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nav sena pagatne makslas

D@Vimdesmiﬁe gadi vértéjuma konteksta, tacu,

nemot véra videokasetes iso mazu, ko laika zobrats nieka desmitgadé
saberz “elektroniskos puteklos’, skiet, ir istais laiks, lai izvértétu noputéjusas
videokasetes. Nepretend@jot uz vienigo iespéjamo interpretaciju, si

eseja piedava subjektivu skatijumu uz talaika videomakslas procesiem,

kas guts no fragmentaras informacijas, ko var atrast videofestivalu
katalogos, atseviskas publikacijas un sarunas ar talaika maksliniekiem,

kino / video profesionaliem un makslas zinatniekiem, un videokaseteés,

ko var noskatities, pieméram, Laikmetigas makslas centra un digitalas
datubazes forma - Noasa videogalerija. Tadéjadi mans skatijums neapzinati,
tacu neizbégami ir ietekméts no kdda jau atzitas vai vismaz pamanitas
videomakslas. Atslégvards Sai eseja par Latvijas videomakslu 90. gados
ir"iluminacijas”' Ta ka videomaksla Latvija drizak mérama spilgtos laika
nogrieznos un atseviskos maksliniekos, kam video ir bijis kas vairak neka
vienreizéjs eksperiments, tad, skiet, iluminacijas ir visatbilstosaka metafora,
lai méginatu izgaismot atseviskus spilgtus vésturiskus procesus un izceltu
tos maksliniekus, kam talaika videomakslas tendencu un tému risindgjums
izdevies visparliecinosak.

1. Atsaucoties uz Hall D, Jo Fifer S. (eds.) llluminating Video: An Essential Guide to Video Art,
Aperture, 1990, un galerijas “Noass” projekta “fluminator” koncepciju, prezentéjot Latvijas
videomakslas izstadi galerija "GUN" (Oslo), 2001.

of art evaluation, the 1990s is not the

In The COHT@XJ[ ancient past, but considering the short life
of a video tape cassette, which the grindstone of time turns into “electronic dust”
within the space of just a decade, this is perhaps the right moment for assessing
the dusty tapes. Without any pretence of presenting the only true interpretation,
this essay gives a subjective view of the processes in video art at that time. This
opinion was assembled by examining the fragments of information that are
still provided by video festival catalogues, some publications and conversations
with the artists, film/video professionals and art scholars of that period, and
video cassettes that can be viewed at the LCCA and in form of digital data
base - at the Noass videogallery. Therefore my point of view unwittingly but
inevitably has been influenced by video art that has already been acclaimed, or
at least noticed, by someone. The key word in this essay on Latvian video art in
the 1990s is illuminations.! Rather than being a continuum, video art in Latvia
is measurable in eventful stretches of time and individual artists for whom
video has become something more than a one-off experiment; so illuminations
seem to be the most appropriate metaphor for trying to “shed light”on some
notable historical processes and bringing to the fore the artists who were most
successful with the video art trends and subject solutions of that time.

In reference to Doug Hall, Sally Jo Fifer (eds.) llluminating Video. An Essential Guide to Video Art;
Aperture in assoc. with the Bay Area Video Coalition — 1990, and the concept of the llluminator
project by Noass at the presentation of Latvian video art exhibition, GUN Gallery, Oslo, 2001.
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lluminactja nr. 1. Videomakslas
definicijas un robezas

Kas ir videomaksla? Dazado attieksmi pret $o makslas veidu

labi ilustré fakts, ka videomakslai ir veltitas gan apjomigas
véstures gramatas, gan filozofiskas pardomas par medija
batibu, tacu nereti izteikts ari tik radikals viedoklis,

ka videomaksla nemaz nav maksla. Piedavat skaidru
videomakslas (tapat ka makslas) definiciju ir uznemties
Sizifa darbu. Lai nepazaudétu domu neatrisinamos
teorétiskos paradoksos vai interpretaciju labirintos, saksu
ar pasu vienkarsako: ta ir maksla, kas izmanto video. Tacu
sada definicija par videomakslu pasaka visu un neko.
Protams, video tehnika ir viena no videomakslas specifikas
raksturotajam, tacu kops 90. gadu vidus ‘digitalas
revolUcijas”elektronisko (analogo) video nomainijis
digitalais. Tagad par videomakslu var uzskatit ari projekciju,
digitalizétu animaciju u. tml. Pasaulé videomaksla
attistijusies jau kops 20. gs. 60. gadiem, bet Latvija ta
paradijas ar ievérojamu laika nobidi - 80. gadu otraja pusé.
Nieka desmit gados Latvijas videomaksla izdzivoja pareju
ne tikai no elektroniska video uz digitalo, bet ari piedzivoja
videomakslas Zanra attistibu — no akciju un performancu
dokumentacijam, pirmajam videoinstalacijam un
miniatadram eksperimentalam filmam lidz konceptuala
téla pasvértibas apzinasanai un pasa video medija robezu
un uztveres likumibu pétisanai. Skaidribu videomakslas

lllumination No. 1. Definitions and
Boundaries of Video Art

So what, exactly, is video art? The ambiguous views of this

art genre is best illustrated by the fact that the subject of
video art has inspired both voluminous history books and
philosophical musings on the essence of the medium —
but there have also been quite a few utterances of the
radical opinion that video art is not art at all. To offer an
unambiguous definition of video art (as with art in general)
is to take up a Sisyphean task. In order to avoid losing the
thread of thought in unsolvable theoretical paradoxes

or labyrinths of interpretations, let us start with the very
simplest version: art that uses video. But such a definition
says all and nothing. Certainly, video technology is one of
the specific characteristics of video art, but since the “digital
revolution” of the mid 90s the electronic (analogue) video
has been replaced by its digital successor. Now video art
can take the form of a projection, digitalised animation,
etc. Worldwide, video art has been around since the 1960s,
arriving in Latvia with considerable delay in the latter half
of the 1980s. In mere ten years Latvian video art switched
from electronic video to digital, and also experienced the
development of the video art genre - from capturing art
interventions and performances, the first video installations
and miniature experimental films to finding the inherent
value of a conceptual image and exploring the boundaries
and perception rules of the video medium itself. Some
insight into the definition of video art could perhaps be
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definicija varétu ieviest producenta un rezisora Ervé
Nizika atzina: “Video var uzskatit vai nu par tehniku, vai art
par makslas nozari, kas atgadina taustek|ainu dzivnieku.
Stradajot ar attélu, kura nepartraukti var iejaukties, tiek
apvienota mazika, fotografija un literatdra. Video var tikt
izmantots ka lidzeklis citu makslas nozaru popularizésanai
vai — un to video makslinieki arf dara — ka autonoms
izteiksmes [idzeklis, lai raditu kaut ko lidzigu “parklajam” no
skanas un attéla” Masdienu audiovizualaja kultara arvien
vairak vérojama mijiedarbiba starp kino, video, fotografiju,
reklamu, animaciju un datorgrafiku; tiek nojauktas robezas,
saplUst virzieni un Zanri, un viena darba tiek izmantotas
dazadas tehnologijas un stili. Seit vieta ir makslas
zinatnieces levas Auzinas atzinums: “Videomaksla vienmér
bijusi “kaut kur pa vidu"— ta ir viena no minimalisma un
konceptualisma atvasém starp performance, body-art un
land-art agrinajam izpausmém 70. gados, bet Sodien kaut
kur pa vidu tikla makslai, kino un reklamas klipu estétikai,
multimedialam instalacijam, interaktivai makslai un klubu
kultaras vides vizualajiem noforméjumiem.”

3.

Ervé Nizika. Elektroniskais kino, Art Press 131, 1988. gada decembri. No
francu valodas tulkojusi Sarmite Meinerte. (Raksts no Valda Poikana arhiva.)

