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ir sniegt ieskatu padomju

ST ra]<Sta méﬂﬂls okupacijas pieredzes

nospiedumos 90. gadu Latvijas maksla. Sai nolaka izmantoju postkolonialo
teoriju, kuras citadibas un pretestibas koncepti ir piemérotakie, lai runatu
par 90. gadu radikalo Latvijas sabiedribas transformaciju starp kolonialismu
(padomju okupaciju) un neokolonialismu (attistito Rietumvalstu ietekmi uz
Latvijas politisko un ekonomisko virzibu).

Postkolonialisma teorija analizé kolonialas varas ietekmi uz paklautas

sabiedribas kultdras identitati, socialo, ekonomisko un politisko attistibu.
Uzreiz gan jaatzist, ka diskusija par postkolonialisma diskursu Latvijas vai
jebkuras citas postpadomju valsts maksla ir visai komplicéts uzdevums divu
batisku iemeslu dél. Pirmkart, tikai pavisam nesen postkolonialisma teorija
tikusi akceptéta ka lidzeklis postpadomiju situacijas analizé,' tadé| trakst
gan teorétiska materiala, gan analizes pieméru. Lidz tam kolonialisms un
postkolonialisms primari skatiti ka Rietumeiropas geopolitikas izpausmes,
pamatojot Krievijas realizétas okupacijas atskiribu ar visai amizantu faktu:
kamér Rietumeiropas valsts devas iekarot talas vietas, Krievija uzurpéja tas
teritorijai piegulo3as zemes.?

Postkolonialas teorijas izmantojums postpadomju apstaklu analizé ir bijis

neérts gan Rietumiem, gan pasam postpadomiju sabiedribam. Postpadomju
valstis nevélas tikt asociétas ar tresas pasaules valstim jo Tpasi tadél, ka

savus kolonizétajus tas nereti uztvéra ka kulturali zemakus, nevis otradak, ka
Rietumu kolonialisma gadijuma.® Savukart Rietumu kreisa sparna kritikiem

Skatit Chioni-Moore David. Is the Post- in the Postcolonial the Post- in Post-Soviet? // Ed. Kelertas
Violeta. Baltic Postcolonialism. Rodopi, Amsterdam, New York, 2006.

Ibid.
Deivids Caioni Murs lieto apziméjumu,,apvérstais kolonialisms”.

this article is to follow the footprints of the

The alm O][ Soviet occupation years left in Latvian art of the

1990s. For the purpose of this article, | have used post-colonial theory, whose
conceptions of Otherness and resistance are the most suitable to speak of

the radical transformation of Latvian society in the 1990s, juggling between
colonialism (the Soviet occupation) and neocolonialism (the influence developed
Western countries exerted over the political and economic progress of Latvia).

Post-colonial theory addresses the matters of cultural identity, as well as the social,

economic and political development of the colonised society influenced by the
colonial power. It must be noted straight away that a discussion on the post-
colonial discourse within the art of Latvia or any other post-Soviet country is a
rather complicated task due to two important reasons. First, only recently has
post-colonial theory been accepted as a measure when analysing the post-
Soviet situation,' therefore there is a lack of both theory and case studies. So far,
colonialism and post-colonialism have been viewed primarily as manifestations of
Western European geopolitics, justifying the difference of occupation implemented
by Russia with a rather amusing fact: while the Western European countries
marched to conquer distant places, Russia took over bordering countries.”

The use of post-colonial theory in the analysis of the post-Soviet circumstances has

been ‘inconvenient’ both for Western and post-Soviet societies. The post-Soviet
countries do not want to be associated with third world countries especially
because of the fact that they frequently perceived their colonialists as a culturally
lower society in contrast to Western colonialism.? Besides, from the point of view
of the left wing critics of the Western countries, to acknowledge the likeness
between the Soviet Union and the sins of the Western capitalist countries means

2

3

See David Chioni Moore, “Is the Post- in the post-colonial the Post- in Post-Soviet?”. In: Violeta
Kelertas (ed.), Baltic post-colonialism, Rodopi, Amsterdam, New York, 2006.

Ibid.
David Chioni Moore uses a term “reverse colonialism”
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atzit Padomiju Savientbas projekta ricibas lidzibu Rietumu
kapitalistisko valstu grékiem nozimé vél vairak akcentét
marksisma krizi 20. un 21. gadsimta mija.*

Otrs uzdevuma sarezgitibas iemesls ir retas iestrades

(vizualas) makslas ka postkolonialas pieredzes medija
pétnieciba. Postkoloniala teorija tekstus un literatdru
akcenté ka nozimigakos nozimes neséjus gan
kolonialisma Tstenosana, gan pretdarbiba.®

Kolonialisma efekti un kritika maksla izpaudusies netiesa

veida, un tikai kop$ 80. gadu beigam iespé&jams runat par
tiesu kolonizacijas problematikas parnesumu maksla —
gan bijusa komunisma bloka valstu, gan ar Rietumeiropas
bijusajam kolonijam saistito makslinieku darbos. Un ari ne
Latvijas gadijuma: neatkaribas atgsana un neierobezotas
izteiksmes brivibas iemantosana 1991. gada tomér
nenozimé burtisku kolonialas pieredzes iendksanu Latvijas
vizualaja maksla — tas daudz spilgtak ir vérojams literatdra,
pieméram, Vizmas Belevicas, Gundegas Repses, Alberta
Bela un citu rakstnieku darbos.®

Penzin Alexei. Konference Kultdras tulkosana: no nacionala uz hibrido. Riga,
2008, 8.-9. maijs.

Gandhi Lula. Postcolonial Theory: A Critical Introduction. Allen & Unwin,
1998, p 142. (,Imperialas attiecibas sakotnéji tika iedibinatas ar ierocu un
viltibas palidzibu, bet uzturétas liela méra tiesi ar tekstu palidzibu)

Vairak par postkolonialo Latvijas literatGru skatit Ezergailis, Inta: Postcolonial
Subjectivity in Latvia: Some Signs in Literature un Jirgens, Karls E.: Labyrinths
of Meaning in Aleksandrs Pelécis’, Siberia Book” and Agate Nesaule's, Woman
in Amber” A Postmodern/Postcolonial Reading // Kelertas, Violeta (ed.): Baltic
Postcolonialism, Rodopi, Amsterdam, New York, 2006.

to emphasize the crisis of Marxism in the turn of the 20th and
21st century to an even greater extent.”

The second reason underlying the complicated nature of the

task is the rare precurses in the research of the (visual) art as
a media of the post-colonial experience. Post-colonial theory
treats texts and literature as the most essential carriers of
meaning both within the implementation of colonialism and
the counteraction to it

The consequences and criticism of colonialism in art have been

implicit manifestations, and only since the end of the 1980s
can we talk about a direct addressing of colonial problems
in art — in the works of art of both the former communist
countries and the ex-colonies of the Western European
countries. And even from this perspective, it is difficult to
discuss the situation of Latvia: the regaining of independence
and unrestricted freedom of expression in 1991 did not
bring the immediate arrival of colonial experience reflected
in Latvian visual art. These trends were more pronounced
in literature, for example, in the works by Vizma BelSevica,
Gundega Repse, Alberts Bels and other writers.®

Alexei Penzin, “Post-Soviet Singularity and Codes of Cultural Translation” A
paper presented at the conference Interpreting Culture: From the National to
the Hybrid in Riga, 8 — 9 May 2008.

Lula Gandhi, Post-colonial Theory: A Critical Introduction, Columbia University
Press, 1998. p. 142, Imperial relationship initially was established through

weapons and slyness, but to great extent it was maintained through the texts!

See more about the literature of post-colonial Latvia in: Inta Ezergailis,
"Post-colonial Subjectivity in Latvia: Some Signs in Literature”and Karls E.
Jirgens, “Labyrinths of Meaning in Aleksandrs Pelécis"Siberia Book’and Agate
Nesaule’s'Woman in Amber’ A Postmodern/post-colonial Reading”. In: Violeta
Kelertas (ed.), Baltic post-colonialism, Rodopi, Amsterdam, New York, 2006.
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Sistémas sabrukuma spozums
UN posts

Maksla robezparkapéju paaudze turpindja komentét
socialpolitiskos apstak|us un kritizét savu laiku, izmantojot
tas pasas mitologiskas un metaforiskas sistémas, kadas ta
bija attistijusi vél potenciali represivo 80. gadu otraja puse.
Tas nozimé augstu poetizacijas pakapi, izvairisanos no tiesi
politiskam témam.

