas (1992— 1994) videofestivali®® Lai gan
sakotnéji video nostiprinajas gan ka eksperimentals filmu
makslas zanrs, gan ka instalaciju poétiska sastavdala,

tas tomér tika lietots “skatisanas” konvenciju robezas,
neméginot paplasinat darba uztveres veidus vai veidot
alternativu telpisku pieredzi. 90. gadu vidd makslinieki —
Anita Zabilevska, Andris Fridbergs un Izolde Césniece —
pievérsas video, ta Tpasibu un efektu — realitates un

attéla telpas sakritibu, apzinas pldsmas un iltzijas
atspogulojuma, uztveres daudzveidibas — multisensoras
pieredzes izpétei.

28

Vairak par 90. gadu sakuma videofestivaliem un videomaklisas ainu
kopuma skatit Ligas Miezites Jensenas raksta “Videomakslas iluminacijas.
Latvija. Devindesmitie” $aja izdevuma.

the examination of the originality of the experience but

not in the social aspect as in the case of Open but from the
phenomenological, the individual perception aspect. Being on
the boundary between video and installation art, these works
often remain outside the history of these independent genres.

Video arrived in Latvia at the end of the 1980s when it balanced

between experimental cinema and the recording of action
art (the works of NSRD, Kristaps Gelzis, Ojars Pétersons, Indulis
Gailans, Ivars Mailitis) and often served as a supplement to
artists'installations or as a means of documenting actions.

At the beginning of the 1990s Juris Boiko was the first to use
video in his installations as the primary element, as the carrier
of the work'’s poetics. The popularity of video in Latvia at the
beginning of the decade was encouraged and maintained by
the French-Latvian (1990, 1991) and French-Baltic (1992-
1994) video festivals.® Although initially video took root both
as an experimental film genre and as a poetic component of
installations, it was, nevertheless, used within the boundaries
of "viewing” conventions without attempting to expand

the ways of perceiving a work or creating an alternative
spatial experience. Mid-1990s artists Anita Zabilevska, Andris
Fridbergs and Izolde Césniece turned to video to explore the
multisensory experience of its properties and effects — the
coincidence of reality and the image, the reflection of the
stream of consciousness and illusion and the diverse

forms perception.

For more information on video festivals and the video art scene in general
in the early 1990s see the essay by Liga Miezite-Jensena "Video Art
llluminations. Latvia. 1990s"in this anthology.
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Anita Zabilevska. Gleznotaja smilsu pulkstenis. 1993.

Anita Zabilevska. Painter’s Sand-Glass. 1993

Viskonsekventak saja laika uztveres un realitates

atspogulojuma problematikai savas video un telpiskajas
instalacijas pievérsas Anita Zabilevska. Par impulsu
makslinieces darbibai var uzskatit vinas glezniecibas un
makslas filozofijas, Tpasi fenomenologijas — Morisa Merlo
PontTideju —studijas. Viena no pirmajam instalacijam
“Gleznotaja smildu pulkstenis’, ka norada jau tas
nosaukums, maksliniece saméro statiska tradicionala
medija, glezniecibas, un laiku (ilgstamibu) aptverosa
video valodu. Instalacija pieci audekli — nosacitas ainavas
mijas ar pieciem videomonitoriem, kuros vérojama smilsu
plisma uz krasu joslas iezimétu centru. Maksliniece
uzsver medija ierobeZoto realitates atspogulojumu —
“atzisana, ka musu prieksa ir tikai il0zija, noved pie
PEDEJAS GLEZNAS'". Glezniecibu ka sarez§ita redzésanas
procesa — fiziska, psihologiska un iztéles vienotibas —

izpausmi apskata Merlo Ponti:“Zimé&jums un glezna ir
iekspuses arpuse un arpuses iekSpuse, kas rada iespéjamu
sajusanas divéjado raksturu (..), kas uzrada visu imaginara
problému!* Video $aja gadijuma parstav pieredzes
daudzpusibu, tas sintétismu — gan statisko krasas un
materialitates, gan ilgstamibas — laika un kustibas
pieredzes vienotibu. Zabilevskas videoinstalacijas var
skatit ka izaicinajumu un turpinajumu Merlo Ponti tézém,
jo tas parstav ne vien redzes il0ziju atspogulojumu,

bet ietver ari kustibas un skanas iespaidus. Pieméram,
instalacija “Piecas vienadas ainavas” (1994) tiek atkal
[idzsvarota un salidzinata piecos oranzos audeklos un
piecos videomonitoros redzama telpa. Kad videobildé
majas sienu nomaina loga aina un aiz ta redzama ainava

Ponti Moriss Merlo. Acs un gars. Riga, 2007, 27. Ipp.

Anita Zabilevska. Piecas vienadas ainavas. 1994.

Anita Zabilevska. Fit

In her video and spatial installations Anita Zabilevska was

the most consistent in reflecting the problems of the
perception of time and reality. Her painting and subsequent
art philosophy studies, especially phenomenology and

the ideas of Maurice Merleau-Ponty, may be regarded

as the impulse for her work as an artist. In one of her

first installations Painter’s Sand-Glass, as the title implies,

the artist compared the language of painting, a static
traditional medium, and that of time embracing video.

In this installation, five canvases — landscapes of a sort —
alternated with five video monitors showing sand flowing to
the centre marked by a coloured band. The artist points out
the medium’s limited reflection of reality: “acknowledging
that it is only anillusion in front of us leads us to THE LAST
PAINTING" Merleau-Ponty has examined painting as the
expression of a complex — physically, psychologically and

Identical Landscapes. 1994

imaginatively united process of seeing: “The drawing and
the painting are the exterior of the interior and the interior
of the exterior that creates the possibility of the dual nature
of perception [..], which presents the whole imaginary
problem.?? In this case video represents the many-sidedness
of experience, its synthetic nature — a union of both static
colour and materiality and the duration of the time and
movement experience. Zabilevska's video installations may
be seen as a challenge and a continuation of Merleau-
Ponty’s theses because they represent not only a reflection
of the illusion of sight but also encompass impressions

of movement and sound. For example, the installation

Five Identical Landscapes (1994) once again balances and
compares the visible space in five orange canvases and five

Moriss Merlo Ponti. Acs un gars. [Maurice Merleau-Ponty. Eye and Mind].
Riga, 2007, p. 27.
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|énam iekrasojas oranza (Iidzas esoso audeklu krasa),
darba paradas skanas fons. Savukart videoinstalacija
“"Austrumi Rietumi Dienvidi Ziemeli” salidzinama ar domu,
ka cilveka "kermenis redz un kustas, tas tur lietas loka ap
sevi”® — videomonitora plust horizontali sadalita ainava,
kuras puses slid pretéjos virzienos.

Apzinas atspulgu var meklét jebkura optiska tehnologija,

atkal cit&jot Merlo Ponti — jebkura tehnika ir ‘kermena
tehnika">' Lai arf video visskaidrak iezimé Zabilevskas
intereSu loku, tas nav vienigais vinas darbu medijs, tiem

30.

Turpat, 25. Ipp.

. Turpat.

Anita

Anita Zabilevska. Ainava. Izstade Baltic Jubilee '94. Pilsétvide Malmé, Zviedrija. 1994.

e. Exhibition Baltic Jubilee

Jen. 1994

4. Malmd

video monitors. When the video image shows the wall of
a house changing into a window scene and the landscape
beyond slowly turns orange (the colour of the adjacent
canvases), the work produces background sounds. On the
other hand East West South North can be compared to the
idea that the human “body sees and moves, it holds things
in a ring around itself"*® — the monitor shows a passing
horizontally split landscape whose halves are moving in
opposite directions.

The reflection of consciousness can be found in any optical

technology and to quote Merleau-Ponty again, any

kopuma raksturigi optiskie téli un izteiksmes lidzek|i -
logs, ekrans, spogulis, gleznas Cetrstdris. Skatitaja
klatbatnei, kustibai un skatisanas procesam, ne tikai
verojumam, nozimiga loma ir tiesi ne-video darbos.
Pieméram, telpiskaja instalacija “Intense Blue” (vardu
spéle —“intensivi zilais" un vienlaikus “intensivi skumjais”),
kura skatitajs saskaras ar izstazu telpa izkaisitiem
objektiem — atstajot pédas uz gridas izvietotos melnos
laukumos, konfrontéjoties ar viltus izejas spoguldurvim,
caur spilgti zilu filtru vérojot melnbaltu tilta fotografiju.

Virkne makslinieces darbu apvérs kinematografisko mediju
un paredz “baltu”kadra laukumu, ko ar saturu piepilda

olo Exhibition Plu

Anita Zabilevska. Personalizstade Plus Minus Baltijas makslas centra Bjérkanderska Magasinet, Visbija, Gotlande. 1999.

at Balti Cente tland

t, Visby

technique is a“body technique”?*' Although video marks
the Zabilevska's field of interest most clearly, this is not the
only medium she uses in her works; characteristic of her
work in general is the use of optical images and the means
of expression — a window, screen, mirror, the rectangle of

a painting. It is specifically her not-video works that play
an important role for the viewer's presence, movement
and viewing process and not just for the viewing itself. For
example, in the spatial installation Intense Blue (a word play
on the colour and the emotion), where the viewer came
across objects scattered around the exhibition space, while
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pats skatitajs. Zviedrijas pilséta Malmé instalacija "Ainava”
(1994) — pludmales namina logus aizstaj uz aru vérstas
spogulvirsmas, tadéjadi dubultojot ainavu un liekot
vérotajam skatit sevi taja. “Ce|otaja pastkarsu” (1998)
sérija starp kartitém ar vésturiskiem, koloniali eksotiskiem
motiviem paradas viena ar izgrieztu — tuksu kadra
laukumu, iluzoru rami: personiskas zidosas pieredzes
fikséjumam. Telpiskaja instalacija "Pluss Minuss” skatitajam
skarot vienu no trim izgaismotajiem gridas laukumiem,
kamera nekavéjoties parraidija attélu uz viena no trim
ekraniem. Tadéjadi, skérsojot tukso, triju laukumu
izgaismoto izstades telpu, skatitajs pats kluva par tas
“piepildijuma”un attéla dinamikas noteicéju.

Anitas Zabilevskas interesi par virtualas un realas telpas un

laika sakrittbu var salidzinat ar Jana Garanca radosajiem
projektiem digitalajos medijos, kas sikak apskatiti nodala
par tikla makslas projektiem.

Tsu bridi, galvenokart ar ironiskiem zemtekstiem,

devindesmito gadu vida ar interaktivitati eksperimentéja
Andris Fridbergs. Lidzigi Gintam Gabranam un Mikelim
Fiseram vina interesu loka ir makslas vides un dzives
realitates konfrontésana, ko makslinieks 90. gadu vidu
reizém panaca ar tehniskam vai pseidotehniskam
propozicijam. Realas un optiskas medija telpas atbilstibas
studija, visai tradicionalaja cilpas sléguma risindgjuma

bija A. Fridberga instalacija “Bez nosaukuma”izstadé

Andris Fridbergs. Bez nosaukuma. Izstade Zoom faktors. 1994.
Andris Fridbergs. Untitled. Exhibition Zoom Factor. 1994

leaving footprints in black areas on the floor, confronting a
false, mirrored exit door and observing a black and white
photograph of a bridge through a bright blue filter.

Many of the artist's works overturn the cinematographic
medium by including a “blank”frame to be filled in by the
spectator. In her installation Landscape (1994) in the Swedish
city of Malmg, the windows of a beach house were replaced
by outward facing mirrored surface thus doubling the
landscape and forcing the viewer to see himself in it. Among
the cards in the Traveller’s Postcards series (1998) featuring
historical and colonially exotic motifs, one had an area cut
out of it — an illusory frame in which to capture disappearing
personal experience. In the spatial installation Plus Minus,
when a viewer touched one of three illuminated areas of the

floor, a camera immediately transmitted the image onto one
of three screens. In this way, as the viewer crossed the empty,
bar three illuminated floor areas, exhibition space, he became
its "filling"and determined the dynamic of the image.

Anita Zabilevska’s interest in the coincidence of virtual and real

space and time may be compared to Janis Garancs' creative
projects using digital media that are examined more closely
in the section on net art projects.

For a brief period in the mid nineties, Andris Fridbergs

experimented with interactivity using mainly ironic subtexts.
Like Gints Gabrans and Mikelis Fisers, his field of interest is
the confrontation of the art environment with the reality

of life, which the artist achieved using technical or pseudo-
technical propositions. Fridbergs'installation Untitled at the
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“Sajata Nr. 30" (1993). Darba autors véléjies vizualizét
neatbilstibu starp binokularo cilvéka redz&jumu un
videokameras monokularitati. Telpa tika paraléli izvietotas
divas nosu pul3u rindas, kuram bija jasakrit ar videoekrana
redzamajam vertikalajam linijam. Skatitajs to varéja
panakt, tikai aizsedzot vienu aci un panakot redzes
monokularitati. Tacu, abas acis atverot, telpiska simetrija
neizbégami tika izjaukta.

Ironiskaku telpas iedomatu paplasinajumu arpus izstazu
zales Fridbergs piedavaja 1994. gada izstadé "Zoom
faktors” Darbs sastavéja no sesiem radiotelefoniem
un sesiem teksta ramisiem ar sunu aprakstu. Skanai
telefonos bija janak no sesiem mikrofoniem, kas
piestiprinati pilséta esosiem suniem — pacelot klausuli,
skatitajs varéja prieksstatit apstak|us arpus izstades
telpas. Ka konceptuals priekslikums (“dziva parraide”
netiek Tstenota) Fridberga projekts ir paspietiekama
provokacija un ironija par makslas saturiskumu,
pasnoslégtas makslas jégas “piesarnojums”ar ikdienisku,
trivialu paradibu vai kontekstu. Lidzigi ka makslinieka
darba“Jozefa suni sarga Paika piles”izstadé “Piemineklis’,
kur laikmetigas makslas klasiku Jozefa Boisa un Nam

Dzun Paika vardi tika savienoti ar sensora regulétam suna

rejam Rigas kanala sétmala.

Citadaku, narativa balstitu, iztéles un realitates telpas
[idznostatijumu piedavaja lzoldes Césnieces
1995. gada videoinstalacija“17 liecinieki” Piecu monitoru

Feeling No. 30 exhibition (1993) studied the compatibility
between real and optical media space using the quite
traditional loop technique. The author wanted to visualise

the non-correlation between binocular human vision and the

monocular vision of the video camera. Fridbergs arranged
two parallel rows of music stands that had to match the
vertical lines seen in the video screen. The viewer could only
do this by covering one eye, that is, with monocular vision.
With both eyes were open the spatial symmetry of the space
was unavoidably disrupted.

