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V' 9 O d Latvijas makslas aktualitatém
lena no ! ga U bija kultdras véstnesa loma
un eksporta vértiba — rosiga izstazu norise arzemés, no kuram lielakajai
dalai gan plasaka makslas aprité bija ierobezota rezonanse: tas darbojas
ka parstavnieciskas ekspozicijas, iepazistinot ar ainu, kas Rietumos dzelzs
priekskara dé| bijusi nezinama. Tomér dala — redionalas starptautiskas
izstades, gan vienreizéjas, gan secigas — ka Raumas biennale, Baltijas
jaras biennale, vélak Baltijas starptautiskas makslas triennale un citas,
kluva par plasaka regiona makslas krustpunktiem un kultdras tulkosanas”
iespéjam, kur tika iepazistinatas atskiribas un sinhronizésanas ar kopéjiem
makslas procesiem.

Zimigs ir fakts, ka Latvijas makslai — postsovjetiskai un no Austrumeiropas

nakosai — ta bija pirma bliva saskarsme ar Rietumiem, kas netiesa veida

to ieklava plasaka sociala un ari politekonomiska Austrumu — Rietumu
,apmainas programma” un ietvéra zinkari par,Jauno Eiropu’, kas integréjas
kopéja scéna un ,atgriezas pie normalitates”', Rietumu (finansétu) institdciju
pasdtijumu, kas veicina multikulturalu un postnacionalu makslas valodu,
caur kultdru dialogu stimulétu politisko un arf ekonomisko interesi.
Kultaras teorétiki Sos procesus saista ar kapitalistiskas sistémas atjaunosanu
bijusajas komunistiskajas valstis, kam lidzas demokratija bija nozimigs,
tomer sekundars fenomens.

Sis un citas ar regionalajiem makslas procesiem saistitas témas komenté somu

makslas zinatniece un kuratore Mareta Jaukuri, kas bija iesaistita Somijas
un Baltijas makslas regionalaja un ari plasaka starptautiska scéna un aktivi
[idzdarbojas 90. gadu Baltijas makslas vijna fenomena. M. Jaukuri, ilgstosi

Par $o tému vairak skatit: Bojana Peji¢,,The Dialectics of Normality’, After the Wall: Art and Culture in
Post-Communist Europe, ed. Bojana Peji¢, David Eliott, Stockholm, Moderna Museet, 1999.

Among the main actualities of Latvian art in the 1990s

was its role of a cultural messenger,
and its export value — a busy exhibition turnover abroad, even though most
of these exhibitions have had limited resonance in the wider art circles:
they performed the function of representative exhibits which provided an
introduction to an scene that the Iron Curtain had prevented from being
known in the West. However, some of them — the regional international
exhibitions, both individual and successive, like the Rauma Biennale Balticum,
the Baltic Sea Biennial, later also the Baltic Triennial of International Art,
a.0., — became points of intersection for art within the wider region, and
opportunities for “cultural translation’, which presented differences along with
examples of synchronisation with general art processes.

It is worth noting that for Latvian art — post-Soviet and Eastern European — this

was the first close encounter with the West, which indirectly brought it into

a wider social and political-economic East/West “exchange program”and
contained curiosity about “New Europe”and the process of its integration

into the bigger European scene and “return to normality"!, commissions from
Western (-financed) institutions intent on promoting multicultural and post-
national art language, political and economic interest, stimulated through
dialogue of cultures. Culture theoreticians link these processes to the renewal
of the capitalist system in the former communist states, with democracy just a
secondary, albeit important, phenomenon.

These and other subjects related to the regional art processes are discussed by

Finnish art historian and curator Maaretta Jaukkuri, who's been involved in the
regional art scene of Finland and the Baltic region as well as a more widely
international arena, and took active part in the phenomenon of the upsurge

For more on this subject see: Bojana Peji¢, The Dialectics of Normality. After the Wall: Art and Culture
in Post-Communist Europe. Ed. Bojana Peji¢, David Eliott. Stockholm: Moderna Museet, 1999.
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stradajot laikmetigas makslas muzeja KIASMA Helsinkos,
veidojusi daudzas starptautiskas izstades Somija un citviet,
un kop$ 2007. gada ir makslinieciska direktore institdcija
Kunstnernes Hus Oslo un profesore Makslu un arhitektdras
fakultaté Norvégijas zinatnes un tehnologiju universitaté
Tronheima.