,.bailes no parmérigas politizacijas vai socialo tému tiesas
pieminésanas saglabajas visus 90. gadus. (..) lielpilsétam
raksturigais miesiskais skarbums nerod tiesu attélojumu
vietéja temperamenta dél, kas klajus izteikumus uzltkotu
ka tradicionali garigi bezgaumigus. Lidz ar to neiztikt
bez metaforiska iepakojuma” Tadéjadi Rietumos
plasi izplatitas témas — vardarbiba, AIDS, informativi
ekologiskie projekti, seksualitates sprieguma izpéte,
informativi projekti, kas batu saistiti ar atminu darbu
par padomju okupaciju un holokaustu, — pie mums
neparadas’”

Lai gan dazi vietéjie kritiki metaforiskas izteiksmes
prevalésanu saista ar temperamenta saknotu tieksmi uz
Jestetizéjosu formalismu’, slépto izteiksmes formu var

7. Demakova Heléna. Makslas jédziena paplasinasanas Latvija 90. gados
socialo un politisko parmainu konteksta // Studija. 2001, [Specializlaidums],
62.-67. Ipp.

The Splendour and Misery
of the Collapse of the System

The generation of trespassers continued to comment on the
socio-political circumstances and to criticize their time,
using the same mythological and metaphorical systems,
which had been widely used and developed throughout
the second half of the still potentially repressive 80s. It
implied a high level of poeticism and avoidance of
political subjects.

".fear from excessive politisation or mentioning of social topics
was preserved for the entire decade of the 90s. [..] carnal
harshness characteristic to big cities was not depicted
because of the local temperament, which would view
forthright statements as traditionally tasteless. Therefore, a
metaphoric “packaging” was necessary. For this reason, the
topics so popular in the West - violence, AIDS, informative
ecological projects, research into the high voltage of
sexuality, informative projects, which would be related to
memories of the Soviet occupation and holocaust, —

"7

did not emerge in Latvia!

Nevertheless, some of the local critics link the prevalence of
the metaphorical tradition with the inclination rooted in the
local temperament for “esthetical formalism”. Also, the latent
form of expression may be viewed as a“survival

Heléna Demakova, “The expansion of the notinos of art in Latvia with
regard to the social and political changes of the 90s", Studija, 2001, [Special
issuel, pp. 62-67..



skatit ari ka ilgas paklautibas laika attistitu izdzivosanas
taktiku”. Zimigi, ka saja citata H. Demakova lieto tiesi
vardu,bailes”.

Gatavojot 30 publikaciju, nacas saskarties ar to, ka

makslinieki visai nelabprat vélas atgriezties 90. gados —
jo,tie bija grati laiki”® — un vel jo mazak skatit si perioda
makslu taja ietverta socialkritiska véstijuma konteksta.
Dazbrid pat radas sajuta, ka attieciba uz So periodu

tiek lietota ta pati amnézija, kas uz padomju okupacijas
sapigajam un neértajam patiesibam. Atminas par
trauksmaino laiku, kad katra diena bija izvélu un art
kladu pilna, kad nettkamas pagatnes tuvums mijas

ar labakas nakotnes ceribam, traucé normalizacijas
procesam, kas intensivi norisinas 21. gadsimta

pirmaja dekade. ST raksta pienémums ir, ka 90. gadu
maksla |oti aktivi reagéja uz parmainam sabiedriba,
intensivi piedaloties traumatiskas pieredzes

parstradé - sabiedribas dziedinasanas procesa. 90. gadu
makslas analize postkolonialisma konteksta tadéjadi
var kalpot par iedvesmas avotu musdienu makslai,
pastiprinatak pievérsties padomju pagatnes ietekmei
uz masdienam. Pirms vél nav radita ipasi postpadomju
situacijai adreséta teorija, postkoloniala teorija
(savienojuma ar poststrukturalismu, postindustrialismu,

Gabrans Gints:,Man mégina iegalvot, ka,tie nu gan bija makslas zelta
laikil”Man atkal liekas — toreiz més bijam galiga bedré!” Autores saruna ar
G. Gabranu. 2008. gada maija.

tactic” developed through the long years of occupation.
Itis significant that in the quotation above H. Demakova
uses the word “fear”.

When working on this article, | had to face the truth that

artists were reluctant to speak about the 90s — because
“those were hard times" —, and even less willing to discuss
the art of that period in the context of social criticism. At
times, when speaking about this period, it seemed that
the same amnesia was applied as when remembering

the painful and uneasy truths of the Soviet occupation.
Memories about the impetuous time, when each day was
full of choices, as well as mistakes, when the proximity of
the disliked past interchanged with hopes for a better
future, hampered the normalisation process, which took
place intensively in the first decade of the 21st century.
The assumption of this article is that the art of the 90s
reacted very actively to the processes and changes in
society, taking part intensively in the processing of the
traumatic experience — in the healing process of society.
Thus, the analysis of art in the 90s in the context of
post-colonialism may serve as a source of inspiration for
contemporary art, paying more attention to the influence
which the past exerts nowadays. While a theory specifically
addressed to the post-Soviet situation has not yet been
elaborated, post-colonial theory (in conjunction with the
discourses of post-structuralism, post industrialism, feminism

Gints Gabrans: “They tried to convince me that “Those were the golden
ages of art!"To me those times seem as a complete disaster. Interview in
May 2008.

feminismu u. c.) ir piemérotakais veids, ka skatit un
izprast 90. gadu makslu lokali un darit to starptautiski
konvertéjamu.’

Pirmais, kas nak prata, iedomajoties par 90. gadu sakuma

makslu Latvija, ir Olega Tillberga un Andra Brezes
lielformata instalacijas, kas sastavéja no,padomju
dizaina"'® elementiem: maizes kastém, kara lidmasinam,
spainiem, filca, akmenoglém, malkas, dazadiem milzu
agregatiem no kolhozu, fabriku un militaras vides. Sava
parcilvéciskaja masivuma tas iedve$ domas par varu,
likteni, laika tecéjumu, vésturi — par jautajumiem, kas
nenoveérsami nodarbinaja sabiedribas pratus milzu
sistémas acimredzama — neticama sabrukuma ietekmé.

Tillberga darbos skatitajs tiek konfrontéts ar baismi

nomacosiem mehanismiem, armijas zabaku kaudzém
un metala spainu klajumiem, tomér tos visus klaj rdsas
pédas. Vina instalacijas PSRS sabrukumu var lasit ka
veselas ekosistémas izmirsanu — kara lidmasinu vraki
ka nospragusi kukaini (instalacija,Kukainis”izstadé
Piemineklis’, 1995) mijas ar dabas materialiem — milzu
vala kaulu (,Aurora”izstadé ,Gadijums 4’, 1988). Visi Sie
relikti iedves$ Soku par entropijas spéku. A. Breze:,Tu

Penzin Alexei. Post-Soviet Singularity and Codes of Cultural Translation.
Referats nolasits konferencé “Kultdras tulko3ana: No nacionala uz hibrido”
Riga, 2008. gada 8.-9. maijs.

Traumane Mara. The Question of Changes: The 1990s in Latvian Art.
Interneta izdevums,Refleksija’. 2002. http://www.balticart.org/essays_
mt.html

and others) is the most suitable approach to use to discuss
and understand the art of the 90s locally and to make it
internationally comprehensible.’

The first things which come to mind, when visualising art in

Latvia in the early 90s, are the large scale installations by
Olegs Tillbergs and Andris BreZe, which contained elements
of “Soviet design"'® bread boxes, military aeroplanes, buckets,
felt, coal, firewood, various enormous aggregates from
collective farms, factories and military environments.

In their superhuman colossalness they were imbued with
thoughts about power, fate, pace of time, and history —
about questions which inevitably occupied the minds of
society due to the obvious and unbelievable collapse of

the giant system.

In Tillberg's works the viewer was confronted with gruesomely

depressive mechanisms, piles of military boots and metal
buckets, however they were all covered with rust. In
Tillberg's installations the collapse of the USSR may be
interpreted as an extinction of an entire ecosystem — wrecks
of military aeroplanes as lifeless bugs (the installation Insect
in the exhibition Monument, 1995) were contrasted with
objects from nature — a huge bone of a wale (Aurora in the
exhibition Case 4, 1988). All these relics shocked with the

Alexei Penzin, “Post-Soviet Singularity and Codes of Cultural Translation”. A
paper presented at the conference Interpreting Culture: From the National to
the Hybrid in Riga, 8-9 May 2008.

Mara Traumane, “The Question of Changes: The 1990s in Latvian Art’,
internet publication Reflection, 2002, http://www.balticart.org/essays_
mthtml .
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vienkarsi nespéji noticét, ka ta milzu sistéma, uz ka masu
sabiedriba bija uzbtveéta, varés kaut kur izzust.""

Brezes darbos nesena pagatne télota traumatiskaka, liktena

spéks — lielaks. Instalacija,Gadskartas” (izstade ,Paaudze’,
1992) milzu stumbenis triecas malkas pagalu kravuma,
savukart 1994. gada instalacija,Aploks” gigantisks zagis

ir izzagéjis tuksu liela koka stumbra vidu, un tas aizpildits
ar daudzam atseviskam pagalém. Izmantojot dazadus
atrastus priekSmetus un materialus no klatesosas, bet
pamazam baléjosas padomju ikdienas, Breze savieno Sajas

lietas iekodéto socialo atminu”'? ar individualam atminam.