Fridbergs offered a more ironic imaginary expansion of the
space outside the confines of the exhibition with the
installation in the exhibition Zoom Factor (1994). The work
consisted of six radiotelephones and six small frames of text
with descriptions of dogs. The sound in the telephones was
to come from six microphones that were attached to stray
dogs in the city; lifting the receiver the viewer could imagine
situations outside to the exhibition space. As a conceptual
proposition (the “live transmission”did not happen),
Fridbergs' project is a self-sufficient provocation and irony
on the content of art, the “pollution” of the meaning of self-
contained art with everyday, trivial phenomena or context.
This was similar to the artist's work Joseph’s Dogs Guard Paik’s
Ducks for the Monument exhibition where the names of
contemporary art classics Joseph Beuys and Nam Jun Paik
were linked to the barking of a dog regulated by sensors by
the banks of the Riga city canal.

Izolde Césniece, with her 1995 video installation 77 Witnesses,
offered a different juxtaposition of imaginary and real space

videoinstalacija varéja skatit un noklausities 17 cilvéku
sapnu parstastus. Lidzas, atseviska telpa, apmeklétajs
varéja videokamerai izstastit savu sapni. Projekta
ierosinajums bijusas teorétiskas psihologijas studijas,
intence ar stastijuma starpniecibu “liecinieku” monologu
parvérst individuala iztéles aina.”17 liecinieku” literara
struktQra un pétijuma forma ir reta latviesu laikmetigaja
maksla, kura uzmanibu saista galvenokart vizualie téli un
to kultdratsauces. Lidzcilvéku portretéjums, stastijuma un
il0zijas lidznostatijums, personiska stastijuma vizualizacijas
problematika |auj salidzinat $T darba uzbavi ar arvalstu
maksliniecu, pieméram, Dziljanas Viringas vai Eija-Lisas
Ahtilas videodarbiem.

"17 liecinieki” pirmo reizi tika izstaditi kluba “Slepenais

eksperiments’, kas kuratores Ingas Steimanes vadiba
no 1995. lidz 1998. gadam darbojas ka alternativa
laikmetigas makslas telpa ar pastavigu karétu un
viesprojektu — multimedialu akciju, personalizstazu,
performancu — programmu. Izstazu darbibu finanséja
kluba bars, un 90. gadu vida “Slepenais eksperiments”
bija visilgdzivojosaka nekomerciala masdienu makslai
un multimedialiem projektiem atvérta telpa. Makslinieku
projektiem bija jarekinas ar kluba vidi, un ka vienu

no konceptualiem intervences un interaktivitates
darbiem kluba telpas var minét Arvida Alk3na izstadi
"APM"(1995). Darbu veidoja kluba elektroinstalacija
un dazi klat pievienotie stravas testeri, kuru sarkanas

based on the narrative. Viewers could watch and listen to
seventeen people relating their dreams on five monitors.

At the same time in a different room, visitors could tell their
dreams to a video camera. The inspiration for the project had
come from her studies of theoretical psychology and the
intention to transform the monologue of the “witness"into

a scene of individual imagination through the medium of a
narrative. The literary structure and the form of exploration

in 17 Witnesses is rare in Latvian contemporary art where
attention is mainly attracted by visual images and their
cultural references. The juxtaposition of the portrayal, narrative
and illusions of one’s fellow human beings, the issues relating
to the visualisation of a personal narrative allows us to
compare the structure of this work with the video works of
foreign artists such as Gillian Wearing and Eija-Liisa Ahtila.

17 Witnesses was first exhibited at the Secret Experiment club.

Under the management of curator Inga Steimane from
1995-1998, the club functioned as an alternative space for
contemporary art with a permanent programme for curated
and guest projects — multimedia actions, solo exhibitions
and performances. Exhibition activities were sponsored

by the club bar and in the mid-90s the Secret Experiment
was the longest surviving non-commercial space open for
contemporary art and multimedia projects. Artists' projects
had to reckon with the club surroundings and one of the
conceptual interventions and interactive works in the club
space that should be mentioned is Arvids Alksnis’s APM
(1995). The work consisted of the club’s electrical system to
which and some current testers had been attached. The red
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spuldzites uzradija stravas esamibu. Skatitajs par to
varéja parliecinaties, pakapjoties pa kapnitém un stravu
testéjot. Darbibas rezultats bija pozitivs un optimistisks:
“Strava irl” Konceptualaja noradé par acim grati tverama,
bet klatesosa realitates aspekta — “stravas” energijas
esamibu "APM"atgadina Zabilevskas darbus, savukart
vélmé pavérst domasanu arpus makslas vides —
Fridberga centienus. "APM"ir gandriz bezpriekSmetisks —
konceptualisma tradicija ta kodolu veido makslinieka
instrukcija un skatitaja “pétnieciska” lidzdaliba, ka to
savulaik raksturo kluba kuratore: “Darbs ir nekurliekams, jo
neiederéjas ne instalaciju, ne performancu kategorija.*

32 Steimane Inga. Paplasintam skatitaju lokam // Studija. 1999, Nr. 9, 59. Ipp.

= http:/ [re-lab.net

Arvids Alksnis. Interneta projekts Interaktivs? 1996.
Arvids Alksnis. Internet project Interactive? 1996.

lights of the testers showed the “existence” of a current. The
viewer could make sure of this by standing on some steps

and testing the current. The result was positive and optimistic:

“There’s a current!"The conceptual reference to an aspect
difficult to perceive with the eyes but nevertheless present in
reality — the existence of a current of energy — is reminiscent
of Zabilevska's work but the wish to “pull” thinking outside
the realm of art reminds of Fridbergs'activities. APM is almost
objectless — the nucleus of the tradition of conceptualism

is formed by the artist’s instruction and the viewer’s
“exploratory” collaboration, which was described by the club's
curator: “The work cannot be placed anywhere because it fits
neither the installation nor the performance categories.*?

32 Inga Steimane, “Paplasinatam skatitaju lokam”, Studija, 1999, no. 9, p. 59.

Projektu var saistit arf ar A. AlkSna turpmako radoso darbibu
elektroniskajos medijos, pieméram, projektu “Very hopeful”
(1998), kas lidzigi norada uz “tehnisko mitu’, zinamu, bet
ikdiena mazpazistamu kultGrvésturisku faktu — kosmosa
kuga “Voyager” misiju. Vélak ironisku “interaktivitates”
komentaru makslinieks piedava art tikla projekta
“interaktivs?’ kas sikak apskatits nodala par elektroniskas
makslas projektiem.

Citi tehnisko mediju un uztveres mijiedarbibu vai
interaktivitati pétosi projekti ir Armina Ozolina
hologrammas un instalacijas vai mehanikas un digitala
attéla apvienojums Daces Dzerinas, Antas un Ditas Pencu
instalacijas 90. gadu beigas.

(amD) o

This project also ties in with Alksnis's future creative activity in
the electronic media. For example Very Hopeful (1998) that
also refers to a “technical myth’, to a known cultural historical
fact, which is not so familiar in everyday life — the mission of
the spacecraft Voyager. Later, the artist also offered an ironic
“interactivity” commentary in his web project Interactive?,
which is described in more detail in the section on electronic
art projects.

Other projects we could mention that dealt with the interaction
or interactivity of technical media and perception are
the holograms and installations by Armins Ozolins or the
combination of mechanisms and digital images in the
installations of Dace DZerina and sisters Anta and Dita Pence
at the end of the 90s.
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b) Digitalie mediii un skatitaja lidzdaltba

leskats Latvijas makslinieku darbiba interneta vidé, tas izveide,

starptautiskajas saiknés un eksperimentos isuma sniegts
nakamaja nodala par mediju laboratorijas E-LAB darbibu
un detalizétak, veltot uzmanibu sadarbibas tikliem,
véstulkopam un akustiskajiem medijiem, — levas Auzinas un
Rasas un Raita Smitu esejas.® ST sadala ir veltita galvenokart
makslinieku individualajiem projektiem tikla vidé 90. gados,
kas |auj skart art tikla makslas un interaktivitates jautajumus.
Lidz ar E-LAB dibinasanu 1996. gada organizacija veicinaja
radosas tikla kopienas veidosanos Latvija, nodrosinot
tehnisko un zinasanu atbalstu jauniem dazadu Zanru —
literatQras, makslas, muazikas — projektiem tikla. Lielaka

dala no Sodien apskatamajiem darbiem ir izvietota uz
RIXC3* servera, dala uz Jana Garanca servera x-i.net>
Passaprotami, ka daudzi darbi jau ir parstajusi funkcionét
pilniba, jo vairs nedarbojas ar tiem salinkotas majas lapas.
Darbi virtualaja vidé parsvara radas bridi, kad internets vél
bija salidzinosi jauns medijs, nevis ka tagad — standartizéta,
ikvienam pieejama izpausmes platforma. Ta bija vide
eksperimentiem hiperteksta, komunikacijas un dizaina, art

33

34

35.

Par atseviskiem projektiem sk. arf . Auzinas LMA bakalaura darbu
"Elektronisko mediju kultdra Latvija 90. gadu beigas” (1999); A. Alk3na
LMA magistra darbu “Interneta maksla Latvija. 1996-1998" (1998);

M. Traumanes publikaciju Words-Worlds. New Media in Latvia zurnala
Mare Articum (2000, Nr. 2).

http://www.rixc.lv/projects/
http://x-i.net/links/

b) Digital Media and Viewer Participation

An insight into Latvian artists'work in the internet environment,

its formation, international links and experiments is given

in the next section on the activity of the media laboratory
E-LAB and in more detail looking at co-operation networks,
message boards and acoustic media in the essays of leva
Auzina and Rasa Smite.* This section deals mainly with
artists'individual projects on the web in the 1990s, which
also allows to touch upon web art and interactivity issues.
E-LAB was founded in 1996 and it encourages the formation
of a creative web community in Latvia by providing
technical support and know-how for new net projects in
various genres — literature, art and music. Most of the works
examined here can be found on the RIXC server** and

some are on Janis Grancs server x-i.net.* Understandably,
many works are no longer fully functional because the
linked websites do not exist anymore. Works in the virtual
environment mainly came about when the internet was a
relatively new medium and not like it is today, a standardised
platform for expression available to all but an environment
for experiments in hypertext, communication and design as

w
e

For details on individual projects see also the BA degree work by I. Auzina
“The electronic media culture in Latvia at the end of the 90s" (1999); Arvids
Alksnis's MA degree work for the Academy of Art"“Internet art in Latvia.
1996-1998"(1998); Mara Traumane, “Words-Worlds. New Media in Latvia"in
Mare Articum (2000, no. 2).

http://www.rixc.lv/projects/
http://x-i.net/links/

html programmeésanas valodas jomas. Likumsakarigi, ka
interese stradat tikla maksla saruka, kad tikls zaudéja sis
Tpasibas 90. gadu beigas.

1996. gada Arvida Alksna darbs “Interaktivs?”ir labs ievads

un trapigs komentars tikla makslas un interaktivitates
diskusijai - lietotaja interfeisa, t.i,, cilvéka un datora
interakcijas paredzamibai.

Uzklikskinot darba saikni, uz ekrana paradas lodzins ar

jautajumu “interaktivs?” un “OK”un “Cancel” ailém. Lai kada
batu lietotaja izvéle, jautajums parlec atpakal, nelaujot
aizvért lapu un blokéjot talako komunikaciju.

Interaktivitate ir viena no mediju un mediju makslas

pamatkoncepcijam — to skata gan ka medialu, gan
psihologisku faktoru, kas mainas Iidz ar komunikacijas
tehnologijam, komunikacijas kontekstiem un cilvéku
uztveri. Ka likums, kritiska nostaja ir pret “vienvirziena”

un trivialo, nerado3o lietotaja interaktivitati, par kuru
zobojas arT Alksnis. Makslinieks un kritikis Aleksejs Sulgins
savulaik komentéja: “Skatoties uz tadam |oti popularam
mediju makslas formam ka “interaktivam instalacijam’, es
vienmeér brinos, cik |oti cilvéki sajasminas par $o jauno
manipulacijas veidu. Vini priecigi seko loti nedaudzajam
opcijam, ko piedava makslinieki — nospiest labo vai kreiso
taustinu, palékties vai sédét*° Tacu mediju maksla péta so

36.

Alekseja Sulgina citats no: Tilman Baumgaertel “[net.art], Materialien zur
Netzkunst” Nirnberg, 1999.

well as in the field of programming in html. It is no surprise,
then, that interest in working in net art diminished when the
net lost its original character at the end of the 90s.

Arvids Alksnis's work Interactive? is a good introduction and

poignant comment on the discussion on net art and
interactivity — the user interface, i.e. the predictability of the
interaction between man and computer. On clinking the link
to the work a window appears with the choices “Interactive?’,
"OK"and “Cancel” Whichever choice the user makes, he is
returned to this window and cannot close the page and
preventing further communication.

Interactivity is one of the basic concepts of media and media

art; it is regarded as both a medial and a psychological
factor that ‘changes with communications technologies,
communications contexts and human perception” As a rule
the critical stance is against “one-way” and trivial uncreative
user interactivity that Alksnis also makes fun of. Artist and
critic Aleksei Shulgin once commented: “Looking at such
popular forms of media art as “interactive installations’, |
always wonder at the great enthusiasm shown for this new
type of manipulation. People are happy to follow the very
limited options offered by the artists — press the right or left
button, jump up or sit down.”*® However, media art explores
this term in terms of social networks and co-operation, the
independent creative role of the spectator as well as the

experience of virtual space. Ideally, the internet enables

36,

Aleksei Shulgin quotation from: Tilman Baumgartel. [net.art], Materialien zur
Netzkunst, Nuremberg, 1999.
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terminu gan socialo tiklu un sadarbibas, gan

skatitaja patstavigas radosas lomas, gan virtualas
telpas pieredzes izpratné. Ideala varianta internets
Tsteno interaktivitati demokratiskas lidzdalibas un briva
komunikacijas tikla izpratné. Latvijas mediju maksla
ierobezoto lidzek|u un tas komunikativas ievirzes dé|
interaktivitate parsvara istenojas netart — tikla maksla;
iznémums ir vienigi Jana Garanca 3D datu instalacijas.
Arpus tas robezam un iespéjam paliek darba un tehnikas
ietilpigie interaktiva kino, telpisko instalaciju, virtualas
realitates eksperimenti.