IEVA ASTAHOVSKA: - Devindesmito gadu sakumda notika
daudz Latvijas un Baltijas makslas izstazu Ziemelvalstis
un citviet Rietumos. Ka jas interpretétu o procesu un
intereses vilni?

MARETA JAUKURI: - Ta bija patiesa interese un zinkare par
musu kaiminzemém, kuras beidzot pavéras, un lidz ar

to arf radas iespéja doties uz $im valstim un uzzinat, kas
tajas notiek. Maksla bija viens no galvenajiem intereses
objektiem, jo to bija viegli uztvert un paradit citas valstis;
literatQras un teatra iepazisana, manuprat, prasija ilgaku
laiku. Tas, protams, bija rezultats arT politiskajai un mediju
interesei par Sim valstim un vésturiskajam izmainam.
Somija bija kontakti ar Igauniju, bet par Latviju un Lietuvu
més faktiski nezinajam neko, vismaz tie, kas stradaja
makslas joma.

90. gados kadu bridi interese par Baltijas makslu bija diezgan
intensiva, bet tad ta palénam izsika. Man 3kiet, ka bija viens
makslinieku loks, kuru darbiba rezonéja Zieme|valstis, bet,

ta ka ta jau bija paradita, mums nebija pietiekami daudz

of Baltic art in the 1990s. During her lengthy tenure at the
Museum of Contemporary Art Kiasma in Helsinki, Maaretta
Jaukkuri has created many international exhibitions in
Finland and abroad, and since 2007 is the artistic director
of the Kunstnernes Hus institution in Oslo and a professor at
the Faculty of Architecture and Fine Art of the Norwegian
University of Science and Technology in Trondheim.

IEVA ASTAHOVSKA: - In the beginning of the 1990s there were
many Latvian and Baltic art exhibitions in the Nordic countries
and elsewhere in the West. How would you outline this tide of
Baltic art in the West and the main points of interest
concerning it?

MAARETTA JAUKKURI: - There was a real interest and curiosity
about our neighbouring countries which finally opened up and
allowed people to travel there and to start getting to know what
was going on. Art was one of the focal points of this interest as

it was easy to see it and to show it in other countries. | guess
literature and theatre took a longer time to get acquainted with.

This was naturally also a result of the great political and
media interest in these countries and the historical changes
taking place.

In Finland we had some contact with Estonia, but Latvia and
Lithuania were practically unknown at least to those of us
working in the arts.
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enerdijas un ieinteresétibas pétit so vidi talak vai arT interese
pieversas citiem regioniem.

I. A.: - Kada bija jasu pirma sastapsanas ar Latvijas makslu,
un kadu iespaidu ta atstdja, salidzinot ar Ziemelvalstu

un plasak - Rietumu makslu? Vai uztvérat to ka
postkomunistisku fenomenu vai tie bija kadi citi iespaidi?

M. J.: - Mana pirma satikSanas ar latviesu un lietuviesu makslu
notika saistiba ar Raumas biennali, kuru es biju aicinata karét
1990. gada. Turienes nelielajam makslas muzejam nebija
pietiekami daudz lidzeklu, lai es varétu doties uz Rigu vai kadu
citu dalibvalsti, tadé| izvéléjos maksliniekus, balstoties uz savam
zinasanam, pieméram, polu makslas gadijuma vai citos — pétot
pieejamos katalogus. Ta es iepazinos ar Kristapa Gelza un Olega
Tillberga darbiem, un mani |oti iespaidoja vinu attieksme gan
pret darbu, gan makslu. Péc tam es biju kuratore “Ars Baltica”
prologam Kilé, kas vélak bija skatams ari Riga un Berliné.