Auzina I. Video // Cilpa / The Loop. Riga, 2000, 5. Ipp.

gleaned from producer and director Hervé Nisic: “Video
could be considered either a technology or an art genre
that resembles a tentacled animal. Music, photography and
literature are brought together as you work with images,
which you can interfere with at any given moment. Video
can be used as a means of promoting other spheres of art,
or — as practised by video artists — an autonomous medium
of expression for creating something like an‘overlay’ of
sound and image!” In the audiovisual culture of today

there is an increasing amount of interaction of film, video,
photography, advertising, animation and computer graphics;
lines are blurred, directions and genres merge, and different
technologies and styles are used within the framework of

a single work. Here we may note art historian leva Auzina's
view:"Video art has always been somewhere ‘in between'- it
is one of the offspring of minimalism and conceptualism,
next to the early expressions of performance, body-art and
land-art in the 1970s, but today it stands somewhere among
net art, film and advertisement clip aesthetics, multimedia
installations, interactive art and the visual aspects of club
culture environment design.”

2

3

Hervé Nisic’s Electronic Cinema, Art Press 131, December 1988.
leva Auzina, "Video" In: Cilpa/Loop (Catalogue), Riga, 2000, p. 5.



lluminacija nr. 2. Konteksts jeb
Kino + maksla = videomaksla”?

Pasaulé videomaksla radas opozicija televizijai,
piedavajot veidu, ka video izmantot nekomercialos
un makslinieciskos noltkos. Videomaksla kritizéja
patérétajsabiedribas modeli, kura televizija un reklama
bija viens no tas simboliem. Latvija videomaksla
neveidojas televizijas kritikas diskursa, tacu ienaca
vienlaikus ar videokameru lidz ar sadzives tehnikas
plasaku izplatibu un tadu 20. gadsimta beigu makslas
zanru dokumentaciju ka performance un akcija. Latvijas
videomaksla zZimigs ir 1986. gads, kad pirmas akcijas un
performances video formata dokumentéja makslinieks
un mazikis Hardijs Ledins (,Cilvéks dzivojama vidé’,
kinooperators Gvido Zvaigzne, , Transwelt / Transzeit,
kinooperators Zigurds Vidins). Tai pasa gada Kino dienas
Péterbaznica norisinajas Kristapa Gelza, Indula Gailana
un Ojara Pétersona videoinstalacijas — performances.
1986. gada tika dibinats Rigas Videocentrs, Starptautiska
Kino centrs un Kino forums,Arsenéls’ kam bija liela loma
videomakslas procesu iekustindsana, jo to pasparné
radas Multimediju centrs un ta organizétie videomakslas
festivali. Patiesiba daudzi videomakslas procesi tolaik
notika paraléli: impulsi naca gan no makslas, gan kino
vides; vienlaikus ari Latvijas Televizija saka radit pirmos
mdazikas videoklipus.

Videoakcija Péterbaznica Kino dienu ietvaros. 1986.

Videoperformance in St. Peter’s Church at Film Days. 1986

[llumination No. 2. The Context, or
Film + Art = Video Art?

Elsewhere in the world, video art was born in opposition to
television, offering a way of using video for non-commercial
and artistic purposes. Video art criticised the consumerist
society model, which used television and advertising as
one of its symbols. In Latvia video art did not stem from
the discourse of television critique — it arrived with the
wider availability of the video camera as a consumer
electronics item and the practice of recording such
late 20th-century art genres as art performance and art
intervention. a notable year in Latvian video art was 1986,
when artist and musician Hardijs Ledin$ captured on video
the first art interventions and performances Human in
Living Environment (cinematography by Gvido Zvaigzne);

Indulis Gailans. Akcija Ka atrast Kasceja olu? Péterbaznica Kino dienu ietvaros. 1986. Transwelt/Transzeit, (cinematography by Zigurds Viding).

ndulis Gailans. Performance How to F hey's Egg?in St. Peter's Church at Film Days. 1986 That same year video installations/performances by

Kristaps Gelzis, Indulis Gailans and Ojars Pétersons were

presented at the Cinema Days held at St Peter’s Church

in Riga. 1986 was the founding year of the Riga Video

Centre, the International Film Centre and the Arsenals

Film Festival, which played a significant role in setting the

video art processes in motion: the Multimedia Centre with

its video art festivals was born under the wing of these
three institutions. In truth, many video art processes came
about at that time —impulses came from both art and film
environments; simultaneously Latvian Television was also
starting to play the first music videos.

AS. LATVIJA. DEVINDESMITIE 28¢




Ta ka 80. gadu beigas un 90. gadu sakuma video tehnika

Latvija nebija tik plasi izplatita un brivi pieejama ka citur
pasaulé, daudz ko noteica tada elementara lieta ka
iespéja tikt pie videokameras. Laikam jau likumsakarigi,
ka 90. gadu sakuma videomaksla sevi apliecinaja
galvenokart Latvijas MUzikas akadémijas un Latvijas
KultGras akadémijas Ansa Epnera Kino un TV reZijas kursu
studenti, makslinieki un Latvijas Makslas akadémijas
studenti, Latvijas Valsts Televizijas darbinieki, kino
profesiju parstavji un ar video saistitu centru darbinieki.
K& atzist makslas zinatniece Laima Slava, 80. gadu beigas
Sis divas plismas no kino un makslas vides ari satikas
videomaksla.*

Latvija viena no sim pldsmam veidojas ap Hardiju Ledinu

un,Nebijusu sajatu restauracijas darbnicas” (NSRD) t. s.
aptuvenas makslas izpausmém, kas saistamas ar tadu

Workshop of Restoration of U

Intervija ar Laimu Slavu, 2007. gada marts. leraksts autores arhiva.

20. gadsimta otras puses makslas veidu ienaksanu Latvija
ka hepeningi, akcijas, performances u. c. Savas darbibas
laika NSRD realizéja virkni performancu un akciju, kas
fiksétas uz videolentes (,Aisberga ilgas / vulkana sapni”
(1987),,Pavasara tecila” (1987),,Dr. Enesera binokularo
deju kursi”(1987),,Pavasara sekvences” (1988),,Gajiens uz
Bolderaju”(1987-1991),,Zelta kurpite” (1991)).

Sos darbus, lietojot Hardija Ledina ieviesto terminu, var

apzimét ka akciju makslas video.® Tajos izmantota

video prieksrociba fiksét redlo laiku un telpu, sekojot
notikumu attistibai. Lai gan formali Sie darbi uzskatami

par performancu un akciju dokumentacijam, NSRD
novatoriska pieeja, akcentéjot procesu un improvizaciju,
kopa ar radosu operatoru darbu pietuvina $is
videodokumentacijas patstavigiem videomakslas darbiem.

Par akciju makslas video radoso apvienibu “Krupis Baravika”sk. Slava L.
Francu - latviesu videomakslas festivals. Riga, 1991, 62. Ipp.

Nebijusu sajatu restaurésanas darbnica. Pavasara tecila. 1987.

nfelt Sensations. Spring Grindstone. 1987.

In the late 1980-ies and early 1990s video technology was not

as freely and widely available here as it was elsewhere in

the world; therefore much was determined by the basic
premise of being able to acquire a camera. It is perhaps only
logical that the people who emerged in video art in the
early 90s were mostly students of Ansis Epners'film and TV
direction courses at the Latvian Academy of Music and the
Latvian Academy of Culture, artists and students from the
Latvian Academy of Art, Latvian State Television professionals,
representatives of film-related professions and people from
video-related centres. As stated by art scholar Laima Slava,
in the late 1980s these two “currents” from film and art
environments met in video art.

In Latvia one of these currents formed around Hardijs Ledins

and the manifestations of the so-called approximate art of
the The Workshop for the Restoration of Nonexistent Sensations
(NSRD), which is associated with the arrival in Latvia of

several art genres of the latter half of the 20th century:
happenings, art interventions, performances, etc. During
its existence NSRD staged a number of art performances
and interventions that were captured on film: Desire of
Iceberg / Dreams of Volcano (1987), Spring Grindstone (1987),
Courses of Dr. Eneser’s Binocular Dances (1987), Sequences

of Spring (1988), Procession to Bolderaja (1987-1991), Little
Golden Shoe (1991). These works, to use a term coined by
Hardijs Ledins, can be described as intervention art videos.®
They make use of the advantages of the video medium in
recording real time and space, following the events as they
unfold. Although formally these works should be classified
as recordings of art performances and interventions,

the innovative approach of NSRD in emphasising the
process and improvisation in combination with creative
cinematography allow these video recordings to approach
the status of true examples of video art.

Laima Slava in an interview in March 2007. Recording from the author’s
archives.
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In reference to the Krupis Baravika art intervention creative association, see
L. Slava, Francu - latviesu videomdkslas festivals. Riga, 1991, p. 62.



