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I<ad mani aicinéja apcerét 5o tému, nacas vispirms

pakavéties pie domas par to,
cik derigs sis ,Baltijas makslas scénas”koncepts ir lgaunijas, Latvijas un
Lietuvas laikmetigas makslas attistibas analizei un kontekstualizacijai.
Vai tada,scéna” vispar pastav un funkcioné simbolisko un ekonomisko
vértibu radisana un apmaina laikmetigas makslas joma, vai ta kalpo saviem
parstavjiem atseviskajas valstis un kopigajam visa regiona vajadzibam?
Jeb vai tas aprakstisanai un méginajumiem salidzinat makslas darbus,
kuratoru darbibu un instittciju programmas ir kada cita funkcija? Parlapojot
pédéjo piecpadsmit gadu laika un lielakoties arpus Baltijas notikuso Baltijas
makslinieku kopizstazu' katalogus, nakas atzit, ka kopiga padomju pagatne
un tas tiesas sekas ir vienigais, kas vieno $is valstis, — to makslas dzives norise
un infrastruktdras ir diezgan atskirigas. Casus belli Baltijas maksla” skiet
izgudrojums vai ieviesums, kas prasa tekstualu analizi.

Es labi apzinos, ka viena raksta nepietiek vietas, lai aptvertu visu dazadajiem
Baltijas sadarbibas aspektiem veltito praktisko apmainu, izstazu, konferencu
un publikaciju vésturi (ieskaitot projektus, kuri pievérsusies Baltijas—
Ziemelvalstu-Skandinavijas vai,Austrumeiropas” perspektivai). Vel vairak —
pat vispamatigaka izpéte nelauj nonakt pie kada vienota slédziena, jo to
allaz nosaka lokalaka piederiba un tas perspektivas specifika: pieméram,
manis pasas skatiens ir primarilietuvisks” un profesionali izveidojies
90. gadu vidU un otraja puseé.

Salidzinosi nesenaja padomju perioda var izcelt igaunu, latviesu un lietuvieSu
makslas scénu sadarbibu. Tas bija relativi aktivs izstazu apmainas laiks —

1. Pieméri sadam izstadém: Aujord'hui les Baltes: Art Contemporary d'Estonie, Lettonie, Lituanie. Parize,
1993; Personigais laiks. Igaunijas, Latvijas un Lietuvas maksla 1945-1996. Varsava, 1996; Ilgaunijas,
Latvijas un Lietuvas maksla. Sarajeva, 1998; The Baltic Times. Zagreba, 2001 un Insbruka, 2002; Face
the Unexpected. Dortmunde, 2006.

! ! to reflect upon this topic | could not help

When ln\/_lted pausing and thinking how instrumental
this‘Baltic Art Scene’concept was in the analysis and contextualization of the
progress of contemporary art in Estonia, Latvia and Lithuania. Does this‘scene’
actually exist and function in the production and exchange of symbolical and
economical values in the field of contemporary art; is it serviceable for its agents
in individual countries and for the common needs in the region? Or does writing
about it and attempts to compare art works, activities of curators and programs
of institutions perform some other function? Thumbing the catalogues of joint
Baltic art exhibitions held in the course of the last fifteen years and mostly
presented outside of the Baltics', one confronts the acknowledgement that only
the Soviet past and its immediate aftermath link these countries — and their art
practices and infrastructures are quite different. Casus Belli'Baltic Art’seems an
invention or imposition that deserves textual analysis.

I'am well aware that a single essay doesn't provide space enough to tackle the
entire history of practical exchanges, exhibitions, conferences, and publications
dedicated to various aspects of Baltic collaboration (including those projects
that take a Baltic-Nordic-Scandinavian-or ‘Eastern European’ perspective).
Moreover, no singular conclusion could be drawn from even the most
exhaustive research as it would be contingent upon the locality and specificity
of its perspective: my own perspective is primarily ‘Lithuanian’and professionally
borne of the mid-to-late 1990s, for instance.

In the, comparatively recent, Soviet period, one can isolate collaboration between
the Estonian, Latvian and Lithuanian art scenes. It was a period of relatively
active exhibition exchange; artists also participated in joint symposia,

Examples of these exhibitions are: Aujord’hui les Baltes: Art Contemporary d’Estonie, Lettonie, Lituanie.
Paris, 1993; Personal Time. Art of Estonia, Latvia and Lithuania 1945-1996. Warsaw, 1996; Art from
Estonia, Latvia and Lithuania. Sarajevo, 1998; The Baltic Times. Zagreb, 2001 and Innsbruck 2002;
Face the Unexpected. Dortmund, 2006.
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Izstade Personigais laiks. Igaunijas, Latvijas un Lietuvas maksla 1945-1996. Masdienu makslas galerija
Zacheta, Varsava. 1996.