Darba,Maizes kastes” (1990) vins maizes uzglabasanai

. Autores saruna ar Andri Brezi 2008. gada februari.

Demakova Heléna. Abolu raza jeb Maksla Latvija no 1945. lidz 1995. gadam
starp personigo un ideologisko laiku // Demakova Heléna. Citas sarunas.
LMA Vizualas komunikacijas nodala, Riga, 2002, 248. Ipp.

paredzétas koka kastes savienojis ar citiem sadzives
priekSmetiem un fotografijam. Badamas lielas tragédijas
aizgrabjosas liecibas, Brezes instalacijas, skiet, vienlaikus
piedalas ari viktimizacijas procesa, kas aizsacies Atmodas
perioda un nav beidzies vél musdienas.

Atrasti objekti, disfunkcionali prieksmeti, dokumentalas

driskas ka atsauces uz Rietumu avangardu 80. gadu
beigas un 90. gadu sakuma vieno gan postkomunisma,
gan Rietumu postkolonialaja vidé dzivojosos maksliniekus.
Postkolonialas teorijas parstavis Homi Bhabha pauz, ka
avangarda parpozicionésana prom no utopiska,pari’,
vienotas socialas nakotnes vizijas, uz,starp” - diskusiju
starp atskirigu laiktelpu kultdram — ir nozimiga téma
daudzu postkolonialo makslinieku darbos.” Brezem

Bhabha Homi K. The Location of Culture. Routledge, London, 2004, p. 252.

Andris BreZe. Instalacija no personalizstades Visu mdja. 1993.
Andris Breze. Installation from the solo exhibition Everybody’s House. 1993

power of entropy. A. Breze said: "You simply cannot believe
that the enormous system our society was built on could
disappear without trace."

In Breze's works, the recent past was depicted as more traumatic,

the power of fate — greater. In the installation Growth Rings
(in the exhibition Generation, 1992) a huge amputated limb
hit a pile of logs, while, in the installation Enclosure made in
1994 a gigantic saw had sawn off the trunk of a big tree and
the empty stump was filled with several single logs. By using
different objects and materials from the present — though
gradually fading — mundane life of the Soviet times, Breze
connected the “social memory"'? encoded in these objects

Interview with Andris BreZe in February 2008.

Heléna Demakova, “The Apple Harvest or Art in Latvia 1945-1995 Between
Personal and Ideological Time". In: H. Demakova, Different Conversations.
Riga: Visual Communication Department, 2002, p. 248.
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with individual memories. In his work Bread Boxes (1990) he
joined the wooden boxes tailored for bread storage purposes
with other household objects and photographs. While they
are moving evidence of a great tragedy, Breze's installations,
so it seems, were also part of the victimisation process which
had started in the National Awakening period and has not
finished, even nowadays.

Lost and found objects, dysfunctional items, documental shreds

as references to the Western avant-garde at the end of the
80s and in the beginning of the 90s brought together artists
living both in the post-communist and Western post-colonial
countries. The post-colonial theoretician Homi Bhabha is of
the opinion that the repositioning of the avant-garde from
the utopian "beyond’, namely, a joint vision of social future,
to "between” - a discussion between different cultures time
and space-wise — is an important theme found in the works



un Tillbergam |oti svariga autoritate bija Jozefss Boiss

ar savam ,socialajam skulpttram” - makslas darbiem -
vienlaikus instalacijam un performancém. Tomér vini

tos pasus materialus un priekSmetus piepilda ar citu
socialkulturalo saturu.,Boisa filcs nav tas pats, kas Brezes
filcs!* Tapat $o makslinieku darbos jausamas atblazmas no
Arte Povera tehnikas savienot arhaiskus un tehnologiskus
materialus. Tikai atskiriba no netiesajiem prieksgajéjiem
latviesu makslinieku darbi bija vél efermalaki, ka protests
pret parlaicigas makslas ideju un identitates fiksaciju.,Péc
izstades instalacijas saladéjam darza skaniti, izmetam
lauka vai vienkarsi neiznémam no véstniecibas pasta. Kam
tas saglabat? Tas butu ka plastmasas maisins, kuru daba
izsplavusi lauka, nespéjot to norit""

Salidzinot 80. gadu otras puses un 90. gadu sakuma

Krievijas makslinieku darbus ar Latvija tapusajiem, ir
jatama izteikta atskiriba. Krievu makslinieki padomiju
paradibas — komunalos dzivok|us, virtuves sarunas,
pieticigo patérina precu klastu — inkorporéjusi apzina ka
,Savu’, turpretT latvieSu makslinieku attieksmé vérojama
distancésanas no bijusas realitates. Vinu darbos nav neka
no padomju humora, vieglajai ironijai fona allaz jausama
smeldze. Apspiestais nekad nesmejas ar pilnu krati. Tiesi
distancétibu no padomju rezima O. Tillbergs kada intervija

. Traumane Mara intervija Klavinai Andai. Lenins nak! // Diena.

2005, 6. maijs, 14. Ipp.

. Autores saruna ar Andri Brezi 2008. gada februari.

of many post-colonial artists.”® For Breze and Tillbergs, in
their turn, a leading authority was Joseph Beuys with his
“social sculptures’, which were works of art simultaneously
containing installations and performances. However, they
added a different social and cultural content to the materials
and objects used by Beuys.“The felt of Beuys is not the same
as the felt of Breze.* Similarly, in the works of these artists
one can see reflections from Arte Povera technique when
archaic materials are combined with technology. Unlike
related predecessors, the works of Latvian artists were more
ephemeral — as some kind of protest against the idea of art
beyond the time and fixation of identity. “After the exhibition
we froze the installations in the garden shed, trashed them or
simply did not collect them from the post office or embassy.
Why keep them? It would have looked like a plastic bag

spat out by Mother Nature, who had been incapable of
swallowing it""®

When comparing the works of Russian artists with those made

in Latvia in the second half of the 80s and in the beginning

of the 90s, considerable difference may be noticed. While the
Russian artists incorporated the Soviet phenomena such as
communal flats, talks in a kitchen, and a modest assortment of
consumer goods as their'own; in the attitude of Latvian artists,
a disassociation from the previous reality emerged. In the
works of the latter, there was nothing from the Soviet sense

Homi K. Bhabha, The Location of Culture, Routledge, London, 2004, p. 252.

Mara Traumane in interview with Anda Klavina “Here comes Lenin!’, Diena,
06.05. 2005, p. 14.

Andris Breze in interview with Klavina Anda in February 2008.

min par iemeslu, kadé| Latvija nebija populars socarts:
,Més nejutamies atbildigi par to sistétmu."Te arf padomju
kolonialisma apvérsta daba — pak|autie okupantus un to
uzspiesto realitati izjuta ka Citu, nevis otradak.

Leonards Laganovskis ir vienigais no ta sauktas
robezparkapéju paaudzes, kura 90. gadu sakuma
darbus var pieskaitit socartam. Vin$ ironiski rotalajas ar
padomju ikonografiju, parafrazéjot ideologijas simbolus
un lozungus. Atskiriba no Tillberga un BreZes vins vairak
pievérsas teksta un attéla nozimju saspélei, akcentéjot
teksta nozimi ideologijas ietekmes realizacija. Plasi
ievérotaja ziméjumu cikla, Tribines” (kops 1988) tribine
ka runas un varas simbols atveidota péc lidzibas ar
dzimumorganiem. To var traktét ka diskursa, ideologijas
centienus uzurpét varu par seksualitati — brivibas,
patiesibas, ari anarhijas simbolu. Rakstot par,patiesibu
seksa”un,seksa patiesibu” Misels Fuko jauta: Ka gan tas
nakas, ka seksualitate ir ta priviligéta sféra, kur saskatama
un izsakama visdzilaka patiesiba par mums? Kop$
kristietibas sakumiem rietumu pasaule nav partraukusi
apgalvot:,Lai zinatu, kas tu esi, tev jazina tava seksualitate!
Sekss vienmer ir bijusi platforma, uz kuras tiek noteikta
mUsu sugas izdzivosanas nakotne un cilvéciska subjekta
patiesiba”'® Padarot kermeni un seksualitati par valsts
Tpasumu, padomju vara bija pilniba atnémusi saviem
subjektiem tiesibas,,izzinat sevi”. Varétu teikt, ka gan

16. Michel Foucault, Politics, Philosophy, Culture, Routledge, London, 1988, p. 154.

of humour, the light touch of irony always had a bit of pain in
the background. The repressed never roars with laughter. And
the disassociation from the Soviet regime was mentioned by
O.Tillbergs in an interview as a reason why Sots-art did not
gain any popularity in Latvia: "We did not feel responsible

for the system. Here is the obvious reverse nature of Soviet
colonialism — the repressed perceived the occupants and the
reality enforced by them as the Other, and not vice versa.