Manuprat, galvena interese bija zinkariba apvienojuma ar
sava veida solidaritati ar jaunajiem kaiminiem. Makslinieku
darbos varéja atpazit dazas sakaribas ar Rietumu maksluy,

bet tai pat laikd mani iespaidoja makslinieku inteligence,
nopietniba un aizrautiba, ka ari interese par Rietumu makslu.
Cits aspekts, ko més apbrinojam, bija fakts, ka vini bija spéjusi
attistit savu makslu komunisma rezima.

Vél viena saisto3a Iinija bija tas, ka Baltijas makslinieki bieZi
vairak tiecas paust plasakas socialas un humanas témas,

Interest in Baltic art was intense for a few years during the 90s,
but then slowly dried up. It seems to me that there was a group
of artists who struck a chord in the Nordic countries, but once
they had been shown, we either did not have the energy and
interest to study the scene further or our interest turned
toward other areas.

I. A.: - What was your first encounter with Latvian art and what
kind of impression did it make in comparison with Nordic art
and, more widely, with art in the West? Was it perceived mostly as
post-communist phenomena or was there any other perception?

M. J.: - My first encounter with Latvian and Lithuanian art

was in connection with the Rauma Biennale Balticum, which
I'was invited to curate in 1990. The small art museum there

did not have the budget for me to travel to Riga or any of the
participating countries at the time, so | chose the artists on the
basis of my previous knowledge about e.g. Polish art, and, in
other cases, studies of available catalogues. It was then that |
got to know Kristaps Gelzis and Olegs Tillbergs, and was very
impressed both with their work and their attitudes to art.

After that | curated the Ars Baltica Prologue in Kiel, which after
then was also shown in Riga and Berlin.

I think curiosity combined with a kind of solidarity with these
new neighbours was the main interest. [t was possible to
recognize some connections to Western art in their work,
but at the same time the artists'intelligence, seriousness and



nevis pasu personibas. Tas skita kaut kas svaigs ta laika
Rietumu makslas vidé.

I. A.: - Vai Baltijas makslinieki, piedaloties starptautiskdas
izstades, tika uztverti ka noteiktas makslas vides, par kuru
bija interese, parstavji, vai pamata ta tomer bija interese par
konkrétam personibam?

M. J.: - lesdkuma, manuprat, dominéja scénas aspekts, bet
tam sekoja ieinteresétiba par atseviskiem maksliniekiem un
vinu darbiem. Tam var viegli izsekot, pétot grupu izstades,
kuras sie makslinieki piedalijas un kam sekoja citi makslas
notikumi — gan grupu, gan personalizstades.

I. A.: - Mdkslinieki atzist, ka vini ceréja, ka vismaz daZiem
izdosies iek|ut starptautiskaja makslas aprité. Viens no
iemesliem $im gaidam bija ieprieks pieminétas izstades,
kas izcéla Baltijas maksliniekus Ziemelvalstis un citur. Ta
ka jas bijat iesaistita Sajos makslas notikumos — kada ir
jusu versija, kadél sis scendrijs nepiepildijas vai nevaréja
piepildities — nemot vérd gan instituciondlos, gan
subjektivos apstaklus?

M. J.: - Sai témai es jau pieskaros ieprieks. Personigi varu teikt,
ka institacijam, ar kuram esmu stradajusi — Zieme|valstu
makslu centram un, no 1990. [idz 2007. gadam, Laikmetigas
makslas muzejam (kops$ 1998. gada —,Kiasma") — bija ari

citas un plasakas geografiskas saistibas. Laika, kad stradaju
makslas centra, politika, kurai mums bija jaseko, bija

dedication as well as their bold take on Western art language
made an impression on me. Another aspect was the admiration
for the fact that they had been able to develop their art in
communist societies.

One interesting line was also the way the Baltic artists often
seemed to address wider social and human issues, rather than
just their personalities. And this seemed fresh in the Western art
scenes of the time.

I. A.: - When artists from the Baltics participated in international
shows, were they first of all perceived as representatives of a
particular art scene which was of some actual interest, or was it
mainly interest in individual personalities?

M. J.: - In the beginning, | think it was the scene aspect that
naturally came first, but it was followed by an interest in
individual artists and their work. This can be easily seen by
studying the group shows followed by other exhibitions of these
artists, both group and solo ones.

I. A.: - Artists say they hoped and expected that at least a few

of them would manage to enter the international art scene.