Otra plasma veidojas ap Zinatnu akadémijas Kinoamatieru
studiju (80. gadu beigas un 90. gadu sakuma to
vadija Zigurds un Marika Vidini). Ka atzist Dainis Klava,
Kinoamatieru studija tolaik bija |oti alternativa studija, kura
dazkart radas sirrealistiski darbi.®

Svarigi atzimét, ka tolaik videomaksla izpelnijas lielu
pretestibu no t. s.“istas” makslas un “1sta” kino vides. Laima
Slava norada: “Pretestiba no akadémiskam aprindam
bija |oti liela. Cik tas viss bija interesants jaunatnei, tikpat
akadémija un visi citi bija pret video. (.) Liela pretestiba
bija arino t. s.“Istd"kino puses!” Tas parvarésana liela
nozime bija videomakslas festivaliem, pakapeniskai
videomakslas ienaksanai izstazu zalés un makslas vide.

6. Intervija ar Daini Klavu, 2007. gada marts. leraksts autores arhiva.
7. Intervija ar Laimu Slavu, 2007. gada marts.

Hardijs Ledins. Parizes binokulara deja. 1990.
Hardijs Ledins. La Danse Binoculaire de Paris. 1990.

The other current formed around the Film Amateur Studio at the
Academy of Sciences (led by Zigurds Vidins and Marika Vidina
in the late 80s and early 90s). As attested by Dainis Klava®, the
Film Amateur Studio had a particularly alternative outlook at
that time, and occasionally produced surrealistic works.

[tis vital to note that at that time video art was experiencing
great resistance from the environment of so-called “true
art”and “true cinema”. Laima Slava remarks, “Resistance in
academic circles was great. Academy and the rest of them
were as firmly set against video as the youth was interested
init... [.] Much resistance came also from the so-called real’
film circles..."” It was overcome to a large part by means of
video festivals and the gradual introduction of video art into
exhibition halls and the art environment.

6. Dainis Klava in an interview in March 2007. Recording from the author’s
archives

7. Laima Slava in an interview in March 2007

[luminacija nr. 3, Multimediju centra
festival, Vizualas komunikacijas
nodala un citi

)

Liela nozime videomakslas ka atseviska makslas veida
attistiba bija diviem francu — latviesu (1990, 1991) un
tris Francijas — Baltijas videofestivaliem (1992, 1993, kad
tapa apjomigakais festivals ar videoinstalaciju izstadi
izstazu zalé ,Arsenals’, un 1994). Festivalus organizéja
Rigas Multimediju centrs (sakotnéji Rigas Videocentra
Multimediju birojs), kura darbojas Laima Slava, Mara
Nikitina, Gatis Upmalis, Ingrida Sniedze, kadu laiku
art Gintars Kavacis, Valdis Poikans u. c. Pateicoties
Multimediju centra darbinieku entuziasmam, Francijas
Arlietu ministrijas finansialajam atbalstam un tas mediju
centra vaditaja Paskala Galé rapém, festivali piedavaja

[llumination No. 3. Multimedia Centre
Festivals, Department of Visual
Communications, a.o.

In the development of video art as a separate genre an
important role was played by two French - Latvian (1990,
1991) and three French — Baltic (1992; 1993, which was
the most comprehensive festival complete with a video
installation exhibition at the Arsenals Exhibition Hall; and
1994) video festivals. These were organised by the Riga
Multimedia Centre (initially the Multimedia Department of
the Riga Video Centre), which at that time brought together
Laima Slava, Mara Nikitina, Gatis Upmalis, Ingrida Sniedze, for
a while also Gintars Kavacis and Valdis Poikans et al. Thanks
to the enthusiasm of the Multimedia Centre, the financial
support extended by the French Ministry of Foreign Affairs
and the help of Pascal Gallet, the director of its media centre,
the festivals offered a parade of France's best video artists
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Francijas labako videomakslinieku paradi un Latvijas
videomakslinieku darbu konkursa skati, finansiali atbalstot
videomakslas darbu tapsanu un pieskirot Grand Prix un
Jounaux de Voyage stipendiju celojumam un darbam
Parizé. Festivalu nozimi Latvijas videomakslinieku
mobilizésana un videomakslas popularizésana isti var
saprast tad, kad ievéro, ka péc pédéja, 1994. gada festivala
Latvijas videomaksla iestajas nosacita pauze un tikai
atseviski makslinieki turpina radoso darbibu videomaksla.

Pateicoties video medija ienaksanai makslas iestadés

90. gadu vida, videomaksla ienéma stabilu vietu jaunakas

paaudzes makslinieku izmantoto mediju aprité. Tagad
videomakslu un jauno mediju makslu profesionali var
apgUt Jana Rozentala Rigas makslas vidusskola un Latvijas
Makslas akadémijas Vizualas komunikacijas nodala, kura
kops 90. gadu sakuma pedagogs ir Ojars Pétersons. Ka
atzimé Laikmetigas makslas centra direktore Solvita Krese,
Latvija “videomaksla attistijas ciesa saistiba ar citiem
jaunajiem medijiem, ta pat kjuva par sava veida mediju
kultaras zimi"® Svariga nozime ir bijusi ari 90. gadu sakuma

Krese S. Precondition of the Choice // Videoart from the Baltic Scene:
Estland, Lettland, Litauen. Kunstraum Dusseldorf, 2006. (Izstades katalogs.)

Digitalas videomakslas un instalaciju izstade Tauki. 1999.

Digital videoart and installation exhibition Fat. 1999.

and a competition show of the works of Latvian video artists,
financially supporting the creation of works of video art and
awarding a Grand Prix and a Jounaux de Voyage grant for

a working trip to Paris. The grand role of these festivals in
mobilising Latvian video artists and promoting video art can
be fully appreciated by noting that the last festival, which
took place in 1994, was followed by a relative lull in Latvian
video art, with just a few individual artists continuing their
Creative activities in the field.

Thanks to the arrival of the video medium in art institutions

in the mid 90s, video art has acquired a stable position in
the circulation of media used by the artists of the younger
generation. Professional studies of video art and new media
art are now available at Janis Rozentals Riga Secondary
School of Art and the Visual Communications Department
of the Latvian Academy of Art, where Ojars Pétersons has
been a professor since the early 1990s. Solvita Krese, director
of the LCCA, notes that in Latvia “the development of video
art was directly tied to other new media; it even became a
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leva Rubeze. Un citi. 1999.
leva Rubeze. And Others. 1999



dibinatajam elektroniskas makslas un mediju centram
E-LAB, kas vélak partapa par jauno mediju kultaras centru
RIXC. Centrs péta un popularizé jauno mediju iespéjas,
organizé festivalus,Maksla+Komunikacijas” un piedava
radosas darbnicas.

Musdienas videomaksla ir veiksmigi iek|avusies normala

izstazu un makslas procesa, visbiezak videoinstalacijas
formata. To pieradijusas tadas laikmetigas makslas izstades
ka,Tauki"(1999),,Cilpa" (2000), ,2 Show” (2003) u. c.Isa

laika Latvijas videomaksla ieklavusies arm kopéjos pasaules
videomakslas attistibas procesos un tendencés.

Multimediju centra organizéto videomakslas festivalu

tradiciju turpina kultaras un makslas projekts,Noass’,

kas kops 2001. gada riko starptautisku videomakslas
festivalu,Udensgabali” un projekta,Noass Video ietvaros
izveidojis publiski pieejamu Latvijas videomakslas kolekciju
digitala formata. Radosa grupa,Orbita’, kas apvieno Rigas
dzejniekus, muzikus, fotografus un dizainerus, organizéjusi
poétiska video festivalu ,Word in Motion” (2001, 2003, 2007).
Ir arT atseviski cita profila festivali, kas nereti ciesi saistiti ar
videomakslu — starptautiskais jauno autoru isfilmu festivals
,2 Annas” (kops$ 1996. gada), Nacionala filmu festivala, Lielais
Kristaps”jauno kino reZisoru isfilmu skate Kristaps Lko”
(pirms tam —Kristapa Tapa”) un kinoamatieru festivals
LAhlns” (kops 2005. gada).

ng

kind of a symbol of the media culture® Another important
player was the E-LAB Electronic Art and Media Centre,

which was founded in the early 90s and later transformed
into the RIXC Centre for New Media Culture. The centre
explores and promotes new media possibilities, organises
Art+Communication festivals and sets up creative workshops.