Leonards Laganovskis was the only artist from the so-called
generation of trespassers, whose works of the early 90s
could be called social art. He ironically played with Soviet
iconography, paraphrasing the symbols and slogans of the
ideology. As opposed to Tillbergs and Breze, he was more
interested in the interplay between the meanings of text
and image, emphasizing the significance of text in the
implementation of the ideology. In the popular series of
drawings entitled Lecterns (since 1988), a tribune was a symbol
of speech and power was depicted by analogy to sexual
organs. It may be interpreted as attempts of the discourse and
ideology to usurp power over sexuality — a symbol of freedom,
truth, as well as anarchy. When writing about the “truth in
sex"and “truth of sex”Michel Foucault asks: “How it is that
sexuality came to be considered the privileged place where
our deepest “truth”is read and expressed? Since Christianity,
the Western world has never ceased saying: “To know who
you are, know what your sexuality is" Sex has always been the
forum where both the future of our species and our “truth”
as human subjects is decided”"® When making a body and

16. Michel Foucault, Politics, Philosophy, Culture, Routledge, London, 1988, p. 154.
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Tribinés’, gan vairakos turpmakajos Laganovska darbos
noris seksa un diskursa cina. Daudzkart attélojot tiesi
sievieSu dzimumorganus makslinieks netiesi norada uz
$Tdzimuma dubulto apspiestibu patriarhalaja padomju
reZima, ka sekas jatamas vél musdienas, bet vienlaikus
atzist sevi par,padomju subjektu” un saglaba vieglu viriesu
sovinisma noti.

Sarmite Malina ir viena no pirmajam maksliniecém

90. gados, kas publiskaja telpa emancipéja femino
energiju. Maskulini robustaja postpadomiju telpa vinas
poétiska 1992. gada instalacija,Jutas” izskanéja ka
trausls méginajums nosaukt varda vél nesen aizliegto
atskirou. Kopa ar maksliniecém levu lltneri, Kristianu
Dimiteri un Franc¢esku Kirki vina izaicinaja patriarhala
padomiju reZima aizspriedumus par dzimtes attiecibam

un sabiedribas homogénumu, darot to sava ‘sieviskigaja’
balsi un netaisnojoties par to. Vél viens spilgts Malinas
darbs ir 1995. gada izstadé ,Piemineklis” realizéta instalacija
,Nepamatots prieks” Ta ir Volkera Evansa fotografijas
,Nezinama bérna kaps"interpretacija ka marginalo,
neoficialo sabiedribas grupu apliecinajums. Ja Padomju
Savieniba bérns bija valsts ipasums — darbaspéka
atrazo$ana, tad 90. gados prieku par bérna atnaksanu
aizénoja smagie ekonomiskie apstakli; turpinajas no
Padomju Savienibas mantotais bérnu beztiesiskums.
Lidzigi ka bérni, instalacija,Nepamatots prieks”bija
pardk vara, lai kads neizmantotu savu parspéku —
instalacija tiek sadauzita.

Ari Ojara Pétersona 80. un 90. gadu oranzas lielformata

instalacijas publiskaja vidé ir izaicinajums postkolonialajai

Sarmites Malinas darbs Nepamatots prieks péc sabojasanas izstadé Piemineklis. 1995.

Sarmite Malina's work Unjustified Happiness after damaging in exhibition Monument. 1995.

sexuality a national property, the Soviet power had completely
denied its subjects any rights to “cognize themselves” It may
be stated that in the Tribunes and several subsequent works by
Laganovskis a struggle between sex and discourse took place.
Often picturing the female sexual organs, the artist implied
the double repression of this sex in the patriarchal Soviet
regime with the consequences still visible today. On the other
hand, he also acknowledged himself as a “Soviet subject”and
retained a slight note of male chauvinism.

Sarmite Malina was one of the first artists in the 90s who

emancipated the feminine energy in the public space. In
the masculine and robust post-Soviet space, her poetic
installation in 1992 entitled Feelings was a frail attempt to
give a name to the recently forbidden difference. Together
with the artists leva lltnere, Kristiana Dimitere and Franc¢eska
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Kirke she challenged the prejudices of the patriarchal

Soviet regime by discussing the relationship of gender

and homogeneity of society, doing it in their feminine’

voice and without trying to justify themselves. Another
unforgettable work by Malina was the installation Unjustified
Happiness made for the exhibition Monumentin 1995. It

is an interpretation of Walker Evans’ photograph A Child's
Grave as a testimony for marginal unofficial groups of society.
If in the Soviet Union a child was a national property -
labour reproduction - in the 90s joy about a birth was
overshadowed by the severe economic circumstances. The
deprivation of the rights of children inherited from the Soviet
Union continued. In the same way as children, the installation
Unjustified Happiness was too fragile for somebody not to use
their superiority — the installation was clumsily damaged.



sabiedribai akceptét Citado sevi. Sava izaicinosaja kosuma,
kas kontrasté ar postpadomiju Latvijas briinpeléko

ainavu, Sie objekti ir ka trening demokratija un tolerancé.
Neskaitamie zinojumi presé par izdemolétiem makslas
darbiem, kas, atgstot publisko telpu, biezi tika izvietoti
briva daba, 90. gados liecina, cik grati ir bijusi Sie iecietibas
vingrinajumi:

,Jomér svarigakais jautajums ir un paliek — vai publika spés

ieturét pieklajigu (drosu) distanci no pieminekliem? Cik ilgi

séta ap lidmasinu paliks neaizskarta? Vai kads neizmezgis
potiti vai nesalauzis kaju, méginot parrapties par oranzo

délu konstrukciju? Vai Andra Brezes skaista koka un oglu

kolonna neizkapés damos?"”

Izmantojot humora, ceribas un prieka pilno oranzo

krasu objektos, sakot no triumfa arkas un tilta lidz
glabsanas vestei, ruletes galdam un zagskaidam,

O. Pétersona 90. gadu vidU istenotie darbi bija vieni no
visatraktivakajiem parejas sabiedribas atspulgiem maksla:
no totalitarisma uz demokratiju, no Austrumiem uz
Rietumiem u. c.

Cilvéki, zveri un Citi

Vara cirkulé: ta nekad nav viena centra monopols. Ta tiek

izplatita un generéta tiklveida sistéma.""® 90. gadu vida
sevi pieteica jaunaku makslinieku paaudze, kuri jau vairs
neredzéja Latvijas sabiedribu liktena pabérnu loma,

bet gan ka tadu, kas, turoties pie kolonialaja perioda
nostiprinatajiem aizspriedumiem, pati nodarbojas ar Cita
apspiesanu. Atsakoties no jebkadas poétiskas izteiksmes,
makslinieki Gints Gabrans, Mikelis Fisers, Andris Fridbergs

Krievina Rita Laima. The Baltic Observer. 1995, 31. Aug, 13. p.

Foucault Michel citéts no Faubion D. James (ed.) Power: Vol. 3 of Essential
Works of Foucault, 1954-1984. University of Wisconsin Press, 2001, 198. p.

“However, the most important question still remains

unanswered. Will the public be able to keep a polite (safe)
distance from the monuments? For how long will the fence
around the plane stay untouched? What are the chances that
someone will or will not dislocate their ankles or break their
legs trying to climb over the orange construction of planks?
Will the beautiful column made of wood and coal by Andris
BreZe be burned down or not?""’

Using the orange colour, full of humour, hope and joy in the

objects, beginning with the triumphal arch and bridge

and finishing with a life-saving vest, a roulette table and a
pile of sawdust, the works implemented by O. Pétersons

in the middle of the 90s were one of the most attractive
reflections on transitional society in art: from totalitarianism
to democracy, from the East to the West and so on.

leva lltnere. Krievu valoda. 1994.
leva Iltnere. Russian Language. 1994.

People, Animals and the Others

"Power circulates: It is never monopolized by one centre. It is
deployed and exercised through a net-like organization."®
In the middle of the 90s, a generation of younger artists
declared themselves. These artists did not see Latvian society
playing the role of the forgotten man, but, instead, as a

Likewise, the orange large scale installations by Ojars Pétersons
displayed in public spaces in the 80s and 90s were a challenge
to the post-colonial society to accept the Other in themselves.
In their daring brightness contrasting with the post-Soviet
landscape of Latvia in brown and grey, these objects served
as a lesson in democracy and tolerance. The numberless press
releases about vandalized works of art, which were often
presented in the open air in order to regain the public space
in the 90s, testify how difficult those tolerance exercises were:

17. Rita Laima Krievina, The Baltic Observer, 31.08. 1995, p. 13.

18. Michel Foucault, quoted from: D. James Faubion (ed.) Power: Volume 3
of Essential Works of Foucault, 1954—1984, University of Wisconsin Press,
2001, p. 198.
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izvérsa provokativu antropologiju, dodot prieksroku FiSera darba,Parpratums meza” (1994) citplanétiesi ir

tiesai postpadomiju sabiedribas traumétas domasanas nolaidusies uz Zemes ar draudzibas vésti, bet nok|tst meza,
pétniecibai un asai kritikai. kur viniem uzbrak meZonigi laci. Te nevar nepieminét
krievu makslinieku grupas ,BOLI" akciju 90. gadu sakuma,
kad vini savus makslas darbus devas izradit Maskavas
zoologiska darza iemitniekiem. Tikpat barbariskus nereti
makslinieki redzéja savus lidzcilvékus. Viens no skalakajiem
ar laikmetigo makslu saistitajiem skandaliem 90. gadu
Latvija, kad laikabiedri bija ne vien parpratusi makslas darba
véstijumu, bet ari fiziski iedarbojusies uz to, bija gadijums,
kad maksliniece leva Rubeze izstadé ,Opera”ietina latvju
lielaka dzejnieka Raina pieminekli sarkana plisa auduma.
Kads neapmierinats skatitajs bija noplésis audumu un uz
pieminekla uzrakstijis aicindgjumu neapganit dizgarus.