Pirmie tikla darbi Latvija radas sadarbiba ar starptautisko

mediju makslinieku kopienu — Alekseju Sulginu,

Htu Bantingu, Pitu Sulcu, Andreasu Brukmanu, Vuku
Kosicu —Tsi péc pasa apzZiméjuma net.art paradisanas
1995. gada. Reizém tie veidoti ka komentars un atbilde
citu makslinieku darbiem un tajos ir uzsvértas mediju
kopienas saiknes un diskusijas. Ta E-LAB 1996. gada
projekts ,Rigafresh”ir dala no starptautiska kopdarba
,Refresh”, kas 10 sekunzu intervalos sacilpoja 20-30 tikla
makslas méjas lapu, kas atradas uz serveriem dazadas
pasaules valstis. Ka vairums agrino tikla makslas projektu
,Refresh” problematizéja “makslas” konvencijas — piedavajot
cilpas automatismu, kopigu autoribu un nematerialu
“saslégsanas” procesu ierasto stabilo “darba’, "autora’,
“makslas institacijas” vieta. ,Rigafresh”Tstenojas ka mazaka,
uz E-LAB servera izvietoto Latvijas makslinieku darbu

interactivity in terms of democratic participation and a free
communications network. In Latvian media art, because
of limited resources and the communicative direction it
has taken, interactivity mainly takes the form of net art,

the exception being Janis Garan¢s'3D data installations.
Interactive cinema, spatial installations and virtual reality
experiments, because of their labour and technology
intensive nature, remained beyond the means.

The first internet works in Latvia came about in co-operation

with the international media artists'’community — Aleksei
Shulgin, Heath Bunting, Andreas Broeckmann, Vuk Cosic —
shortly after the term net.art appeared in 1995. Sometimes
these works would take the form of comments and replies
to the works of other artists and they would emphasise the
links and discussions of the media community. Thus the
1996 E-LAB project Rigafresh was part of the international
group project Refresh that at 10 second intervals looped
20-30 art homepages that were on various servers around
the world. Like the majority of early net art projects Refresh
questioned “art” conventions by offering the automatism of
the loop, joint authorship, and a non-material ‘connection”
process in place of the stable "work’, the “author”and the “art
institution”. Rigafresh was realised as a shorter loop of Latvian
artists'works hosted by the E-LAB server?’ For the 1997 Ars
Electronica festival Arvids Alksnis created a commentary on
Aleksei Shulgin's net work and concept of “Form art”; Alksnis
arranged the graphic forms of Shulgin’s page so that the

Project participants: Janis Garancs, Arvids Alksnis, Gints Gabrans, Toms
Viting, Raitis Smits and Rasa Smite.

cilpa.¥” Savukart 1997. gada festivala ,Ars Electronica”
Arvids Alksnis veidoja komentaru Alekseja Sulgina

tikla darbam un koncepcijai “form art” — makslinieks
sarindoja Sulgina lapu dizaina grafiskas formas,
pakapeniski meklétaja lodzina veidojot jautajumu
"FORMARTtoURLART?", tadéjadi aproprigjot ironizéjot

par Sulgina ieviesto, ari ironisko, jaunas mediju makslas”
paveidu. Jaatzimé, ka Arvida Alksna projekti 90. gadu vida
vistrapigak izgaismoja interneta un mediju makslas aprites
likumus, to specifiku — interaktivitati, dalito autoribu,
tehnologiskos nosacijumus.®

Tikla makslas pieméri Latvija saja laika atspoguloja ar

internetu saistitas diskusijas, tematiski tajos var sazimét
vairakas tendences, kas devindesmitajos gados aktualas
mediju kopienai, tas debatém kopuma.

Viena no tam ir anketas un datu bazes formu un funkciju

izmantojums, kas |auj iegUt un apspélét skatitaja
sniegto informaciju. Pieméram, uz internetu ka anonimu
un mazizpétitu telpu atsaucas Raita Smita projekts
"Vélésanas" - ,Rigafresh” ietvaros. Majas lapas ailé
ierakstot savu vélmi, lasitajs sanéma apstiprinajumu, ka
ta piepildisies. Vélmes tika saglabatas projekta datubazé.
Ka komentéja Smits: “Sis projekts ir ka naivs joks par
manu ka interneta lietotaja nelielo pieredzi. Vai més visi

Projekta piedalijas Janis Garancs, Arvids Alksnis, Gints Gabrans, Toms Vitin3,
Raitis Smits un Rasa Smite.

http://re-lab.net/F/

question "FORMARTtoURLART?" gradually appeared in the
search window, thus appropriating and ironising on the “new
media art”introduced by Shulgin (also ironically). The 1990s
projects by Arvids Alksnis most accurately demonstrated the
rules of the internet and media art scene and their specifics —
interactivity, shared authorship, technological conditions.*®

Examples of net art in Latvia at this time reflect the discussion

on internet related issues; the subject matter shows several
tendencies that concerned the media community in the 90s
and the debate in general.

One of the themes was the utilisation of the forms and

functions of questionnaires and databases that permit the
acquisition and manipulation of information provided by
users. For example, Raitis Smits’ contribution to RigaFresh
was Wish, which made reference to the internet as an
anonymous and little-explored space. The reader would
enter his/her wish on the homepage and receive a
confirmation that it would be fulfilled. The wishes were
stored on the project database. As Smits commented: “This
project is like a naive joke about my lack of experience as an
internet user. Don't we all sometimes go astray forgetting
what we really wanted to find?” Questionnaires were also
used in Gints Gabrans'net projects that were described
earlier - the sociological survey in Stairway to Heaven*

and the phoney religious sect project Spheroid Parish*

39

40,

http://re-lab.net/F/
http://home.parks.Iv/E-LAB/notikums/
http://re-lab.net/spheroid/
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reizém neapmaldamies, aizmirstot, ko patiesiba esam
grib&jusi atrast?” Anketas formas izmantotas ari jau
apskatito Ginta Gabrana projektu tikla risinajumos — darba
"Kapnes debesis" sociologiskaja aptauja un “Sveroidu
draudzes™® - viltus religiskas sektas projekta, kas piedavaja
noteikt ikviena dievisko sféru un iespéju pret atlidzibu

k|Gt par draudzes biedru.*' 1998. gada Stokholma izstadé
“ArtGenda” Sandris Marins Tstenoja darbu—pétijumu
“Connection”, kura interneta aptaujas veida ltdza cilvékus
dalities sava narkotiku un seksualaja pieredzé. Vélak,
maksliniekam sazvanoties ar respondentiem, sarunas tika
dzivaja parraiditas izstades telpa. Organizétaji, uztverot
darbu ka narkotiku propaganduy, to aizliedza. Minéta

39.

40.

41.

http://home.parks.lv/E-LAB/notikums/

situacija un darba provokativais raksturs — tabu tému
publicitate —, veidoja komentaru interneta — atvértas
sabiedriskas telpas raksturam, kura anonimitate nodrosina
gan ikdieniskas, gan sabiedribai neakceptéjamas
informacijas plasmui.

Veids, kada tikla maksla nereti imité un poetizé interneta

vides raksturuy, ir ari falsificétu, hibridu un aizgatu
identitasu radisana, pieméram, jau minétaja projekta
“Sveroidu draudze”vai vairakos Pétera Kimela veidotajos
projektos. Pieméram, tikla darbu kolekcija — izlasé IR UZ"#
Darbs ir veidots ka Uzbekijas KultGras un izglitibas
ministrijas rikota netart online izstade, kurai “jaatbalsta

un jaiedvesmo netart pionieri Uzbekija"* Izstade sevi

Alksnis Arvids. Interneta maksla Latvija. 1996-1998. Magistra darbs. Latvijas

4. http//iruzx-i.net/
http://re-lab.net/spheroid/ 4
Skatit 3i raksta nodalu “Domasanas projekti: intervences sabiedriska telpa” Makslas akadémija. 1998.
0o spheroid parish
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STHEBIAS, Q..

PRRISH

When you gaze into the gllittering nightsky you can see stars which you think are alive, but they are dead as dead can be and thery are s cold as cold can be. Only their light continues to come to us
from the farthest depths of space (speed of light- 300 000 KM per. sck).

And likew moment on some distant stars, you are like you were several years earlicr on the planet Earth.Is it possible. for example. that on the Moon you can e seen reading the beginning
Gt i 17l e G a1 oty o e Tl vt e o o ey Aty s M b iy st e
carlier

0-Ox()=( }

() toddaysdate

() ducofbritn

() speed of light (300 000 km/s)
st THE DIVIDE BIRTH SPHERE

Follow the first ritual step - enter your bate of birth in the table and find out the distance to the sphere where your birth is now being witnessed - The Divine Birth Sphere.
Your Age please: july 29, 1976

Youare daysold: 12292

Example: (november 1,1966)

Youareoursold: s

You are minutes old: 57

Gints Gabrans. Sveroidu draudze.

Gints Gabrans. Spheroid

where people could discover their divine sphere and had
the opportunity, for a fee, of becoming a member of the
parish." At the 1998 Stockholm exhibition ArtGenda, Sandris
Murins realised his work-research Connection in which he
used an internet questionnaire to get users to share their
experiences of sex and drugs. Later the artist would phone
the respondents and the conversations were transmitted
live in the exhibition space. The organisers saw this work
as propaganda for narcotics and banned the work. This
situation and the provocative nature of the work (publicity
for taboo subjects), created commentary on the nature of
the internet and the open public space, where anonymity

http://re-lab.net/spheroid/
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enables a flow of both everyday information and that which
is unacceptable to society

The way net art sometimes imitates and poetises the character

of the internet environment can also include the creation

of false, hybrid and borrowed identities as in the Spheroid
Parish or in several projects by Péteris Kimelis. As an example
we may mention Kimelis' collection-selection of net works
IR UZ* The work was created as an online net art exhibition
organised by the Uzbekistan Ministry of Culture and
Education that “should be supported and inspired by the
net art pioneers in Uzbekistan"** The exhibition is presented

42

4

http://iruz.x-i.net/
Arvids Alksnis, Op cit.
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prezenté ka low-tech darbu izlase, “pamatojot, ka Uzbekijas
zemais komunikéaciju tehnologiju lTmenis nepielau;j
sarezgitu un apjomigu darbu apskati” Projekta adrese
satur Uzbekijas doména vardu "uz’, kas skietami norada
uz lapas piederibu $is valsts apakssistémai. Cita projekta
"Z<anna DA"Kimelis télaini apvienojis tris dazados laikos
un valstis dzivojoso sieviesu identitasu fragmentus —
Zannas d'Arkas, Dzeinas (ASV) un Monikas Pormales
(Latvija) interesu linkus, viesu gramatu, fotografijas,
fragmentaras atsauces tikla. Saja laika Péteris Kimelis
bija viens no E-LAB tikla radio Ozone parraizu sesiju
veidotajiem, 1998. gada kopa ar Sergeju Timofejevu,
Kasparu Vanagu, Rasu Smiti un Raiti Smitu vini veidoja
tieso parraidi no izstades "Ventspils. Tranzits. Terminals”
agitvilciena Riga—Ventspils. Mobilas geografiskas telpas
notikumi tika parraiditi interneta radio vidé. Tiesraide
interneta tika veikta ar mobilo telefonu palidzibu, raidot
muaziku, dzinglus un vilciena notiekosas improvizétas
sarunas un intervijas.

Tikla vides piedavata hipermediala un nelineara stastijjuma

forma izmantota Izoldes Césnieces trisdaligaja projekta
“Upe straume krasts’* kura maksliniece pievérsas laika
pldsmai un paaudzu lidzibam. Noradot uz pagatnes,
tagadnes un nakotnes saistibu, darbs ieklauj attélus,
tekstus, animaciju, skanu, dazadus stastijuma limenus —
izmantojot interneta ka multimedija narativas iespéjas.

http://re-lab.net/izolde/upe/ ; http://re-lab.net/izolde/straume/

as a selection of low-tech works with the justification that
“the low level of communication technologies in Uzbekistan
prevents a complex and large-scale examination of works”.
The project’s address includes the Uzbek domain name “uz’,
which would indicate that the page belonged to one of
this state’s subsystems. For Z<anna DA Kimelis imaginatively
combined fragments of the identities of three women living
in different times and countries — Joan of Arc (France), Jane
(USA) and Monika Pormale (Latvia) — their interest links,
guest books, photos and fragmentary references on the
net. At this time Kimelis was one of the producers of the
broadcasts of the E-LAB net Radio Ozone. In 1998, together
with Sergejs Timofejevs, Kaspars Vanags and Raitis Smits,
they produced a live broadcast from the Ventspils. Transit.
Terminal agit-train from Riga to Ventspils. Events from a
mobile geographical environment were transmitted in

the internet radio environment. Live transmission over the
internet of music, jingles and improvised conversations and
interviews on the train was achieved through the use of
mobile telephones.