Today video art has successfully joined the normal process of

exhibitions and art, in most cases through video installation.
This has been proved by contemporary art exhibitions like Fat
(1999), Loop (2000), 2 Show (2003) and others. In a short time
Latvian video art has also integrated into the world video art
evolution processes and trends.

The video art festival tradition started by the Multimedia Centre

is continued by the Noass culture and art project, which
since 2001 has been putting on an international video art
festival Waterpieces and has created a publicly accessible
digital collection of Latvian video art within the framework
of the Noass Video project. The Orbita group of Riga formed
by poets, musicians, photographers and designers organised
the poetic video festival Word in Motion (2001, 2003). There
are also some festivals of a different “profile” that are often
closely connected to video art — the non-profit independent
international short film festival 2Annas (since 1996); Kristaps
Lako (formerly — Kristapa Tapa), the young cinema director’s
short film show of the National Film Festival Lielais Kristaps
and the amateur filmmaker festival Ahdns (since 2005).

Solvita Krese, “Precondition of the Choice”. In: Videoart from the Baltic Scene:
Estland, Lettland, Litauen. (Catalogue) Kunstraum Dusseldorf , 2006.

lluminacija nr. 4. Videomakslas
poetiska valoda un atsvesSinatais
skatiens

Kopiga tendence Latvijas videomaksla 90. gados ir jauna
medija izteiksmes lidzek|u apgUsana, jo, nenemot véra
aktualo socialpolitisko kontekstu, videomaksla neizpaudas
ne politisks aktivisms, ne pasa makslinieka fiziska un
psihologiska “es"analize kameras (un publikas) prieksa, kas
raksturigi Rietumeiropas videomakslai. Raksturojot Baltijas
videomakslu, Solvita Krese raksta, ka videomakslinieki
bieZi vien ienem vérotaja lomu un izvairas no iesaistisanas
politiski aktiva diskursa.? Skatoties 90. gadu videodarbus,
skiet, ka maksliniekus drizak intereséjusi video metaforiska,
poétiska un eksperimentala valoda, kas tas labakajos
paraugos manifestéjas estétiska, makslinieciski perfekti
nostradata, tacu atsvesinata forma. Taisnibas labad gan
jaatzist, ka daudziem videomaksla ta ari palika “spéles
prieka”limenT par jauno mediju.

Video ka viens no individualakajiem, demokratiskakajiem
un intimakajiem medijiem (salidzinajuma ar kino) bija
pateicigs formats medija un autora “pasatklasmes”
procesam. Video elektroniska, kustiga bilde 90. gadu kraso
parmainu konteksta jatigi reagéja uz iespaidu, emociju,

9. Krese S. Precondition of the Choice // Videoart from the Baltic Scene:
Estland, Lettland, Litauen.

[llumination No. 4. The Poetic

Language and Aloof Eye of
Video Art

The general trend in Latvian video art in the 1990s was the
exploration of the means of expression provided by the new
medium. Showing no regard to the social-political context,
video art — turned its hand neither to political activism
nor the analysis of the artist's physical and psychological
identity in front of a camera (and the public), both pursuits
being so characteristic of Western European video art.
Speaking of Baltic video art, Solvita Krese states that video
artists often took up the role of observers, avoiding getting
involved in politically active discourse.? If we look at the
video works of the 90s, it does appear that the artists have
mostly been interested in the metaphorical, poetic and
experimental language of video, which at its best manifested
in an aesthetic, artistically perfectly crafted yet emotionally
removed form. To be fair, it has to be admitted that for many
artists video art never got past the “joy of playing” with the
new medium.

Video as one of the most individual, democratic and intimate
media (in comparison to film) was a format particularly
suited to the “self-discovery” process of the medium and the
artist. In the context of the radical changes of the 1990s, the
electronic, moving picture of video reacted sensitively to

9. Ibid.
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ideju un informacijas jukli, Jaujot S0 “fragmentaro haosu”

maksliniekam sakartot individuala, jédzieniska un estétiska

universa. Videomakslu télaini var pielidzinat subjektivas
realitates spogulim, ka to formuléjis videomakslinieks
Valdis Poikans:“Video ir spogulis, ar kuru var manipulét
tikpat labi laika ka telpa.™®

Video Tpasiba attélot laiku ta ilgstamiba vai parvérst to

fragmentaras, ritmiskas kolazas, manipulét ar telpas
attélojumu un stasta logiku utt. parliecinaja, ka tiesi
videokameras un videomontazas piedavatas iespéjas |auj
visprecizak attélot makslinieka ieceri laikmetam atbilstosa
valoda salidzindjuma ar tradicionalajiem makslas zanriem,
pieméram, glezniecibu vai skulptdru. Lai gan videomakslu
var iedalit daudz un dazados zanros, tomér 90. gadu
Latvijas videomakslas spilgtako darbu raksturosanai es
izvélos divus galvenos noskirumus, sekojot Maikla Rasa
pieejai: videomaksla jeb video art (viena kanala video) un
videoinstalaciju maksla."

Poikans V. Katoda Stara teatris jeb dvéseles stavok|a atspogulosana // Slava
L. Francu - latviesu videomakslas festivals. Riga, 1991, 67. Ipp. (68 Ipp.)

. Rush M. New Media in Late 20th-century Art. London: Thames & Hudson,

1999.

the welter of impressions, emotions, ideas and information
allowing the artist to assemble this “fragmentary chaos”into
an individual, conceptual and aesthetic universe. Figuratively,
video art can be likened to a mirror of subjective reality, as
formulated by videoartist Valdis Poikans:“Video is a mirror
that can be manipulated in time as well as space!"®

The ability of video to depict time in its continuity or turn it into

rhythmic, fragmented collages, and to manipulate the image
of space and the logic of the story, etc,, was a convincing
testimony of the superior possibilities of the video camera
and video montage, which allow precise depiction of the
artist's idea in contemporary terms, as opposed to the
traditional art genres like painting or sculpture. Even though
video art may be further classified into many different
genres, | use two main subdivisions as prescribed by Michael
Rush's approach: video art (single-channel video) and video
installation art."

[luminacija nr. 5. Glezniecibas
dramaturgija un dokumentalas
kolazas

KinoreZisore Aija Bley raksta: “Videomaksla ir glezniecibas

dramaturgija — krasu, laukumu, formu savstarpéja kustiba.
Videomaksla ir atsvesinata no literarisma stastosajiem
ramjiem, ta atlaujas bt subjektiva. Ta atjaujas meditét
par “ES”intimajam problémam. Ta ir poézijas maksla!""?
Tpasa uzmaniba pievérsama autora subjektivajam
skatfjumam, kas ir videomakslas darbu centra. Autors ir
mezglpunkts, kas saista fragmentaras emociju, notikumu
un pardomu lauskas. Videomakslu tikpat labi varétu
télaini pielidzinat dokumentalam kolazam, ipasi tajos
darbos, kuros saglabatas reala laika un telpas kategorijas,
kas parveidotas ar eksperimentalas montazas palidzibu.
Liela dala autoru, kuru darbiem varétu dot nosaukumu
“glezniecibas dramaturgija un dokumentalas kolazas’,
saistiti ar Zinatnu akadémijas Kinoamatieru studiju un
rezisora Ansa Epnera TV un Kino rezijas kursiem. Sajos
darbos redzams eksperimentala kino iespaids ar tam
raksturigo interesi par faktQru, krasu, laukumu un liniju
spélém, ka arf montazas iespéjam manipulét ar laiku un
telpu. Izcelsu tikai spilgtakos autorus un darbus: operatora

10.

Valdis Poikans, “Katoda Stara teatris jeb dvéseles stavok|a atspogulo3ana’.
In: L. Slava, Francu - latviesu videomakslas festivals. (Catalogue) Riga, 1991,
p.67.

Michael Rush, New Media in Late 20th-Century Art. London: Thames &
Hudson, 1999.
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Stafecka-Aura (vélak Bley) Aija. Latviesu videomaksla. Diplomdarbs. Latvijas
Muzikas akadémija, Svétku rezijas nodala, 1994, 51. Ipp.