Makslinieku darbos liela loma bija apkartéjas sabiedribas
attiecibam ar citado, atskirigo, jo,postkolonialaja
situacija izgaismojas iek$&jas apspiestibas véstures'
Fisera gleznu cikla ,Sex'n'Spaceship” (1995) citplanétiesi
draz cilvekus, bet cilvéki tadal izmanto iespéju drazt ari
citplanétiesus. Te varétu vilkt paraléles ar latviesiem, kuri
bija krievu paklauti padomju okupacijas laika un kuri péc
neatkaribas atgtsanas nekavéjas uzreiz par beztiesigam
minoritatém padarit krievus. K& norada Gajatri Spivaka,
postkolonialajam sabiedribam censoties atgut zaudéto
pascienu, nereti notiek,citadiskosanas " (Othering) process,
kur padu pozitiva identitate tiek definéta un nostiprinata ar Mekléjot neiecietibas pret atskirigo saknes, Fisers atbildes
,Cita"apzimogoianu:,Lai kas ari batu markieri, kas iezimé meklé ne vien,no socialisma mantotas prata gaismas
[iniju starp "mums”un ,viniem” - rase, geografija, etniskums,
ekonomika vai ideologija —, pastav draudi, ka tie k|as par
pasapliecinasanas pamatu, kas ir atkariga no otras grupas
nomelnosanas!"® Krievu diaspora Latvija nenoliedzami
bija agrako okupantu pécnacéji, tomér krieviem liegtas
(pat!) pasvaldibu vélésanu tiesibas izpelnijas starptautiskas / 5E
sabiedribas nosodijumu. Ari laikmetiga maksla 90. gadu
Latvija pavisam noteikti bija viens no Citiem.

19. Spivak Ch. Gayatri citéta no Landry Donna, MacLean Gerald. The Spivak
Reader: Selected Works of Gayati Chakravorty Spivak. Routledge, London,
1995, p. 83.

society which, by holding to the prejudices strengthened in
the colonial period, dealt with the repression of the Other.
Giving up any poetic expression, the artists Gints Gabrans,
Mikelis Fisers and Andris Fridbergs expanded provocative
anthropology, giving priority to research and harsh criticism
of the traumatized mentality of the post-Soviet society.

In the works of these artists, a great deal of attention was paid
to the relationship between the surrounding society and the
Other, namely, the different, because “in the post-colonial

. . . . X . ) Mikela Fisera skice Parpratums meza. 1994.
situation the histories of inner suppression were hghtened Mikelis Fisers'drawing Misunderstanding in the Forest. 1994

up” In Fisers'series of paintings entitled Sex'n’Spaceship
(1995) aliens screw humans, but humans immediately use
the opportunity to screw aliens as well. Here, parallels can
be drawn with Latvians, who were subjected to Russians

during the Soviet occupation and who after re-gaining previous occupants, however, after the rights to participate
their independence hurried to turn Russians into outlawed and vote in the local government elections were denied to
minorities. As indicated by Gayatri Spivak, when post- those speaking Russian as their native language, Latvia was
colonial societies try to retrieve their lost self-confidence, politically criticised on a global scale.

quite often the process of “Othering"takes place, where Likewise, the contemporary art in Latvia in the 90s most

the positive identity of themselves is being defined and definitely was one of the Others.

strengthened with the labelling of the “Other”: “Whatever the
markers of social differentiation that shape the meaning of
“us”and “them’, whether they are racial, geographic, ethnic,
economic or ideological, there is always the danger that they
will become the basis for a self-affirmation that depends
upon the denigration of the other group.™ The Russian
diaspora in Latvia were undeniably the descendants of the

In FiSers'painting Misunderstanding in Forest (1999), aliens have
descended on Earth with a message of friendship, but find
themselves in a forest where they are attacked by wild
bears. In this context, we must mention the campaign of the
Russian artistic group BOL! in the beginning of the 90s, when
they went to display their works to the inhabitants of the
Moscow zoo. Often the artists saw their contemporaries as

19. Quoted from: Donna Landry, Gerald MacLean (eds.), The Spivak Reader: barbaric as animals. One of the loudest scandals related to the
Selected Works of Gayati Chakravorty Spivak, Routledge, London, 1995, p. 83. contemporary art in Latvia in the 90s, when contemporaries
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FiSera un Gabrana darbi sabalsojas ar postmodernisma
un poststrukturalisma ierosinato humanisma kritiku
ari tada veida, ka vini pievérsas dazadam ezoteriskam,
"nepietiekami zinatniskam” praksém ka sektantisms,
ufologija u. c. ‘Reabilitéjot’Sis padomju perioda aizliegtas
prakses, makslinieki dekonstruéja totalitarismam tik
izdevigo universalo racionalitati ka vardarbigu pret citado
un atskirigo. Ka norada H. Bhabha, hierarhiski,zemo”
zindtnu izmantosana ir viens no veidiem, ka postkolonialas
sabiedribas censas asimilét vésturi, lai veicinatu
dziedésanas procesu un pardefinétu savu identitati.??

necaurlaidigaja vidé, kas razojusi arvien jaunas
aizspriedumu populacijas'?, bet vél talak — Rietumu
racionalisma un humanisma (ta kartezianiskajai
izpratnei par zindSanam ka varu par aréjam lietam).
1996. gada darba bez nosaukuma uz postamenta aiz
muzeja lentes novietots Latvijas Medicinas muzeja
eksponats — zinatniska progresa varda saaudzéti suni.
Cilvéks progresa varda nezéligi apspiedis un izmantojis
ne-cilvékus: vienalga — dzivniekus, citas rases, tautas
vai dzimti.,Cilvéka attiecibas ar dzivnieku ir sabiedribas
attiecibu alegorija'

20 Steimane Inga. Dazreiz vinu saprot jeb Mikela Fisera message-art // Studija.

1999, Nr6, 32. Ipp. 22 Fuko raksta:,Poststrukturalisms izce| apspiestas zinasanas, kas tikusas

pasludinatas ka neadekvatas vai nepietiekami pamatotas: naivas zinasanas, kas
tikusas novietotas zemu hierarhija, zemu zem zinatniskas spriesanas limena.

21. Autores saruna ar Mikeli Fiseru 2008. gada marta.

Mikela Fisera instalacija Parpratums meza. 1994.

Mikelis Fisers'installation /

not only misunderstood the message of the work of art, but
also physically damaged it, was the event when the artist leva
Rubeze in the exhibition Opera wrapped the monument of the
greatest Latvian poet Rainis in a red plush material. A frustrated
spectator ripped off the cloth and wrote on the monument a
call not to disgrace the greatest minds of the nation.

When looking for the reasons for intolerance towards the

different, Fisers sought for answers not only in “the
environment impenetrable by the intellectual light inherited
from socialism, which in its turn created new populations

of prejudices®, but also further — in the Western rationalism

and humanism (its Cartesian understanding of knowledge
as power over external things). In an untitled work displayed
in 1996 on a pedestal behind museum tape, an exhibit of
the Pauls Stradins Museum for History of Medicine was
presented — dogs inosculated in the name of the scientific
progress. A human being had cruelly oppressed and used
non-humans in the name of progress. In this case it did not
matter whether they were animals, other races, nations or
genders."The relationship between a man and an animal
serves as an allegory of relationships within society.”

The works of Fisers and Gabrans echoed with the criticism

of humanism initiated by post-modernism and post-

Mikelis Fisers in interview with Anda Klavina in March 2008
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Daudzus no talaika Ginta Gabrana darbiem uz dzives un

makslas robeZas var traktét ka prasibu péc padomju perioda
iedragatas makslas pasnoteik$anas. Tacu $is pretenzijas tika

paustas smagas ekonomikas un moralas krizes laika, kad
véderam, nevis kultlrai bieZi vien tika dota prieksroka —

gluZi pretéji vél nesenajam dziesmotas revoldcijas laikam.
Tadé| Gabrana provokativa maksla lidzigi ka citu makslinieku
darbi tika uztverta ar klaju neiecietibu vai vismaz neizpratni.