makslinieki piedalijas kopigos simpozijos, pulcéjas
radosas grupas, dazi — kaut arT ne parak daudzi -
studéja kaiminrepubliku makslas augstskolas.
Augstaks statuss tika pieskirts regularajam Baltijas
republiku glezniecibas, skulptaras, grafikas, lietiskas
makslas, jauno makslinieku un citam triennalém un
kvadriennalém. Tie bija karjerai nozimigi notikumi,
tapéc tos rapigi analiz&ja un apsprieda vietéja makslas
kritika (reizumis arT centralie padomju makslas
izdevumi). Baltijas triennales konstruéja aktualo makslas
problematiku (idejisko vértibu simbolisko hierarhiju),
apstiprindja organizatoriski izsvérto (kaut art allaz skalo)
makslinieku paaudZu mainu un, tas ir svarigi, veidoja
plasaka un daudzveidigaka makslas konteksta iespaidu
(paceloties pari atsevisko makslas lauku ierobezotibai).
Jauzsver, ka Sie festivalveida notikumi atspoguloja

tiesi Baltijas makslas telpu un simboliski noskira to no
Vissavienibas” makslas vides.
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gathered in creative groups, some, even if not too many,
studied in the higher art schools of the neighboring
republics. The highest status was accorded to the
ongoing Baltic triennials and quadrennials of painting,
sculpture, print, applied art, young artists, and so forth.
These were the career benchmarking events — so were
thoroughly analyzed and discussed by local art critics
(occasionally in the Soviet art press as well). The Baltic
‘triennials’ constructed the topical art issues (a symbolic
hierarchy of idiomatic values), and underpinned the
deliberated (though always noisy) change of artists’
generations: and, significantly, created the impression of a
broader and more versatile artistic context (surmounting
the limits of the individual scenes). It is important to
underline that these festival events limned the Baltic artistic
space; and symbolically separated it from the “all-Soviet”
artistic environment.
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Baltijas republikas Padomju Savieniba nebija gluzi drams,
Dieva piemirsts nosturis. Tas tika ieklautas PSRS sastava
daudz vélak neka citas republikas un, lai gan nokluva
savieniba ar tikai 20 gadu neatkariga valstiskuma
pieredzi, daléji saglabaja dzivesstila elementus, kulttras
atminu un ieguva,Lielas dzimtenes mazo Rietumu”
ekskluzivo télu. Sis téls netika veidots patstavigi, to
balstija un centigi reproducéja Maskava.,Centralajai varai,
neap$aubami, bija politiski svarigi radit paréjai pasaulei
radamu nacionalas un internacionalas kultGras mierigas
sakusanas ainu,’norada igaunu makslas zinatniece Sirje
Helme.? Pieméram, vairakums padomju filmu, kuras
radija dzivi Rietumu pasaulé, tika uznemtas Baltijas
galvaspilsétas ar baltiesu aktieriem rietumnieku lomas.

2. Helme Sirje. Nationalism and Dissident: Art and Politics in Estonia, Latvia
and Lithuania under the Soviets // Art of the Baltics: The Struggle for
Freedom of Artistic Expression under the Soviets, 1945-1991. Eds. A.
Rosenfeld & N. T. Dodge. The Dodge Soviet Nonconformist Art Publication
Series. Rutgers University Press, New Brunswick, N. J,, 2002, p. 7.

Izstades Personigais laiks preses konference. Otra no kreisas: izstades kuratore Anda Rotenberga,
Igaunijas ekspozicijas kuratore Sirje Helme, Latvijas ekspozicijas kuratore Heléna Demakova.

Exhibition [Ti
Estonian expositi

press conference. Second from the left: exhibition curator Anda Rottenberg,
curator Sirje Helme, Latvia sition curator Heléna Demakova

The Baltic states in the Soviet Union were not an entirely
gloomy “godforsaken” place. They were incorporated into
the USSR much later than the other republics and although
they entered the Union only with a 20 year experience
of independent nation statehood they partly preserved
elements of life style, cultural memory, and enjoyed an
exclusive image of “our little West"in the “Great Fatherland’”.
This image wasn't produced independently but was
supported and carefully reproduced by Moscow. “For the
central power it was undoubtedly politically significant to
create for the rest of the world a picture of a peaceful melting
pot of national and international culture” claims the Estonian
art historian Sirje Helme?. For example, the majority of Soviet

2. S.Helme, “Nationalism and Dissident: Art and Politics in Estonia, Latvia and
Lithuania under the Soviets’, in Art of the Baltics: The Struggle for Freedom of
Artistic Expression under the Soviets, 1945-1991, eds. Rosenfeld A. & Dodge
N.T, The Dodge Soviet Nonconformist Art Publication Series, Rutgers
University Press, New Brunswick, N.J,, 2002, p. 7




So padmaju pseidorietumnieciskuma modeli aspratigi
rekonstruéjusi masdienu lietuviesu maksliniece Egle
Paulina Pukite, veidojot Bernes (Sveicé) fotoattélu sériju
no,Rigas kadriem” - realiem stopkadriem no |oti populara
padomju teleseriala par krievu izlaku Stirlicu, kurs darbojas
nacistiskas Vacijas augstakajos eselonos (Pukyté E. P.

