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Sal raksta meginats & s
novitates no dazadiem skatpunktiem, nelaujoties konkrétu makslinieku
radosas darbibas Sarmam un pasvértibai.

Pirms aptuveni astoniem lidz astonpadsmit gadiem tapusT Latvijas gleznieciba
kopuma raksturojama ka izkliedéta, eklektiska. Sai posma vérojams, ka sairst
mediju hierarhija - zilonkaula torna princeses mijas ka kleitas (instalacija,
performance, videomaksla, zemes maksla), kamér gandriz simt gadu laika
par favoriti atzita gleznieciba apjuk un zaudé vispirms pozicijas skaidribu,
tad ari motivaciju, ieraugot savu makslas multiplicéto atspulgu péksni
demokratiskas, arvien jaunus kairinagjumus alkstosas sabiedribas acis.

Glezniectbas klejojumu karte

90. gadu sakuma acimredzama saistiba ar brivlaistas sabiedribas
noskanojumu vietéja maksla bija jausama pacilata atraisitiba. Visparéja
juridisko un faktisko robezu nojauksana gleznieciba izpaudas ka lidz tam
kartibas labad strikti noskirto Zanru sapludinasana un atjégsanas pavisam
citu mediju darbibas lauka, operéjot ar citas makslas asinatiem ierociem un
koptam valodam.

levérojamakie glezniecibas metamorfozu celi saistami ar ieprieks oficiali
pelto Rietumu 20. gadsimta otras puses neoavangarda makslas veidu un
virzienu dominanti Latvijas maksla 90. gados (tradicionalisti' So procesu

1. Sailaika makslas dzivé aktivi pozicionéjas t. s. tradicionalisti un avangardisti.

! ! to take a look at some of the more
Thls artlole attemptg prominent novelties in painting
in the 1990s from various points of view and without submitting to the charms
and the per se value of the creative output of specific artists.

Latvian painting of some 8-18 years ago can in general be described as diffuse or
eclectic. This era shows the crumbling of the media hierarchy —“ivory tower”
princesses are exchanged like dresses (installation, performance, video art, land
art), while painting, having been named the favourite among all arts over almost
a century, becomes confused and loses, firstly, the clarity of its position and then,
accordingly, its motivation as well, seeing its art-multiplicated reflection in the eyes
of the suddenly democratic society, which is always hungry for new excitement.

Painting: a Map of Wanderings

In the early 90s, clearly in keeping with the mood of the newly liberated society,
local art seemed imbued with elated openness. The general dismantling of legal
and practical boundaries in painting was manifested as a merging of genres,
which had so far been kept strictly separate for the sake of clarity, while turning
to a completely different playing field of media activities, which employed
weapons and languages honed in other arts.

The most distinctive paths of metamorphoses in painting are linked to the
dominant of the following formerly disparaged Western neo-Avant-Garde art
genres and movements of the latter half of the 20th century in Latvian art of
the 1990s (traditionalists' tend to compare this process, either approvingly or

The so-called traditionalists and avant-gardists were actively positioning themselves in the
context of the local art life.
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médz pozitivak vai skeptiskak asociét ar tipiskako slimibu / videomaksla (arT fotografija, kino, reklamas klipi), kas
izslimosanu bérniba vai agra jauniba). Tie ir: glezniecibai deva batiskus impulsus un it ka nemanot

/ performance, kas latvietu gleznotaju darbibas pilniba grozija attéla uztveres estétikas kanonus.

lauka veiksmigi apgUta un skatitaju parbaudita

jau Makslas dienu pasakumos (1986-1991), bet s Ari tadi aktualitati peksni iemantojusi virzieni un paradigmas ka:
raksta konteksta visinteresantaka Skiet Miervalda / abstrakcionisms, kas 90. gadu sakuma (iesp&jams, ari
Pola un grupas '—P§R Z ké_arT,,Mqigo 5\/5_”5“?“" tiesa saistiba ar Aleksandra Dembo personalizstadi
(1990) vai tiklab ari, pieméram, kinoprojekcijas uz Valsts makslas muzeja, 1992) vietéja makslas dzivé

gleznas virsmas ar otu zibenigi tverosa Jurda Krasona
interpretacija’ (1994);