Gabrans 1994. gada izstadé,Dzives kultara’, aiz skatloga

izliekot sapsanai smalkus édienus, savukart véléjas netiesi

noradit, ka tiesi bada laiks ir cilvéciskuma manifestacijas
augstakais punkts. Tas sasaucas ari ar akcijam, kadas
vienlaikus Maskava organizéja makslinieki Olegs Kuliks,
Dmitrijs Gutovs un citi — makslas projektu ietvaros

provocéjot izsalkuso publiku saplést gabalos cikas cepeti

vai negausigi raust piedavato stknaudu.”

Gabrana darbi postpadomju cilvéku konfrontéja vél ar kadu

netikamu apstakli — izvéli: smékét / nesmékét, atpazit /
neatpazit atdarinatu makslu, pieskarties / nepieskarties
elektribas vadiem, nemt / nenemt nazi, bazt / nebazt

galvu attiecigaja cauruma, ticét / neticét.,lzvéles nasta —
brivibas neizbégama kompanjone makslas, politiskaja u. c.

telpa ka nozimigaka postpadomju telpas probléma.*

Par to, cik nepanesams var izradities esibas vieglums, savukart

K

Qi

runa M. Fisers kopa ar Jani Vinkeli 1994. gada Tstenotaja
darba,Budas cilvéks’, kur izstades Valsts” apmeklétajiem bija
iespéja vérot kada Alvila Indriksona brivpratigo noslégsanos
no skarbas parmainu laika realitates.”> Ka tolaik rakstijis
rumanu politologs Vladimirs Tismaneanu:, Komunisma
beigas ir atstajusas individus ar zaudéjuma sajatu: pat

ja vini atradas ban, tas vismaz piedavaja stabilitati un
paredzamibu. Lidzigi k& izbijusiem cietumniekiem viniem
tagad ir briviba, bet nav sapratnes, ko ar to iesakt*

ceriba zaudétas stabilitates atjaunosanai un dzives
uzlabosanai tika skatita tuvinasanas Rietumiem, kas
principa noziméja pienemt Eiropas Savientbas, NATO un
pari visam — globala kapitalisma — noteikumus. Principa —
izvérst jaunu kolonialismu. Fisers so procesu aspratigi
télojis gleznu cikla ,MC4ID” (1996), kur talaika Baltijas
valstu prezidenti katrs ar savu karodzinu séz pie sarunu
galda kopa ar Indepedence Day parstavi — citplanétieti.
Otraja glezna saulesbrillés térptais citplanétietis didzejo,
bet tresaja glezna visi karodzini jau atrodas citplanétiesa
rokas. Ceturta glezna ir vienkarsi melns laukums ar
piestiprinatam Ectasy tabletém. Sekss un narkotikas ka
kapitalisma piesolita baudas utopija.

23 Lidzigu provokaciju darba,Spekis visai valstij” izstadé Valsts” 1994. gada
izspéléja art makslinieks Janis Mitrévics, izvietojot svaigi kipinatu ckas

galu Valsts makslas muzeja laika, kad lielaka dala iedzivotaju cieta trakumu.

24. Pelde Stella. G. Gabrana radosas darbibas apraksts Laikmetigas makslas
centra makslinieku datu baze.

structuralism, because they were focused on different
esoteric, 'not sufficiently scientific’ praxes such as
sectarianism, ufology, etc. By ‘rehabilitating’ these praxes
banned during the Soviet period, the artists deconstructed
the universal rationality so beneficial to totalitarianism and
interpreted it as a force against the Other and the different.
As indicated by H. Bhabha, the use of hierarchically “low”

sciences is one of the ways the post-colonial societies try to

assimilate history, in order to facilitate the healing process
and re-define their identity.”

Many of Gints Gabrans'works of the time, bordering on
real life and art, may be treated as a requirement for the
self-determination of art so severely damaged during the
Soviet period. However, these objections were presented

during the circumstances of a difficult economic and moral

crisis, when food and not culture was often preferred —
unlike during the recent singing revolution. Therefore, the

provocative works by Gabrans, like the works of other artists,

were met with outspoken intolerance or at the least a lack
of understanding. In the exhibition Culture of Life in 1994,

Gabrans, by placing delicious food to rot in a shop window,
wanted to deliver the message that it was starvation which

was the highest peak of the manifestation of humanity. It
reverberated with the campaigns organised by the artists
Oleg Kulik, Dmitry Gutov and others in Moscow at the

22. As Foucault says: “[Poststructuralism] underscores knowledge that has
been disqualified as inadequate to their task or insufficient to their task:
naive knowledge, located down in the hierarchy, beneath the required
level of cognition or scientifity”
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Grati nepamantt 87 darba lidzibu ar Alberta Bela romanu,Buris”
un Ansa Epnera péc $Tromana sizeta uznemto filmu ar tadu pasu
nosaukumu.

Tismaneanu Vladimir. Fantasies of Salvation: Democracy, Nationalism, and
Myth in Post-Communist Europe. Princeton University Press, 1998, p. 152.

same time — provoking the starving audience in the
framework of art projects to pull roasted pork to pieces or
to rake for small change.

The works of Gabrans confronted the post-Soviet individual with

another unpleasant condition — a choice: to smoke/not to
smoke, to identify/not to identify copied art, to touch/not to
touch electrical wiring, to take/not to take the knife, to stick/
not to stick one’s head in the respective hole, to believe/not
to believe.“The burden of choice - the inevitable companion
of freedom in the space of art, politics etc. is the most
essential problem of the post-Soviet era!**

The lightness of existence may turn out to be unbearable,

and this is the subject of the work of art entitled Man of

Hut made by M. Fisers together with Janis Vinkelis in 1994,
where the visitors to the State exhibition had an opportunity
to watch the voluntary seclusion of Alvils Indriksons from

the severe reality of the transitional period.* As it has

been stated by the Romanian political scientist Vladimir
Tismaneanu:“The end of Communism has left individuals
with a sense of loss: even if they hated the cage, at least it
offered the comfort of stability and predictability. Like former

Similar provocation in the work of art entitled Bacon For All the State in the
exhibition State in 1994 was played out by the artist Janis Mitrévics, by
displaying freshly smoked pork in the State Museum of Art at the time,
when most of the country suffered poverty.

Stella Pelse, description of the creative activity of G. Gabrans in the data
base of artists at the LCCA.

The similarity between this work and the novel Cage by Alberts Bels, and
later also with the film directed by Anis Epners following the plot of the
novel, is quite obvious.



Reflektéjot par postpadomju sabiedribas labpratigo stasanos
neokolonialisma attiecibas, Gabrans un Monika Pormale
savukart nodibinaja realu iepazisanas biroju (,Rigas
iepazisanas birojs’, kas celoja pa daudzam izstadém Eiropa
laikd no 1999. idz 2002. gadam), ievietojot sludinajumus
avizé, kas aicinaja cilvékus pieteikties iespéjai atrast
partnerus arzemeés. Sievietém, kuras atsaucas uz
sludinajumu, fotografésanas seansa bija jademonstré
sevi veida, kas pievilinatu potencialo partneri Rietumos,
vienlaikus simboliz&jot feminos Austrumus iepreti
maskulinajiem Rietumiem.

Tomér ari brivpratiga ,atdosanas” nenesa gaiditos straujos
uzlabojumus Latvijas ekonomiskaja un moralaja klimata.

Postkoloniala sabiedriba fundamentali maldas, norada

H. Bhabha, cerot, ka jaunas pasaules arhitektira magiska
veida izaugs no kolonialisma fiziskajam drupam.
Korupcija, kriminalas situacijas pasliktinasanas un vilsanas
demokratija ir tipiskas izpausmes postkolonialajai
situacijai.” Un atbildes nav ne sabrukusajai impérijai, ne
aréjai alternativai, ne ari lokalajai elitei.

So visparéjas neapmierinatibas, ignuma situaciju ar humoru
apspéléja Gabrana 1997. gada interneta projekts ,Kapnes
debesis” Darbu veidoja balsosanas urna un bileteni ar
absurdas situacijas aprakstu un shematisku vizualu ilustraciju.

27 Ashcroft Bill, Griffiths Gareth, Tiffin Helen (eds.) Key Concepts in Post-
Colonial Studies. Routledge, London, 2008, p. 3.

Gints Gabrans, Monika Pormale. Rigas iepazisanas birojs. 1zstade Baltic Security Arlandas lidosta, Stokholma. 2000-2001.