The hypermedial and non-linear form of narrative offered by

the net environment was used by Izolde Césniece for her
three-part project River Stream Shore** where she turned her
attention to the passage of time and similarities between
generations. Indicating the ties between the past, present
and future, the work includes images, texts, animation,
sound and various levels of narrative using the narrative
possibilities of the internet as multimedia. Like Césniece’s
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Lidzigi ka Césnieces videodarbs “17 liecinieki’, art“Upe
straume krasts”ir viens no retajiem piemériem Latvijas
maksla, kura tiek eksperimentéts ar stastijuma formu. Uz
RIXC servera ir atrodamas ari 90. gadu beigas iesaktas
individualas rakstnieku un makslinieku lapas — pieméram,
Alises Tifentales, Paula Bankovska, Sergeja Timofejeva,
Arna Balcus majas lapas, kas tolaik izmantoja hiperteksta —
dazadu teksta fragmentu un attélu salinkosanas iespéjas,
kuru sekvenci var brivi izvéléties lasitajs. Lielakoties gan $is
lapas tagad jau ir aktualizétas un satur jaunu informaciju
ikdieniska forma. Hiperteksts ir vél viena interneta paverta
téma, kas tika plasi apspriesta 90. gados, pretnostatot un
salidzinot digitalo bilzu un hiperteksta organizacijas un
drukata varda kultaru.®

e

Virkne tikla darbu —"Kapnes debesis”vai“LN Sieviesu ligas”

projekts “Sirdis"ir izstazu darbu online versijas. Savukart
Arvida Alksna, Pétera Kimela, Martina Ratnika un Dzintara
Li¢a kopdarbs — multimediala interaktiva instalacija

“Very Hopeful bija Alké$na interneta darba “Welcome”
turpindjums. Stasta kodols ir agentdras NASA 1977. gada
Tstenota zinatniski utopiska misija “Voyager”, kura kosmosa
telpa tika nosatiti divi kosmosa kudi ar informaciju par
Zemi un tas iedzivotajiem — attéliem, skanu un valodas
paraugiem, cerot, ka tos kadreiz varés atrast un nolasit

45
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Pieméram, U. Eko eseja “The Future of the Book” http://www.
themodernword.com/eco/eco_future_of_book.html

http://very.re-lab.net/

video works 17 Witnesses and River Stream Shore are also rare
examples in Latvian art where there is experimentation with
the form of narrative. The RIXC server also hosts individual
writers’and artists"homepages begun in the late 90s. For
example, there are the homepages of Alise Tifentale, Pauls
Bankovskis, Sergejs Timofejevs and Arnis Balcus, which then
used the hypertext possibilities of linking various images and
fragments of text whose sequence could be freely chosen
by the user. For the most part these pages have now been
updated and contain new information in an everyday form.
Hypertext was another theme opened up by the internet
widely discussed in the 90s comparing and contrasting the
culture of the organisation of digital images and hypertext
with that of the written word.*

A whole series of works on the net including Stairway to Heaven

and the LN Women'’s League project Hearts are online
versions of exhibition works. On the other hand the joint
multimedia interactive installation Very Hopeful'® by Arvids
Alksnis, Péteris Kimelis, Martins Ratniks and Dzintars Licis
was a continuation of Alksnis's internet work Welcome. At
the heart of the story is NASA's 1977 scientifically utopian
“Voyager" mission, which sent two spacecrafts into the
cosmos with information about Earth and its inhabitants —
images, sounds and examples of language in the hope that
one day they would be found and understood by alien
civilisations. Paraphrasing NASA comments on the mission

46,

For example the Umberto Eco essay “The Future of the Book” http://www.
themodernword.com/eco/eco_future_of_book.html

http://very.re-lab.net/
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arpuszemes civilizacjas. Parfrazéjot NASA komentaru
misijai ka “loti cerigai zinai par Zemi’, projekts ar 20 gadu
distanci uzdeva jautajumu “Can we say something very
hopeful about this planet?” Instalacijas telpa tika piepildita
ar 1977. gada NASA un 1998. gada makslinieku veidoto
attélu un animaciju projekcijam un skanu paraugiem.
Projekta “Welcome”tika izmantotas arf lietotaju iesatitas
bildes. No izstazu telpas Laikmetigas makslas centra Vilna
skanu un bilzu plasma tika parraidita ari interneta, un to
bija paredzéts kontrolét no Rigas.

¥ e

Tehniski sarezgitus, programmésana balstitus projektus laika

no 1996. gada ir veidojis viens no E-LAB dibinatajiem
Janis Garancs, kurs péc glezniecibas studijam LMA
studéja video un 3D animaciju Zviedrijas Karaliskaja
makslas augstskola un vélak Kelnes Mediju makslas
augstskola. Viens no vina pirmajiem tikla projektiem
,Internet Digester”ir veidots 1996. gada, taja tika radita
parltkprogramma, kas atspoguloja interneta hiperlinku
struktQras — ievadot URL adresi, tika interpretéts un
mainits majas lapas grafiskais dizains. 90. gadu beigas
Garancs veidoja vairakus tehniski attistitus projektus
sadarbiba ar Zviedrijas institGcijam, pieméram, VEMM
(Virtuali eksperimentalais modernas makslas muzejs
Stokholma), kur tika radita 3D digitala VEMM digitalas
makslas muzeja telpa (modelis), kuras norises savienotas
un sinhronizétas ar redlo VEMM vidi un norisém. Laika
péc 2000. gada Garancs veidoja vairakas telpiskas un

as “very hopeful news about Earth’, with a distance of 20
years, this project asked the question “Can we say something
very hopeful about this planet?" The exhibition space was
filled with NASA's 1977 and artists' 1998 images, animation
projects and sound clips. The Welcome project also used
pictures supplied by users. The stream of sounds and
images was also transmitted from the Vilnius Contemporary
Art Centre on the internet and was intended to be
controlled from Riga.

From 1996 Janis Granés produced technically complicated

projects based on programming. After his painting

studies at the Latvian Academy of Art, Garancs, one

of the founders of E-LAB, went on to study video and

3D animation at the Royal University College of Fine Arts

in Sweden and later at the Academy of Media Arts in
Cologne. For one of his first web projects Internet

Digester (1996), he created a browser that reflected the
structures of the internet’s hyperlinks; entering a URL
address a homepage’s graphic design was interpreted

and transformed. At the end of the 90s Garancs created
several technically advanced projects in collaboration

with Swedish institutions, for example, VEMM (Virtual
Experimental Modern Museum) in Stockholm when a

3D model of the VEMM digital art museum was created
whose events where connected and synchronised with the
environment and events of the real Museum of Modern Art.
After 2000 Garancs produced several spatial and interactive
media installations, often in 3D, whose data stream of
various sources transformed the visual nature of the space

interaktivas, biezi 3D mediju instalacijas, kuras dazadu
avotu parraidita datu plisma mainija telpas vizualitati
un skatitaja orientaciju taja (“Cellular Flux. Cellular Cities”,
“Simulacrum Populi”*’).

Var pamanit, ka 90. gadu tikla projekti vairak ir virziti uz

konceptualu tikla vides un hipermediju izzinasanu

un apspéli, akustiskie eksperimenti, ka ari daliba
starptautiskajos tiklos parsvara notiek kopéjo E-LAB
aktivitasu ietvaros, piemeéram, radio Ozone parraidés.

Ap 1998. gadu ieziméjas robeza, kad interaktivie tikla
makslas projekti norimst, tikla tehniskas iespéjas un to
attistiba komercializéjas, un web 2,0 forma tas ka socials
un publicitates medijs k|Gst pieejams ikvienam. Péc

2000. gada mediju maksla lielaka uzmaniba tika pievérsta
projektiem, kas apvieno realas telpas pétniecibu un tas
atspogulojumu ar tikla starpniecibu (“Piens’, “Acoustic
Space Lab” - projekti, kas péta lokativo tehnologiju, GPS un
GPRS ietekmi), vai kopigiem audiovizualiem projektiem,
kas neparedz skatitaja aktivu lidzdalibu (“Clausthome”

un Martina Ratnika performance “Spektrosféra”). Medija
standartizésanas un mediju vides institucionalizacijas
process noteic, ka individualo, eksperimentalo intervencu
skaits tikla samazinas.

47

J. Garanca projektu aprakstus skatit: http://www.garancs.net/

and viewers' orientation in it (Cellular Flux. Cellular Cities;
Simulacrum Populi®’).

Noticeably the net projects of the 90s are directed more at

the exploration and experimentation with the conceptual
net environment and hypermedia; acoustic experiments as
well as participation in international networks mainly take
place within the framework of common E-LAB activities,
for example, the Radio Ozone transmissions. Around

1998 we can see a boundary with fewer net art projects,
the commercialisation of the net's technical possibilities
and their development and when in the form of Web 2.0,
this social and publicity medium becomes accessible to
all. After 2000 greater attention in media art becomes
turned towards projects that combine the exploration of
real space and its reflection with the help of the internet
(Milk, Acoustic Space Lab — projects that explored locative
technology and the influence of GPS and GPRS), or

group audiovisual projects that did not foresee the active
participation of viewers (Clausthome and Martin$ Ratniks'
performance Spectrosphere). The media standardisation
and media environment institutionalisation process meant
that the number of individual, experimental interventions
decreased.

47

Garancs'project is described at http://www.garancs.net/
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lIl. Maksla socialaja telpa, akslinieku
apvienibas un mediju makslas projekti

Raksta sakuma tika noradits uz pilsétvides un socialas
telpas savstarpéju attalinasanos 90. gadu gaita. Saja dala
apskatiti makslinieku sadarbibas projekti un apvienibas,
kas, sakot ar 90. gadu vidu, darbojas jauno komunikacijas
tehnologiju un starpdisciplinaras sadarbibas jomas un
atrod témas un auditoriju arpus etablétas vizualas makslas
vides, aktivi klatesot masu medijos un interneta telpa,
mérktiecigi vérsoties pie jaunas auditorijas — jauniesiem,
urbanam subkultdram, parastiem pilsétas iedzivotajiem.
Dazi no apskatitajiem projektiem darbojas ilgtermina,
vairaku gadu garuma (“Open’, E-LAB, “Orbita”), kas
lauj vérot, ka o nelielo organizaciju taktika (istermina
plani) parvérsas stratégijas, kas 90. gadu beigas jau
ir vérstas uz socialas vides un kultarpolitikas izmainu
jerosinasanu. Likumsakarigi tas sakrit ar dazu $o projektu
institucionalizaciju (E-LAB parveidosanas par RIXC; "K@2"
centra Liepaja un $o centru sadarbibas tikla izveide).

Makslinieku kopprojektu veidosanas 90. gadu otraja
pusé ir gan atbilde uz sabiedribai jaunam, oficialo
organizaciju neapskatitam kultdras paradibam —
personalizétas virtualas mediju telpas, interneta
straujo attistibu, sabiedribas noslanosanos,
patérétajsabiedribas veidosanos, dzivesveida, pilsétas

Il Art in the Soclal Space, Artists
Groups and Media Art Projects

At the beginning it was pointed out that the city space and
social space became mutually estranged during the 1990s.
In this section we look at artists' collaboration projects and
associations that, from the mid-90s, began to be active
in the fields the new communications technologies and
interdisciplinary collaboration. Here they found themes
and an audience outside the established art environment
being actively present in the mass media and internet and
purposefully turning to a new audience — youth, urban
subcultures and the ordinary residents of the city. Some of
the projects examined were long-term, lasting several years
(Open, E-LAB (Electronic Art and Media Centre), Orbita), which
permits us to observe how the tactics (short-term plans) of
these small organisations transformed into strategies that by
the end of the 90s were already directed at the promotion
of changes in the social environment and culture policy. It
follows that this coincided with the institutionalisation of
some of these projects (the transformation of E-LAB into RIXC,
the founding of the K@2 centre in Liepaja and formation of a
network of co-operation between these centres).

The appearance of artists'joint projects in the second half of
the 90s was both an answer to the new cultural phenomena
that were new to society and unexamined by official
organisations (personalised virtual media spaces, the rapid
development of the internet, societal stratification, the

radoso kultdru daudzveidibu, gan reakcija uz Latvijas
kultGras vides noskirtumu, starptautiskas aprites

un kultdras kontekstu trdkumu. Pédéjais aspekts ir
acimredzams E-LAB un “Open”darbiba: E-LAB pievérsas
sadarbibai tikla vidé un apgust starptautiski aktualas
mediju teorijas un mediju makslas vilni pavadosos
terminus, savukart "“Open” dekades beigas sevi poziciong,
atsaucoties uz Rietumu pétnieku izstradato vizualas
kultdras un kultdras teoriju analizi. Simptomatiski, ka
abu apvienibu makslinieki savai darbibai pieméro
"aréjas” — arvalstu starptautiskas teorijas un to tradicijas,
tacu, pieméram, feminisma iniciativas Latvija tiecas
norobezoties no starptautiska virziena, skatot sevi ka
lokalu fenomenu un ari paliekot 3aja nisa.

Latvijas vidé makslas apvienibu darbiba — sadarbiba,

kolektiva jaunrade, procesualitate, darbiba dazados
medijos un atvértiba citiem nevizualiem makslas
Zanriem —ir jauna prakse, tacu ta saknojas avangarda
veésturé (futaristu, dadaistu, Situationists International

vai laikmetigako grupu Guerrila Girls, Group Material,
Critical Art Ensemble praksé). Avangarda kustibas un

tam piederoso makslinieku darbibd dokumentacijas,
informativie mediji, procesuali pasakumi ieklaujas radosa
darba kategorija.*® Radosam apvienibam tagad un
vésturiski raksturigas vairakas stratégijas: kolektiva, kopiga
autoriba, kas veido pretmetu tradicionalajam autora

48

Sk. Burger Peter. Theory of the Avant-Garde. Minneapolis, 2004.

formation of a consumer society, the diversity of lifestyles
and the city’s creative cultures), as well as a reaction to the
detachment of the Latvian cultural environment and the
isolation from the international scene and cultural context.
The latter is obvious in the activities of E-LAB and Open:
Whereas E-LAB turned to society in the net environment and
learned about internationally current media theory and the
terminology pertaining to the media art wave, at the end

of the decade Open positioned itself with reference to the
analysis culture and culture theory as elaborated by Western
researchers. Symptomatically, in their activities the artists

of both associations applied “external’, that is, international
theories and their traditions whereas feminist initiatives

in Latvia tended to be dissociated from the international
movement regarding themselves as a local phenomenon
and remaining in this niche.

In the Latvian context, the activities of the artists’ associations —

collaboration, collective creation of new works, processuality,
work in various media and openness to other, non-visual art
genres —is a new practice but it has its roots in the history
of the avant-garde (the work of the futurists, dadaists,
Situationists International or contemporary groups Guerrilla
Girls, Group Material, Critical Art Ensemble). Documentation,
the informative media, events involving a process all belong
to the category of creative work in avant-garde movements
and the activities of their artists.” Creative associations,

now and in the past, have several characteristic strategies:
collective, common authorship that contrasts with

48

See Peter Burger, Theory of the Avant-Garde. Minneapolis, 2004.
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vienpersoniskumam, starpdisciplinaritate un

darbiba plasa mediju spektra, reakcija pret makslas

vides noslégtibu un elitarismu, procesualitate ka
pretmets tradicionalas makslas priekSmetiskumam,
publicistiska darbiba — darbu, rakstu, tulkojumu
pavairosana un izplatisana (ari véstulkopas). Apvienibas
biezi vien veido platformas — atbalstot un piedavajot
izteiksmes telpu citiem radosiem projektiem. 1996.
gada, piedaloties 1. festivala "Maksla+Komunikacijas’,
mediju makslinieks Aleksejs Sulgins rakstija par tikla
makslinieku stratégiju: “Esi pats sev propagandists
(publicists, kritikis); radi pats savu hermétisku apriti (ar
kopigu valodu); iemieso domu ka darbibu pasaulé, jo
valoda sakas ar kermeni pasaulé* Kolektiva prakse
visbiezak ir diskursiva — kopigos tekstos, koncepcijas,
valoda un informacijas apmaina bazéta, kas atspogulojas
gan apvienibu publicitaté, gan to izglitibas un diskusiju
projektos. Neformalo apvienibu darbiba notiek socialajos
radoso ideju un zinasanu apmainas tiklos, kas lauj tam
ignorét hierarhizétas publiskas telpas nosacijumus.

