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— — norises, ko
Performances ma]<S-la péc iepriekséjas
idejas apzinati veido viens vai vairaki dalibnieki vismaz vienam skatitajam,
izmantojot jebkadus izteiksmes lidzek|us, Rietumeiropa, ASV un dazas
Azijas valstis ir nozimiga laikmetigas makslas sastavdala kops 20. gadsimta
60. gadiem. Ari Latvija performances jeb akcijas notiek jau kops 60. gadiem.
Tas radija gan vizudli — télnieki, scenografi, gleznotaji, grafiki, fotografi, gan
maziki, teatra un kino cilvéki: Andris Grinbergs, Mudite Gaisevska, Mara
Brasmane, Modris Tenisons, Roberts Ligers, Ansis Ratentals, Mara Kimele,
80. gados — Juris Pakalnins, Egils Zirnis. Liela dala tolaik Tstenoto akciju
nav publiski zinamas, jo netika afisétas — padomju valsts apstak|os sada
iniciativa un pasdarbiba bija riskanta un par to varéja izpelnities valsts
drosibas iestazu uzmanibu.

Atskiriba no citiem vizualas makslas veidiem performances ka laika
makslu, vienreizéju pasakumu, dzivaja izpildijuma lielakoties redz neliels
skatitaju loks, tapéc, ieglstot informaciju par tam, biezi nakas izmantot
fotografijas, video, makslinieka pasa vai aculiecinieku stastijumu, kas
atspogulo tikai niecigu dalu no performances batibas. Ironiski, tacu
|oti tiesi par atskiribu starp performances skatisanos dzivaja izpildijuma
un tas dokumentacijas vérosanu foto vai video formata izteicies britu
performances makslinieks un organizators Saimons Herberts: “Rupja, bet
efektiva lidziba par atskiribu starp busanu klat performances bridi un ta
ieraksta skatisanos ir tada pati ka atskiriba starp nodarbosanos ar seksu un
milas makslas rokasgramatas lasisanu!" Reizém labai performancei vispar
nav dokumentacijas, tacu kada ne tik izdevusies péc liecibam atstaj

1. Herbert S. Bread and Circuses. Performance Art into the 90ties // Art & Design. Nr. 38, London,
1994, p. 17.

- a purposeful process, following
P@TﬁOrmanCe art a pre-conceived idea, created
by one or several participants before at least one spectator, employing any
means of expression, in Western Europe, the US and a few Asian countries,
has been a significant part of contemporary art since the 1960s. Equally, in
Latvia performances have been taking place since the 1960s, when they were
created by visual artists — sculptors, stage designers, painters, graphic artists,
photographers, as well as musicians, theatre and film professionals: Andris
Grinbergs, Mudite Gaisevska, Mara Brasmane, Modris Tenisons, Roberts Ligers,
Ansis Ritentals and Mara Kimele; and in the 1980s — by Juris Pakalnins and Egils
Zirnis. Many performances realized in this period were not publicly known, as
they were not advertised — in the Soviet state circumstances such initiatives and
autonomous actions were dangerous and could result in deserving attention of
State security organisations.

Unlike other kinds of visual art, performance — as an art of time, a single event - is
most often observed by a small circle of spectators, therefore when collecting
information on it one often has to rely on photos, video, an account of an
eye-witness or the artist himself/herself, which reflects only a tiny part of
the essence of the performance. An ironic, but a very apt description of the
difference between seeing a performance live and watching its record on
video or through photography is given by British performance artist and
organizer Simon Herbert: "A crude, but effective, analogy of the difference
between being at a performance and seeing its record is the difference
between having sex and looking at a lovemaking manual”’. Sometimes a good
performance has no record at all, but a not very successful one can make
an excellent impression if judged from the record. Yet a lasting recollection
remains when the events are either recorded professionally or the account of

S. Herbert, “Bread and Circuses. Performance art into the 90ties’, Art & Design, no. 38, 1994, p. 17.
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lielisku iespaidu. Tomér atmina paliek notikumi, par kuriem
saglabajusies profesionala dokumentacija vai par kuriem
aculiecinieka stastijums ir tik dzivs, ka rodas performances
klatbatnes efekts.

Aplukojot performances 90. gados, nevar novilkt skaidru

sakuma un beigu robezu, tapéc raksta tas apltkotas,
pieskaroties arf 80. gadu beigam un ieskatoties nakamaja
desmitgadé.

80. gadu beigas un 90. gadu sakuma Latvija visbiezak bija

sastopamas t. s. socialas performances, kas norisinajas
publiska vieta, netiesi pauzot attieksmi vai komentéjot
norises un noskanojumu sabiedriba. So posmu var
uzskatit par Latvijas performancu ziedu laikiem — ne
pirms, ne péc tam tik daudz publisku akciju nav
notikusas. Dala norisu bija socialpolitiski uzladétas, kaut
ari tikai dazas no tam var saukt par tiesam sociala zanra
performancém. 90. gadu vida performances attistijas
uz dazadu makslas veidu bazes — ka muzikalas akcijas
vai atdzivinot noteiktus objektus, vai instalacijas; retak
sastopamas bija autobiografiskas performances, kuru
saturs lielakoties ir Joti personigs un kas uztveramas ka
makslinieka dzives sastavdala. Lielaka dala akciju sai laika
Latvija bija konceptualas un uz procesu vérstas.

90. gados Latvija arl performances makslas attistiba noritéja

[idzigi ka citas postsocialistiskajas valstis — Krievija,
lgaunija, Lietuva vai Cehija, “makslas tirgus $eit neeksistéja
[idz 1989. gadam, un performance nekad nebija laba

an eye-witness is so vivid that the effect of being present at
the performance is created.

When examining performances within the framework of a

certain time period, the 1990s, it is impossible to draw a clear
line delineating the beginning and the end, therefore in this
article they are viewed also in the context of the activities at
the end of the preceding decade, the 1980s.

In Latvia in the late 1980s and the early 1990s the most common

In

performances were the so-called social performances that
took place in a public space, thus indirectly expressing

an attitude or commenting on processes and mood in
society. This period can be regarded as the golden age of
performances in Latvia — never before (or after) had there
been such a great number of public performances. A number
were socio-politically charged, though only a few of them can
be called true performances of the social genre. In the mid-
1990s, performances developed from the basis of different
forms of art — as musical performances, animating a certain
object or as installations; autobiographical performances,

the contents of which are mainly very personal and which
are to be perceived as a part of the artist’s life, were rarer.

In this period, the majority of performances in Latvia were
conceptual and process-targeted.

1990s Latvia performance art developed similarly to other

post-Soviet countries — Russia, Estonia, Lithuania, or the
Czech Republic, “the art market did not exist here until 1989,
and performance was never a good option for business™.

biznesa iespéja’? 90. gadu vidus Latvija bija performances
pieraduma laiks — nenotika kada ipasa un sistematiska
skatitaju pieradinasana, tacu 90. gadu beigas uz ielas vai
izstazu zalés maz kas vairs spéja parsteigt.

Latvija 90. gados ir notikusas ap simts divdesmit

performances.? Salidzinajuma ar iepriekséjo desmitgadi,
kad to skaits bijis ap astondesmit, varétu uzskatit, ka
notikusi $is makslas attistiba. Tomér drizak ta jadévé par
izplatibu, jo $Is makslas kvalitati nosaka nevis biezums, bet
notikuma originalitate un makslinieka profesionalitate. Cik
daudzi no 90. gadu notikumiem bija tadi, kas ietekméja
Latvijas makslu? Patiesiba tadu ir [oti maz. Nemot véra, ka
visas 81 laika performances bltu neiespé&jami un diez vai
jégpilni aprakstit, minésu raksturigako, kas iespaidojis $is
makslas ainu 90. gadu Latvija.

Performances makslas vésturi veido spilgtas personibas ar

savdabigu skatijumu uz pasauli un makslu, ko raksturo
atbrivotiba un dabiska attieksme pret savu kermeni

un kustibu ka izteiksmes lidzekli, drosme jeb veseliga
“nosplauties, ko doma citi” attieksme, ko Latvijas maksla
atlaujas retais. Performances izdosanas pamata ir likt
skatitajiem noticét, ka viss notiekosais ir pa istam — kad
makslinieks ir maksimali patiess pret sevi, savu darbibu
un auditoriju. Tomér performances pamata ir ideja.