Bern Switzerland. 1945 [from the movie “17 Moments of
Spring’ Russia, 1973]. 2001). Baltijas razojumi — tadi ka
Latvijas rapnicas,Dzintars” parfimérija, originala dizaina
galda piederumi un lampas no Igaunijas, Lietuva razotais
portativais televizors ,Silelis” — simbolizéja noteiktu
ikdienas labklajibas un particibas limeni (,Rietumu dzives
standartu”), un padomju pilsoni tos,medija”tapat ka
iekarojamos arzemju razojumus, kuru PSRS pastavigi

nepietika. Baltijas piejdras karorti, patikama atmosféra
kafejnicas un restoranos arf k|uva legendari.

Jau minétajam Baltijas triennalém bija sava loma §
diferencéta kultdras konteksta demonstrésana. Ta
bija norobeZosanas un sava mikrolauka saglabasanas
stratégija, kas padomju perioda veicinaja un virzija
sadarbibu starp Baltijas valstim makslas joma.

20. gadsimta 90. gados Baltijas regiona jédziens aptvéra
jau daudz plasaku formaciju, kura ietilpa ne tikai Baltijas
valstis, bet arl Zieme|valstis (pat geografiski Baltijas
jarai nepiederiga Norvégija un Islande), Ziemelvacija,
Polija un Krievijas ziemelrietumi. Lidz ar $1 perioda
sakumu, atveroties robezam, kultdras sadarbiba $aja
geopolitiskaja telpa guva impulsu attistibai: makslinieki

Izstade Personigais laiks. Lietuviesu makslinieces Egles Rakauskaites performance Slazdi. Izraidisana no paradizes. 1996.

Exhibition Persona

films, featuring life in the West, were shot in the capitals of
the Baltic republics with Baltic actors playing roles of Western
citizens in them. This domesticated pseudo-Western model
was wittily reconstructed by the contemporary Lithuanian
artist Egle Paulina Pukyte, who produced a series of ‘shot in
Riga' photographs of Bern (Switzerland) — actual film stills
from an overwhelmingly popular Russian TV series from

the 1970s about a Soviet secret agent working inside Nazi
headquarters (E. P. Pukyte, Bern Switzerland. 1945 [from the
movie “17 Moments of Spring’, Russia, 1973]. 2001). In the
Soviet Union many Baltic goods, such as the Latvian perfume
Dzintars, Estonian tableware and lamp design, the Lithuanian
produced portable TV set Silelis, symbolized a certain level

of everyday welfare and prosperity (‘Western standard of
living’) and were hunted by Soviet citizens as highly desired

me. Lithuaniana artist Eglé Rakauskaité performance Trap. Expulsion from P

aradise. 1996.

foreign products of which USSR was constantly in deficit. The
Baltic seaside resorts, the relaxed atmosphere of cafés and
restaurants also became legendary.

The aforementioned Baltic triennials played their part in the
evincing of this differentiated cultural context. It was the
strategy of disassociation and the preservation of the micro-
scene that encouraged and sustained the cooperation
between the Baltic states in the sphere of art during the
Soviet period.

During the 1990s, the meaning of the ‘Baltic region’already
implied a much wider structure embracing not only the Baltic
but also Nordic countries (even geographically non-Baltic
Norway and Iceland), North Germany, Poland and North-West
Russia. From the beginning of the period with the opening

VISI VIENA LAIVA: BALTIJAS MAKSLAS SCENA 90. GADOS 193



Exhibition

194 | VISI VIENA LAIVA; BALTIJAS MAKSL

no Igaunijas, Latvijas un Lietuvas saka sanemt ielGgumus
uz jaundibinatajam pastavigajam,paplasinatas” Baltijas
laikmetigas makslas izstadém (Ziemelvalstu un Baltijas
kopigajam biennalém Rostoka, Kotka, Rauma, art

1991. gada Ziemelvacijas pilséta Kilé izveidota jauna
starpvalstu kultGras tikla Ars Baltica sponsorétajiem
projektiem) un citiem regionalajiem pasakumiem.
Daudzi populari igaunu, latviesu un lietuviesu laikmetigie
makslinieki (ka arT,iepalikusie” vai aktivu maksliniecisko
darbibu partraukusie), protams, sais izstadés piedzivoja
savus pirmos kontaktus ar starptautisko makslas telpu.
Saja Ziemelvalstu un Baltijas sadarbibas procesa paradijas
pirmas paaudzes baltiesu laikmetigas makslas kuratori
(tai skaita Heléna Demakova, Sirje Helme un Raminta
Jurenaite), ka ar baltiesu makslas citvalstu eksperti (tadi

|zstade Personigais laiks. PriekSplana — Olegs Tillbergs pie sava darba.