/ zemes maksla, kas kulminéja 1996. gada vasara izstadé
"Geo — Geo"Pedvales Brivdabas makslas muzeja (presé
tika runats par jaunu Barbizonu, jaunu dabas inspirétu
maksliniecisko domasanu) un Bolderajas-Daugavgrivas
Vides aizsardzibas kluba aktivistu rikotajas akcijas,
pieméram, atvadoties no Tpasam majam, tas
apgleznojot (,Maja Bolderaja’, 1997);

/ instalacija, kuras agrinakais un simptomatiskakais
gleznotaju darinatais paraugs varétu bat skulpturala
instalacija,Svétais Vakarédiens. Tresais galds mums
pasiem”legendarajai 1984. gada izstadei,Daba. Vide.
Cilvéks’, savukart radikalakie — Jana Mitrévica instalaciju
virkne,Spekis visai valstij’(1994) vai Mikela Fisera ,God is
/Dogs cannot read” (1995);

2. Darbu’Letargija” gleznotajs J. Krasons un kinooperators U. Jancis inscenéja
galerija "M6" un Gétes institQta telpas.

sceptically, to going through the typical childhood diseases
in one’s infancy or early youth):

/ Performance art, which in the realm of activity of Latvian
painters was successfully mastered and tried out on the
audience at the Art Days of 1986 — 1991; in the context of
this article, however, the most interesting instances of this
genre could very well be the works of Miervaldis Polis and
the LPSR Z artist group, and Gentle Fluctuations (1990) or, for
example, Jurgis Krasons'lightning-fast brushwork, capturing
film projections on the surface of a painting? (1994);

/ Land art, which culminated in the summer of 1996
at the Open-Air Art Museum at Pedvale (press reviews
spoke of a new Barbizon, new nature-inspired artistic
thinking) and the art interventions of the Bolderaja — Aija Zarina. Atvadas no majas. |zstade Maja Bolderaja. 1997.
Daugavgﬂva Environment Protection Club activists — like, Aija Zarina. Farewell to the House. Exhibition House in Bolderaja. 1997
for instance, the ritual of bidding farewell to special old
buildings by decorating their exterior with murals (House
in Bolderaja, 1997);

/Installation, whose earliest and most characteristic
example created by painters was the sculptural installation
The Last Supper. The Third Table for Ourselves for the
legendary 1984 exhibition Nature. Environment. Man; some
of the most radical examples are Janis Mitrévics'series of
installations Bacon for All the State (1994) and Mikelis Fisers'
God Is / Dogs Cannot Read (1995);

/Video art (also photography, film, advertising clips), which
provided painting with significant creative impulses and

seemingly imperceptibly changed the canons of the
perceptive aesthetic of pictures.

They also include some suddenly relevant movements and
paradigms like:

/ Abstractionism, which in the early 1990s gained the
volume of an artistic wave (this is possibly directly linked
to Aleksandrs Dembo's 1992 solo exhibition at The State

The work Lethargy was staged by painter J. Krasons and cameraman U. Museum of Art) and became an influence in the young
Jancis at the M6 art gallery and on the premises of the Goethe-Institut. artists’search for their own style;
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ieguva vilna apmérus un iespaidu uz jauno makslinieku
rokraksta mekléjumiem;

/ konceptualisms, ko 90. gadu sakuma aktualizéja tolaik
Berliné un Zalcava rezidéjosais Leonards Laganovskis
(vacu romantismu atdarinosas gleznas zelta ramjos
tiecas pieradit tézi, ka makslas pamata ir maksla)
un kam negaiditi savdabigi ar personalizstadi Rigas
galerija (1999), savu pieeju dévéjot par,konceptualo
romantismu’, skietami pievienojas Imants Lancmanis;

/ minimalisms, kura bezgaligais ietekmju loks nav
izsekojams, bet par ta konsekventakajam parstavém
90. gadu gleznieciba saucamas Barbara Gaile, Inga
Bravere, gadu tkstosu mija — llva Klavina;

/ postmodernisms, kas sava veida atraisa glezniecibu,
legitiméjot kicu un citésanu ka asociacijas balstitas

kompozicijas lidzekli, apspéléjot ieprieks tapusus
makslas darbus, virzienus, télus, mikséjot masu kultaras
attélus un témas, ieklaujot citu mediju télainibu
glezna, — ietekmes, ko makslas darbs absorbeé citatu un
aizguvumu veida, ir neiespéjami apzinat.