Per Form of Site. Thomas Ruller interview by Nicola Hodges. Performance
Artinto the 90ties // Art & Design. Nr. 38, London, 1994, p. 57.

Péc Z. Matules 2008. gada apkopotas informacijas autores arhiva.

The mid-1990s in Latvia was a time of getting
accustomed to performance; though there was no
particular and systematic “accustoming” of the audience,
at the end of the 1990s there were very few things in the
streets or in an exhibition hall that could surprise
anymore. In the 1990s, around 120 performances took
place in Latvia.* Compared to the previous decade,

when the number was around 80, it can be inferred that
there had been a development of the art. Still, it should be
rather defined as an expansion, because the quality of this
art depends on the originality of the event and the artists’
professionalism, not frequency. How many events in the
1990s were so pivotal as to affect Latvian art?

To tell the truth there were very few. As it would be
impossible and hardly sensible to describe all the
performances of the period | will mention the most
characteristic issues that have shaped the scene of
performance art in Latvia in the 1990s.

The history of performance art is created by bold personalities

with a distinctive outlook on life and art which is
characterized by an unrestrained and natural attitude
towards one’s body and movement as a means of expression,
audacity or a healthy “I don't give a damn what others
think”attitude, which is rarely a stance someone would

dare to assume in Latvian art. The fundamental principle of

a successful performance is to make the audience believe
that all that is happening is actually happening, which can

be achieved only when the artist is utterly true to himself/

2.

"Per Form of Site", Thomas Ruller interview by Nicola Hodges, Ibid., p. 57.
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According to the information collected in the author’s archive, 2008.



Igaunu makslas zinatniece Mari Soboleva, aprakstot

90. gadu performances makslu Igaunija, lieto jédzienu
“neredzamo maksla” To pasu var attiecinat uz Latviju, kur
performance pamata pastav noteiktas cilvéku grupas loka,
kuri taja darbojas un ari taja dzivo. Spilgts piemérs, kura
performance apkartéjiem ir gandriz neredzama, ir télnieka
Igora Dobicina akcija barikazu laika 1991. gada.

Zakusala pie Salu tilta, kur tagad atrodas barikazu pieminas
zime "Acis’ 1991. gada janvara barikadés pulcéjas cilvéki, lai
sargatu Latvijas Televiziju no iespéjama omoniesu uzbrukuma.
Starp autobusiem, kravas masindm un citu smago tehniku dega
ugunskuri, pie kuriem sildijas cilvéki, darbojas divi makslinieki,
télnieks Igors Dobicins un grafikis Dainis Bekmanis, kas rakstija s
notikuma dienasgramatu. Par ideju zinaja tikai vini abi, un par to
nav saglabdjusies nekada dokumentacija: dienasgramata tika
fikséta télaini, to ,ierakstot” atmina. “Katrs rund sava valoda —
mdazikis rund skanu valoda, literats rakstita varda valoda, es
nevaru ar viniem sacensties, varu piedavat tikai télaino valodu,”
So akciju komenté Igors Dobicins.*

Sada, lidz galéjam minimalismam novesta konceptuala
maksla bija raksturiga ari 70. gados aktivajai
Krievijas avangardistu grupai “Kolektivas darbibas”
(,KonnekmusHvle deticmsus”). Viena no grupas

4 Nointervijas ar |. Dobi¢inu 2007. gada. leraksts autores arhiva.

herself, his/her action, and the audience. Still, the basis

of a performance is an idea. Estonian art theoretician

Mari Sobolev, when describing 1990s performance art in
Estonia, uses the term “art of the invisibles” The same can

be attributed to Latvia, where the core of a performance is
constituted by certain groups of individuals, who act and
also live in'it. A telling example where performance is almost
invisible to the others, is the performance of sculptor Igors
Dobicins during the barricades in 1991:

At Zakusala by Salu Bridge, where now the Eyes barricades
marker is located, in 1991, people gathered to defend Latvian
Television from the possible attack of the OMON soldiers

(Soviet Special Purpose Police Squad). Amid buses, trucks, and
other heavy technical equipment, people were warming around
burning bonfires. Among them were two artists, sculptor Igors
Dobicins and graphic artist Dainis Bekmanis, who were writing
the diary of the event. Only they knew of the idea, and no record of
it is preserved: the diary was recorded in images, by “writing” it in
memory. “Everyone speaks in his/her own language — a musician
speaks in sounds, a writer speaks in written words, | cannot
compete with them, | can only offer the language of images’,
commented Igors Dobicins.*

Such an art, reduced to extreme minimalism, was characteristic
of the group of Russian avant-garde artists Collective actions
(KonnekTueHble aelictama), also active in the 1970s. During

4. From a 2007 interview with Igors Dobicins

performancém izpaudas, apkartéjiem par to pat
nenojausot: neliela cilvéku grupa iekapa sabiedriskaja
transporta, péc briza viens no dalibniekiem padeva otram
Zimiti “Izkapsim nakamaja pietura” Lidz nakamajai pieturai
visi grupas dalibnieki bija iepazinusies ar zimites saturu
un izkdpa. Saja gadijuma vieniga performances lieciba

un artefakts bija papira lapina ar uzrakstu. . Dobicina
gadijuma nebija pat tas.

Performance ka dumposanas.
1987-1992,

80. gadu otraja pusé dala makslinieku Tstenoja performances,
lai paustu aktivu - socialo, pilsonisko vai personigo —
nostaju. levérojamakas i laika akcijas notika Makslas dienu
un Kino dienu laika. Vairakas akcijas kopigi realizéja Olegs
Tillbergs, Sarmite Malina un Sergejs Davidovs, kuru
legendaraka akcija bija,Cilvéki baros” 1987. gada.

Akcija,Cilvéki baros” notika Filharmonijas skvéra (tagad — Livu
laukums), kur vairakos Sauros stieplu buros guléja cilveki, kas
garamgajéjos izraisija aktivu interesi. Attieksme pret notiekoso
bija oti dazada - vieni akcija saskatija nekartibu radisanu un
pilsétas piegruzosanu, citi to uztvéra ka atklatu kritiku pret
padomiju varu.

one of their performances, the people around were unaware
of what was going on: a small group of individuals got

on some form of public transport, after a while one of the
participants gave the other a note: “we're getting off at the
next stop” Until the next stop all group members had read
the note and got off. In this case, the only evidence and
artifact of the performance was the piece of paper with the
text on it. In case of Dobicins there was not even that.

Performance as a Rebellion:
1987-1992

In the second half of the 1980s a number of artists realized
performances in order to express an active — social, civic, or
personal — attitude. The most noticeable performances in this
period took place within the Art Days and the Cinema Days.
Several performances were organized collectively by Olegs
Tillbergs, Sarmite Malina and Sergejs Davidovs, whose
most legendary performance was People in Cages in 1987.

The venue of People in Cages was Filharmonijas Square (now Livu
Square), where people were lying in several narrow wire cages,
provoking keen interest in the passers-by. The attitude towards the
event was quite diverse: some thought the performance was causing
disorder and making a mess in the city, others perceived it as an open

criticism of the Soviet rule.
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Nakamaja gada Makslas dienu laika Centralas dzelzcela
stacijas gajéeju pazemes pareja notika So makslinieku akcija
,Staburaga bérni” - taja bija izliktas sadauzitas klavieres un
zidainu gultinas, kuram pa vidu rosijas Gdenslidéjs, akcijas
beigas tunel iebrauca motociklists, kas gultinas sagaza.
Performances simbolisko limeni var lasit ka trausla un
vértiga bezjédzigu iznicinasanu.