eground — Olegs Tillbergs with his work

of frontiers the cultural cooperation in this geopolitical
space gained its momentum: artists from Estonia, Latvia and
Lithuania started getting invitations to newly established
continuous contemporary art exhibitions of the ‘extended’
Baltics (Nordic-Baltic biennials in Rostock, Kotka, Rauma, also
projects sponsored by the new interstate cultural network
Ars Baltica, set up in the Northern German city of Kiel in
1991) and other regional art events. Many now leading
contemporary Estonian, Latvian and Lithuanian artists (as
well as those who were 'left behind’ or withdrew from active
art practice) indeed experienced their first contact with the
international art scene at these exhibitions. In the process
of Nordic-Baltic collaboration the first generation of Baltic
contemporary art curators (including Heléna Demakova,
Sirje Helme and Raminta Jurenaite) as well as foreign Baltic

CENA 90. GA

k& Mareta Jaukuri, Barbara Straka un Norberts Vébers) —
abas grupas nozimigi ietekméja Baltijas makslinieku
darbu starptautisko reprezentaciju, seviski 90. gados.
Pétot agrinas Ziemelvalstu / Baltijas izstades, nevar
nepamantt, ka lgauniju, Latviju, Lietuvu, Krieviju un Poliju
tajas pastavigi parstavéja visnozimigakie un spilgtakie
makslinieki un vinu darbi, turpreti daudzu makslinieku,
kuri taja pasa perioda kaldinaja Ziemel|valstu un Vacijas
slavu uz starptautiskas makslas skatuves, tajas trakst.
Sadu situaciju noteica pirmam kartam izstazu kuratoru
subjektiva izvéle, bet ta ar atspoguloja tajas parstavéto
makslas telpu atskirigo vérienu un statusu: Baltijas jaras
rietumkrasta vienlaikus aktivi darbojas vairakas laikmetigo
makslinieku paaudzes, austrumkrasta laikmetiga

maksla bija pasos pirmsakumos un aptvéra tikai nelielu

art experts (such as Maaretta Jaukkuri, Barbara Straka, and
Norbert Weber) emerged — both groups exercised a great
influence on the international representation of the Baltic
artists’work, especially in the mid-1990s. When researching
the early Nordic-Baltic exhibitions today one can not help
noticing that Estonia, Latvia, Lithuania, Russia and Poland
were consistently represented with the most outstanding,
topical artists and their art works, whereas many names

that made Nordic countries and Germany famous on the
international scene of the period were missing. This must
have been conditioned first of all by the subjective choices
of exhibition curators but also mirrored a different size of the
art scenes represented as well as their stature: on the Western
coast of the Baltic several generations of contemporary
artists were actively working at the same time, in the East



makslinieku grupu. Bez Saubam, pieaugosajai konkurencei
starp dazadiem regionalajiem un starptautiskajiem
projektiem art bija sava ietekme — makslinieki izskiras
dazos piedalities, bet no citiem atturéties.

90. gadu iesakuma kuratori un parstavji no dazadam

Ziemelvalstu un Vacijas instittcijam biezi apmekléja
,mMazo Baltiju’, stimul&jot savu kaiminu virzisanos uz
Rietumiem, kur interese par Austrumeiropas makslu bija
loti liela. Vélak, vietéjai makslas scénai nostiprinoties,
notika preté&jais — igaunu, latviesu un lietuviesu izstazu
organizétaji un makslas kritiki pievérsas Ziemelvalstim,
saka daudz uzmanigak pétit to laikmetigas makslas
fenomenu un iepazistinat ar to vietéjo auditoriju. 90.
gadu nogalé uzmanibu Ziemelvalstu laikmetigajai
makslai pievérsa Vilnas Laikmetigas makslas centrs —
institlcija, kas programmiatiski orientéjas uz starptautisko

Baltijas Starptautiskas makslas triennales Cool Places katalogs. 1998.
Baltic Triennial of International Art Cool Places catalogue. 1998.

contemporary art was at its beginning and embraced only a
small group of artists. No doubt that a growing competition
between various regional and international projects had its

impact too - artists chose to take part in some of them and

to disregard the others.

In the early-1990s, curators and representatives of various

institutions from Nordic countries and Germany frequented
the 'little Baltics’ stimulating the movement of their neighbors
towards the West, where the interest in Eastern European

art was very high. Later, with the strengthening of local art
scenes, on the contrary — Estonian, Latvian and Lithuanian
organizers of exhibitions as well as art critics turned their
glances to Nordic countries and began to more attentively
study the phenomena of their contemporary art and show
them to their local audiences. In the late-1990s Nordic
contemporary art was spotlighted by the Contemporary Art

makslas telpu. Sada aspekta viena no nozimigakajam

ta iniciativam bija Baltijas jauno makslinieku triennales
atdzivinasana, pardéveéjot to par Baltijas Starptautiskas
makslas triennali — ta barometriski fikséja progreséjosas
parmainas sadarbiba makslas joma ka regiona, ta pasaulé.
1997. gada triennales izstadé ,Cool Places” lidzas igaunu,
latviesu un lietuviesu maksliniekiem piedalijas makslinieki
no Polijas, Danijas, Norvégijas, Somijas un Zviedrijas ar
saviem visjaunakajiem starptautiskaja makslas telpa
izraditajiem projektiem vai Tpasi Vilnas izstadei pasatitiem
darbiem. Vélakas Baltijas triennales jau neparprotami

tika atvéertas globalam kontekstam. Nosaukums ,Baltijas
triennale”vairs neapziméja dalibnieku geokulturalo
identitati, bet gan jaunu orientieri starptautiskas

makslas pasaules karté.