[llumination No. 8, Documentary
Collages and the Dramaturgy of
Painting

Film director Aija Bley writes: “Video art is the dramaturgy of

painting — the interrelated movement of colours, expanses
and shapes. Video art stands apart from literarist narrative
frameworks, it dares to be subjective. It dares to ponder

the intimate issues of 'I' It is the poetic art."'? Particular
attention should be given to the subjective view of the
author, which is at the core of works of video art. The

artist is the node that connects the fragmented shards of
emotions, events and thoughts. Video art could also be
likened to documentary collages, especially with regard to
works in which the categories of real time and space are
preserved and transformed through experimental montage.
Many of the authors whose works would fit under the title
“documentary collages and the dramaturgy of painting”have
a connection with the Film Amateur Studio of the Academy
of Sciences and Ansis Epners'TV and film direction courses.
These works show the influence of experimental cinema
with its characteristic focus on the interplay of textures,
colours, expanses and lines, and its ability to use editing to
manipulate time and space. Here | will mention just some
of the most memorable artists and works: cinematographer

Aija Stafecka-Aura (later Bley). Latvian Video Art. Degree paper at the
Festival Direction Department of the Latvian Academy of Music, 1994,
p.51.



Daina Klavas (strada Vides Filmu Studija) etides par faktaru,

krasu un skanu:,Homo Rullis”(1989),,Homo A"(1990),
,Happy Birthday” (1990), Kas ir ka balts?"(1991) u.c, TV

"

rezisora Gintara Kavaca,Skarlatti dialogi’,,Livonijas hronika’,

,Ciklops”,,Zime un Telpa” (visi 1990), kuros filozofiskas
témas risinatas, izmantojot dazadas videomontazas
iespéjas. Viestura Grazdanovica (jau vairakus gadus
Tehniskas jaunrades nama Bérnu un jauniesu animacijas
studijas un Starptautiska Jauno autoru Tsfilmu festivala
,2 Annas”vaditajs) ,The Only Way” (1990) un,Pakapieni”
(1991) un citos darbos dominé montazas eksperimenti,
spéles ar dokumentéalu un inscenétu kino un video kadru
kombinacijam. Savukart “ZAAZ" (1991) ir videoanimacijas
paraugs, kura izmantoti dazadi videoefekti, lai raditu
kosmosa plasas un cilvékam svesas telpas izjatu — téli

zaudeé redlas aprises, un viss parvérsas par abstraktu,
grafisku struktdru. Lidzigi mekléjumi atrodami arf jaunakas
paaudzes videomakslinieku darbos, kuros akcentéta
digitala kadra un skanas montazas iespéju izpéte un
komentari par virtualitates fenomenu, piemeéram, Martina
Ratnika,Analogs / Digitals” (1999), ,Sound Graffiti” (2001),
Ervina Broka,Simulacija’ (1999).

Eksistenciala laika un telpas izjata manifestéjusies Jura

Poskus darba ,The School of Life & Fish” (1991), kur krasu
izmantojuma un eksperimentalaja montaza notverta
kada stiga no fragmentaras, pat absurdas un sirrealas
atmosféras. Eksistencialisma tému var identificét ari Artas
Egles-Bisenieces videofilmas,,/ Love You” (1992) un ,Kamér
nebus nekas” (1993), kas izcelas ar emocionali piesatinatu
un poétisku video estétiku.,/ Love You” ir minimalisma

Martins Ratniks. Sound Graffiti. 2001.
Martin$ Ratniks. Sound Graffiti. 2001

Dainis Klava's (currently with Vides Filmu Studija) studies of
texture, colour and sound in Homo Rullis (1989), Homo A
(1990), Happy Birthday (1990), What Is Like White? (1991), a.0,;
TV director Gintars Kavacis' Dialogs of Scarlatti, The Chronicle
of Livonia, Cyclope, Sign and Space (all - 1990), which explore
philosophical subjects, using various video editing and
montage options; the works of Viesturs Grazdanovics (for the
past several years — the director of the children and youth
animation studio at the Centre for Creative Learning, as well
as of the the non-profit independent international short
film festival 2Annas) The Only Way (1990), The Steps (1991)
and others are full of montage experiments and interplay
between documentary and staged film, and combinations
of video images. ZAAZ (1991), in turn, is an example of video
animation, which employs various video effects to create

a sense of the vast expanses of the universe, so alien to
humankind that images lose their definition and everything

is turned into an abstract, graphic structure. Similar
exploration can also be found in works by the younger
generation of video artists; in these the emphasis is placed
on investigating the possibilities of digital frame and sound
editing and commenting on the phenomenon of virtuality —
for example, in Martins Ratniks's Analogue/Digital (1999),
Sound Graffiti (2001), Ervins Broks' Simulation (1999).

An existential approach to time and space is manifested in The

School of Life & Fish (1991) by Juris Poskus; the use of colour and
experimental montage captures a strand of the fragmented,
even absurd and surreal atmosphere of that era. The subject of
existentialism is also discernible in Arta Egle-Biseniece’s video
films / Love You (1992) and Until There is Nothing (1993), which
are notable for their emotionally saturated and poetic video
aesthetic. / Love You is minimalist in style — a portrait of a young
woman against a white background, and the emotion of the
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stilistika izpildits darbs — jaunas sievietes portrets uz

balta fona un emocijas, izrunajot vienmér tos pasus,

bet intonaciju un nozimju zina daudznozimigos vardus.
,Kamér nebis nekas” (1993) Anrf Miso un René Sara dzejas
fragmenti lieliski papildina kada viriesa dejas performanci
uz melna fona, radot iespaidu par cilvéka pazusanu nakti,
tumsa un haosa. So emocionélo, poétisko un briziem
sirrealisma noskanai tuvo videomakslas tradiciju turpina
leva Rubeze darbos ,Kajin'Véjin” (1998),,Un citi..” (1999),
,Abrakadabra” (2001).

Spilgts video kolazas piemérs ir Aijas Bley videofilma

JTraucéjumi laika skaitisana” (1993), kas sastav no dazadu
laiku sekvencém — vésturiskais, biologiskais / fiziologiskais
un psihologiskais laiks. Laika relativitate, individuala laika
uztvere, realais un elektroniski fiksétais laiks utt. - tikpat
plasas ir interpretacijas iespéjas sim darbam, cik filozofiski
ietilpigs ir laika jédziens. Pateicoties laika un telpas
kategorijam, video piemit spéja radit ticamu ilGziju par
apzinas un zemapzinas plismas darbibu. Aija Bley raksta:
“Ja Freidam butu iespéja, vins pétitu nevis sapnus, bet
video!"® Video ir daudz brivaks neka kino, tas ir atbrivots
no stastijuma “obligatuma’ un pietuvinas sapna logikai. So
video raditas laika un telpas vairakslanu struktaru turpina
pétit viens no jaunakas paaudzes videomaksliniekiem
Félikss Ziders savos darbos ,Splash!” (2001) un ,Vél labak ka
Tstenibal” (2002).

Stafecka-Aura (vélak Bley) Aija. Latviesu videomaéksla. Diplomdarbs. 51. Ipp.

same words spoken over and over, in different intonations
and imbued with different meanings. In Until There is Nothing
(1993), fragments of Henri Michaux's and René Char’s

poems make a wonderful complement for a man’s dance
performance against a black background, conjuring up an
impression of a human being’s disappearance into the night,
into darkness and chaos. This tradition of video art, emotional,
poetic and at times reminiscent of surrealism, is continued

by leva Rubeze in her works Kajin' Vejin' (1998), And Others. ..
(1999), Abrakadabra (2001).

Aija Bley's video film Disturbances in Timekeeping (1993) is an

excellent example of a video collage: it consists of various
sequences of time — historical, biological/physiological

and psychological time. The relativity of time, individual
perceptions of time, real and electronically kept time, etc. — the
variety of possible interpretations for this work is as vast as the
philosophical capacity of the concept of time itself. Because
of the categories of time and space video is able to create a
believable illusion of the activity of the flow of consciousness
and the unconscious mind. Aija Bley writes:“If Freud had had
the chance, he would have studied video instead of dreams”""?
Video has much more freedom than film, it is unfettered

by compulsory narrative and stands closer to the logic of
dreams. This multilayered structure of time and space that

is created by video is further explored by a representative of
the younger generation of video artists, Félikss Ziders, in his
works Splash! (2001) and Even Better than in Reality! (2002).