Saskana ar ietekmiga sociologa Manuela Kastela idejam
90. gadus bijusaja PSRS teritorija var skatit ka parejas
posmu no centralizétas vélini industrialas sabiedribas
uz globalas ekonomikas un digitalas tehnologijas
veidotu informacijas sabiedribu, kuras dinamiku nosaka
elektroniskas komunikacijas un digitalas tehnologijas

49, "Maksla+Komunikacijas” 1. konferences rakstu krajums. Riga, 1996.

traditional author individuality, interdisciplinariness,
activities in a broad spectrum of media, reaction to the
closed nature of the art scene and elitism, the process as
opposed to the traditional “objectiveness” of art, publication
— duplication and distribution of works, articles and
translations (including message boards). These associations
often form platforms supporting and offering space for

the expression of other creative projects. Taking part in first
Art+Communication festival in 1996, media artist Aleksei
Shulgin wrote about the strategy of net artists: “Be your own
propagandist (publicist, critic); create your own hermetic
circuit (with a common language); embody thought as
activity in the world because language begins with the
body in the world“® Collective practice most often has the
character of a discourse based on common texts, concepts,
language and the exchange of information. This is reflected
in the associations' publicity as well as in their education
and discussion projects. Informal association activities take
place on social networks for the exchange of ideas and
knowledge, which allows them to ignore the conditions of
the hierarchical public space.

According to the ideas of the influential sociologist Manuel
Castells, in the territory of the former USSR, the 90s may be
regarded as a transitional stage between a centralised late
industrial society to an information society based on the
global economy and digital technology whose dynamic
is determined by the information flows of electronic

49, Art+Communication, collection of articles from the 1st Conference, Riga,
1996.

informacijas plismas.®® Saucot o musdienu posmu ari par
“tikla” vai informacijas “‘pldsmu” sabiedribu, Kastels norada:
“No vienas puses, visa pasaule ir (nevienlidzigi) savienota
informacijas un attélu globalajos tiklos, kas nekavéjoties
(instantly) apcelo pasauli. No otras puses, mediji aizvien
mazak un mazak orientéjas uz masam.”!

Informacijas sabiedribas realitate ir viena no témam,

kuru lidzas jautajumiem par virtualas interneta telpas
paplasinasanos un makslas lomu jauno mediju vidé

un to veidotaja sabiedriba péta 1996. gada dibinata
makslinieku iniciativa E-LAB.>* Tas ideja rodas péc mediju
makslas konferences “Interstanding — Understanding
Interactivity" apmekléjuma Tallind un iepazisanas ar
starptautisko “tikla” makslas kopienu, tas idejam un
diskusiju forumiem — kultGras un politikas véstulkopam
“nettime” un “syndicate” E-LAB dibinataji ir makslinieki
Rasa Smite, Raitis Smits, Janis Garan¢s un makslas kritike
Alise Tifentale, vélak taja darbojas ari Arvids Alksnis,
Péteris Kimelis, Martin$ Ratniks un citi. Ka komenté Rasa

50.

52

Castells Manuel. End of Millenium: The Information Age // Economy,
Society and Culture. London, 2000.

. Castells Manuel. The Net and the Self. net_condition art and global media.

Ed. P Weibel, T. Druckrey. Cambridge. MA, 2001.

Sikak par E-LAB darbibu sk. Rasas Smites un Raita Smita rakstu

“Més esam tikla — més esam tikls" un levas Auzinas rakstu “http://rixc.v”
3aja krajuma, ka ari I. Auzinas LMA bakalaura darbu “Elektronisko mediju
kultara Latvija 90. gadu beigas” (1999), Arvida AlkSna LMA magistra
darbu“Interneta maksla Latvija. 1996-1998" (1998), M. Traumanes
publikaciju Words-Worlds. New Media in Latvia zurnala Mare Articum
(2000, Nr. 2).

communications and digital technology.*® Calling this
contemporary period as the network of information flow
society, Castells points out:"From one side the whole world
is (unequally) connected in global information and image
networks that instantly travel the world. On the other, the
media are becoming less and less oriented towards the
masses.”!

Alongside issues of the expansion of the virtual space of the

internet and the role of art in the new media environment and
the society it has created, the reality of the information society
is one of the themes explored by the artists'initiative E-LAB,
which was founded in 1996.5? The idea for E-LAB came after
visiting the Interstanding — Understanding Interactivity media
art conference in Tallinn and becoming acquainted with the
international “network”art community, its ideas and discussion
forums, the culture and politics message boards Nettime and
Syndicate. The founders of E-LAB were the artists Rasa Smite,
Raitis Smits, Janis Grancs and art critic Alise Tifentale who

were later joined by Arvids Alksnis, Péteris Kimelis, Martin$
Ratniks and others. Rasa Smite explained that the aim of E-LAB

Manuel Castells.“End of Millenium: The Information Age”from: Economy,
Society and Culture. London, 2000.

Manuel Castells."The Net and the Self’, In: P. Weibel, T. Druckrey (Eds.)
net_condition: art and global media. Cambridge. MA, 2001.

For more information on the work of E-LAB see: Rasa Smite and Raitis
Smits."We're in the network — we are the network”and leva Auzina's essay
“http://rixcIv”in this anthology, as well as the BA degree work by I. Auzina
“The electronic media culture in Latvia at the end of the 90s" (1999); Arvids
Alksnis's MA degree work for the Academy of Art“Internet art in Latvia.
1996-1998" (1998); Méara Traumane “Words-Worlds. New Media in Latvia"in
Mare Articum, 2000, Nr. 2.

LAIKMETIGA MAKSLA ~ SABIEDRISKA TELPA, MEDIJU IESPAIDS UN KOMUNIKACIJAS STRATEGIJAS 90. GADOS | 149



Smite, E-LAB mérkis bija “ierosinat elektronisko makslu
Latvija un radit vidi alternativai eksperimentalai makslai,
kas ieprieks eksistéjusi tikai andergraunda. (..) més
grib&jam radit makslas vidi ikdiena, nevis tikai

makslas izstadés!*?

No ta dibinasanas lidz 2000. gadam, kad jauno mediju

kultaras centrs RIXC parnéma daudzas laboratorijas
funkcijas, E-LAB darbojas divos sasaistitos virzienos.>*
Pirmkart, interneta un vietéjas radosas kopienas
“tikla" - sadarbojoties ar vietéjiem un arvalstu mediju
maksliniekiem un organizacijam, rikojot festivalus

53.

Rasa Smite intervija Marai Traumanei. Words-Worlds. New Media in Latvia.
Mare Articum. 2000, Nr. 2, 47. Ipp.

Saskana ar mediju pétnieka Tilmana Baumgertela daljjumu. Sk. Baumgértel
Tilman. Net Art. On the History of Artistic Work with Telecommunications
Media: net_condition. art and global media. Cambridge/Karlsruhe,

2000, S. 52-161.

“Maksla+Komunikacijas” (kops 1996. gada), organizéjot
lekcijas un radosas darbnicas, prezentacijas un
performances, izdodot rakstu krajumu “Akustiska Telpa”,
veidojot un uzturot véstulkopas Rezone un X-change.

Saja darbiba E-LAB var salidzinat ar mediju organizacijam
Mikro (Berline), V2_ (Roterdama), Backspace (Londona), The
Thing (Nujorka). Otrkart, no 1997. gada E-LAB nostiprinas
ka starptautiski aktivs “tikla makslas” — internetam
specifisks radoss projekts, kura darbibas centra ir
akustiskie eksperimenti interneta radio un kopprojekti
neatkarigo real-audio raiditaju tikla X-change, ar ko E-LAB
ieklaujas neformalo radoso apvientbu un skanas projektu,
pieméram, Irrational (Londona), Radioqualia (Adelaida),
Orang (Berline) loka.

1996. gada, kad E-LAB uzsaka savu darbibu, agrina tikla

maksla — meklétaja (browser) makslas un hiperteksa majas

Makslinieku grupas rigasZieds (Janis Avotins, Miks Mitrévics, Reinis Pétersons, Otto Zitmanis) interneta projekts. 1997 / 1999.
Artists' group rigasZieds (Janis Avoting, Miks Mitrévics, Reinis Pétersons, Otto Zitmanis) internet project. 1997 / 1999.

was “to encourage electronic art in Latvia and to create an
environment for alternative experimental art that previously
existed only underground. [.] we wanted to create an art
environment in the everyday and not just in exhibitions.>

From its founding until 2000 when the new media culture centre

RIXC took over many of the laboratory’s functions, E-LAB
worked in two connected directions.* Firstly in the internet
and the local creative community network collaborating with
local and foreign media artists and organisations, arranging the
Art+Communication festivals (from 1996), organising lectures
and creative workshops, presentations and performances,
publishing the Acoustic Space magazine, creating and
maintaining the message boards Rezone and X-change.

Rasa Smite in an interview with Mara Traumane “Words-Worlds. New Media
in Latvia" Op. cit.

According to the division by media researcher Tilman Baumgartel. See: Tilman
Baumagadrtel, Net Art. On the History of Artistic Work with Telecommunications
Media in net_condition: art and global media. Op. cit. pp. 52-161.

In its activities E-LAB may be compared with other media
organisations such as Mikro (Berlin), V2_ (Rotterdam), Backspace
(London) and The Thing (New York). Secondly, from 1997 E-LAB
had taken firm root as an internationally active internet specific
creative net art project. At the centre of its activities were
acoustic experiments in internet radio and joint projects with
the independent network of real-audio transmitters X-change.
This network enabled E-LAB to become involved in the circle
of informal associations and sound projects such as Irrational
(London), Radioqualia (Adelaide) and Orang (Berlin).

In 1996, when E-LAB began its activities, early net art — browser

art and the form of hypertext homepages was already quite
advanced and so the Riga artists began to experiment in the
newly developing field of live internet audio broadcasting
and analogue radio piracy discovering for themselves a non-
visual art medium that was different from the mass media.
At that time the internet served as an individual, alternative,
unconfined and uncontrolled channel for transmission.
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lapu forma jau bija visai attistita, tadé| Rigas makslinieki ar citiem raiditajiem pasaulé (X-Change tikla izveide) un
saka eksperimentét jaunienakosaja — interneta audio eksperimentéjot ar skanas parraidem tikla vide.
tieSraides un analoga radiopiratisma joma, atklajot sev
nevizualu makslas mediju, atskirigu no raidosajiem masu
medijiem. Tobrid interneta radio kalpoja par individualu,
alternativu un telpa neierobezotu un nekontrolétu
raidisanas kanalu. “Més mekléjam jaunu atvértu telpu,

un péksni ta paradijas. Akustiska telpa nekad nebas
noteicosa, ta ir ambienta, un ta darbojas trijas dimensijas,
akustiskie procesi vienmér atskirsies no vizualajiem.
Akustiska telpa ir cilvéka uztveres fong, lidz ar to jds

varat brivak to uztvert> Radio Ozone saka darbibu

1997. gada ar parraidém no E-LAB organizéto ,Open Zone”
seminaru un muazikas pasakumu sérijas un pamazam
paplasindjas, mekléjot kopigu sadarbibas formu interneta s6. httpy//www.varka.net/

_ 7. http//www.semema.org/ . Tas sastava: Girts Korps, Nils Austrums, Katrina
55, Rasa Smite intervija Marai Traumanei. Words-Worlds. New Media in Latvia. Teivane, Velga Kikuma.

Batiski, ka straujaja interneta un digitalo skanas un attéla
tehnologiju attistibas laika Rigas videi nozimiga k|Gst
E-LAB pasakumu un radioparraizu atvértiba vietéjiem
radosSajiem projektiem — muzikai, skanai, dzejai un
kultarteorétiskam lekcijam — formatam, ko paris gadus
ieprieks ierosinaja “Open” pasakumi. Tadéjadi termins
“jaunie mediji”Riga 90. gadu vid{ tika asociéts ar
jaunam neatkarigam un pieejamam tikla un reala laika
prezentacijas, informacijas aprites un izdevéjdarbibas
formam, kas 90. gadu beigas intereséja dazadu zanru
radosos projektus — ,Varka Crew”*° vai ,Semema”’ muzika,

800 explorer

Makslinieku grupas rigasZieds interneta projekts. 1997 / 1999

Artists’ group rigasZieds internet project

“We were looking for a new open space and suddenly we sound, poetry and culture theory lectures- a format that

found one. The acoustic space will never impose conditions; had been introduced a couple of years earlier by the Open

it is ambient and functions in three dimensions, acoustic events. Thus the term “new media”in mid-90s Riga became
processes will always differ from visual ones. The acoustic associated with new forms of independent and accessible
space is in the background of human perception, which net and real time presentations, dissemination of information
means it can be more freely perceived.”* Radio Ozone began and publishing that at the end of the 90s had become

in 1997 with transmissions from the Open Zone series of interesting for creative projects in various genres — Vark

seminars and music events organised by E-LAB and gradually Crew*® or S

in music, O in literature, ¢ Fresh

a

expanded as it looked for a common form of collaboration F5°?and >ds in the visual and media arts. In this way,
over the internet with other broadcasters around the world by developing the creative collaboration between different
(formation of the X-change network) and experimenting genres started by Open, the laboratory sparked off a wide and

with sound transmissions in the net environment.

http://www.varka.net

At a time of rapid development of the internet and digital sound
and image technologies, the openness of E-LAB events and
radio transmissions to local creative projects became very
important for the Riga scene; these projects involved music,

Members: Girts Korps, Nils Austrums, Katrina

emema.org

Smite in an interview with Mara Traumane, Words-Worlds. New Me
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,Orbita” literatra vai,99% Svaigs™®,,F5"° vai,rigasZieds”
vizualaja un mediju maksla. Tadéjadi, attistot jau,Open”
jezZiméto dazadu Zanru radoso sadarbibu, laboratorija
jerosinaja plasu un ilgstosu sadarbibas rezonansi Latvijas
jaunaja kultarvide.

E-LAB darbibas spektru atspogulo ari “Acoustic

Space”izdevums, sakotnéji veidojies ka festivala
“Maksla+Komunikacijas” materialus apkopojoss rakstu
krajums, kas apskata mediju kultarai aktualas témas
gan no starptautisko, gan vietéjo mediju iniciativu un
ekspertu skatpunkta.

LidZigi “Open” uz makslas praksi orientéta vieniba E-LAB

aizgUst |oti dazadas teorétiskas atsauces gan no
komunikaciju teorijas (Marsals Makldens, Pols Viriljo,
Daglass Deiviss), gan sociologijas (Pjérs Burdjé, Manuels
Kastels), gan poststrukturalisma (Zils Delézs, Felikss
Gvatari, Zaks Derida, Bruno Latdrs) un kultaras studiju
sféras, ko sakotnéji labi raksturo A. Sulgina norade:
~panemsim visas iespéjamas birkas un definicijas un
lietosim tas péc izvéles vai ari visas vienlaicigi®® Batiski,

58.

59.

60.