Abi vektori, kas 90. gados iezZimé&ja Ziemelvalstu / Baltijas

makslas telpu — gan uz austrumiem, gan uz rietumiem
vérstais — apliecingja, ka regiona sadarbibas pamata

ir jauna stratégija, kas vérsta uz pastavoso makslas

telpu robezu atvérsanu un paplasinasanu. Saja perioda
kultdras apmaina un sadarbiba visa Baltijas jaras baseina
atbilda oficialas regiona kultarpolitikas prioritatém un
noritéja loti gludi. Kultaras sakaru stabilitati garantéja
cieSi geopolitiskie un ekonomiskie sakari (arf mérktiecigs
un stabils finanséjums). Kamér sadas pragmatiskas
attiecibas brugéja kulttras magistrales starp Rietumiem
un Austrumiem un veicinaja (Austrumu) modernizaciju,

Centre of Vilnius [CAC], the institution that programmatically
oriented itself towards the international art scene. In this
respect one of the most significant initiatives of the CAC

was the revitalization of the Triennial of Young Baltic Art,
renamed the “Baltic Triennial of International Art"that
barometrically witnessed the progressing changes in regional
and international art collaboration. In 1997, the triennial
exhibition Cool Places featured works by Estonian, Latvian and
Lithuanian artists alongside artists from Poland, Denmark,
Norway, Finland and Sweden — with their most recent
projects presented on the international art scene or specially
commissioned for Vilnius. The later Baltic triennials were
opened to an evidentially global context. The name ‘Baltic
triennial’'no longer marked the geo-cultural identity of its
participants but a new locality on an international art map.

Both vectors that encompassed Nordic-Baltic space in the

1990s, reaching out to the East and the West, testify that the
cooperation in the region was based on a new strategy —
aimed at opening up and expanding the boundaries of the
existing art scenes. During this period the cultural exchange
and cooperation around the Baltic Sea corresponded to

the priorities of the official regional culture policies and
consequently functioned very smoothly. The stability of

the cultural relations was guaranteed by close geo-political
and economic relations (and targeted and stable financing).
While these pragmatic relations paved the cultural
highways between the West and the East and facilitated
[Eastern] modernizations they reified hierarchical centre
and periphery relations and tendered a regional exclusivity
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tas ari atdzivinaja prieksstatu par hierarhiskajam centra
un periférijas attieclbam un tadéjadi veicinaja regionalas
savdabibas un izolacijas tendences. Bez politisko un
ekonomisko faktoru konteksta ir grati izskaidrot péksnos
kapumus un tikpat negaiditos kritumus Baltijas sadarbiba.
90. gadu sakuma un vida apmaina laikmetigas makslas
joma starp Ziemelvalstim un Baltiju neapsaubami bija
intensivaka — un simboliski nozimigaka — neka vélakajos
gados. To pamazam ardija mérkfinanséjuma apsikums,
ka ari lielaka méroga un multiregionalu Eiropas projektu
augosa autoritate.

Gan Iémums ieklauties plasaka starptautiska laikmetigas
makslas sféra, gan dzivas atminas par rosigajam
kaiminattiecibam ir devusi savu artavu, konstruéjot
90. gadu teorétisko ,Baltijas makslas kopainas” diskursu,
kura praktiska ietekme uz konkréto procesu iznakumu
bija ierobezota. Jaruna drizak par konkurences scénu,
nevis kopiga snieguma vai kultdras vértibu apmainas
vietu. Visu tris nacionalo makslas telpu attistiba palika
noskirta, un specifiski procesi viena no tam neietekméja
situaciju kaiminos. Ta, pieméram, socialas angazétibas
pieteikums Lietuvas makslas praksé diez vai veicinaja
[idzigas norises Latvija un Igaunija; igaunu feministu
jedvesmojosais,tigera léciens™ nesekméja sieviesu
radito makslu abas paréjas vietas; alternativajam

3. Soans H., Harm A.We are Glad it's All Over // http://www.balticart.org/
essays.html

and isolation. Without taking into account the political and
economical factors one can hardly explain sudden upswings
in the Baltic cooperation as well as their similarly unexpected
drop-off. In the early and mid-1990s, the intensity — and
symbolism - of the Nordic-Baltic exchange in the field

of contemporary art was undoubtedly greater than in
subsequent years. It was gradually eroded by a decline in
ear-marked funding and the growing authority of large-scale
and multi-regional European projects.