Spilgts téls $7 laika performances maksla ir gleznotaja
Miervalza Pola,Bronzas cilveks”. Dzivo skulptiru
pazistamakais piemers Eiropa ir britu makslinieku
paris Gilberts un DZordzs, kas pasi kluva par makslu,
"personificéjot makslas ideju”. Pola,Bronzas cilvéks”
pauda ietilpigaku jégu. Nestabilitaté, kad viss bruka un

pieminekli tika nojaukti, dzivs, staigajoss piemineklis
bija trapiga laikmeta metafora.,Bronzas cilvéka" akcijas
nokrasotais cilvéks pauda citu ideju. Ipasu aZiotazu vins
radija diena péc Lenina pieminekla demontazas Riga,
toreizéjas Lenina ielas sakuma 1991. gada 24. augusta —
akcijas laika Miervaldis Polis, pilniba nokrasots bronzas
krasa, ilgu laiku stavéja uz bijusa Lenina pieminekl|a
postamenta Lenina poza ar izstieptu roku. Notikumu
vérot bija sanakusi daudzi cilvéki, un pali bija dzirdamas
frazes, ka "amerikani atnakusi”® Lidz ar nolasamu politisko
ideju,Bronzas cilvéks”art ironizéja par cilvéku tieksmi

5

No intervijas ar M. Poli 2004. gada.

Sarmite Mélina, Sergejs Davidovs, Olegs Tillbergs. Akcija Cilveki baros Filharmonijas (tagad — Livu) laukuma Vecriga Makslas dienu ietvaros. 1987.

gs Tillbergs. Performanc

of Art Days. 19€

The next performance of the artists, Staburags’ Children, was set
in the subway of the Central Railway Station during the next
year’s Art Days. The subway was filled with crushed piano
and children’s cribs, and amidst them there was a diver. At
the end of the performance, a motorcyclist rode into the
subway and bowled over the cribs; the symbolic level of the
performance can be read as an absurd destruction of the
fragile and the precious.

A striking image in the performance art of the period is the
Bronze Man by painter Miervaldis Polis. The most well-
known example of live sculptures in Europe is the British
pair of artists, Gilbert & George, but, if these artists became
art themselves by “personifying the idea of art’, Polis Bronze
Man implies a more extensive meaning. In the middle of
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le in Cages in Philharmonia (now — Livu) Square, Old Riga within framework

instability, when everything crumbled and monuments were
being demolished, a live, walking monument was an apt
metaphor of the era. M. Polis performed as the Bronze Man
several times in different variations, every time conveying

a different meaning. A particular stir was caused after the
dismantling of Lenin's monument in Riga, at the beginning
of the former Lenin’s Street, on August 24, 1991, when during
the performance Miervaldis Polis, thoroughly covered in
bronze paint, stood for a long time on the former base of the
Lenin's monument with a stretched arm — in the position of
Lenin. The event attracted a number of onlookers, and some
in the crowd murmured that “the Americans have arrived™.
Along with a clearly stated political idea the Bronze Man also

From a 2004 interview with Miervaldis Polis



glorificét un tapt glorificétiem, alkam péc slavas, varas un
nemirstibas.

Sai laika savu darbibu turpinaja arf spilgtakais 60. un

70. gadu neoficialas makslas parstavis Andris Grinbergs,
organizéjot hepeningus, kuros piedalijas gan vina
tuvinieki, gan mazpazistami un ari nepazistami cilvéki. A.
Grinbergs savu radoso darbibu vienmér saucis par savas
dzives sastavdalu. Raksturiga makslinieka performance
bija“Modelis un citi"izstadé ,Riga — latviesu avangards”
Berliné 1988. gada. Pirms tam Riga Grinberga dzivokli bija
notikusi akcijas pirma dala — taja klasiska glezniecibas
modela poza gulta parmainus guléja jauns virietis

un sieviete, pie kuriem pa vienam naca ipasi aicinati
dalibnieki un pieskaras, apgulas blakus, sarunajas vai art

087

)8

expressed the irony of people’s propensity to glorify and to
become glorified, the lust for fame, power, and immortality.

The period was also the time when the activities were

continued by the most notable representative of the
unofficial culture of the 1960s and the 1970s, Andris
Grinbergs, by organizing happenings in which both his
relatives and little-known and also unfamiliar individuals
participated. A.Grinbergs has always considered his creative
activities as part of his life. A characteristic performance
of the artist was The Model and Others in Riga — Lettische
Avantgarde exhibition in Berlin, 1988. The first part of the
performance was held previously in Riga, in Grinbergs’
apartment: a young man was lying on a bed in the
classical position of a painting model; one by one, he was

s Grinbe

Ber

citadi izteica savu attieksmi pret guloso. Berliné modela
lomu ienéma Andris Grinbergs pats.

Galerija tika iekartota vieta, kur tapat ka Riga gulta klasiska
glezniecibas modela poza guléja makslinieks. Cilveki no ielas
varéja nakt galerija, tuvoties, pieskarties un darit ar modeli, ko
vélas. Dazi apmeklétaji tikai skatijas, citi aktivi reagéja — kada

sieviete no vacu anarhistu organizacijas fotograféja autoru, péc

tam ar ,Polariod” fiksétas bildes izkaisija par gujoso, uzsédas
vinam virst un uzvilka lidzi panemto teroristu masku. Tadéjadi
akcija ieguva pavisam citu nokrasu — autors no modeja
negaidot kluva par upuri.®

6. Nointervijas ar A. Grinbergu 2004. gada.

Andris Grinbergs. Performance Modelis un citi izstadé Riga — latviesu avangards. 1988,

>rformance The Moc vers within framework of exhibitio

>rgs. Pe
in. 1988

approached by specially invited participants, who touched

him, lay down beside him, talked to him, or otherwise
expressed their attitude towards him. In Berlin, the role of
the model was assumed by Grinbergs himself.

In the gallery, a special place was set up where the artist was lying i
the classical position of a painting model, just like on the bed in Rig
People from the street were welcomed to come into the gallery, to

n

a.

approach the model, to touch him, and to do whatever they wished

to do with him. Some visitors only watched, others reacted actively

awoman from a German anarchist organization photographed him
with a Polaroid camera, then scattered the pictures all over the lying

artist, sat on top of him and put on the terrorist balaclava she had
with her. Thereby the performance gained a completely different

S MAKSLA LATVIJ
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Ivars Mailitis, Inese Mailite. Cilvéki - Karogi. 1988.

Ivars Mailitis, Inese Mailtte, — Banners
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Si performance demonstré Grinbergam tipiskos
emocionalos un psihologiskos mekléjumos balstitos
eksperimentus, kur pétitas autora un performances
dalibnieku izjatas.

Jau 80. gadu vidi dazadu darbu veidosanai ar performances
elementiem pievérsas makslinieki lvars un Inese Mailisi,
tacu astondesmito beigas un devindesmito sdkuma
vinu darbi, kuru vida bija ari akcijas, kjuva par spécigu
socialpolitiski uzladétu metaforu. Makslinieki realizéja
savas idejas darbibas ar vairakiem simboliskiem slaniem
un zemtekstiem, ka, pieméram, legendaras kamolu
akcijas. Sakotnéjo darbu, melnu auklu tekstilskulptary,
nosaukums bija,Cilvéki — karogi’, kas pamazam partapa
par,Kamoliem”— melna, sintétiska aukla tika ietiti gan
dazadi priek$meti, gan cilvéku kermeni. letinamais
objekts tika tits tik ilgi, [idz zaudéja sakotnéjo formu
un kluva par melnu kamolu, kas bija gan dzives, gan
sasaistita cilvéka simbols.

Mailisi 8is akcijas no 1988. lidz 1992. gadam veica vairakkart, ik
reizi pieskirot atskirigas nokrasas. Tas tika izraditas daudzas
izstadés un pasakumos arvalstis, kur skatitaji Sis akcijas
saistija ar totalitarismu un cilvéku izjatam, reakciju uz
nebrivibu padomju sabiedriba.

hue — the author unexpectedly was no longer a model, but had
become a victim.

This performance demonstrates experiments that are typical of
Grinbergs: based on an emotional and a psychological quest,
where the feelings of the author and the participants of the
performance are explored.

As early as in the mid-1980s artists lvars Mailitis and Inese
Mailite began to create various artworks with performance
elements, but in the late 1980s and the early 1990s,
their works, among them also performances, became a
powerful sociopolitically charged metaphor. The artists
realized their ideas in actions containing several symbolic
layers and subtexts, such as, for example, the legendary
ball performances. The initial artworks, black string textile
sculptures, were entitled People-Banners, which gradually
were transformed into Balls — various objects as well as
human bodies were enshrouded in a black, synthetic
string. The object was bound until it lost its initial form and
became a amorphous shape, which was the symbol of both
life and a confined individual. The artists performed these
performances several times between 1988 and 1992, each
time giving them different hues. They were performed in
numerous exhibitions and events abroad, where the audience
associated the performances with totalitarianism and people’s
feelings and reactions towards confinement in Soviet society.