One of the reasons why these expectations arose were those
Baltic art projects in the Nordic countries mentioned before. As
someone who was involved in these projects, could you give your
interpretation of the reasons why this scenario didn't or couldn’t
come true — taking into account both institutional and individual
circumstances?

koncentrésanas uz Ziemelvalstu makslu. Vélak ta mainjas, un
centrs savas norisés un informacijas izplatiba varéja ieklaut
art Baltijas maksliniekus.

Kas attiecas uz,Kiasmu’, Baltijas valstis ir ieklautas T
muzeja kolekcijas veidosanas politika kops pasa iesakuma,
bet ta sekoja art daudz plasakai starptautiskai scénai; lidz
ar to Baltijas valstis varbdt neieguva to uzmanibu, ko bija
pelnijusas. Baltijas maksliniekus més uzaicinajam
piedalities izstadé “ARS”, kur es biju viena no kuratorém
(1995.un 2001. gada). Ari ,ARS” izstadé 2005. gada, ko
organizéja ar manu pilnvarojumu, Baltijas makslinieki bija
uzaicinati. Manas vadibas laika ,Kiasma" notika ari Baltijas
makslas izstade.

Baltijas maksla sava zina ieguva to pasu poziciju ko
Ziemelvalstu maksla — kaut kas, kam més vérigi sekojam, tacu
plasaka starptautiska perspektiva. So abu makslas pasaulu
specifika tika definéta ka tada, kas bija saistita ar masu
geografisko un kultaras identitati.

I. A.: - Latvijas laikmetigas makslas “eksportu” Ziemelvalstis
parstaveéja diezgan noteikts makslinieku loks, kas

ieziméja centru, nevis plasaku scénu. Pasi makslinieki min
konjunktaras aspektu — noteiktas makslas valodas, estétikas,
tematikas aktualitati un piederibu institucionalajai videi,
kas organizéja vinu darbibu. Ka Jas redzat So noteiktas
makslinieku elites izveidosanos, kas uz laiku paradijas
regiondla un starptautiska makslas dzivé?

M. J.: - | touched on this issue already in the first answer.
Personally | could say that the institutions | have been working
with, the Nordic Arts Centre and, from 1990 to 2007, the
Museum of Contemporary Art (from 1998 — Kiasma), also had
other or wider geographic commitments. At the time when |
was working at the Art Centre the policy we had to follow was
focused on Nordic art. This changed later, and the Centre was
able to include Baltic artists in its activities and information.

As to Kiasma, the Baltic countries have been included in the
Museum’s collection policy from the beginning, but the wider
international scene was also to be followed, so the Baltic
countries perhaps did not get the attention they deserved. We
invited Baltic artists to the ARS exhibitions that | was co-curating
(1995, 2001). The Baltic artists were also invited to the 2005
exhibition, which was held during my commission. During my
commission Kiasma also held an exhibition of the Baltic art.

The Baltic scene in a way was in the same position as the
Nordic one: something that we would follow closely, but in
the perspective of a wider international scene. The specifics of
these two scenes were, however, defined as scenes that were
connected to our geographic and cultural identity.

I. A.: - The Latvian contemporary art “export’, also in the Nordic
countries, was quite a definite circle of artists, which marked
just the very centre, not the wider scene. Artists themselves
speak of an aspect of conjuncture - the topicality for certain art
language, aesthetics, issues, and the necessity of belonging to
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M. J.: - Sakotnéjo interesi ietekméja Sorosa centru darbiba,
tur arf attistijas kuratoru loks, kas virzija maksliniekus. Par Sis
vides iekséjo dinamiku neko daudz es nezinu, bet, balstoties
uz to, ko zinu par $o scénu attistibu, man skiet, ka pastavéja
dialogs starp tiem, kas ienaca no arpuses, un tiem, kas
stradaja ieksiené, un tas akcentéja noteiktas personibas. Es
ceruy, ka galvenais intereses iemesls bija vinu talants, bet
muUsu zinasanas par $o makslas vidi bija visai virspuséjas.