The resolve to enter an expanded international field of
contemporary art and the living memory of a neighborly
working relations have both contributed to the construction
of the virtual ‘Baltic art scene’discourse of the 1990s — that
has limited pragmatic effect or concrete outcomes. It
is, rather, the scene of competition; and not the site of
collective production and circulation of cultural values. The
evolution of each of the three scenes remained distinct, as
specific developments in one scene didn't impact upon the
neighboring situations. So the pronouncement of social
engagement in Lithuanian art practices hardly encouraged
similar formations in Latvia and Estonia; the inspirational
“tiger jump” of Estonian feminists didn't enable art made-
by-women in the other two situations; and the alternative
initiatives such as Open and Biosport in Latvia were only
impactful domestically. The new institutional exhibition
models — both buildings and expositions — weren't replicated,
despite the desires percolating next door: the CAC in Vilnius

3. H.Soans and A. Harm, “We are Glad it's All Over”, in http://www.balticart.
org/essays.html
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iniciativam Latvija — tadam ka,Open”un ,Biosports”—
bija tikai lokala ietekme. Jaunie institucionalie izstazu
modeli — ka telpu, ta ekspoziciju zina — netika dubléti,
kaut vélésanas kaiminos bija jatama: Laikmetigas
makslas centrs Vilna un ta Baltijas makslas

triennale joprojam ir starptautiski izvérstakie un
evolucionéjosakie laikmetigas makslas producésanas
modeli, RIXC Riga ir vistalak ticis mediju un timekla

Mare Tralla. Rotallieta. Divkanalu video instalacija. 1995.
Mare Tralla. A Toy. Double screen video installation. 1995

Ene Lisa Sempere. Videoinstalacija FF — REW. 1998.
Ene-Liis Semper. FF - REW. Video. 1998

and its Baltic Triennial of International Contemporary Art
remain the most internationally connected and evolutionary
contemporary art production models; RIXC and Noass in Riga
lead the way for media and net arts; and the Art Academy in
Tallinn has the best perspective towards education.”

Estonian and Latvian artists, curators and critics have often expressed
regrets about the lack of an art institution similar to the CAC Vilnius in their
countries. In turn Lithuanian media artists have often referred to the Riga
E-Lab, and later RIXC, as desired examples of a media platform that was
never created in Vilnius.



makslas virziena, savukart Makslas akadémijai Tallina ir
labaka izglitibas perspektiva.*

Sis institdcijas, ieskaitot formalizétakos SMMC lgaunija,
Latvija un Lietuva (90. gadiem simptomatiskus
nodibindjumus), un to projekti stimuléja vietéjo makslas
dzivi izskirosu noformésanas procesu laika un bija
galvenais internacionalizésanas dzinéjspéks. Drosi var
teikt, ka izlausanas arpus Baltijas (un Austrumeiropas)
robezam bija 3o virzoso instittciju programmu kodols un

Igaunu un latvieSu makslinieki, kuratori un kritiki biezi paudusi nozélu

par Vilnas Laikmetigas makslas centram lidzigas institdcijas trakumu vinu
valstis. Savukart lietuviesu mediju makslinieki biezi atsaukusies uz Rigas
E-LAB un vélak RIXC ka karotiem mediju platformas paraugiem, kadi nekad
nav tapusi Vilna.

starptautiski ievérojamo projektu ideologija. To darbiba
bija aridzan vérsta pret ierobezojosam asociacijam ar
LJAustrumeiropas makslas”birku — sinonimu 90. gadiem
(fokusétiem uz vésturisko traumu un postkomunistisko
distopiju). Apziméjums,visi baltiesi viena laiva” vairs
nebija pievilcigs, lai gan ta pamata bija jau minétais,mazo
padomju Rietumu” diskurss un tam piemita sava logika, jo
visas tris nacijas bija lidzigas, parejas valstis” Tomér $ada
kolektivizacija raisija nepatiku pret Rietumu redz&jumu,

ta kritiku, kaut reizém izmantota ka prieksrociba, izcinot
savu vietu un atpazisanu starptautiskaja makslas vidé.
LietuvieSu makslinieks Deimants Narkevi¢s gaumigi

un gudri reflektéjis par klisejiska austrumeiropiesu téla
izplatibu sava dokumentala stila videofilma,Matrjoskas”

Deimants Narkevics. Eiropa 54° 54-25°19.1997.

Deimantas Narkevicius. Europa 54° 54-25°19.1997.

These institutions, including the more uniform SCCA in Estonia,

Latvia and Lithuania (symptomatic establishments of the
1990s), and their projects stimulated their local art life in the
crucially formative times — and were the principal agents

of internationalization. It is safe to say that breaking away
from Baltic (and East European) boundaries lay at the core
of programs of these leading-edge institutions and the
ideology of the internationally prominent projects. Their
work also countered the restrictive branding associated with
‘Eastern European art’'synonymous with the 1990s (focused
on historical trauma and post-communist dystopia). “All

at sea’on the Baltic together” was no more attractive as a
moniker — though it stemmed from the aforementioned
discourse of the 'little Soviet West'and made some sense

as the three states were similarly ‘countries in transition’

This collectivization, did, however, express a distaste and
critique of the Western gaze; while sometimes turning it to
advantage when struggling for a place and recognition in
the international art scene. The Lithuanian artist Deimantas
Narkevicius has neatly and knowingly reflected on Eastern
European cliché peddling in his documentary-style video
Matrioskos (2005) that redeploys recurring media fascination
with Eastern European sex traffic. The documentary narrative
is revealed as a super-fiction (or screenplay) when one of the
matrioskas, in her voiceover testimony, drops the ruby:“And
then they killed me”.