From a 2004 interview with Andris Grinbergs



Paplaginasanas. 1992-1998

90. gadu vida performances maksla veidojas, atraisijas (gan
apzinati, gan netiesi) no jomas, kura makslinieki darbojas:
no mazikas, kas apaug ar télu un iziet arpus mazikas
robezam (Hardijs Ledin$, Regnars Vaivars), no vides un
objektiem, ko makslinieks pats vai kads cits vélas apdzivot
un atdzivinat (Kristaps Gulbis, Aigars Bikse, Igors Dobicins),
no inscenétas vides (Izolde Césniece) un no kustibas jeb
dejas teatra (Artis Gulbis).

ding

Expansion: 1992 — 1998

In the mid-1990s performance art developed and was derived
(both consciously and indirectly) from the sphere the artists
were working in: from music that accretes into an image and
exceeds the boundaries of music (Hardijs Ledins, Regnars
Vaivars), from the environment and the objects that the
artists or someone else wants to inhabit and bring to life
(Kristaps Gulbis, Aigars Bikse, Igors Dobicins), from a staged
environment (Izolde Césniece), and from movement or dance
theatre (Artis Gulbis).

With music and video art were related performances of Hardijs
Ledin$, Workshop of Restoration of Unfelt Sensations’.
Ledins, one of the pioneers of video art and electronic
music in Latvia, was among the few who were acquainted

The core of the
Inglna Ce /
culture professionals particig

as Hardijs Ledins anc
ans, Roberts Gc )
ated periodically

uris Boiko; Imants ZodZiks,
$, Indulis Bilzéns and other

Ar maziku un video makslu saistdamas Hardija Ledina un
»Nebijusu sajatu restauracijas darbnicas”’ akcijas.
Ledins, viens no video makslas un elektroniskas muzikas
aizsacéjiem Latvija, bija arf starp tiem nedaudzajiem, kas
parzingja performances makslas vésturi un teoriju, vins
veidoja akcijas pats un iesaistija tajas citus. Akcijas bija
vienkarsu lietu norises, tacu veids, ka tas tika realizétas,
padarija tas par piederigam performances makslai.

7. Tas kodols bija Hardijs Ledin$ un Juris Boiko, periodiski taja darbojusies
Imants Zodziks, Ingtina Cernova, Aigars Sparans, Roberts Gobzins, Indulis
Bilzéns un citi ar kultarvidi saistiti cilvéki.

980ies

with the history and theory of performance art; he created
performances himself and involved others in them. The
performances were processes of simple things, but the
manner in which they were carried out made them true
examples of performance art.

For instance, Walk to Bolderaja® (with participation from two to
twenty people) always began at Ledins’ home in Imanta, and was
always planned so as to make it possible to see either sunrise or
sunset on the way. Preparing was also part of the performance —
arranging bags, musical instruments, technical equipment. The walk
itself was along the railway tracks from Imanta to Bolderaja, and in
the course of the walk poetry which was composed in honour of the
event was recited, songs about Bolderdja were chanted, a hymn was
composed and unusual rituals performed, for example, at a specific
place, an egg was beaten against the rail and eaten.’

took

8. Walkto Bolde

ace from 1980 to 1987 as an annual performance

From a 2004 interview with

Hardijs Ledins
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“Gajiens uz Bolderaju™ (taja piedalijas no diviem lidz divdesmit
cilvékiem) vienmeér sakas Ledina majas Imanta un tika ieplanots,
lai gajéji cela piedzivotu vai nu saulléktu, vai saulrietu. Akcijas
sastavdala bija ari gatavosanas — somu, muzikas instrumentu,
tehnikas kartosana. Pats gdjiens notika pa dzelzcela sliedém no
Imantas lidz Bolderajai, un ta laika tika lasita notikumam par
godu saceréta dzeja, skandétas dziesmas par Bolderdju, saceréta
himna un veikti neparasti ritudli, pieméram, noteikta vietda pret
dzelzcela sliedi sasista un apésta ola.’

,Gajienam uz Bolderaju”bija vairak poétiska neka fiziska
nozime, tas bija personisks rituals, spéles veida ikdieniskas
darbibas parvérsana ipasa notikuma.

Savukart, kad rezisors Regnars Vaivars ar grupu,Visadi
gadijumi”® uzstajas Tpasi aicinatai publikai,Zirgu pasta’,
neviens no dalibniekiem to nesauca par performances
makslu. Tacu citadi nevar nosaukt grupas koncertu, kas ilga
vairak neka astonas stundas un kura laika dalibniekiem,
pieméram, tika noskdti mati vai pilniba mainTts aréjais
izskats. R. Vaivars tos nosauca par,gadijumiem’, tacu tikpat
labi uz to var attiecinat vardu “notikumi”vai “hepeningi”. Par
piederibu performances zanram liecina tas, ka dalibnieki
jau no grupas pastavésanas sakuma centas paplasinat

8. "Gajiens uz Bolderaju”ka ikgadéja akcija notika no 1980. lidz 1987. gadam.
9. Nointervijas ar Hardiju Ledinu 2004. gada.

10. Grupa pastavéja laika no 1991. lidz 1997. gadam, un tas sastava bija Regnars
Vaivars, Varis Pinkis, Krists Poreiters, leva Samta, Ruta Liepina, Ivo Blams.

Walk to Bolderaja had a poetic rather than a physical
meaning, it was a personal ritual, during which mundane
actions were transformed into a unique event in the
manner of a play.

Conversely, when director Regnars Vaivars and his band
Visadi gadijumi'® performed before a selected audience in
Zirgu pasts, none of the participants called it performance
art. But what else could you call a concert which lasted for
more than eight hours, and during which, for instance, the
participants got their heads shaved or had their appearance
completely changed. R.Vaivars called them “incidents’, but
the term “happenings” could just as well be used. Their
belonging to the performance genre is proved by the fact
that its participants strived to extend the boundaries of a
traditional concert from the very beginnings of the band’s
existence: "At concerts, people not only listen, they also
watch, their senses of smell and taste are active, too. This
is where the idea of a concert being an equally watchable,
smellable, and tastable performance as it is an aural one,
originated."" In one such “incident”Vaivars distributed
Kiss Cool menthol pastilles to the audience, but the most
popular number was the chewing of an egg — the inner part
of the egg was blown out and the eggshell was filled with
red paint; at the climax Vaivars put it in his mouth and the
red liquid dripping from his lips, which was perceived as
blood by the audience.

0. The band existed from 1991 to s were Regnars Vaivars,
Varis Pinkis, Krists Poreiters, le 0 Blams
1. From a 2007 interview with Regnars Vaivars
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tradicionala koncerta robezas: “Koncertos cilvéki ne tikai
klausas, bet vini arf skatas, viniem arf oza un garsa darbojas.
No ta arf radas ideja, ka tam jabut tikpat daudz klausamam,
cik skatamam, cik saoZamam un sagarsojamam
prieksnesumam.’" Viena no $adiem ,gadijumiem”Vaivars
klausitajiem dalija mentola pastilas “Kiss Cool”, bet
pazistamakais prieksnesums bija olas sakos|asana — olai tika
izpasts vidus un taja iepildita sarkana krasa, kulminacijas
bridr Vaivars to ielika muté, un pa vina lGpu kaktiniem
tecéja sarkans skidrums, ko skatitaji uztvéra ka asinis.

90. gados patstavigu performancu makslas darbibu uzsaka art
Artis Dzérve, kurs lidz tam bija sadarbojies gan ar Hardiju
Ledinu, gan Uga Rakisa un Bruno Birmana modes teatri, gan
veica akcijas — fotosesijas ar dazadiem fotografiem. A. Dzérve
ir“klasisks” performancu makslinieks — vina akcijas ietvéra
noteiktu ideju, iekséju un aréju sagatavosanas posmu, vietas
apzinasanu, skatitaja lomas paredzésanu. Devindesmito
gadu vidu A. Dzérve studéja performances makslu
Hamburgas Makslas akadémija pie serbu performancu
makslinieces Marinas Abramovicas; vina diplomdarbs
bija kopa ar kursabiedriem (Franks LTsings, Olivers Kohta,
Aleksandrs Risers) veidota performance,Dusa” (1996).