Ja runajam par starptautisku interesi, japatur prata, ka
arzemiju "acis” meklé radniecigo. ST diskusija un debates ir
nebeidzamas visur makslas pasaulé. Dabiski, ka darbojas
mehanisms, ka noteikti makslinieki tiek izcelti atkal un atkal,
pateicoties interesei, ko vini ir guvusi ieprieks.

I. A.: - Sodien, pievérsoties 90. gadu makslas norisu
vértejumam, dazkart paradas kritika, ipasi no Austumeiropas
puses, ka Rietumi netiesi demonstréja hegemonisku poziciju,
un starp abam pusém saglabadjas “stikla siena”. Ka jus
komenteétu so kritiku?

M. J.: - Daléji tas varétu but dé] gaidam, kas maksliniekiem
bija attieciba uz Rietumiem. Manuprat, situacija ta vai citadi
normalizéjas, turklat So interesi batu jaskata salidzinajuma ar,
pieméram, interesi, kadu starptautiskaja makslas vidé sanéma
Ziemel|valstu makslinieki. Es nedomaju, ka pret maksliniekiem
vai kuratoriem batu bijusi hegemoniska attieksme, bet
varbut plasaka komerciala vide zaudéja interesi — daléji dé|
izmainam, kas skara nacionalas ekonomikas 90. gados. Somija

an institutional milieu that organized their careers. How do you,
from your perspective, see this establishment of a particular elite
circle of artists which for a while appeared on the regional or
international art scene?

M. J.: - The initial interest was supported by the work of the
Soros centres, and there also developed a curatorial scene
which supported the artists. | don't know much about the
internal dynamics of the scenes, but based on what | know
of the ways these small scenes develop | guess there was a
dialogue between those coming from the outside and
those working inside the scenes, during the course of which
certain personalities became focused on and shown.

I hope it was their talent that was the main reason for the
interest, but then the knowledge of the scene was

fairly superficial.

When it comes to international interest, one has to keep in
mind that external eyes look for things that they can relate to.
This is an ongoing discussion and debate in all art scenes. There
is naturally a mechanism at work were certain artists become
confirmed time and again by the interest they have previously
received.

I. A.: -In today’s reflections on 1990s art there is sometimes

the critical view, especially in Eastern Europe, that the Western
art scene indirectly demonstrated a hegemonic position, and
between these two sides remained a “glass wall” How would you
comment this critique?
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tas bija |oti grats laiks, daudzas galerijas nacas slégt, privato
kolekciju attistiba iestréga. Tas, protams, atspogulojas visos
darfjumos gan ar nacionalo, gan starptautisko makslu.

I. A.: - Pétot 90. gadu Latvijas makslu, rodas prieksstats, ka
taja neparadijas ipasa interese par tiesu socidlu un politisku
tému atspogulojumu. Ja iespéjams vispdrindat no arpusnieka
skatpunkta — vai socidli aktiva pozicija (kaut kas lidzigs
postkomunisma eksotikai) tika gaidita vairak?

M. J.: - Protams, socialpolitiskas témas $aja makslas vidé

bija interesantas un tas manifestéjas daudzajas izstadés,

kas pievérsas atminam un identitatei. Sis témas dominéja
art Rietumu maksla $aja perioda, tatad intereses sakrita.
Postkomunisma motivus varéja redzét minimali, vismaz
pirmaja Baltijas makslas vilnt, ko zinu vislabak. Politiskie
jautajumi paradijas kritiska vai ironiska gaisma pret politiku
kopuma. Labs piemérs bija Leonards Laganovskis. Reizumis
s maksla varbut tika interpretéta postkomunisma konteksta,
kas bija visai saprotami, nemot véra vésturisko situaciju.

I. A.: - Kads bija iespaids par makslas valodu, tas izteiksmes
lidzekliem Saja regiona? Vai dazos gadijumos ta neatbalsoja
makslu, kas Rietumos bija aktuala pirms kada laika?

M. J.: - Makslinieku darbos, kas guva vislielako ievéribu,

bija norades uz dazadiem aktualiem laikmetigas makslas
aspektiem Rietumos. Tobrid nebija laika dzilakai analizei tam,
kas notika. Faktiski analize norisinas Sobrid.