A

Gints Gabrans, Monika Pormale. Rig ency. Exhibition Baltic S

prisoners, they now have freedom but do not know exactly
what to do with it"*

Becoming friends with the West was seen as a hope of regaining
the lost stability and improve living conditions, which, in fact,
implied the acceptance of the rules governing the European
Union, NATO and global capitalism above all. Actually, it also
meant the expansion of a new colonialism. Fisers depicted
this process in the series of witty paintings entitled MC4 /D
(1996), where the presidents of the Baltic States at the time,
each with his own flag, sit at a the round table together
with a representative from the Independence Day film — an
alien. In the second painting, the alien, wearing sunglasses,
is a DJ, but in the third painting all the national flags are
possessed by the alien. The forth painting simply depicted a
black square with attached Ecstasy pills. Sex and drugs were
presented as a utopia of enjoyment promised by capitalism.

In order to reflect the post-Soviet society’s voluntary engagement
in neo-colonial relationship, Gabrans and Monika Pormale,

Arlanda Airport, Stockholm. 2000-2001

in their turn, established a real dating agency (Riga Dating
Agency, which travelled and visited many exhibitions in
Europe from 1999 until 2002) and published ads in the
newspaper, which offered an opportunity to find partners
abroad. The women who responded to the ads had to pose
in a photo session in a way which would seem attractive to
potential partners in the West. This campaign simultaneously
contrasted the feminine East versus the masculine West.

However, the voluntary “abandonment” did not bring the
expected improvement in the economic and spiritual
climate of Latvia. Post-colonial society is fundamentally
wrong, says H. Bhabha, in hoping that the architecture of
a new world will magically emerge from the ruins of the
colonialism. Corruption, the deterioration of the criminal
situation and disillusionment with democracy are typical
traits of the post-colonial situation.?” And answers cannot be
provided neither by the collapsed empire nor by an external
alternative or the local elite.

26. Tismaneanu, Vladimir: Fantasies of Salvation: Democracy, Nationalism, and
Myth in Post-Communist Europe, Princeton University Press, 1998, page 152.

27. Bill Ashcroft, Gareth Griffiths, Helen Tiffin (eds.), Key Concepts in Post-
Colonial Studies, Routledge, London, 2008, p. 3.
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Anketa ar iespé&jamiem atbilzu variantiem provocéja uz
aktivas nostajas demonstraciju. Makslinieks publikas reakciju
paredzéjis sada sekvencé: "Cilvéks a) seko instrukcijam un
prieksrakstiem, jo pienem, ka ir kads, kurs zina; b) nesagaidijis
ceréto (un sagaidijis ko citu), vins kldst nikns; ) ieraudzijis
vainigo, vins alkst nok|Gt ta vietd un lidziga veida pazemot
citu. Paliek neatbildéts jautajums: kurs ir aicinosa uzraksta un
pirma sitiena autors?"# Pirma sitiena autoribas meklésana
izvéersas par izmisuma un dusmu pilnu rinkveida kustibu,
ko H. Bhabha nosaucis par,postkolonialo limbo”.

Gabrana, Fisera un vinu vienaudza Vinkela darbi ir vienigie
Latvijas makslas vidé, kuros skarta postmodernismam
tik iezZimiga apokalipses téma, kas péc PSRS sabrukuma

tas gaidams, pretéji tadu véstures beigu proponétaju

ka Francisa Fukujamas fanfaram sie makslinieki ienéma
daudz ironiskaku poziciju, runajot no marginala un

vajaka pozicijam. Un no s skatpunkta véstures beigas
nav neparprotama uzvara: atpestisanas liksme mijas

ar tragisko. Patiesiba tragédija ir gan aiz muguras, gan
prieksa. Fisera glezna,Armagedons” Pinokio bég no uguns
liesmas; vai més noticam, ka, Skérsojot avarijas izeju, vins
bus drosiba? ,Postkolonialisma gan pagatne, gan nakotne
ir trauméjosas. (..) Tas ir liktenis ar ilgtermina un groteski
netaisnam sekam.® Humors un ironija k|dst par vienigo
sava laika pretindi*®

un kapitalisma un liberalas demokratijas uzvaras gajiena 2
90. gados ieguva jaunu spéku un nozimi. Tomér, ka jau

28. Pelde Stella. G. Gabrana radosas darbibas apraksts Laikmetigas makslas
centra makslinieku datu bazé.

Said Edward (Orientalism, 1978) citéts no Landry, Donna, MacLean
Gerald. The Spivak Reader: Selected Works of Gayati Chakravorty Spivak.
Routledge, London, 1995, p. 74.

,Mimikrija, satira, parodija un joki ir veids, ka postkoloniala sabiedriba
readé uz savu situaciju!’ Ashcroft Bill, Griffiths Gareth, Tiffin Helen (eds.)
Key Concepts in Post-Colonial Studies. Routledge, London, 2008, p. 39.

Mikelis Fisers. Armagedons. 1997.

Mikelis Fisers. Armageddon. 1997.

This general situation of discontentment and annoyance
was positively ridiculed by Gabrans'internet project
in 1997 entitled Stairway to Heaven. The work consisted
of a ballot-box and voting cards with descriptions of
absurd situation and schematic visual illustrations.
A multiple choice questionnaire provoked the audience
to demonstrate an active position. The artist anticipated
the public’s reaction in the following sequence: "An
individual a) follows instructions and directions, because
he/she assumes that there is somebody who knows;
b) failing to receive that Something which the individual
hoped for (and having received something else),
he/she becomes frustrated; c) having found the
offender, the individual desires to take the offender’s
place and to humiliate someone else in a similar

blow?"# Seeking for the authorship of the first blow
turns out to be a circular movement full of despair and
anger, which H. Bhabha has termed “post-colonial limbo”.

The works of Gabrans, Fisers and their contemporary artist

Vinkelis are the only works in the Latvian artistic environment
where the theme of apocalypse so characteristic for
post-modernism is touched upon. This theme, after the
collapse of the USSR and the victory of capitalism and liberal
democracy in the 90s, gained new strength and significance.
Nevertheless, as it may have been expected, unlike such
proponents of the end of history as Francis Fukuyama, these
artists took a much more ironic position, expressing the
point of view of the marginal and weak. And from this point
of view, the end of history is not an unambiguous ‘victory”:

manner. A question remains unanswered — who
is the author of the tempting text and the first
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Stella PelSe, description of the creative activity of G. Gabrans in the data
base of artists at the LCCA.



Atmina aizmir‘éana tUU<Oéana7 Kristapa Gelza instalacija,Eko séta”un Alvja Hermana
, | ! !

iestudétaja,XX. gadsimts. Pojezd prizrak. Vision Express”
Padomju Savienibas pastavésanas periods interpretéts

Nezaudéjot ironisko pieskanu, vairaki citi 90. gadu makslinieki ka iebrauksana tuneli, zoga uzstadisana, atseviskas
Latvijas un Rietumu atjaunotas attiecibas nevis kritizé ekosistémas radisana iepreti normalajam, universalajam
ka neokolonialismu, bet gan skata ka vienas veseluma (Rietumu) laikam un paréjai, normalajai (Rietumu) pasaulei.
dalas savienoanos ar otru, ka telpisku un temporalu Vel nav vérojama vélme lidzigi slovénu makslinieku grupai
sinhronizaciju. Pieméram, Ojara Pétersona oranzo tiltu JRWIN"noteikt savu, postpadomju modernitat, tas drizak
viena puse, kas visus 90. gadus dazadas Latvijas vietas ir partikulara cels atpakal (?) pie universala.
ilgojas péc otras puses kaut kur Baltijas jaras rietumu Ar to ari skaidrojams, kadé| 90. gadu maksla ir visai maz
krasta, vai Erika Boza 1995. gada instalacija izstadé latviskajai identitatei veltitu darbu, kas savukart ir pretruna
,Pedvalisms”— telts, kas ignoré sienu starp tas divam ar talaika intensivi nacionalistisko kultGrpolitiku un
dalam. Sinhronizacijas problematika pastiprinas, tuvojoties Rietumu makslas pasaules gaidam péc eksotikas no 1
tkstosgadei, apliecinot Latvijas iekJausanos Rietumu regiona. Viens no retajiem piemériem, kad tiek apspéléta
kapitalistiskas demokratijas modeli. latviskas identitates konstruésana, ir Agneses Bules

Skats no izrades XX gadsimts. Pojezd prizrak. Vision Express. Rezisors Alvis Hermanis. Jaunais Rigas teatris. 1999.