13

Ibid.
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Jaunu tematiku Latvijas videomaksla ienes tie jaunas
paaudzes makslinieki, kas pievérsas socialas telpas
analizei — Liga Marcinkévica darbos,2 in 1 jeb Lietas, ko
cilvéki nevélas redzet”(1999), Es vélos bat... sapnu varonis”
(2000), Katrina Neiburga darbos,Kas meiteném sominas?”
(2003),,Satiksme” (2003), Gints Gabrans projekta ,Starix”
(2001-2004), radosa grupa ,Open” projekta, Slaidlugas”
(2000) un citi.

lluminacija nr. 6. Elektroniskas
gleznas un skulpturas

Spilgtako izpausmi Latvijas videomaksla ir radusi
videoinstalacijas joma — taja raksturigi paradas
konceptuala téla mekléjumi, glezniecibas un télniecibas
paplasinajums video elektroniskaja valoda un telpas
sakartosana jédzieniska, nereti poétiska vai ironiska
universa. Saja zanra stradajusi vairaki $is desmitgades
spilgtakie Latvijas makslinieki: Kristaps Gelzis, Ojars
Pétersons, Indulis Gailans, Juris Boiko, Anita Zabilevska.

Kristaps Gelzis video darbojies jau sakot ar video akciju
,Maris” 1986. gada Kino dienas. Vina darbs ,Mara
nojauksana” (to pirmoreiz demonstréja izstadé ,Riga —
latviesu avangards” Rietumberliné 1988. gada) tiek

New issues in Latvian video art are raised by those younger
generation artists who focus on the analysis of the social
space — Liga Marcinkévica in 2in 1 or Things, People don't
Want to See (1999), | Want to Be. .. (2000); Katrina Neiburga in
What's in Girs" Purses? (2003), Traffic (2003); Gints Gabrans in his
project Starix (2001-2004); the Open creative group in their
project Slideplays (2000) and others.

[llumination No. 6. Electronic
Paintings and Sculptures

The field of video installation has become the brightest
expression of Latvian video art — it characteristically features
the search for a conceptual image, the extension of painting
and sculpture into the electronic language of video, and
the arrangement of space into a conceptual, often poetic or
ironic universe. This genre has been favoured by several of
the most prominent Latvian artists of this decade: Kristaps
Gelzis, Ojars Pétersons, Indulis Gailans, Juris Boiko, Anita
Zabilevska.

Kristaps Gelzis has worked with video since video art
intervention Wall at the Cinema Days of 1986. His work
Dismantling of the Wall, which was first presented at Riga —
the Latvian Avant-Garde exhibition in West Berlin in 1988, is
considered to be the first video installation in the history of



uzskatits par pirmo videoinstalaciju Latvijas maksla.™
Taja jau ieziméjas interese par konceptualu télu, kurs
vélak precizi realizéts videoinstalacija,Neka personiga”
(2001), kas ir viegli ilustrativi aprakstama — tumsa

iet degoss cilvéks un smejas —, bet grati (jo dazadi)
interpretéjama. lvars Runkovskis raksturo Kristapa
Gelza maksliniecisko rokrakstu:“.svarstibas starp vina
makslas “redzamo” un “neredzamo” pusi ir |oti smalkas,
pretrunigu paradoksu un kontrastu pilnas. Arpusé
perfekti nostradata, estetizéta, sava pasvértiba dizainiski
amatnieciski eleganta forma, un tomér ta veido |oti
kustigu, neviennozimigu intelektualo un emocionalo

14, Stafecka-Aura (vélak Bley) Aija. Latviesu videomaksla. Diplomdarbs. 32. Ipp.;
Videoinstalacija = tveramais + 31 (51) cm spoZzas gaismas diagonale? (L.
Slavas saruna ar K. Gelzi.) // Nakts. 1993, 2. dec,, 14. Ipp.

Kristaps Gelzis. Maris. 1986.

Kristaps G

\zis. Wall.

Latvian art.
later crisply implemented in the video installation Nothing
Personal (2001), which is easily described illustratively — a
man aflame, walking through the darkness and laughing -
yet difficult to interpret simply because of the multitude
of possible interpretations. Ivars Runkovskis describes
Gelzis' creative hand:“[.] the fluctuations between the
“visible”and “invisible” aspects of his art are very fine, filled
with contradictory paradoxes and contrasts. The form is
externally perfectly fashioned, aestheticised, inherently

elegant in its design and craftsmanship, yet it creates a very

fluid, ambiguous intellectual and emotional environment.
In it, playfulness alternates with seriousness, directness

garigo vidi. Taja mijas spéle un nopietniba, tieSums

un smalks poétisms, ironija un sentiments..”’s So
konceptuala, telpiska un ironiska téla liniju var saskatit
art daudzas Ojara Pétersona videoinstalacijas —,Oranzie
torni (Oranzie kuratori)" (1996),,Oranzais stasts” (1999),
,000 - Old Orange Object” (2001), ka art vélakos darbos.
Ka liecina darbu nosaukumi, oranza krasa padarita par
sava veida autonomu télu un makslinieka rokraksta
atpazistamibas zZimi. Abu makslinieku darbos dominé
minimalisms un vizuala téla pasvértibas apzinasanas,
kad téls eksisté pasvértigi — arpus (vai pari) kontekstam,
iztiekot bez makslas darba komercializacijas. Kristaps
Gelzis video raksturo ka telpisku gleznu, ka kustigu

It outlined an interest in the conceptual image,

1

o

Zarina A., Runkovskis |. Kristaps Gelzis (portrets) // Studija. 1998, Nr. 3/4,
8-11.lpp.

with sophisticated poetics, irony with sentiment..."” This
presence of a conceptual, spatial and ironic image is also
evident in many video installations by Ojars Pétersons —
Orange Towers (Orange Curators) (1996), The Orange Story
(1999), OO0 - Old Orange Object (2001) and some later
works. As evidenced by the titles of the works, the colour
orange has itself been turned into a kind of autonomous
character and a recognisable trait of the artist’s hand.

The works of both these artists are basically minimalistic
and hold an awareness of the inherent value of the visual
imagery — when an image exists as a value in itself beyond
(or above) context, with no need for any “marketing” of the
work of art. Kristaps Gelzis himself describes video as spatial
painting, a moving image in which it is the aesthetic of

Aija Zarina, Ivars Runkovskis, Kristaps Gelzis’,

998, pp
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attélu, kura tiesi st attéla kustibas estétika rada makslas
faktu. Vinu interesé spéja radit makslas faktu pasa
attéla kustiba."®

Makslu pasa attéla videoinstalacijas joma parliecinosi

radijusi Anita Zabilevska, kuras darbi tapusi k& pétijumi
par telpas, perspektivas un kustibas jédzieniem. Vinas
videoinstalacijas dominé jédziens “ainava’, kam pieskirta
filozofiska nozime, pétot cilvéka uztveres un sapratnes
robezas — izaicinot, spéléjoties, reizém manipuléjot ar
skatpunkta izvéli caur kameras aci vai gleznas rami. Tads
ir, pieméram, darbs ,Symmetria” (videoinstalacija izstazu
zalé ,Arsenals’, 1997), kas sastav no diviem simetriski

preti izvietotiem video ekraniem. Viena un ta pati ainava,
statisks uzstadijums, kas filméts ar diviem objektiviem — ar
vienu pietuvinot, ar otru — attalinot vienu un to pasu ainu.
ArT citos darbos pétita kustiba noteikta “kadréjuma”—
videoinstalacijas,Austrumi Rietumi Dienvidi Ziemeli”
(1996), ,Projekcijas uz slipas virsmas” (1998), ,Ekspansija
Nr.4”(1999). Savukart videoinstalacijas,Gleznotaja

smilsu pulkstenis” (1993) un Piecas vienadas ainavas”
(1994) jau pavisam konkréti norada uz video ka kustigas
gleznas metaforu un péta videomakslas un glezniecibas
attiecibas. Anitas Zabilevskas videoinstalacija,Filma”
(2001) reflekté par kino radito realitati. “ST kino realitate ir
utopija. Mani saja filma interesé tas, kas notiek, kad nekas
IT KA nenotiek, kas ir notikums ka tads. (.) Svarigs ir bridis,