Performancé “Dusa” plecu augstuma no zemes atradas liela
metala kaste ar Cetriem nodalijumiem, katra no tiem bija
ferikota dusa. Pie kastes piendca Cetriviriesi uzvalkos, izgérbas,

pielika trepes katrs pie sava nodalijuma, uzkapa pa tam un saka
mazgaties. Péc kada laika viens no viniem saka dungot, paréjie
lénam piebiedrojas, lidz beidzot radas cetrbalsiga melodija bez
vardiem. Viss notika skietami dabiski, nejausi. Viens péc otra beigusi
mazgaties, vini nokapa leja pa trepém, apgérbas un aizgaja.

Sibija klasiska performance - taja tika izmantota tikai viena
darbiba: mazgasanas dusa. Nebija lieku detalu, viss bija
vienkarss, koncentréts un piesatinats. Makslas darbs bija gan
kailie, kustigie kermeni, gan Gdens tecésana, gan melodija,
kas no ikdieniskas dungosanas parvértas par muzikalu
prieksnesumu. Performance tika atkartota dazados
pasakumos, arf SMMC-Riga izstadé ,Geo — Geo" Pedvalé.

Uz robezas starp performanci un teatri 90. gados aktivi
darbojas Artis Gulbis, kurs no 1989. [idz 2000. gadam kopa
ar Ansa Ratentala kustibu teatra dalibniekiem'? istenoja
daudzas performances jeb kustibu improvizacijas — forma
tajas bija batiskaka par saturu, lidzigi k& deja ari taja jéga
bija kustiba, nevis notikuma attistiba.

Ari skiedru makslinieks Péteris Sidars saja laika darbojas
performances robezzona. Raksturigaka vina darbiba bija
iejusanas citu cilvéku loma, ko var saukt arT par dzivo
teatri. Spontani un organiski P. Sidars iejuties barmena,
itala, francza, karavira, Kuldigas sétnieces un traka ada -
taja mazak svariga bija koncepcija, bet skatitaju, tostarp
nejausas publikas, reakcija.

1. No intervijas ar Regnaru Vaivaru 2007. gada.

In the 1990s Artis Dzérve, who had previously cooperated
with Hardijs Ledins, Ugis Rukitis and Bruno Birmanis' Fashion
Theatre, as well as collaborating with other photographers
in performances — photo sessions, also launched into
independent works of performance art. A.Dzérve is a classic
performance artist — his performances involved a specific
idea, a period of inner and outer preparation, gathering
information about the venue, and a pre-conception of
the role of the spectator. In the mid-1990s Dzérve studied
performance art at the Academy of Fine Arts in Hamburg
under the supervision of Serbian performance artist Marina
Abramovi¢; his graduation work was a performance entitled
Shower (1996), (together with his fellow performers Tomas
Ruller, Frank Luesing, Oliver Kochta).

Shower proceeded as follows: at shoulder height from the ground

a massive, four-compartment metal box was installed, each
compartment containing a shower. Four men, dressed in suits,
approached the box, undressed, put a ladder against each of their
compartments, climbed up and began to shower. After a while one of
them started to hum, the others gradually joined in, until a four-part
melody without words was formed. Everything happened seemingly
naturally, incidentally. One by one, they finished showering, climbed
down the ladders, got dressed, and walked away.

This was a classic performance, as only one action -
showering — was employed. There were no unnecessary
details, everything was simple, concise and saturated. Each
constituent was an artwork in its own part: the naked,

12. Zane Kreicberga, Dzintars Kramins, Gunars Zede|ns, Rita Grinfelde un citi.

moving bodies, the pouring water, the melody which
from ordinary humming turned into a musical act. The
performance was repeated on several occasions, including
at the SCCA-Riga exhibition Geo—Geo at Pedvale Open-Air
Art Museum.

On the boundary between performance and theatre in the
1990s, an enthusiastic effort was demonstrated by Artis
Gulbis. From 1989 to 2000, in collaboration with members
of Ansis Ratentals’ Movement Theatre'?, he created
numerous performances or movement improvisations,
in which the form was more essential than the contents:
similar to dance, the movement was what made the sense,
not the narrative.

Textile designer Péteris Sidars also worked in the borderland
of performance in this period. His most characteristic act
was assuming other people’s identities, something that
could also be called live theatre. The artist spontaneously
and organically took up the role of a bartender, an Italian,
a Frenchman, a soldier, a sweeper woman from Kuldiga,
and a madman; in all those instances, the conception was
less important than the reaction of the audience, which
sometimes consisted of accidental spectators.

2. Zane Kreicberga, Dzintars Kriimins, Gunars Zedelans, Rita Grinfelde, and
others
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Performances SMMC-Riga
organizetajos pasakumos

90. gadu vid performances makslas attistiba batisks bija

SMMC-Riga atbalsts — ta rikotajos pasakumos notika
ari performances, un sis makslas veids ieguva plasaku
publicitati. SMMC-Riga veicinaja netradicionalu ideju
realizaciju, pieradot, ka makslas attistibai svarigs ir gan
finansials atbalsts, gan atvérta un radosa vide.

makslinieks istenoja,komunikaciju”ar suniem. Viena no
tam notika pie veikala,Gerkens un Partneri”: uz trotuara
stavéja suns ar savu saimnieku, savukart Fridbergs,
nometies cetrrapus, centas panakt kontaktu ar dzivnieku
tam saprotama veida — méginot uzvesties ka suns un
izprast, ka suns uztver pasauli. Garamgajéjos redzétais,
protams, raisija dzilu izbrinu, jo $ads izteiksmes veids
lielakajai dalai skatitaju nebija saprotams. Interesanti,

ka Fridberga,sunu akcijas”notika pirms Olega Kulika
skandalozajam un izteiksmes zina visai lidzigajam
performancém.

Pirmaja SMMC-Riga izstadé ,Zoom faktors” 1994. gada
Andris Fridbergs kopa ar instalaciju istenoja ari
akciju.” Instalacijas paplasinajums bija fotosesijas, kuras

Ari otraja gadskartéja SMMC-Riga izstadé Valsts” notika
vairakas akcijas — tas organizéja makslinieks Aigars
Sparans un keramike Inese Pétersone ar Lietiskas makslas
koledzas audzékniem. Darba nosaukums bija,Skola Valstr",
tai bija vairakas atseviskas dalas, kas notika dazadas Rigas

13 Instalacijas un akcijas aprakstu skatit Maras Traumanes raksta “Laikmetiga
maksla: sabiedriska telpa, mediju iespaids un komunikacijas stratégijas
90. gados”saja krajuma.

Andris Fridbergs. Performance izstades Zoom faktors ietvaros. 1994.

Andris Fridbergs. Performance within framework of exhibition Zoom Factor. 1994,

Performances at SCCA-Riga
Organized Events

In the mid-1990s the development of performance art was
substantially supported by the SCCA-Riga, as its events
also involved performances and the medium gained
wider publicity. SCCA-Riga advanced the realization of
unconventional ideas, thus proving that both financial
assistance and an open and creative environment are
important for the progress of art.

In the 1st Annual SCCA-Riga Exhibition, Zoom Factor Andris
Fridbergs presented an installation and carried out a
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performance.” As an extension of the installation the artist
also organized photo sessions in which he ‘communicated”
with dogs. One such session took place next to the

Gerkens & Co store: a dog with his owner stood on the
pavement, whereas Fridbergs, down on all his fours, tried
to communicate with the animal in a way comprehensible
to him — by attempting to behave like a dog and to
understand how a dog perceives the world. Naturally, the
situation provoked sheer wonder in the passers-by, as the
majority of the audience did not understand such a mode

For the description of the installation and the performance please see the
article by Mara Traumane “Contemporary Art: Public Space, Influence of the
Media and Communication Strategies in the 1990s"in the this catalogue
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vietas:,Skola laukuma’,,Skola veikald’, ,Skola stacija’,, Skola
tirgQ’,,Skola parka’,,Skola slimnica” un citas. Visas akcijas
dalas dalibnieki bija térpusies baltos kombinezonos, un
to galvena sastavdala bija kuba karkass, kas simbolizéja
skolu. Makslinieku mérkis bija pétit skolas vietu
sabiedriba, cilvéku attieksmi pret to. levérojamakais
notikums bija atklasanas gajiens no Lietiskas makslas
koledzas lidz izstazu zalei,Arsenals” — kombinezonos
térptie gajiena dalibnieki rokas nesa transparentus ar
uzrakstiem, kuros dominéja vardi,Skola’, Valsts”un ,Més’,
akcija atgadinaja demonstraciju.