Since the 1990s Baltic contemporary artists and project

producers have been seeking idiomatic, symbolic and
economical plug-ins outside their regional boarders —
associated with the internationally reputed contemporary
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(2005), kas izvérs mediju neparejoso aizrausanos ar
Austrumeiropas seksa eksporta tému. Dokumentalais
véstijums tiek atmaskots ka superfikcija (vai inscenéjums),
kad viena no,matrjoskam”sava aizkadra véstijuma izsplauj
pérli:,Un tad vini mani nogalingja’’

Kop$ 90. gadiem Baltijas laikmetigie makslinieki un projektu

producenti mekléjusi idiomatiskus, simboliskus un
ekonomiskus piesléeguma punktus arpus regiona
robezam, kas saistiti ar starptautiski pazistamsam
laikmetigas makslas institacijam, biennalém, starptautiskas
apmainas un viesosanas tikliem utt. Lietuviesu, igaunu un
latviesu (atsevisku makslinieku, kuratoru vai institaciju)
jelausanas saja blivaja konteksta kapinaja sancensibas
garu un nomaca sadarbibas pulsu. Saja perioda Baltija
neradija neko, kas tuvinatos lokalam mikrotirgum (neviens

Vali

art institutions, biennial exhibitions, residency and exchange
networks, and so forth. The breakthroughs of Lithuanians,
Estonians or Latvians (single artists, curators or institutions)
into this power context heightened the spirit of competition
and suppressed the pulse of collaboration. In this period

the Baltic didn't produce anything approaching a micro-
market (there were no dealers or auction houses promoting
and selling internationally) or a museum network that
would construct and sustain a common hierarchy of values
through their acquisition policies. Moreover, no conjoint
Baltic contemporary art magazine (or other kind of art

press) appeared to foster art journalism and criticism (the
publication NU: Nordic Art Revieww compensated this lack for a
short period between 1999 and 2003).
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makslas darbu tirgotajs vai izsoJu nams nereklaméjas un
netirgoja starptautiska limen) vai muzeju tiklam, kas ar
savu iepirkumu politiku raditu un uzturétu kopéjo vértibu
hierarhiju. Vél vairak — nav radies ari kads kopigs Baltijas
laikmetigas makslas zurnals (vai cits preses izdevums), kas
attistitu makslas zurnalistiku un kritiku (neilgu laiku no
1999. lidz 2003. gadam so trdkumu kompenséja izdevums
,NU: Nordic Art Review").

Par spiti Sim problémam,Baltijas makslas scéna”tika uztverta

ka laikmetigas makslas informacijas regularas aprites telpa.
Uz o mérki neparprotami bija orientéti pieminétie SMMC
(atklati Baltijas valstis 1993. gada), un to 90. gados savaktie
arhivi ir nenoveértéjams informacijas avots par katras

valsts — un tapat kaiminvalstu — makslas scénu. Par spiti
Sorosa organizaciju tikla misijai stiprinat brivu informacijas

Valijas Eksportas biedriba. Valijas Eksportas akcijas rimeiks Taustes kino. 2000.

ety. Remake of Valie Export’s action Touch C

Despite these challenges, the ‘Baltic art scene’is understood

as a space of regular circulation of contemporary art
information. The aforementioned SCCA (inaugurated in the
Baltic countries in 1993) were certainly oriented towards this
goal: and their archives accumulated during the 1990s are
an invaluable source of information about the respective
scenes — and their neighbours. Despite the mission of the
Soros network to strengthen the free flow of information
and foster collaboration in Central and Eastern Europe, its
activities never overcame an intransigent regional-bloc
mentality (Balkan, Central European, Baltics, ex-Soviet).
Ironically, the internationalization of ‘Baltic information
space’meant that Estonians, Latvians, and Lithuanians only
had sketchy knowledge about the topical concerns of their



pldsmu un sekmét sadarbibu visa Centraleiropa un
Austrumeiropa, organizaciju iniciativas ta ari neparvaréja
iestkstéjuso regionalo bloku (Balkani, Centraleiropa, Baltija,
bijust Padomju Savieniba) mentalitati. [roniska karta,Baltijas
informacijas telpas”internacionalizacija noziméja, ka
igauniem, latvieSiem un lietuviesiem veidojas tikai pavirsas
zinasanas par savu tuvako kaiminu batiskajam problémam,
un vini rikojas ar arpusnieku piegadatam viedok|u

klisejam, ka arT pasen citam par citu iedibinatiem mitiem.
Ar profesionalo pieredzi, kas gata Lietuvas, Igaunijas un
Latvijas laikmetigas makslas scénas pavaditajos gados,
man skiet lieki Se turpmak aprakstit vairak vai mazak
rezultativas cinas starp veco makslinieku savienibu varu un
jaunajam institacijam, performancu un video, instalaciju un
mediju makslas, fotografijas un sociali angazétas makslas
nozimi viena vai otra Baltijas valsti — esmu parliecinata, ka
lasitajs spés veidot pats savu prieksstatu shemu.