M. J.: - This may be partly due to the high expectations that the
artists had in relation to the Western art scenes. In my opinion,
the situation somehow normalized and the degree of interest
should be viewed, for instance, against the interest the Nordic
artists receive on international scenes. | don't think there was a
hegemonic attitude towards the artists or curators, but perhaps
the wider commercial scene lost its interest partly due to the
economic changes that took place in the national economies of
the 90s. It was a very difficult time in Finland, and many galleries
had to shut down and private collecting came to a standstill. This
was naturally reflected in all dealings with international as well as
national art.

I. A.: - One of the conclusions that may be drawn from research
about Latvian art in 1990s is that it was not much interested in
social and political issues. If it is possible to generalize from a
foreigner’s point of view — was a more socially active position
perhaps expected (something like a post-communist exoticism)?

M. J.: - The sociopolitical issues were of course interesting to the
scene and manifested themselves in the many exhibitions which
were made of memory and identity.

These themes were, however, also central in the Western art of
the period, so the interests coincided. There was very little of
post-communist themes to be seen, at least, in the first wave
of Baltic art that | know the best. The political issues manifested
in critique or irony towards politics in general. Leonards
Laganovskis was a good example. It was perhaps sometimes



I. A.: - Somu un latvieSu makslai 90. gados, no vienas puses,
bija pilnigi atskirigi pamati, situdacija un instituciondla

baze. No otras puses, pastaveéja ari lidzibas — mazas valstis
margindla pozicija attiecibd pret lielajiem madkslas centriem.
Vienlaikus, globala un lokala makslas pozicija ir mainijusies.
Vai varat iezimét redzamakas atskiribas un lidzibas starp
somu un latviesu makslas vidéem?

M. J.: - Uz $0 jautajumu atbildét ir grati, jo somu makslu es
parzinu daudz labak. Tas, ko minat par $im abam makslas
vidém, ka tas ir mazas un marginalas, ir tiesa, un somu
maksla 90. gados makslinieki faktiski bija vairak vérsti uz sevi
un sava zina distancéjas no starptautiskajam norisém. Es
domaju, ka Latvijas gadijuma pirmaja dekades pusé notika
pretéjs process, bet driz tam sekoja vilsanas. Dazkart man bija
grati klausities tik daudz ironijas un sarkasma starp Baltijas
maksliniekiem, lai ari tiesi tas bija postmodernas attieksmes
princips.

Tagad, domaju, tas ir norimis, un skiet, ka Sai makslas vidé ir
pozitiva pasapzinas izjata, ko ir lieliski piedzivot. Un Latvijas
laikmetigaja maksla ir spilgtas paradibas, ko ir vérts iepazit
gan nacionala, gan starptautiska méroga.

interpreted within this post-communist framework which was
quite natural considering the historical situation.

I. A.: - What was the impression you had of the art language
and means of expressions in this region? Wasn't it in some cases
echoing art that in the West had been relevant some time ago?

M. J.: - The artists who at the time received most of the interest
had connections to different aspects of the then-scene of
contemporary art in the West. It was no time for a deeper
analysis of what was going on. This analysis is actually only
happening now.

I. A.: - On one hand, Finnish and Latvian art in the 90s had
totally different backgrounds, situations, institutional scenes.

On the other hand, there were also similarities — they were small
countries in a marginal position in relation to the big art centres.
At the same time, the global / local position in the art world has
changed a lot. Could you outline the most important differences/
similarities between the Finnish and Latvian art scenes?

M. J.: - This is difficult as | know the Finnish scene so much better.
What you say about the scenes being small and marginal is true
and what happened in the Finnish art in the 90s was in fact that
the artists turned inwards and in a way distanced themselves
from the international scenes. | think the opposite was the case
with the scene in Latvia in the first half of the decade, but it soon
turned into the disillusionment that followed. It was sometimes
difficult for me to hear so much irony and sarcasm among the

Baltic artists even though this was the exact tenet of the post-
modern attitude.

Now | think things have calmed down and there seems to be a
positive feeling of confidence in the scene, which is absolutely
great to experience. There is also a lively scene in contemporary
Latvian art which is worth getting to know both nationally and
internationally.
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