Scene from the play XX ( press. Director Alvis Hermanis. New Riga Theatre. 1999

the joy of redemption interchanges with the tragic. In fact, R@Aﬂombopimg! Popggtﬁng

the tragedy is both — behind and ahead. In Fiders’ painting Tranglaﬁngo

Armageddon (1997) Pinocchio runs away from a fire; can we " ol

believe that after reaching the emergency exit he will be

safe?“In post-colonialism, both the past and the future are Without losing the ironic undertone, several artists of the 90s,
traumatic. It is a fate with lasting, indeed grotesquely unfair instead of criticising the relationship re-established between
results/” A sense of humour and irony become the only Latvia and the West as neo-colonialism, preferred to view it as
‘antidote’of the time.* a spatial and temporal synchronisation — when different parts

of one whole were merged together again. For instance,
here we can mention just one side of the orange bridges
made by Ojars Pétersons, which throughout the 90s in
different parts of Latvia longed for the other side somewhere
on the Western shore of the Baltic Sea. Another example

7 Bill Ashcroft, Gare is Eriks Bozis'installation displayed in 1995 at the Pedvalism

al Studies, p. 39. exhibition — a tent, which ignored a wall between its two

e, London,

DZIVE LIMBO: POSTKOLONIALISMA DISKURSS 90, GADU LATVIJAS MAKSLA 187




G

1999. gada filmina, lepazisti Latvijul” Savienojot latviesu
mitus un klisejas par savu izcelsmi un dabu ar Rietumu
aizspriedumiem attieciba uz,mazattistitam” zeméem ka
Latvija, vina atsedz ne vien Rietumu vajadzibu péc Cita
projekcijas, bet ar latviesu labpratigo Jausanos bt $im
Citam. Darbs norada uz nepieciesamibu veidot identitati,
bet kritizé tas konstruésanas veidu.

Principa 21. gadsimta sakuma laikmetiga maksla saglabajas
ka viena no retajam kultaras sféram, kas tiecas uz
universalo (lai cik art mdsdienas komplicéts nebdtu Sis
nojégums) un kosmopolitisko iepreti citam kultdras

formam, kas uzsver latviskas identitates atskiribu, jo pastav
uzskats, ka tikai ta Latvijas kultlra var aizstavét savas
pretenzijas.

1998. gada veidojot multimediju instalaciju ,Very hopeful’, kur

péc analogijas ar 70. gadu NASA projektu tiek zibsnitas
Zimes iz latviesu kultaras ceriba, ka kads tas atpazis un
més nebusim vieni sai visuma, tolaik pavisam jaunie
makslinieki Arvids Alksnis, Péteris Kimelis, Dzintars Licis
un Martins Ratniks atskiriba no saviem prieksgajéjiem
apzinajas, ka divu (vai vairaku) dalu bezkonfliktu
savienosanas nav iespéjama: postpadomiju Latvija nak ar

Arvids Alksnis, Péteris Kimelis, Dzintars Licis, Martins Ratniks. Very Hopeful. 1998.

Arvids Alksnis, Péteris Kimel

parts. The problems of synchronisation grew worse as the
new millennium approached, thus confirming the inclusion
of Latvia in the Western model of capitalistic democracy.

In the installation by Kristaps Gelzis entitled Eco Fence and the
play XX Century. Pojezd prizrak. Vision Express directed by Alvis
Hermanis, the period of the Soviet Union was interpreted as
driving in a tunnel, erecting a fence, a creation of a separate

ecosystem versus the normal, universal (Western) time and the
rest of the normal (Western) world. Latvian artists did not want

to establish their own post-Soviet modernity as was done,
for example, by the Slovenian IRWIN group of artists. It was,
indeed, a way of the particular leading back to the universal.

This explains why there were quite a few works of art in the 90s

dedicated to the Latvian identity, which in general contrasted

with the intensive national cultural policy at the time and

the expectations of the Western world of art that something

of an exotic nature would be found in this region. One of
the rare examples when the construction of the Latvian
identity was made fun of was the film Discover Latvia! made
by Agnese Bule in 1999. By combining the Latvian myths

MAKSLA

s, Dzintars Lic

Marting Ratniks. Very Hopeful. 1998

and clichés about their own origin and nature with Western
prejudices in relation to “underdeveloped” countries such

as Latvia, she revealed not only the Western necessity for
the projection of the Other, but also the voluntary Latvian
indulgence to be this Other. This work of art not only
proclaimed the need to create identity but also criticized the
way it was constructed.

In fact, in the beginning of the 21st century, contemporary art is
preserved as one of the few areas of culture which aspires to
the universal (however complicated this notion may be) and
the cosmopolitan versus other forms of culture emphasizing
the difference of the Latvian identity, because of the
viewpoint that it is the only and true way how the culture of
Latvia can defend itself from the objections raised against it.

By working on the multimedia installation Very Hopeful in
1998, where, like a NASA project of the 70s, signs from
Latvian culture were flashed into the sky with the hope that
someone would recognize them and we would not be alone
in this space, the very young artists, Arvids Alksnis, Péteris
Kimelis, Dzintars Licis and Martins Ratniks were aware, unlike



savu atskirlbu, bet mérkis ir kultaras tulkosana — saprasanas
par spiti atskiribai.

Otra iezime 21. gadsimta sakuma ir vélme atceréties,

kas no literatdras pamazam ienak ari maksla un kino.
2000. gada Valsts Makslas muzeja notika llmara Blumberga
personalizstade Logi / Windows", kas ir sava veida
dienasgramata gleznas. Uz za|ganpeléku tapesu sienas
(siena — klasiska socialisma metafora) fona vins pavéris
logus uz bérntbu Sibirija, gadiem padomju armija un

savas dailrades batiskakajam pieturvietam. Siizstade

tapa par vienu no drosmigakajiem un godigakajiem,

jo neideologizétajiem, atminu stastiem un ieziméja

to smago atcerésanas darbu, kas Latvijas sabiedribai

vél prieksa.,Atcerésanas nekad nav kluss atskatisanas
akts,raksta H. Bhabha.,Ta ir spéciga atgriesanas, lai
savienotu aizmirstas, noklusétas dalas noltka saprast
traumatisko pagatni un tagadni. Ta ir samierinasanas, lai
daritu vardarbigo un pretrunigo pagatni familiaraku un
tadéjadi — pieejamaku.’

2008. gada, kad top Sis raksts, jasecina, ka jo seviski

laikmetigaja maksla atminu darbs joprojam ir veikts
salidzinosi maz. Jaunako paaudzu makslinieki atbildes
uz pasreizéjiem jautajumiem nemeklé padomju
pagatné, turpinot postpadomju amnéziju. Bet, ka norada
7. F Liotars, vards,post”sola viltus parravumu, ,tas kalpo
pagatnes aizmirsanai vai apspiesanai, citiem vardiem,
pagatnes atkartosanai, nevis parvarésanai’** Jaunie
mediji radijusi ilGziju par véstures parravumu, savukart
robeZparkapéju paaudze nav spéjusi jégpilni parvarét
Jrealitates zudumu’, tadéjadi turpinot postpadomiju
amnéziju. Aktivaka padomju pagatnes ieklausana
dzlvaja socialaja atmina, iespéjams, palidzétu masu
sabiedribai labak izprast tagadni un bt drosmigakai
nakotnes izvélés.

31

32

Bhabha Homi K. The Location of Culture. Routledge, London, 2004, p. 63.

Lyotard Jean-Francois. The Postmodern Condition: A Report on
Knowledge. University of Minnesota Press, 1997, p. 90.

windows to his childhood in Siberia, years spent in the Soviet
army and the most crucial points in his creative work. This
exhibition became as one of the most fearless and fair stories
of memory — because nothing was subjected to ideology —
which also marked the heavy work of remembering still
ahead for the society of Latvia."Remembering is never a
quiet act of retrospection’, H. Bhabha writes, “It is painful
re-remembering, a putting together of the disremembered
past to make sense of the trauma of the present. Itis a
reconciliation to make the hostile and antagonistic past more

"3

familiar and therefore more approachable!

In 2008, when this article is being written, it must be concluded
that especially in the framework of the contemporary art,
memory works comparatively poorly. The younger generations
of artists do not look for the answers to today’s questions in
the Soviet past, thus continuing the post-Soviet amnesia. Yet,
as is indicated by J. F. Lyotard, the term “post” promises a false
breakthrough and“is in fact a way of forgetting or repressing
the past, that is to say, repeating it and not surpassing it"*? The
new media have created an illusion about the breakthrough
of history. The generation of trespassers, in their turn, have
not managed to overcome the 'loss of reality’ meaningfully,
thus also continuing the post-Soviet amnesia. A more active
inclusion of the Soviet past in the living social memory could,
possibly, help our society to understand the present better
and be more courageous in their future choices.

limars Blumbergs. No cikla Logi / Windows. 1996.
llmars Blumbergs. From series Logi / Windows. 1996.

their forerunners, of the fact that integrating two (or more)
parts without a conflict is impossible: post-Soviet Latvia came
with its own difference, but the goal was the transiation of
culture — of understanding despite the difference.

Another characteristic trait of the early 21st century is a desire
to remember, which is slowly emerging from literature into
the fields of art and film as well. In 2000, a solo show by
lImars Blumbergs entitled Windows took place in the State
Museum of Art, which was a kind of diary in paintings. On the
background of a wall covered with a sage-green wallpaper
(the wall as a metaphor for classical socialism), he opened

31, Homi K. Bhabha, The Location of Culture, Routledge, London, 2004, p. 63.

32. Jean-Francgois Lyotard, The Postmodern Condition: A Report on Knowledge,
University of Minnesota Press, 1997, p. 90.
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