Intervija ar Kristapu Gelzi, 2007. gada marts. leraksts autores arhiva.

movement that creates the fact of art. He is drawn by the
possibility of creating the fact of art in the movement
of the image itself.'®

Solid video installation examples of art in the image itself

have been created by Anita Zabilevska, whose works are
explorations of the concepts of space, perspective and
movement. The concept of landscape dominates in her
video installations; it acquires a philosophical importance
in investigating the boundaries of human perception and
understanding - challenging, teasing, at times manipulating
through the choice of perspective as seen through the

eye of the camera or within the confines of a frame of a
painting. This is true for Symmetria, for example (a video
installation at Arsenals exhibition hall, 1997), which

consists of two video screens that are placed symmetrically
opposite each other. A single landscape, a static setting
filmed through two lenses — one zooming in, the other
moving further away from the same view. Movement in a
set framing is also explored in some other works — video
installations Fast West South North (1996), Projection on

a Slanted Surface (1998), Expansion No. 4 (1999). In turn,
video installations Painter’s Sand-Glass (1993) and Five
Identical Landscapes (1994) quite directly refer to video

as a metaphor of a moving painting and explore the
relationship of video art and painting. Anita Zabilevska's
video installation Film (2001) reflects on the reality created
by film."This film reality is utopian. In this film I am
interested in what is taking place when SEEMINGLY nothing

16.

Kristaps Gelzis in an interview in March 2007.
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kad tas, ko més redzam, k|Gst par notikumu”" So ipaso
skatpunkta nozimi videomaksla izcélis makslinieks Juris
Boiko, kas par Anitas Zabilevskas maksliniecisko metodi
raksta: "Vieniem video deva iespéjas Iétak, atrak un értak
kompilét un reproducét afektus, citiem paltkoties uz
pasauli no lidz tam neiedomajamiem skatpunktiem.'®

Arl pasa Jura Boiko darbos svariga ir skatpunkta izvéle,
laika, telpas, materiala un kustibas attiecibu izpéte, pasi
videoinstalacijas,Salsputéjs” (1990) un ,Salt — Sucht”
(1993). Videoinstalacija,Salsputéjs” (1990, grupas izstade
“Latvija — 20. gadsimta kdlenis. 1940-1990", izstazu zalé
,Latvija") debesis ar slidosiem makoniem tika projicétas
uz sals kalna izstades telpa. Makoni bija nofilméti
reala laika, un to kustiba bija gandriz nemanama, bet
péc noteikta laika spriza skatitajs varéja konstatét

17. Kusmane A. Makslas projekts Musdienu utopija. Filmas par mums //
Neatkariga Rita Avize. 2001, 5. apr.

18. Boiko J. Ainava spoguli // Studija. 1999, Nr. 7, 36. lpp

Anita Zabilevska. Piecas vienadas ainavas. 1994.

Anita Zabilevska. Five Identical Landscapes. 1994

is happening, in what is an event as such.""’ This special
significance of the "viewpoint”in video art has been stressed
by artist Juris Boiko, who writes of Anita Zabilevska's artistic
approach, “To some, video offered the option of compiling
and reproducing their affects in a less costly, quicker and
easier way; to others — an opportunity to look at the world
from heretofore unimaginable perspectives.'

In Juris Boiko's own works much importance is placed on the
selection of a viewpoint, the exploration of the relationship
of time, space, material and movement — especially in video
installations like Saltblower (1990) and Salt-Sucht (1993). In
the video installation Saltblower (1990) demonstrated at a
group exhibition Latvia — the 20th Century’s Somersault.
1940 - 1990 at the Latvija exhibition hall in Riga, a sky with

17. Agnese Kusmane, “Makslas projekts. Msdienu utopija. Filmas par mums".
Neatkariga Rita Avize, 05. 04. 2001.

18. Juris Boiko, "Ainava spogult”. Studija, No 7, 1999, p. 36.



izmainas. Laika pladums it ka ir viens, bet skatitaja
apzina tas sadalas vairakos laika nogrieznos, kas |auj
konstatét parmainas.’” Laika ilgstamiba un materiala
transformacijas vizualizacija rodama ari Indula Gailana
videoinstalacijas,Ledus herbarijs” (1992),,Saules ligzda”
(1992),,Ledus obstrukcija” (1993). Ivars Runkovskis par
personalizstadi,Saules ligzda” (1991, galerija,Bastejs”)
rakstija: “Otraja zalé pustumsa mirgoja videoekrans, radot
ledus virsmas kusanas procesus liela tuvinajuma. (.) Més
vérojam ledus kusanu. Vérojam! Varbat tas ir atslégas

vards. Ne notiekosa saturs, redzéjums, bet vérojums

ka pasvertiba, eksistences forma, pasfunkcionals
stavoklis/? Verojums, kas pietuvinats meditacijai, rodams
ari minétajas Jura Boiko videoinstalacijas, kuras vins
izmantoja sali ka energétisku struktaru, tacu tas bija
aktuals arT videoinstalacijas par identitates tému,,2 x

4 Vorhola portreti” (1992), ,29 Selfportraits” (1995). Sie
identitates pétijumi ir atskirigi no tiem videomakslas
darbiem, kas raksturoti ieprieks ka glezniecibas
dramaturgija un dokumentalas kolazas. Tajos vienmér

19

Saruna ar Juri Boiko, 2002, 11. aprilis. leraksts autores arhiva.

Juris Boiko. 2 x 4 Endija Viorhola portreti. 1992.

Juris Boiko. 2 x

4 Portraits of

Juris Boiko. Salspatéjs. 1990.
ik

Juris Bo

990

20.

Runkovskis I. Saules ligzda // Maksla. 1992, Nr. 4.

moving clouds was projected onto a mound of salt in the
exhibition room. The clouds had been filmed in real time
and their movement was barely discernible, but after a
certain amount of time the spectator was able to see the
changes. The flow of time is continuous, but in the mind
of the spectator it splits into several separate segments
of time, allowing the viewer to recognize the changes.'
Ihe continuity of time and a material visualisation of
transformation also features in Indulis Gailans's video
installations lce Herbarium (1992), Sun Nest (1992), Ice
Obstruction (1993). Ivars Runkovskis writes of the solo
exhibition Sun Nest (1991, Bastejs gallery): “A video screen
was glowing in the semi-darkness of the second room,
showing the thawing processes of the surface of ice in
great magnification. [..] We were observing the thawing
of ice. Observing! That, perhaps, is the key word. Not the
content of the event, not the vision, but observation as a

Conversation with Juris Boiko, 11.04. 2002.
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centra ir autora emocijas vai pardomas, savukart $ajas
videoinstalacijas paredzéta atspulga vieta arf skatitajam.
Seit izcelto makslinieku (J. Boiko, A. Zabilevska, I. Gailans,
K. Gelzis, O. Pétersons) videoinstalacijas vienmér

centra ir téls, vizuala zime. No jaunakéas paaudzes
videomaksliniekiem vizuala téla, vérojuma pasvértibas,
kas tuva meditacijai, un konkrétas noskanas izteiksmes
mekl&jumus var atrast Daces DZerinas darbos ,Epidéemija”
(2000), ,Matrica” (2001), levas Jerohinas (Epneres)
videoinstalacija,Zenta” (2004), Katrinas Neiburgas
videoinstalacija ,Solitude” (2005).