Ir svarigi aplukot Baltijas valstis jau labi attistijusos

ilgtermina projektus: ar to es domaju vietéjas modernas
un laikmetigas makslas véstures (par)rakstisanu un
jaunu nacionalo muzeju un izstazu zalu celtniecibu

un izstazu politikas veidosanu. Baltijas regiona makslas
vésturnieki, no Padomju Savienibas nomales (ne no
salidzinosi liberala cehoslovaku, ungaru, polu vai
dienvidslavu socialisma) atgriezusies pécapgaismibas
laikmeta Rietumeiropas kultQra, sastopas ar milzumu
pretrunu, formulé&jot prieksstatus par savu makslas

immediate neighbours — and traded in clichés imposed by
the outside gaze as well as longer established myths about
each other. After my years of diverse professional experience
of the contemporary art scenes of Lithuania, Estonia and
Latvia, | find it awkward to continue describing the more or
less successful results of the struggle between the power of
old artists’unions and the new institutions, the importance
of performance and video, installation and media art,
photography and socially engaged art in one or another
Baltic country — I am confident that the readers can make
their own schema.

[tis important to reflect upon the long term projects that are

now well developed in the Baltic countries: | have in mind
the (re)writing of the local modern and contemporary art
histories and constructions of new national art museums,
exhibitions, and exhibition policies. Art historians of the
Baltic region, which returned to post-Enlightenment Western
European culture from the margins of the Soviet Union
(and not the relatively liberal socialism of Czechoslovakia,
Hungary, Poland, and Yugoslavia), confront a host of
contradictions in articulating their art histories of the
late-20th century. It is principally presented to the Western
gaze as a semi-nonconformist art tradition — a local proxy
avant-garde comparable to Russian nonconformism;

even if it is commonly recognized that in Estonia, Latvia
and Lithuania there were few genuinely non-conformist,
dissident, forbidden and persecuted artists and works.
The majority of artists, as the American researcher of the
20th century Latvian art Mark Allen Svede aptly surmised,

vésturi 20. gadsimta nogalé. Rietumu skatijumam ta
galvenokart tiek pasniegta ka semi-nonkonformistiska
makslas tradicija — pilnvértigs lokalais avangards, kas
salidzinams ar krievu nonkonformismu; pat tad, ja ir
visparatzits fakts, ka Igaunija, Latvija un Lietuva bija tikai
dazi patiesam nonkonformistiski, disidentiski, aizliegti un
represéti makslinieki un darbi. Makslinieku vairakums, ka
trapigi atskartis 20. gadsimta latviesu makslas pétnieks
amerikanis Marks Alens Svéde, stradaja uz,daudziem
audekliem”> Tapéc ari,Baltijas makslas scénas” koncepts
darbojas ka nepieciesams diskursivs fons: gribéta semi-
nonkonformisma semantika ir acimredzama tikai sis
,SCénas”ietvaros. Man daudzkart nacies Sis semantikas
sakara saskarties ar neizpratni, kuru skaidri pauda
jautajums, kas izskanéja Sai témai veltita starptautiska
kuratoru un makslas vésturnieku saieta:, Kapéc més
rakstam stastu par semi-nonkonformismu ka kaut ko
pretéju semi-konformismam?”

Atbilde joprojam ir stridiga — un atsvaro igaunu kuratoru

Hanno Soansa un Andersa Harma liksmi 90. gadu sakara:
,Mums prieks, ka tas viss ir gala’® Manuprat, gala vél nav vis.

Svede M. A. Many Easels, Some Abandoned: Latvian Art after Socialist
Realism // Art of the Baltics: The Struggle for Freedom of Artistic Expression
under the Soviets, 1945-1991. Eds. A. Rosenfeld & N.T. Dodge. The Dodge
Soviet Nonconformist Art Publication Series. Rutgers University Press, New
Brunswick, N. J, 2002, p. 185-274.

Soans H.Harm A, op. cit.

"s

worked on “many easels”® Herein the concept of the ‘Baltic
art scene’performs as an indispensable discursive backdrop:
the desired semantics of semi-nonconformism is only
evident within the limits of this‘scene’ I have numerously
encountered confusion about these semantics that were
plainly expressed in a question at an international gathering
of curators and art historians on this topic: “Why is the story
written about semi-nonconformism as opposed to semi-
conformism?”

The answer remains in contention: and counterpoises the

celebration by the Estonian curators Hanno Soans and
Anders Harm apropos the 1990s that, “We are glad it’s all
over"® | don't believe that they're over yet.

5

6.

M. Svede, "Many Easels, Some Abandoned: Latvian Art after Socialist
Realism’, in Art of the Baltics, op. cit,, p. 185-274.

H. Soans and A. Harm, op.cit
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