Ta sastava: Linards Kulless, Voldemars Johansons, Simona Veilande, Una
Meiberga, Emils Rode. Pasakumi: "Dzires” 1999. gada 1. maija, “Einsteina
sapni” 1999. gada 30.oktobri, U turn me on”2000. gada 11. marta (visi Riga,
,Zirgu pasta’ Dzirnavu 46).

Ta sastava: Liga Marcinkévica, Martins Ratniks, leva Rubeze, Ervins Broks,
Renars Kramins, Félikss Ziders.

Beikere Reicela. Maksla, vara un komunikacija 2. Konferences
“Maksla+Komunikacijas” materiali. Riga, 1996.

long-lasting resonance of co-operation in the new Latvian
culture environment.

The spectrum of E-LAB activities was also reflected in the

Acoustic Space magazine. The magazine started life as a
collection of articles for the Art+Communication festival
covering media culture related themes from both the
international aspect and from the point of view of local
media initiatives and experts. Similarly to Open, E-LAB

was also art practice oriented and derived its theoretical
references from a most diverse number of sources — from
communications theory (Marshall McLuhan, Paul Virilio,
Douglass Davis), sociology (Pierre Bourdieu, Manuel
Castells) as well as the field of studies in culture and post-
culturalism (Gilles Deleuze, Félix Guattari, Jacques Derrida,
Bruno Latour) that was initially aptly described by Aleksei
Shulgin's comment:“.let’s take all the possible labels and
definitions and use them selectively or all at the same time."®°
Important to note is that, as the media centre explored
various themes — the ether space of the net, international
networks of collaboration, the hybrid nature of culture
media architecture, researching and reacting to local
conditions, it transposed and adapted these theories to

the local Latvian or broader regional culture environment.
Finding itself in the borderland between locally inspired and
oriented activity on the periphery of Europe and current
world media culture themes also gave the media laboratory
international recognition. At this time groups such as Open

ka mediju centrs, pievérsoties dazadam témam - tikla
étera telpai, starptautiskiem sadarbibas tikliem, kultaras
hibriditatei, mediju arhitektQrai — un pétot vietéjos
nosacijumus un reagéjot uz tiem, parnes un samero 5is
teorijas ar lokalo Latvijas vai plasaku regionalu kultarvidi.
Atrasanas robezteritorija starp lokali inspirétu un orientétu
darbibu Eiropas periférija un aktualajam pasaules mediju
kultdras témam rada ari mediju laboratorijas starptautisko
atpazistamibu. Saja laika apvienibas,Open” un E-LAB saka
diskutét un pievérsa uzmanibu [idz sim makslas vidé maz
atspogulotajam sociologijas, varas analizes, politiskas un
komunikacijas teoriju, kultarteorijas ttmam. 90. gadu
beigas, kad interneta stabilizésanas un komercializésanas
apslapéja idejas par virtualas telpas alternativu, E-LAB
(vélak RIXC) pievérsas realas telpas apguvei, parnesot taja
virtualas telpas idejas un izpétes metodes — pieméram,
projekts  Acoustic Space lab" Irbené, Lokativo mediju
darbnica Karosta, Liepaja; patstavigas infrastruktdras —
RIXC Mediju telpas un lokalu organizaciju sadarbibas

tikla izveide (kopa ar ,K@2" Liepaja, NEKAC Kuldiga). Ka
apskatits raksta turpinajuma, st tendence ir simptomatiska
vairakam radosam apvienibam.

Devindesmito gadu beigas socialkritisku skatienu uz

sabiedribas izmainam un savu lidzsinéjo darbibu vérsa
ari ,Open”, kas rezultéjas vairakos nekonvencionalos,

uz iespé&jami plasaku sabiedribu vérstos projektos.

90. gadu vidd,Open” organizétie pasakumi izgaismoja

and E-LAB turned their attention to and began to discuss
themes that had hitherto been reflected little in the art
environment - sociology, the analysis of power, political and
communications theory and culture theory. When ideas

of a virtual space alternative became smothered by the
stabilisation and commercialisation of the internet at the end
of the 90s, E-LAB (later RIXC) turned its attention to mastering
real space transposing into it virtual space ideas and research
methods for example, the Acoustic Space Lab project

at Irbene and the Locative Media Workshop in Karosta,
Liepaja, the formation of a permanent infrastructure in the
collaborative network of the RIXC Media space and local
organisations (together with K@2 in Liepaja and NEKAC in
Kuldiga). As will be seen below, this tendency is characteristic
of many creative groups.

At the end of the nineties Open also takes up a socially critically

view of the changes in society and its activities to date. This
resulted in several unconventional projects aimed at the
widest possible audience. If the events organised by Open
in the mid-90s cast light on the new creative culture and
the pluralism and diversity of lifestyles, then at the end of
the decade Open distanced itself from the empiricism of
dance culture - "Dance culture — that means that life is just
one big adventure™ — and subjects models of consumer
society, corporate economies and the life styles and values
standardised by the advertising media to critical scrutiny.
Discovering the possibilities of an alternative living space

Rachel Baker, "Art, power and communication 2" Art+Communication 1st
Conference materials. Riga. 1996.

Kaspars Vanags in an interview with Ninuce Leimane, “Fucking bezspéciba”.
Literatara. Maksla. Més, 6-23. 07, 1998.
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jauno radoso kultaru un dzives stila pluralismu un
daudzveidibu, bet desmitgazu mija,Open” norobezojas
no deju kultdras empirisma - “Dance culture — tas nozimé
to, ka dzive ir viens vienigs liels piedzivojums™' — un
paklava kritikai patérétajsabiedribas, korporativas
ekonomikas un reklamas mediju standartizétos dzives
stila un vértibu modelus. Alternativas dzives telpas, dzives
veida iespéja un tas apzinasanas palika,Open”tematikas
centra, tacu vélakie projekti to skatija ka “patérétaju
sabiedribas utilitarajam nostadném alternativu pasaules

Kaspars Vanags intervija Ninucei Leimanei. Fucking bezspéciba. Literatra.
Maksla. Més. 1998, 16.-23. jalijs.

Katrina Neiburga, Péteris Kimelis, Kaspars Vanags. Projekts Téjas séne. 2000-2001.
Katrina Neiburga, Péteris Kimelis, Kaspars Vanags. Project T-Shroom. 2000-2001.

and lifestyle remain central topics for Open but their later
projects see this as an “alternative world view to the utilitarian
postulates of the consumer society”, as an individual decision
“not to take part”in the chain of capital flows, labour relations
or time management. For the project this focus opens

up a new field of anthropological research because the
‘outsiders” group consists of not only voluntary boycotters
but also those inhabitants and groups of inhabitants who
have not managed to fit in with the rhythm of the market,
which gives the projects their social character. If in the
mid-90s Open attempted to dilute the notion of art in the
apolitical entertainment and style sphere, at the end of

the 90s it is a social space and “educational” project.“To go
into the public space. If the viewer has left the gallery and

is sitting in front of the television, we go with him and talk
about the themes he doesn't see because he's turned to

redzé&jumu’ - individualu Iémumu nepiedalities kapitala
plismas, darba attiecibu vai laika menedzmenta kédé. Sis
fokuss paver projektam jaunu, antropologisku pétniecibas
lauku - jo autsaideru kategorija nonak ne vien brivpratigi
boikotétaji, bet ari tirgus ritma neieklavusies iedzivotaji
un iedzivotaju grupas, kas pieskir projektiem socialu
raksturu. 90. gadu vidt,Open”méginaja izskidinat
makslas jédzienu apolitiska izklaides un stila sféra, tacu
dekades beigas ta bija sociala telpa un “izglitojosa”
darbiba, projekts “let ieksa publiskaja telpa. Ja skatitajs

ir aizgajis prom no galerijas un séz pie televizora, més
vinam ejam lidzi un runajam par tam témam, kuras

the television.®? The characteristically eclectic, theoretical
platform of Open activism at this time was based in the socio-
critical tradition of the Frankfurt school, poststructuralism, the
culture critical writings of Jean Baudrillard, Hakim Bey, Susan
Sontag, Slavoj Zizek, Noam Chomsky, Guy Debord and the
research of Saskia Sassen into the socio-economic effects of
globalisation. Active intervention projects are important art
references from Barbara Kruger's and Jenny Holzer's works

in the city space to the actions of Situationists International,
RTMark and Adbusters.

The Open projects allow us to observe how the intervention

strategies of the late 90s coincide with changes in the
perception of the public space. An alternative is no longer

Kaspars Vanags in an interview with Margarita Zieda, "Open televizijas
sabiedribai”. Newspaper NRA supplement Talrade. Taldzirde, 2000, 4-11 Feb.
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vin$ neredz tapéc, ka ir pievérsies televizoram!®? ,Open”
aktivismam raksturigi eklektiska, teorétiska platforma

saja laika balstas Frankfurtes skolas socialkritiskaja
tradicija, poststrukturalisma, Zana Bodrijara, Hakima Beja,
Stzenas Sontagas, Slavoja Zizeka, Noama Comska, Gija
Debora kultarkritiskajos tekstos un Naomi Kleinas un
Saskijas Sasenas globalizacijas socidlekonomisko seku
pétijumos. Ka atsauces maksla svarigi ir aktivi intervences
projekti, sakot no Barbaras Kriigeres un DZenijas Holceres
pilsétvides darbiem [idz Situationists International, RTMark
un Adbusters apvienibu akcijam.

,Open” projektos var vérot, ka intervences stratégijas 90.

gadu beigas sakrit ar izmainam sabiedriskas telpas
uztveré. Alternativa vairs netiek mekléta “cita” skanu
un vizualaja ambiencé, bet gan nostadita ka griezigs

kontrasts pret nobriedusas patérétajsabiedribas

62.

Kaspars Vanags intervija Margaritai Ziedai. Open televizijas sabiedribai. NRA.
Talrade. Taldzirde. 2000, 4.-11. feb.

meinstrima tendencém ka intervence. Sakotnéji,
pieméram, projekta “Slaidlugas’, sabiedriska telpa
joprojam tika asociéta ar virtualo — televizijas raidlaika
telpu, tacu projektus “Téjas séne” un “Subversija pilsétvidé”
jau var skatit ka méginajumu situacionistu gara atgadt
pilsétas vidi un atrast skatitaju fiziskaja telpa. Ta ir
tendence, kas salidzinama ar makslas centru RIXC un
JK@2"lokalajam iniciativam.

Visos,Open” projektos arvien ir nozimiga reklamas,

informativo mediju — TV klipu, publikaciju, interviju
loma, kas ir likumsakarigi, jo,Open”kritikas virziba
pamata ir patérinu un dzives standartizaciju
atmaskojosa un izglitojosa. Individuala pieméra un
masu aizsprieduma kontrastésana,Open” atgadina
Gabrana un Fisera projektus.,Open” parvérs reklamas
telpu par sava véstijuma platformu, imitéjot un
apropriéjot ne vien reklamas kampanu, bet art
uznéméjdarbibas — veikala vai biroja formas.

Subversija pilsetvide. 2001.

ty Space. 2001

searched for in a ‘different” sound and visual ambience but is
positioned as a sharp contrast with mature consumer society
mainstream tendencies, as an intervention. Whereas at the
beginning, the Slideplays project for example, the societal
space is associated with the virtual, television broadcasting
time space, the subsequent T-shroom and Subversion in the City
Space projects can already be seen as an attempt in the spirit
of the Situationists to regain the city environment and find the
viewer in the physical space. This tendency can be compared
to the local initiatives of the RIXC and K@2 art centres.

Advertising, informative media, TV clips, publications and

interviews continued to play an important role in all the
Open projects. This was to be expected as the direction of
Open criticism of the standardisation of consumption and
life is basically unmasking and educational in character.

In its juxtaposition of the individual example and mass
preconceptions, Open is reminiscent of the projects by
Gabrans and Fisers. Open transforms the advertising space
into a platform for its message by imitating and appropriating
not only the forms of advertising campaigns but also those of
business — the shop or office. Projects are realised collectively
with curator Kaspars Vanags collaborating with artists. The
first project to exploit the TV advertising format was Slideplays
in February 2000. In their attempt to reach television viewers,
artists created eight® stories-commentaries on the alienation
of media and advertising visuality and themes from the real
picture on the Latvian societal and geographical periphery.
Working with Katrina Neiburga and Péteris Kimelis, the end

Authors — Beatrise Gore, Kirils Kirasirovs, Mikelis Fisers, Monika Pormale, F5,
Gatis Rozenfelds and Fakts, Martins Grauds.
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Projekti top kolektivi, kuratoram Kasparam Vanagam
sadarbojoties ar maksliniekiem. Pirmais 2000. gada
februari TV reklamas formata tapa projekts
“Slaidlugas”, kura, méginot sasniegt cilvékus TV
ekrana prieksa, makslinieki veido astonus®® sizetus —
komentarus mediju un reklamas vizualitates un tému
atsvesinatibai no realitates ainas Latvijas socialajas un
geografiskajas periférijas. Gada beigas sadarbiba ar
Katrinu Neiburgu un Péteri Kimeli veikala un reklamas
kampanas forma notika anti-bodes projekts “Téjas
séne’, kura padomju laiku relikts — t&jas séne — klTst
par dalisanas kultQras, pretpatérina, antikokakolizacijas
véstijuma simbolu. 2001. gada septembri tam sekoja
plasa,Subversijas pilsétvidé” kampana, kura reklamas
laukumu vieta Riga tika izvietoti arvalstu un Latvijas
makslinieku pret korporacijam, to vértibam un

63. Autori: Beatrise Gore, Kirils Kirasirovs, Mikelis Fisers, Monika Pormale, Pavela
Vladimirska, F5, Gatis Rozenfelds un Fakts’, Martin3 Grauds.

motiviem vérsti plakati, kurus papildinaja lekciju un
filmu programma.®

,Open”projektu islaicigais raksturs uztur tos radosu
maksliniecisku projektu statusa, nelaujot pilniba ierotét
sociala projekta vai aktivisma joma. Ir vairaki iemesli, kadé|
"Open”un ta projekti pastavigi nenoenkurojas vietéja vidé.
Lai ar tapusi sadarbiba un skietami atvérti, Sie projekti,
pieméram, “Subversija pilsétvidé’, konceptuali ir visai strikti
un paliek slégti vietéjo grass-roots aktivistu iniciativam,
pamata prezentéjot Rietumos tapusus argumentus.

Lidz ar to pretpatérina diskusija, lai arT aktuala, bija

mazak skaidri nolasama vietéja konteksta un globalas
problematikas vilni pazuda vietéjas socialpolitiskas témas.
Projektam ir piemérojama aktivismam adreséta kritika:
“Kritiska maksla, kas rosina jas aiz ikdienas objektiem

un ricibas saskatit Kapitala zimes, riské iemadzinat

64. Vairak par siem projektiem skatit: http://open.x-i.net

Antireklamas plakats Open projekta Subversija pilsétvide. 2001.