SMMC-Riga noteikta veida stimuléja ari performances
makslas attistibu Pedvales Brivdabas makslas muzeja, kas
kluva par tas “poligonu”. Ikgadéja SMMC-Riga projekta
,Geo — Geo"Pedvalé 1996. gada notika ari vairakas
performances: Arta Dzérves,Dusa’, Raita un Rasas Smitu

,Orientésanas kvadrata’, Aigara Sparana akcija,Dimi’,
Andra Valda,Geometrija un misticisms”un citas.

»Geometrija un misticisms” notika viena no Pedvales
ieplakam. Performanci veidoja darbiba ar uguni (Andris
Valds) un saksofonu (Ugis Vitins). Instrumentam skanot,
makslinieks ar lapu rokds veica kustibas, kas tumsa veidoja
gaismas aplus, linijas un citas figaras. Mazikas ritma aplojot
lapu, vins aizdedzindja divas rindas ar ugunskuriem, radot
ugunskuru linijas burta T forma. Péc tam tika aizdedzinata
virve, kas savienoja zemé vertikali ieraktus bajkus. Ugunskuri
un uguns linijas veidoja geometriskas formas. Virve vairakas
vietds saka pardegt, un, tas galiem kritot zemé, uguns izjauca
skaidras geometriskds linijas. Mdkslinieks piegdja pie viena no
ugunskuriem un ar vali izsita ogles uz visam pusém — tas krita
parilaukam ka uguns lietus. Ta vins turpinaja, lidz ugunskuru

Aigars Sparans, Inese Pétersone. Skola valsti. 1994.

Aigars Sparans, Inese Pétersone. School at tate. 1994.

of communication. An interesting fact is that Fridbergs'
‘dog performances” took place before the scandalous

performances of Oleg Kulik, which were quite similar in terms

of expression. Equally the 2nd Annual SCCA-Riga Exhibition,
State, comprised of several performances, organized by the
artist Aigars Sparans and the ceramics artist Inese Pétersone
in collaboration with the students of the College of Applied

Arts. The work was entitled School at the State and it consisted

of several separate parts held in various venues in Riga —

School in a Square, School in a Store, School in a Station, School
in a Market, School in a Park, School in a Hospital, and others. In

all parts of the performance, the participants were dressed in
white overalls and the main constituent of the performance
was a carcass of a cube, which symbolized a school. The

aim of the artists was to explore the place of a schoolin a
society and people’s reaction towards it. The major event
was the opening parade from the College of Applied Arts to

the Exhibition Hall Arsenals; the paraders, wearing overalls,
carried banners with slogans mostly containing the words
“School’,“State’, and “Us”; the performance resembled a
demonstration.

In a certain way, SCCA-Riga also stimulated the development
of performance art at the Pedvale Open-Air Art Museum,
which became its “firing ground”. In 1996 as part of the
annual SCCA-Riga project Geo — Geo in Pedvale, several
performances also took place — Artis Dzérve Shower, Raitis
Smits and Rasa Smite Orienteering in a Square, Aigars Sparans’
Smoke, Andris Valds Geometry and Mysticism, and others.

Geometry and mysticism was held in one of Pedvale lowlands.

The performance involved an action with fire by Andris Valds and a
musical accompaniment by Ugis Vitins. To the sounds of a saxophone,
atorch in his hands, the artist performed movements which created
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rinda tika izjaukta un uz lauka kvéloja neskaitamas ogles. Plava
izskatijas péc zvaigZnotas debess. Saksofona skanas pastiprindja
mistisko un nerealo noskanu.”

Performance izmantoja iespéjas, ko sniedz daba, — tas ainava
cilvéka darbiba, saksofona solo un uguns sapltida, radot
vienotu makslas darbu. Performances gaita cilvéka radita
kartiba / §eometrija parvértas par pirmatnéju haosu.

1997. gada SMMC-Riga rikota projekta,Opera”laika notika
izrade ,Rolstein on the Beach”, kuras autori bija Hardijs
Ledin$ un Kaspars Rolsteins, rezisors Regnars Vaivars un
scenografs Indulis Gailans. So pasakumu var dévét par

14, Apraksts péc performances video dokumentacijas, kas atrodas A. Valda
personigaja arhiva.

lielu muzikalu performanci — operas fikciju. Tai piemita
visas tradicionalai operai raksturigas pazimes — iespaidiga
scenografija, Tpasi rakstita mazika un librets, tacu
izpildijums un sirreéla darbiba drizak atgadinaja divainu
festivalu, kura uz vienas skatuves savienotas visatskirigakas
lietas, sakot ar balerinam, skritulslidotajiem, citplanétiesiem,
futaristiskiem téliem un beidzot ar suitu sievam.

Ar 1998. gada SMMC-Riga rikota projekta ,Ventspils.
Tranzits. Terminals” laika notika akcija,Blondines’, ko
istenoja maksliniecu grupa, LN sievieSu liga” speciali Sim
pasakumam organizéta vilciena no Rigas uz Ventspili.

Lidz ar SMMC-Riga rikoto ikgadéjo izstazu beigsanos
1999. gada partraka art performancu makslas klatbttne
lielos publiskos pasakumos.

Aigars Sparans. Ddmi. 1996.

circles, lines, and other figures of light in the dark. By circling the

torch to the rhythm of the music he set two rows of bonfi
.

" Afterwards he ignited

°s alight,

[

forming a bonfire in the shape of the letter
a rope connecting beams vertically dug into the groun
and the stretches of fire created geometric forms. In several

d. The bonfires

falling to the ground — the fire
distorted the clear geometric lines. The artist approached one of the
bonfires and, using a club, knocked the coals out on all sides, so they
came down the field as a rain of fire. He continued this until the row
of bonfires was disarrayed and countless coals blazed in the field.
The meadow looked like a starry sky. The sounds of the saxophone
intensified the mystical and dreamlike atmosphere.

the rope started to burn out, its enc

The performance employed possibilities offered by nature
the action of the man, the solo of the saxophone, and fire

ideo record of the performance, from the

Andris Valds. Geometrija un misticisms. 1996.

Andris Valds. Geometry and Mysticism. 1996

converged in the landscape, creating an integrated work of
art. The order/geometry, created by a man in the course of
the performance, was transformed into primal chaos.

As part of the SCCA-Riga project Opera, in 1997, a performance
entitled Rolstein on the Beach took place; written and
composed by Hardijs Ledins and Kaspars Rolsteins, directed
by Regnars Vaivars, stage designs devised by Indulis Gailans.
he event might be called a great musical performance — a
fiction of an opera. It contained all the features characteristic
of an opera — impressive stage designs, specially composed
music and a libretto, but the performance itself and the
surreal narrative reminded one of a bizarre festival, in which
the most diverse things are assembled on the stage — from
ballerinas, roller-skaters, aliens and futuristic characters to
Latvian folk singers.

[

Equally, in 1998 as part of the SCCA-Riga project Ventspils. Transit.
inal a performance entitled Blondes was organized by




Festivalvelda pasakumi un
festivalu makslinieki

Pasaulé populari ir performancu jeb dzivas makslas festivali,
kuru ideja aizsakas 60. gados. Kaiminvalstis $adu
festivalu tradicija aizsakas 90. gados — Igaunija ikgadéjais

performances makslas festivals,Laiks. Telpa. Kustiba" (Aeg.