Atraktivas videoinstalacijas veidotas pédéjos gados, kuras

aktualizéta publiskas un intimas telpas krustosanas. llvas
Klavinas videoinstalaciju ,/ Love You” (2000) grupas izstadé
,Cilpa” (izstazu zéle ,Arsenals”) veido divu puskailu cilvéku,
jauna viriesa un sievietes attélu projekcijas, kas izvietotas
viena otrai preti pie iegjas, ta nojaucot personiskas un
publiskas telpas robezas. Kristapa Epnera videoinstalaciju
"DADA"(2001) veido vanna ar tdeni projicéts kaila cilvéka
attéls, ko papildina burtu, skaitlu un citu dadaismam
raksturigu elementu projekcija. Ironisks komentars par
makslinieka un makslas darba attiecibam risinats ar
makslinieku grupas F5 videoinstalacija,Lariki” 2003. gada
Makslas dienu laika Valsts Makslas muzeja, kur telpa tika
paplasinata ar projekciju zales kupola, no kura pavéras
zilas debesis un makslinieki, kas noltkojas lejup — uz
makslas darbiem un skatitajiem. F5 sakara pieminamas vél

20

value in itself, a form of existence, a self-functional state!
Observation that approaches meditation is also featured

in the aforementioned video installations by Juris Boiko, in
which he uses salt as an energetic structure, and is likewise
relevant in his video installations on the subject of identity —
2 x4 Warhols Portraits (1992), 29 Selfportraits (1995). These
explorations of identity are different from the works of video
art that, above, were described as documentary collages

and the dramaturgy of painting. The latter always have the
author’s emotions or reflections at their centre, while in these
video installations a space for reflection is also allocated to
the spectator. The video installations of the artists mentioned
here (Boiko, Zabilevska, Gailans, Gelzis, Pétersons) always have
an image, a visual symbol at their core. Among video artists
of the younger generation, the search for a visual image, the
inherent value of observation bordering on meditation and
the expression of a specific tone is present in Dace Dzerina’s
Epidemy (2000) and Matrix (2001), in leva Jerohina's (Epnere)
video installation Zenta (2004), in Katrina Neiburga’s video
installation Solitude (2005).

Over the past years, there have been some exciting video

installations that bring to the fore the overlapping of public
and private space. llva Klavina's video installation / Love You
(2000) at the group exhibition Loop (Arsenals exhibition hall)
consists of the projections of pictures of two half-naked
people, a young man and a woman, placed opposite one
another at the entrance, thus dismantling the boundaries
between personal and public space. Kristaps Epners'video

20,
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Ivars Runkovskis, “Saules ligzda” Maksla, no. 4, 1992.
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divas videoinstalacijas, kas iezimé musdienu videomakslas
attistibas ce|us. Viena no tam ir interaktiva projekcija
datoranimacijas tehnika ,Bloody TV” (2000), kura skatitajs
Skietami ar TV pulti varéja mainit programmas, tacu péc
briza, zaudéjot kontroli par pulti, nok|uva situacija, kad
diktors ar pistoli $auj uz skatitaju. Otra —,Tumsas spuldze”
(2005, 51.Venécijas biennales Latvijas paviljona ekspozicija
un 2006, JUrmalas pilsétas muzejs) — iezimé jaunas
vizualas pieredzes meklgjumus.

F5 (Ervins Broks, Martins Ratniks, leva Rubeze). Bloody TV. 2000.
F5 (Ervins Broks, Martins Ratniks, leva Rubeze). Bloody TV. 2000.

installation DADA (2001) is an image of a naked man
projected into a bath filled with water and supplemented
with a projection of letters, numbers and other elements
characteristic of Dadaism. An ironic commentary on the
relationship of an artist and a work of art is also provided in
the video installation Peepers by the F5 artist group during

Art Days 2003 at the National Museum of Art, where the
space was extended with the aid of a projection on the
domed ceiling of the hall, which showed blue skies and

artists looking down onto the works of art and spectators.
With regard to the F5 group, another two installations should
be noted for outlining the directions of development of
contemporary video art. One of them is Bloody TV (2000), an
interactive projection of computer animation, in which the
spectator was seemingly able to switch channels by using a
remote, but eventually lost control of it and found him/herself
in a situation where a newsreader was firing a pistol at the
spectator. The other one — The Dark-Bulb (2005, the Latvian
pavilion exposition at the 51st Venice Biennial; 2006, Jirmala
City Museum) — indicates a search for a new visual experience.



Un citas luminacijas...

Ka jau noprotams, Latvijas videomakslas “iluminaciju procesu”
varétu turpinat un papildinat izcelto darbu un makslinieku
sarakstu. Varétu arf atrast pavisam citu skatpunktu
Latvijas 90. gadu videomakslas raksturosanai un analizei.
Nobeiguma gribu pievérst uzmanibu videomakslas
musdienu situacijai, kas varbat izskaidros balansésanu starp
véstures rakstisanu, makslas darbu analizi un personiskam
pardomam par videomakslas batibu. Tagad var ienemt
diametriali pretéjas pozicijas — melanholiski konstatét, ka
videomakslas zelta laiki ir pagajusi, vai arf optimistiski buvéet
videomakslas tehnokratiskas attistibas vizijas, un, skiet,
abam pozicijam ir dala taisnibas. Var piekrist maksliniekam
Jurim Boiko:“.Sodien pieminét videomakslu jau nozimé
runat par tehnikas progresa vésturi, par stilu un virzienu
parmainam un galu gala par pagatni. Kas vél arvien pieder
sodienai, ir personibas — makslinieki, kuri ar $a parejosa
medija palidzibu pratusi radit neparejosus makslas darbus.!
Tacu var arf pasludinat: “Tagad video var bat mentala
projekcija, diagramma, tas konstruktiva logika atbrivojas no
televizijas un filmas logikas, k|dstot par daju no multimediju
sistémas, kas vienado visus iepriekséjos tehnologiskos
medijus unikala elektroniskas vizualizacijas sistéma."?

21. Boiko J. Ikviens pardzivo daudz vairak neka spéj saprast // Studija. 1998,
Nr. 2, 82.-85. Ipp.

22. Stretenovic D.Video art in Serbia. Belgrade, 1999, p. 18.

And Other llluminations. ..

Naturally, the “process of illuminating” Latvian video art could be
continued, as could the list of prominent works and artists.
We could also find a completely different perspective for
describing and analysing Latvian video art of the 1990s.
However that might be, in conclusion | would like to draw
attention to the current situation of video art, which may
explain the balancing act that involves the writing of history,
analysis of works of art and personal reflections on the
essential nature of video art. These days one can hold one of
two diametrically opposite points of view — melancholically
assert that the “golden age” of video art has passed, or
optimistically construct visions of the technocratic evolution
of video art; and it would seem either position has some merit.
We can agree with artist Juris Boiko: “[.] mentioning video art
today means speaking of the history of technological progress,
of changing styles and directions and, ultimately, of the past.
What still belong to today are the personalities — artists who
have used this transient medium to create lasting works of
art”?' But we can also announce: “Video can now be a mental
projection, a diagram, its constructive logic breaks free from
the logic of TV and film, becoming a part of the multimedia
system which reduces all previous technological media to
equality within a unique system of electronic visualisation.*

21, Juris Boiko, “Ikviens pardzivo daudz vairak neka spéj saprast”. Studija, no. 2,
1998, pp. 82-85.

22. D. Stretenovic. Video Art ir Sebia. Belgrade (1999), p. 18.

Atsaucoties uz videomakslas raksturojumu esejas

sakuma, drosi vien taisniba mekléjama kaut kur pa
vidu. Videomakslas unikalas adaptésanas spéjas un
demokratiskais raksturs |auj prognozét, ka videomaksla
tada vai citada forma atradrs savu pastavésanas veidu,
iesp&jams, mijiedarbiba ar citam makslam.

P S. Esejas pamata ir autores bakalaura darbs Latvijas

Kultaras akadémija,Videomaksla Latvija” (2002) un buklets
Videomaksla Latvija. Koncentrats” (2005). Paldies Laimai
Slavai, Kristapam Gelzim, Dainim Klavam un Aijai Bley

par sniegtajam intervijam 2007. gada marta un Valdim
Poikanam par ieskatu vina publikacijas par videomakslu,
ka art kultras un makslas galerijai,Noass” un Laikmetigas
makslas centram.

Referring back to the description of video art at the beginning of

this essay — the truth lies somewhere in between. Video art’s
unique capability to adapt and its democratic character allow
us to predict that the genre will find some or another form
for survival, possibly in interaction with other arts.

PS.The essay is based on the author’s BA paper titled Video Art

in Latvia (2002) at the Latvian Academy of Culture, and the
brochure Video Art in Latvia. A Concentrate (2005). The author
would like to thank Laima Slava, Kristaps Gelzis, Dainis K|ava
and Aija Bley for interviews granted in March 2007 and Valdis
Poikans for the excerpts from his publications on video art, as
well as Culture and Art Gallery Noass and the LCCA.
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