Anti-advertisement poster for the Op ty Space. 2001

of the year sees the anti-shop T-shroom project in the form
of a shop and advertising campaign. This project centred on
a Soviet relic, the teashroom (a fungus used to make a type
of tea), which became a symbol of the culture of sharing and
an anti-consumerism and anti-cocacolafication message.
This was followed in September 2001 by the widespread
Subversion in the City Space campaign that included posters
by foreign and Latvian artists against corporations, their
values and motives in advertising places around Riga. These
were supplemented by a programme of lectures and films.®*

The short-term nature of Open projects preserves their status
as creative, artistic projects and prevents them from being

completely rotated into the field of social projects or activism.

64. For more information on these projects see: http://open.x-i.net
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There are various reasons for Open and its projects not
becoming permanently anchored to the local environment.
Although they may have come about through collaboration
and were apparently open, conceptually, projects such

as Subversion in the City Space were quite restricted and
remained the domain of the initiatives of grass-roots activists
but basically presenting arguments that stemmed from the
West. This meant that the anti-consumerism discussion,
albeit topical, was less clearly understood in the local context
and local socio-political themes became lost in the wave of
global issues. Criticism of activism may also be applied to
this project: “Critical art that encourages you to see the signs
of Capital behind everyday objects and actions runs the risk
of immortalising itself in a world where transformation in
signs doubles the excess of interpretative signs, that destroys
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sevi pasaulé, kura lietu transformacija zimeés divkarso
interpretativo Zimju parméribu, kas pazudina pretosanos
kopuma!® Projekts “Téjas séne”izauga no dzilaka lokala
pétijuma un viegli nostalgiska atskata un, skiet, vistiesak
sasniedza cilvekus — gan ar kritiskiem zemtekstiem, gan
ar praktiskiem padomiem, ka, pieméram, “Téjas séne ir
labs laistljums jauniem, nesen parstaditiem rododendru
stadiem”® Ka uzskata filozofs Zaks Ransjé, “jebkura prece
vai noderigs objekts, novecojot un kltstot patérinam
nederiga, var k|Gt noderigs maksla vairakos noskirtos

vai saistitos veidos: ka neieinteresétas baudas objekts,

65.

66.

Ranciere Jacques. Problems and transformations in Critical Art //
Participation. Ed. Claire Bishop. London. Cambridge MA, p. 83.

Projekta “Tejas Séne”avize. Riga, 2000, 1. dec.

LN Sieviesu liga. No cikla Sirdis (opera Traviata). 1997.

resistance in general® The T-shroom project grew out of
deeper local research and lightly nostalgic retrospection
and, it would seem, it reached people in the most direct
way both with its critical subtexts and its practical advice as
for example, “The teashroom is a good nutrient for recently
replanted rhododendron bushes!®® As philosopher Jacques
Ranciére puts it,"any commodity or useful object, as it
becomes old and unsuitable for consumption, may become
useful in art in various detached or connected ways: as a
non-interested object of enjoyment, a form encoded with
a narrative or as evidence of a strangeness that does not
submit to assimilation.”®
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Jacques Ra
Pa . Claire Bishop. London.

1 project newspaper. :“H;d,

sin Critical Art. p. 86.

Jacques Ranciere. Probler

AKSLA

ar stastijumu kodéts veidols vai ka lieciba divainibai, kas
nepaklaujas asimilacijai”®’

Laika, kad E-LAB un,Open”butiska ir starptautiskas

informacijas telpas, teoriju iespaidi, feminisma

projekti Latvija veido pretéju pieméru. Orientéti uz
sabiedrisko rezonansi, vérsoties pie abu dzimumu
auditorijas Latvija, tie norobezojas no Rietumu
feminisma tradicijas, tas ieviestas terminologijas un
laikmetigajam studijam. ST kultdrkritiska tendence
Latvija ir lokalizéta un balstas uz individualo maksliniecu
pieredzi sabiedriba un ar maksliniekiem, maksliniecem
saistito kritiku skaidrojumiem. Lidz ar teorétiskas bazes

67
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Ranciere Jacques. Problems and transformations in Critical Art. //
Participation. Ed. Claire Bishop. London. Cambridge MA, p. 86.
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At the time when the international information space and

TELPA, MEDIJU IESPAIDS UN KOMUNIKACIJAS STRA

theoretical impressions were important for E-LAB and Open,
feminist projects in Latvia are an example of the opposite.
Oriented towards public reaction and directed towards

an audience of both genders in Latvia, they distanced
themselves from the Western feminist tradition, the
terminology it introduced and its contemporary studies. This
culture critical tendency in Latvia was localised and based on
the experience of individual female artists in society and with
the explanations of critics linked to male and female artists.
With the lack of a theoretical base, “non-integrative”feminism
also became marginalized in international art circles and
discussions. The activities of the LN Women'’s League
(1997-2000) and the LCCA exhibition and performances
project Sixth Element (2002) may be regarded as examples of
feministic projects.

GADOS



trikumu “neintegrativais” feminisms marginalizéjas ari
starptautiskaja makslas aprité un diskusijas. Feministisku
projektu pieméri ir apvienibas “LN sieviesu liga” aktivitates
(1997-2000) un LLMC izstade un performancu projekts
“Sestais elements” (2002).

Devindesmitajos gados Latvija spilgtaka paradiba, kas

atkartoti pievérsas sievietes pastéla un socialas lomas
pétijumam, bija maksliniecu kopprojekts “LN sievieSu
liga” Ta teorétisko pamatojumu tekstos formuléja

ligas kuratore Inga Steimane, sakotnéji taja piedalijas

leva lltnere, Franceska Kirke, Kristine Keire, Silja Pogule,
vélak kopa ar kuratori ligu veidoja Ingrida Zabere,

llze Breidaka, Izolde Césniece, Silja Pogule. Projekts
maksliniecu skatijuma visai ambiciozi sevi pieteica ka
antitéze “infantilajai feminisma tradicijai"®, kas, ligas
vardiem, “piedavajot esenciali cinisku realitates skatijumu,
iespaido sievietes aréjo izskatu, bet ari vinas garigo
[idzsvaru"®. Teorétisko atsaucu trikumu liga kompenséja,
feminismam pretstatot “sieviesu infantilisma tradicijas”
studijas. Tadéjadi paradoksala karta grupa pati sevi
nostadija esenciala feminisma pozicija, kas, neparzinot
daudzpusiga un attistibas procesa esosa Rietumu
feminisma atzinas un balstoties uz empiriskam “dzimuma”
piederibas un lokalas specifikas zinasanam, mégina
teoretizét savu praksi. Eventuali s$ada teorétiski sasaurinata

68.

69.

Steimane Inga. An Alternative to Cynicism // Mare Articum. 1998, Nr. 1, 79. Ipp.
Turpat.

In the nineties the most outstanding phenomenon to have

repeatedly explored the self-image and societal role of
women was the female artists'group project LN Women's
League. Its theoretical basis was formulated in texts written
by the league’s curator Inga Steimane. Initial participants were
leva lltnere, Franceska Kirke, Kristine Keire, Silja Pogule. Later,
together with the curator, the league consisted of Ingrida
Zabere, lIze Breidaka, Izolde Césniece and Silja Pogule. The
project was quite ambitiously presented as the antithesis, in
the eyes of the artists, of the “infantile tradition of feminism"®®
that, according to the league, by offering an essentially
cynical view of reality, influences not only the outer
appearance of women but also their spiritual equilibrium”®
The league compensates for the lack of theoretical references
by contrasting feminism with studies of the “traditions

of female infantilism”. Thus, paradoxically, the group took

an essentially feminist position and, without knowing

the positions of many-sided and still developing Western
feminism and basing itself on empirical “‘gender”belonging
and knowledge of the local specifics, tried to theorise its
practice. Eventually this theoretically restricted orientation,
albeit acceptable for art actions, discredited the importance
of feminist theory in a society that was already handicapped
in its perception of the values and analysis of feminism. The
group’s position changed somewhat in 1999. It realised it
was part of a movement when the project Conversations’
Results that examined the social role of women concluded:”..

orientacija, lai ari makslas akcijam pienemama, diskredité
feminisma teorijas nozimi sabiedriba, kura jau sakotnéji
ir apgratinata feminisma vértibu un analizes uztvere.
Grupas nostaja nedaudz mainijas, ta sevi apzinajas ka
virziena dalu 1999. gada, kad péc sievieSu socialas lomas
pétijuma projekta “Sarunu rezultati” tika rakstits: “.vairuma
gadijumu feministiskas izpausmes tiek pielidzinatas dabas
katastrofai tapat ka homoseksualisms. Un iemesls tam ir
jau minéta divaina sociala imunitate — it ka lielaka dala
sabiedribas sevi apzinatos tikai ka Dieva radibas, nevis ka
socialas sistémas dalibniekus.”

Grupas darbibas veids ir inscenéta situacija, kura piecas

projekta dalibnieces télo gandriz unificétu sievietes
koptélu konfrontacija ar vienu virieti. Projektos “Dzons,
Hulio, Juris un Villijs”un “Sirdis” inscen&jums Tstenojas ka
fotografija, projekta “Komplekti sievietém”to papildina
performance, lidz projekta “Sarunu rezultati” tas tiek
realizéts ka ilgstosas performances un “dzives vides”
projekts auditorijai atvérta telpa.

"Sarunu rezultati”ir grupas ilgstosakais publiskais, uz

sabiedrisko diskusiju orientétais projekts, kas guva plasu
atspogulojumu medijos. Nedé|u ilgaja norisé piecas

ta dalibnieces izvirzija uzdevumu “dzivot Birzas zalé,
vakarinot ar pieciem ievérojamiem viriesSiem, diskutét par
tému, kapéc sievietes runa par viriesu sovinismu, iebilst

Steimane Inga. Sarunu rezultati // Studija. 1999, Nr. 7, 72. Ipp.

in most cases feministic expressions are compared to natural
disasters just like homosexuality. And the reason for this is
the aforementioned strange social immunity — it is as if the
greater part of society considers itself only as God's creatures
and not as participants in a social system.”

The group’s working method is the staged situation where

the five members of the project depict an almost unified
common image of a woman in confrontation with one
man. The staging of the John, Julio, Juris and Willie and
Hearts projects is in the form of a photograph. The Sets for
Women project is supplemented by a performance but for
Conversations’ Results, the staging is realised as long-lasting
performances and a living environment in a space open to
the public. Conversations’ Results was the group’s longest
lasting public project oriented towards a public discussion
that was widely reported in the media. During the week-
long event, the five project members set themselves various
tasks: to live in the hall of the Stock Exchange, to have dinner
with five prominent males, to discuss on the subject of
why women talk about male chauvinism, to object to the
aggressive and sexist tradition of feminism, to continue to
explore the tradition of infantilism in women's behaviour.”!
Although it drew attention to feminist themes and was
realised in an innovative, extended “living space”form, the
project reflected the empiricism of the league’s position
and its ambivalence: in their examination of the role of
women under the conditions of Latvia's ‘male democracy”,

68 Inga Steimane,,An Alternative to Cynicism” Mare Articum. 1998, Nr. 1, p. 79. 70. Inga Steimane,,Sarunu rezultati”. Studija. 1999, no. 7, p. 72.
69. Ibid. 1. Ibid.
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pret agresivo un seksistisko feminisma tradiciju, turpinat krievvalodigo dzejnieku, fotografu un dizaineru apvieniba

pétit infantilisma tradiciju sievietes uzvediba"’! Lai arl “Orbita”’? ar majas lapu (www.orbita.lv), publicistisko
projekts piesaistija uzmanibu feministiskam témam un darbibu, tulkojumiem, sadarbibu ar savas paaudzes
tika Tstenots novatoriska ilgstosa “dzivestelpas” forma, maksliniekiem un literatiem veidoja platformu jaunajai
atspoguloja ligas nostajas empiricismu un ta ambivalenci: literatQrai, dzejai un fotografijai. AtSkiriba no makslas
pétot sievietes lomu Latvijas “virieSu demokratijas” apvienibu prakses “Orbitas” dalibniekus neinteresé
apstaklos, pétijuma centra projekta dalibnieces nostadija eksperimenti kolektivas autoribas joma, apvieniba
viriesus — fokuséjoties uz sarunam un atspogulojot veidojas ka individualu autoru, vienaudzu forums,
uzaicinato prominento un ielas aptaujato viriesu viedokli. neformala sis kultaras aprites infrastruktdra. Grupas
Arpus projekta, neskaitot makslinie¢u pasu darbibu, palika majas lapa izvietoti ne vien literatQras un fotodarbi, bet
sieviska sabiedribas puse un tas specifiskas, arr subjektivas art kultdras apskati un recenzijas, ko atspogulo art kops
problémas. Lai ari “Sarunu rezultati” skara feminisma

problematiku, dekorativa feminisma izspéle apvérsa pasa 72. "Orbitas”kodols: Artdrs Punte, Vladimirs Leibgams, Sergejs Timofejevs,

- L S p i - Zorzs Ualliks, Aleksandrs Zapols.
virziena prioritates — sievietes “balss”klatesamibu un

[idztiesibu diskusija. Akcija notika realaja vidé un medijos,
tas rezultati netika apkopoti un publicéti, kas, iespéjams,
norada uz ligas ierobezoto diskursivitati, tas akciju
tematiska “inscenéjuma’ raksturu.

Devindesmito gadu beigas Latvija darbojas virkne radoso
apvienibu, kas ir aktivas vairakos makslas Zzanros plasa
kultaras konteksta, pieméram, muzika un vizualaja
maksla “99% Svaigs” vai ,F5”, kas saka savu darbibu ka
makslinieku un VJ apvieniba, organizéjot ari pasakumus
"Pop-puve” vai"Hip.Hop.Iv" (sadarbiba ar E-LAB).

Dekades beigas veidojas pastavigas apvienibas, kas
turpmak ietekmé Latvijas kultdrvidi. 1999. gada dibinata

71. Turpat.

the project members placed men at the centre of the
research by focussing on and reflecting the opinion of the
prominent men they had invited for talks and those they
had interviewed in the street. Apart from the activities of the
artists themselves, the female half of society and its specific,
also subjective, problems remained outside the project
discourse. Although Conversations’ Results touched upon
feminist issues, the decorative play of feminism overturned
the priorities of the movement itself — the presence of a
female "voice”and equality in the discussion. The action took
place in the real environment and media, its results were not

) _ ) ; ) Apvienibas Orbita almanahs Nr. 3. 2001.
compiled and published, which, possibly, is an indication of Orbita group almanach, 3rd issue. 2001,

the limited nature of the league’s discourse and the “staged”
character of the action’s themes.