Ruum. Liikumine) notiek kops 1997. gada, Baltkrievija

festivals ,Navinki” - kops 1999. gada. Latvija performances

festivalu tradicija nav iedibinata, kaut arf ir bijusi
méginajumi sapulcinat dazadus maksliniekus un veidot
vienreizéjus performances notikumus.

Festivalu tradicija atskiras no daudzu performancu
makslinieku individualas vai ierobezota loka Tstenotas
darbosanas; tie veic to pasu funkciju, ko ikgadéjas
makslas izstades — iespéju maksliniekiem sevi paradit
un ari vinus novértét. Festivalos maksliniekam ir daudz
vieglak darboties — vins var koncentrét uzmanibu
uz performances sagatavosanu, nevis notikuma
organizésanu, arf publika festivalos ir sagatavota un spéj
redzamo pienemt un vértét daudz adekvatak.

Laika perioda, kas ir raksta uzmanibas centra, Latvija notika
vairaki pasakumi, kuros tika Tstenotas ari performances,
tomer tiesi performancei jeb akcijam bija veltiti divi:

24 stundu akcija bijusaja Japanas véstniecibas garaza
1989. gada un pasakums,Sérves Sinbada Slepenais

the LN Women’s League group of artists in a train going from
Riga to Ventspils, arranged especially for the event.

With the end of the SCCA-Riga Annual Exhibitions in 1999 the
production of performance art at large public events was
discontinued.

Festival-like Events and
Festival Artists

Performance or live-art festivals, which originated in 1960s,
are very popular in the world. In neighbouring countries
this tradition was initiated in the 1990s — in Estonia the
Annual International Performance Festival Time. Space.
Movement has been held since 1997; in Belarus, the Navinki
festival which has been held since 1999. In Latvia there is
no performance festival tradition, though there have been
attempts to convene various artists and to create unique
performance events.

The festival tradition differs from the individual activities of many

performance artists or the activities realized in a restricted
circle of artists; a festival serves the same purpose as annual
exhibitions: for artists, it is an opportunity to present
themselves, and for the audience - to assess them. For an
artist it is much easier to work within such a framework,

as he/she is able to concentrate on the preparation of the
performance instead of organizing the event; equally, the

Selojums”kluba,Slepenais Eksperiments” 1996. gada,
kas ilga nedé|u.

24 stundu akcija bijusaja Japanas véstniecibas garaza bez

NSRD piedalijas art Olegs Tillbergs, Sergejs Davidovs,
Sarmite Malina, Mara Kimele ar aktieru kursu, vairaki
arhitekti, ka arT arvalstu makslinieki Kalle Lars, Kolins
Gildens, Valters Grammings. “Piedalijas visi, kas gribéja,
nekadu ierobezojumu nebija. Bija pat pazinojums presé.
Uz pasakumu sanaca kadi simts cilvéki, gan skatitaji, gan
dalibnieki. Tacu lielaka dala sanakuso bija tie, kas piedalijas,
parsvara makslinieki. 80. gados neviens Tpasi nebija
japieruna, visi bija pargribéjusies péc kaut ka aktiva. Tas
bija process™® Pasakums bija liela kolektiva performance,
lielakajai dalai akciju pat nebija nosaukuma.

Reizém par akciju médz dévét arf izstadi,Maigas svarstibas”

1990. gada - vairaki gleznotaji'® skatitaju acu prieksa
radija savu makslu. Tagad to varétu saukt par atvértu
radoso darbnicu, kur makslinieki rada makslu, bet skatitaji
Véro, ka tas notiek.

Performances makslas pasaulé pastav neoficials termins

Jfestivalu makslinieki” - vini savas performances realizé
festivalu un citu speciali organizétu pasakumu laika. Sada
konteksta var uztvert Kirila Pantelejeva darbibu, kuras
raksturosanai minésu vienu no vina performancém.

No intervijas ar Hardiju Ledinu 2004. gada.

leva lltnere, Sandra Krastina, Janis Mitrévics, Girts Muiznieks, Edgars Vérpe
un Aija Zarina.

audience in festivals is ready to perceive and judge the
happening in a more adequate manner.

In the time period that is of our interest several events

containing performances took place in Latvia; however, there
were only two occasions exclusively devoted to performance
or performances: the 24-hour performance in the former
garage of the Japanese Embassy in 1989 and the week-

long event entitled The Secret Journey of Séerve Sinbad in the
Slepenais eksperiments club in 1996.

Besides Workshop of Restoration of Unfelt Sensations, among

the participants of the 24-hour performance in the former
garage of the Japanese Embassy were Olegs Tillbergs, Sergejs
Davidovs, Sarmite Malina, Mara Kimele with her students,
several architects, as well as foreign artists Kalle Laar and
Walter Gramming. “Everyone who wanted to was welcomed
to participate, there were no restrictions. There was even

an announcement in the press. The event attracted about

a hundred people, both the audience and the participants,
thought the latter part, the artists, were the majority. In the
1980s no one had to be persuaded as everyone was dying
for some action. It was a process."> The event was a massive
collective performance; most performances even did not
have a title.

Sometimes the Gentle Fluctuations exhibition in 1990 is also

regarded as a performance - several painters' created

16.

From a 2004 interview with Hardijs Ledins

leva lltnere, Sandra Krastina, Janis Mitrévics, Girts Muiznieks, Edgars Vérpe,
and Aija Zarina
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Performance “Veltijums” notika starptautiskds Eiropas makslinieku
tiksands laika Polija 1998. gada. Bijusaja militaraja pilséta Borné-
Sulinovo Kirils Pantelejevs veica akciju vietd, kur kadreiz atradusies
armijas dala — ar vecam kapurkédém, krimos un zalés ieaugusu
tanku remontdarbnicu, pamestiem pazemes bunkuriem.
Makslinieks nehumanajai un destruktivajai videi pretnostatija
savu kailo kermeni: vins devds no pazemes bunkura cauri armijas
dzelzsbetona paliekam, lidz nonaca pilnigi aizaugusa teritorija un
pazuda starp zalem un krdmiem. Tobrid vienlaikus spidéja saule
un lija lietus, no mitras zemes célas dimaka, kas radija neparastu
gaismu un atmosféru, un tik [oti izskatijas péc inscenéjuma, ka
publikai bija grati noticét, ka ta ir bijusi tikai nejausiba.’”

17. Apraksts no Latvijas performances majas lapas www.performance.lv

Performances 90. gadu beigas,
21, gadsimta sakuma

1998. gada spilgtakais performances makslas notikums
Latvija bija krievu makslinieka Olega Kulika viesosanas
Riga, kad vins, istenojot akciju “Divi Kuliki’, sagriezas ar
stiklu un gandriz noasinoja skatitaju prieksa. Daudziem st
bija pirma redzéta performance, un ta mainija prieksstatus
par makslas robezam.

Gadsimtu mija laikmetiga maksla piedzivoja izmainas, ka
atzist makslas zinatniece Inga Steimane: “Makslas vide
Latvija péc 2000. gada arkartigi sadrumstalojas, vairs
nevaréja pateikt, kur ir centrs. Laikmetiga maksla zaudéja

Kirils Pantelejevs. Intimitate un publiskums performances un jauno mediju festivala Art Contact Lubling, Polija. 2000.

ty in the performance and new media festival Art

Kirils Pantelejevs. Intimacy an:

their art before the audience. Today it would be called an
open creative workshop where the artists create art and the
audience observes the process.

In the world of performance art there is an unofficial term festival
artists which denotes artists who realize their performances
within the framework of festivals and other specially
organized events. The art of Kirils Pantelejevs can also
be perceived in this context; it is aptly characterized in the
following description of one of his performances:

A performance entitled Tribute took place at the International
European Artists Meeting in Poland in 1998. In the former Soviet
military town of Borne Sulinowo, Kirils Pantelejevs performed in
the place where an army corps had previously been based — with
old caterpillar tracks, a tanks repair shop, overgrown by grass and
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act in Lublian, Poland

bushes, and abandoned underground bunkers in the surroundings.
The inhuman and destructive environment was juxtaposed with

the naked body of the artist: departing from the underground
bunker and passing through the reinforced concrete remains of the
army, he walked until he reached a completely overgrown area and
disappeared among the grass and the thicket. At that moment there
was simultaneously sunshine and showers of rain, mist was rising
from the ground, and all creating a peculiar light and atmosphere,
which seemed so convincingly like a staged event that the audience
found it hard to believe that it was merely a coincidence.

Description from the Latvian performance art hom
performance.lv

€ page, www



savu prestizu un ietekmi.’® Tomér péc 2001. gada
performancu izplatiba kluva lielaka. 90. gadu beigas savu
darbibu performances makslas joma uzsaka télnieks Kirils
Pantelejevs, darbojas, LN sieviesu liga’, makslinieki, kuru
izvéle par labu performances veidam jau bija apzinata.

Neparasta karta gandriz visi performances makslinieki ir viriesi,
sievietes performances maksla ir notikums pats par sevi.
Latvijas performances aina 90. gadu otraja pusé pamanama
bija maksliniecu grupa ,LN sieviesu liga”'®, kas Latvijas
makslas vidé ienesa feministiskas intonacijas. Performance

18, No intervijas ar Ingu Steimani 2007. gada.

19. Vairak par,LN sieviesu ligu”skatit Maras Traumanes raksta “Laikmetiga
maksla: sabiedriska telpa, mediju iespaids un komunikacijas stratégijas
90. gados”saja krajuma.

,Sarunu rezultati” 1999. gada marta bija klasiska, bet Latvijai
netipiska performance — tas dalibnieces nedéju dzivoja
kopa, lidzigi eksperimentiem, kas bija populari 60.-70. gadu
andergraunda makslinieku aprindas.

,Sarunu rezultati” notika 1999. gada Rigas Birza. Grupas
dalibnieces nedé|u tur dzivoja, pavadot laiku péc ieprieks
sastadita grafika, pieméram, ielas aptaujaja viriesus vai, térpusas
Ipasos térpos, sagaidija apmeklétajus. Ik vakaru notika sviniga
maltite, kur kopa ar maksliniecém piedalijas ariipasi aicinati
sabiedriba pazistami viriesi.

"Ja japasaka, kas ir kodols sai performancei, ta ir komunikacija.
Nosaukuma vards “rezultati”ir likts tapéc, ka nekadus

LN sieviesu liga. Sarunu rezultati. Prieképlana no kreisas Inga Steimane, Silja Pogule, Ingrida Zabere, aizmuguré Izolde Césniece,

llze Breidaka. 1999.

N W >und Inga Steimane

Performances in the Late 1990s and
in the Early 2000s

The most notable event of performance art in Latvia in 1998 was
the visit of Russian artist Oleg Kulik to Riga when, during the
performance Two Kuliks, he cut himself with glass and almost
bled to death in front of the audience. For many, it was the
first performance they had seen and it altered the notions
about the boundaries of art.

At the turn of the centuries, contemporary art underwent
changes, acknowledges art historian and theoretician
Inga Steimane: “"After 2000 the art scene in Latvia became
extremely fragmented, it was impossible to define
where the centre was. Contemporary art lost its prestige

Silja Pogule, Ingrida Zabere,

and power!'® However, the period after 2001 saw more
widespread performances. In the late 1990s sculptor
Kirils Pantelejevs begun his work in performance art and
there were the activities of LN Women’s League — these
were artists already conscious of their choice in favour of
performance art.

Strangely, almost all performance artists are men; women
in performance art is a phenomenon in itself. In Latvian
performance art in the second half of the 1990s it
was difficult not to notice the LN Women’s League',
which brought feminist intonations to the scene. The
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rezultatus més negribéjam. Més negribéjam tos ne
dokumentét, ne vakt, ne apkopot, ne fiksét, rezumé
grupas lidere Inga Steimane.?

Rezuméjot, 90. gados performances makslas attistiba Latvija
ir |oti dazada un nevienmériga, jo atskiras to mérki.

90. gadu sakuma performances bija ekscentriskaka un
nereti kritiskaka makslas forma. Lielaka dala si laika akciju
veidotaju performances makslas joma vairs nedarbojas, jo,
iespéjams, to uztveéra tikai ka radosi socialkritisku formu,
nevis pasvértigu makslas veidu ar plasam izteiksmes
iespéjam.

90. gadu vidu performances bieZi bija citu makslas veidu
papildinajums, tie bija eksperimenti ar skanu, darbibu,
instalacijam. Tas notika gan pasorganizétos, gan plasakos
pasakumos un projektos, kas vairoja performances
popularitati. Makslinieki, kas ienaca $ai makslas joma
90. gadu vidQ, lielaka méra neka iepriekséja paaudze
saglabaja interesi par to ari vélak.

90. gadu beigas informacija par performances makslu bija
kluvusi daudz pieejamaka, makslinieki, kas saka darboties
saja laika, bija iepazinusi 5o makslu arvalstis un skaidri
apzinajas savu radosumu.

Péc 2000. gada performances Latvija veidotas daudzkart,
2001. gada festivals, Laiks. Telpa. Kustiba’, kas ierasti notiek
Igaunija, norisinajas arf Latvija un Lietuva. Péc 2001. gada

20 No intervijas ar Ingu Steimani.

Conversations’ Results performance in March 1999 was
a classic one, but an unusual performance for Latvia: its

female participants lived together for one week — similarly to

the experiments popular in the underground artists’scene in
the 1960s and 1970s.

Conversations’ Results took place in Riga Stock Market building in
1999. The group members shared a living space for a week there,
spending time according to a pre-conceived schedule, for instance,
questioning men in the streets or, dressed in special outfits, receiving
visitors. Every night there was a ceremonial dinner, served by the best
restaurants in Riga, where the female artists participated together
with specially invited popular men.

“If one has to define the core of the performance, it is
communication. The word “results”in the title is there
because we didn't want any results. We didn't want to record,
nor collect, nor arrange, nor trace them, group leader Inga
Steimane recalls.?

In brief, the development of performance art in 1990s Latvia
was quite diverse and inconsistent, as the performances had
differing objectives. In the early 1990s performances were
the most eccentric and often the most critical form of art. The
majority of those who created performances in this period
do not work in performance art any more, as, possibly, they
perceived it merely as a creative socio-critical act, not as a
substantial form of art with extensive possibilities of expression.

20 From an interview with Inga Steimane
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projektus ka socialas akcijas veidoja Gints Gabrans, Izolde
Césniece, Katrina Neiburga, leva Sara Breiksa, Altksné
performances istenoja makslinieks F. M. Granténs,
darbibu uzsak performances grupas,AUSEKLIC/USINS”
(Kristaps Puce, Zane Matule, Gatis Vectirans, Dace Gaile,
Kriss Zilgalvis) un,Totaldobze” (Kaspars Lielgalvis, Krists
Zankovskis, Davis Licttis). Kops 2001. gada ar muzikali
vizualiem eksperimentiem nodarbojas makslinieks Olegs
Klimovics. Tacu o makslinieku performances jau pieder
atskirigai paaudzei, laikam un kultdrvidei.

Performances in the mid-1990s were often a supplement

for other forms of art, experiments with sound, action,
installations. They took place in both self-organized and
more large-scale events and projects, which increased the
popularity of performance art. The artists who had entered
this art scene in the middle of the 1990s also remained
interested in this art-form in the future to a greater extent
compared to the previous generation.

At the end of the 1990s, information on performance art had

become more accessible; artists who began to work in
performance at this time had become acquainted with this
art-form abroad and were clearly aware of their creativity. In
this period, it is possible to talk about performance artists in
the classical sense of the term.

Performances have been created on numerous occasions

since 2000. In 2001 the festival Time. Space. Movement
which usually takes place in Estonia, was also held in Latvia
and Lithuania. After 2001 projects as social performances
have been created by Gints Gabrans, Izolde Césniece,
Katrina Neiburga, leva Sara Breiksa; the performances of

F. M. Granténs keep surprising audiences in the town of
AlTksne; activities have been begun by the AUSEKLIC/USINS
performance group (Kristaps Plce, Zane Matule, Gatis
Vectirans, Dace Gaile, Kriss Zilgalvis) and by the Totaldobze
group (Kaspars Lielgalvis, Krists Zankovskis, Davis Licitis).
The artist Olegs Klimovic¢s has been pursuing musically-
visual experiments since 2001. However, the performances
of these artists belong to a different generation, time and
cultural scene.