At the end of the nineties there were many creative groups
in Latvia that were active in several genres in the broader
context of culture. For example, in music and the visual arts,
there were 99% Fresh and F5 that started out as a union of
artists and VJs organising such events as Pop-puve or Hip.Hop.
Iv (in collaboration with E-LAB).

for new literature, poetry and photography. Unlike the
artists’associations, Orbita members were not interested in
collective authorship experiments; the group took shape

as an informal infrastructure of individual authors, a forum
of peers in this culture scene. The group’s website hosts

not only photographic and literary works but also cultural
reviews that since 2000 also appear in editions of Orbita
anthologies. Orbita activities opened up new themes for the
future of Latvian national culture in the 90s, the presence
and significance for Latvia of Russian speaking culture and

Core members of Orbita: Artdrs Punte, Vladimirs Leibgams, Sergejs its heritage as well the possibility of joint creative practice.
Timofejevs, Zorzs Ualliks, Aleksandrs Zapols By not taking an oppositionist position, the group created

The end of the decade saw the formation of permanent
associations that in the future would influence the Latvian
cultural environment. Orbita’” was founded in 1999 as an
association Russian speaking poets, photographers and
designers. With their website (www.orbita.lv), journalistic
activities, translations and collaboration with artists and
writers of their own generation, Orbita created a platform
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2000. gada izdotie “Orbitas” antologijas numuri. Ar savu
darbibu “Orbita” paver latviesu 90. gadu nacionalajai
kultOras perspektivai jaunu tému, krievvalodigas kulttras
un tas mantojuma klatesamibu un nozimi Latvija un
kopéjas radosas prakses iespé&jamibu. Nenostajoties
opozicija, grupa ar savu darbibu radija savlaicigu
alternativu nacionalas valsts sasaurinatajam kultGrpolitikas
un integracijas tendencém. Variéjot savas aktivitates

no multimedialiem dzejas lasijumiem-performancém
[idz video un dzejas festivaliem “Word in Motion” un
publikacijam (pieméram, tulkojumu sérija “Kapsula”),
dzejas antologijam, apvieniba atskiriba no institdcijam
piedavaja saturiski piesatinatu un mobilu marginalizéto
kultartému attistibu. Ari,Orbitas” darbiba batiska ir

gan starptautiska, gan lokala rezonanse, krievu radosas
kopienas saikne ar Krievijas kultdras vidi.

TAVA BALSE

Kristine Briede un Karostas kolektivas kameras. Eurowatching. 2003-2005.
Kristine Briede and Karosta Collective Cameras. Eurowatching. 2003-2005.

a timely alternative to the limited state culture policies

and integration tendencies. Their activities varied from
multimedia poetry readings-performances to the Word

in Motion video and poetry festivals, publications (e.g. the
Kapsula series of translations), poetry anthologies and unlike
the institutions, the group promotes mobile development

of marginalized cultural themes that is rich in content. Also
important for Orbita is both international and local resonance
as well as the links between the creative Russian community
in Latvia and the culture scene in Russia.

A similar strategic contribution to Latvia's cultural landscape

has been made by the culture centre K@2, a 2000 initiative
of the Locomotive film group and based in Liepaja’s Karosta
district. Set up for the local community as a creative and
social project, the centre has developed into one of the most
important independent interdisciplinary culture centre in

Lidzigu stratégisku ieguldijumu Latvijas kultGraina sniedz

2000. gada filmu grupas “Lokomotive”iesakta iniciativa
Liepajas Karosta — kultdras centrs ,K@2". Veidots

vietéjai kopienai ka radoss un socials projekts, centrs ir
attistijies par vienu no nozimigakajiem neatkarigajiem
starpdisciplinaras kultaras centriem Baltija, kas lidzas
iedzivotaju lietotajam valodas macibu, mediju, bérnu
istabas telpam piedava galerijas, rezidences, kinozales,
darbnicas telpas maksliniekiem, kuri vélas stradat saskaré ar
Karostas iedzivotajiem., K@2"iecere radas, filmu apvienibai
“Lokomotive”vacot materialus filmai“Borderland. Pédas uz
robezam’, apcelojot Latvijas robezu un fikséjot pierobezu
ka jaunu Rietumu un Austrumu politiska, sociala un
etniska dalijuma skirtni. lepazistot péc padomju armijas
izieSanas puspamesto, no Liepajas vésturiski, geografiski
un etniski noskirto Karostas kopienu, Karls BjorSmarks un

the Baltic region. Along with accommodation for teaching
the locally used languages, media and children’s room, the
centre also provides galleries, residencies, cinema screens,
studios for artists who wish to work in contact with the

local Karosta residents. The idea for K@2 came about when
Locomotive was collecting material for their film Borderland.
The filmmakers travelled along Latvia’s frontier recording the
border zone as the new political, social and ethnic dividing
line between the West and the East. Having discovered
Karosta, a half-abandoned community after the departure
of the Soviet army, historically, geographically and ethnically
detached from Liepaja, Carl Bjorsmark and Kristine Briede
decided to continue the “social documentary” communal
culture centre project in the former closed garrison
township. K@2 gradually developed into not only a creative
but also an infrastructure-cultural bas, a direction that may
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Kristine Briede noléma turpinat “socialo dokumentalo”
komunalo kultGras centra projektu bijusaja slégtaja
militaraja pilsétina. Pakapeniski, K@2" veidojas ne vien par
radoso, bet arTinfrastruktdras — kultdras centra bazi, ta bija
virziba, kas salidzinama, pieméram, ar mediju centra RIXC
izveidi Riga, un iezimé tendenci ne vien ierosinat radosus
projektus, bet arf veidot tiem jaunu kultGras infrastruktaru.

Laika no 2000. gada ,K@2" un Karostas vidé tapusi virkne

makslinieku, viesmakslinieku un iedzivotaju radoso
projektu, sakot ar filmam “Borderland”, “Where did they
disappear?”, radosam lomografijas un camera obscura
fotodarbnicam Iidz starptautiskiem festivaliem un
konferencém. Darbojoties ka autonoma, pasorganizéta
un neatkariga kultdras teritorija, ,K@2" spéj saglabat
ironisku un vértéjosu, kritisku nostaju pret socialajiem un
kultaras procesiem un kultarpolitikas tendencém gan
regionala, gan Eiropas méroga, pauzot to savos projektos,
pieméram, centra avizes “K.Kultara” publikacijas vai skatot
korupcijas un leiputrijas témas pirmajas galerijas "K.Maksla"
izstadés. Viens no sadiem projektiem ir “Eurowatching”
(no 2003. gada), kura Karostas iedzivotaji véero Karostas
apmeklétajus — mediju, komisiju, oficidlo organizaciju
parstavjus, taristus un zurnalistus, kas ieradusies apskatit
un vértét Karostu un ,K@2"ka socialu un kultaras
fenomenu “paplasinataja’ Eiropa. Par vérosanas lidzekliem
kalpo binokli, foto un video kameras un projekta laika
tapusi 1sfilmu-videosizetu sérija. Mediju mobilas taktikas

be compared to the development of the RIXC media centre
in Riga. This marked a tendency not only for the promotion
of creative projects but also for creating a new cultural
infrastructure for them.

From 2000 K@2 and the Karosta community have produced

a whole series of creative projects by local and visiting
artists, video artists and residents ranging from the films
Borderland and Where did they disappear?, lomographic and
camera obscura photo studios to international festivals and
conferences. Functioning as an autonomous, self-organised
and independent culture territory, K@2 has managed to
retain an ironic and evaluative, critical approach to social
and cultural processes and culture policy tendencies at both
the regional and European levels. Their position is expressed
through their projects for example, the centre’s newspaper
K.Kultara or examining the themes of corruption or Milk and
Honey Land in the first exhibitions at the K.Maksla gallery.

One of these projects was Eurowatching (from 2003) in which

Karosta residents observe Karosta visitors — representatives
from the media, commissions and official organisations,
tourists and journalists who have come to take a look at and
evaluate Karosta and K@2 as social and cultural phenomenon
in an enlarged Europe. Instruments for observation include
“binoculars, photo and video cameras”and the project
produced a series of short films — video stories. The exchange
of mobile media tactics and the local environment is at the
heart of K@2 activities as mentioned by the Karosta people

in a description of one of their plans: “We intend to develop a
powerful regional and international cultural centre, Campus

un vietéjas vides apmaina ir, K@2" darbibas pamata. Kada
savu planu apraksta karostiesi atzist: “Més domajam attistit
spécigu regionalo un starptautisko kultdras centru —
Campus Karosta — ar harmonisku lidzsvaru starp Hardware
(fiziskam telpam un struktaram) un Software (kultdras
pasakumiem, performancém, darbnicam, izstadém,
cilvéku spéjam un idejam utt.).”

RIXC izveide, K@2"un,Orbitas” darbiba iezimé jaunas

desmitgades robezu, $is grupas un to stratégijas
raksturo kultdrainas izmainas. Apvienibu darbiba
iz8kirosa ir makslinieku pasiniciativa un demokratiska,
atvérta kultdras izpratne. Visi projekti radusies no
darbibas mediju telpa un islaicigiem starpdisciplinariem
pasakumiem: RIXC — no elektronisko mediju vides,
,K@2"- no dokumentala kino jomas un amatierkino
festivaliem,,Orbita” - ka starpdisciplinara tekstuala grupa
un interneta portals. To uzmanibas loka ir valsts kultaras
vizija vajas vai marginalizétas témas: eksperimentalo
mediju kultdra, Latvijas (vésturiskais) multikulturalisms,
socialas ricibas nepieciesamiba. Lidz 2000. gadam
aktivas radosas apvienibas funkcionéja visai neformali,
un to darbiba tika interpretéta situacionistu vai TAZ
(Temporalas autonomas zonas)’* — Tslaicigas autonomijas
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http://rixclv/reader

Hakima Beja apzZimé&jums taktiskai Tslaicigai sociopolitiskas autonomijas
teritorijai, kas definéta vina eseja “T.A.Z.: The Temporary Autonomous Zone,
Ontological Anarchy, Poetic Terrorism”.

Karosta, striking a harmonious balance between hardware
(physical accommodation and structures) and software
(cultural events, performances, workshops, exhibitions,
people’s abilities and ideas etc.).”?

The formation of RIXC and the activities of K@2 and Orbita

mark the boundary of the new decade and these groups
and their strategies characterise the changes in the cultural
landscape. Artists'self-initiative and democratically open
understanding of culture are decisive factors in the activities
of the groups. All the projects grew out of working in the
media space and short-term interdisciplinary events: RIXC
came from the electronic media scene, K@2 from the field
of documentary film and amateur film festivals and Orbita
started life as an interdisciplinary textual group and internet
portal. Their field of intention are the weak or marginal
themes in the state's vision of culture: experimental media
culture, Latvia's (historical) multiculturalism, the need for
social action. If until 2000 the active creative societies
functioned quite informally and their activities were seen

as situationist or TAZ (Temporal Autonomous Zone)’ in the
spirit of short-term autonomy, then after 2000 they develop
permanent institutional structures, internal hierarchies (for
example, the idea of co-authorship become less topical)

as well as publishing activities. The transformation of these
groups into micro-institutions coincides with their desire to

http://rixclv/reader

Hakim Bey's term for a tactically short-term socio-politically autonomous
territory as defined in his essay “T.A.Z: The Temporary Autonomous Zone,
Ontological Anarchy, Poetic Terrorism'”.
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gara, tacu péc 2000. gada tas attistija pastavigas korporaciju un vietéjo pelnas uznémumu interesém.

institucionalas struktaras, iekséjas hierarhijas (pieméram, Lidzigi ka 80. gadu beigas batiska ir kolektiva prakse un
mazak aktuala ir kopigas autoribas ideja), ka ar starpdisciplinaritate, tacu 21. gadsimta sakuma radoso
izdevéjdarbibu. Apvienibu partapsana mikroinstitacijas apvienibu darbibu pavada to institucionalizacijas process.

sakrit ar to vélmi uzturét pastavigas telpas un/vai
aktivitates vietéja vidé. Otrs faktors ir valsts kultaras
finanséjuma sistémas izveide un starptautisko fondu
prasibas, kas nodrosina atbalstu organizacijam, ka art
nepieciesamiba parstavét novatoriskas kulttras lauku
kultarpolitiskajas un sabiedriskajas diskusijas. Paslaik
eksperimentalas kultdras nisu gandriz pilniba aizpilda
makslinieku organizacijas, kuram nav pastaviga valsts
atbalsta. Individualie makslinieku projekti biezi vien tiek
Istenoti o organizaciju pasparneé.

Atskatoties uz dekades gaitu, var atzimét tas sakuma
notiekoso pilsétas sabiedriskas telpas zudumu un
tam sekojoso makslinieku apzinatu darbibu mediju
vidé - vai nu provocéjot viedokli masu medijos, vai
darbojoties jauno mediju telpa, kas biezi vien nozimé
jaunas sabiedriskas un socialas komunikaciju telpas un
informacijas plismu atklasanu. Desmitgades nogalé var
vérot, ka ar intervences un pasorganizacijas palidzibu
makslinieki mégina apgut un saglabat fizisko, sabiedrisko
un pilsoniskas diskusijas telpu, parnesot taja virtualas
telpas ambiences, egalitarisma un demokratiskas
informacijas un radosas aprites idejas. MUsdienu
Latvijas realitaté tas biezi nozimé vinu nostasanos pret

maintain permanent premises and/or activities in the local
environment. A second factor was the establishment of a
system of state funding for culture and the requirements

of international foundations that provide support for these
organisations as well as the need to represent the field of
innovative culture in culture political and public discussions.
Today, the experimental culture niche is almost completely
filled by artists' organisations that do not enjoy permanent
state support. Individual artists' projects are often realised
under the wings of these organisations.

Looking back at the course of events in this decade, we can note
the loss of the city’s social space at the beginning and artists’
subsequent deliberate activities in the media environment
either through the provocation of opinions in the mass
media or working in the new media space that often
meant discovering new social and social communication
platforms and information flows. At the end of the decade
we can observe how, with the help of intervention and
self-organisation, artists tried to become proficient in and
preserve the physical, social and civil space of discussion
by bringing to it the virtual space ideas of ambience,
egalitarianism, democratic information and the creative
scene. In the reality of today’s Latvia this often meant their
taking a stand against the interests of corporations and local
profit-making enterprises. Similar to the end of the 1980s,
collective practice and interdisciplinarity is very important
nevertheless, at the beginning of the 21st century, the
activities of the creative associations are accompanied by the
process of their institutionalisation.
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