Minétie makslas veidi un virzieni ir spécigi iespaidojusi

apskatama posma glezniecibas kopainu ne vien ka

vairak vai mazak konkrétas paradibas, bet ka ideju lauku
vadosas un netiesi ierobezojosas linijas. Gan maksliniekus,
gan skatitajus tolaik arvien vairak saistija maksla ka brivi
plstoss pasizzinas, domasanas process. 1996. gada
laikraksta rubrika,Turpinam diskusiju. Kas tas ir — moderna
maksla Latvija?” Janis Borgs rakstija:,Man ir aizraujosi vérot,
pieméram, ka viens akadémisks gleznotajs pakapeniski

Leonards Laganovskis. Veltijums Kasparam Davidam Fridriham un Kitam Heringam.
No cikla Privata kolekcija. 1992.

Leonards Laganovskis. Homage to Caspar David Friedrich and Keith Haring.
From series Private Collection. 1992,

/ Conceptualism, which was brought to the fore in the
early 90s by Leonards Lagnovskis, who resided in Berlin
and Salzau at the time (his gilt framed paintings, which
imitated German Romanticism, strove to prove the
idea that at the foundation of art lies art), and who was
apparently joined, in an unexpectedly unique manner,
by Imants Lancmanis (who called his own approach
“Conceptual Romanticism”) with his solo exhibition at the
Riga Gallery in 1994;

/ Minimalism: its endless range of influences defies
comprehensive listing, but its most consistent
representatives in Latvian painting in the 1990s were
Barbara Gaile and Inga Brivere — and by the turn of the
millennium also llva Klavina;

/ Postmodernism, which in a way liberates art by
legitimising kitsch and quotation as means of association-
based composition — playing on previously created works

of art, movements and images, mixing together mass
culture imagery and themes, endowing a painting with
the pictorial qualities of other media; it is impossible to
pinpoint all the influences that are absorbed into a work of
art in the shape of quotations and borrowed elements.

The listed art genres and movements have strongly influenced

the overall painting landscape of the aforementioned
period: not just as more or less specific phenomena, but also
as boundary lines that guide and indirectly circumscribe

the idea field. Both artists and audiences were at the time
increasingly intrigued by art as a freely flowing process of
introspection and thought. In a newspaper article from a
1996 series titled “Continuing the Discussion. What is Modern
Artin Latvia?” Janis Borgs writes,“l am fascinated to see, for
example, an academic painter gradually becoming a‘mad’
installationist, to try and follow the motivation of his thinking
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partop par vienu,traku”instalatoru, méginat izsekot vina
domas un darbibas motivacijam. Vai ari otradi... Tiesi 81
domasanas norise ir uzmanibas vérta, nevis tas — kadas
tehnikas vai formu izpausmés ta paradas...”

Taja pasa laika vairums talantigo latviesu gleznotaju

nesatricinami turpinaja savus radosos mekl&jumus
personiskas intereses vai gara radniecibas saistiti ar
daudzveidigo pasaules glezniecibas tradiciju skalu.

,No labiem gleznotajiem atskiriba no citos medijos
stradajosiem meistariem gaida vinu darbu turpinajumu
un papildindjumu, nevis péksnu parsteigumu... Kas tomeér

liek ik pa bridim atskanét viedokliem, ka viegli uztveramie,
kaut arl dramatiskie figurativie gleznieciskie darbi ir mazak

,musdienigi” neka citi mediji? Tas ir acimredzams vienas
tradicijas spiedogs, un neka Jauna tur nav", apsaubot

antidisana liniju 20. gadsimta figuralaja gleznieciba, spriez

Heléna Demakova.

Borgs J. Intervija rubrika,Turpinam diskusiju. Kas tas ir - moderna maksla
Latvija?"// Literatdra. Maksla. Més, 1996, 28.marts-4. apr.

Demakova H. K3 izstastit izstastamo jeb Dazi figurativas glezniecibas
socialas makslas véstures aspekti // Esibas prieks. Katalogs. Valsts Makslas
muzejs, 1999.

and his work. Or the other way around... It is this process
of thought that merits attention, not its manifestation in
techniques and forms.. .

At the same time, the majority of talented Latvian painters

continued unshaken on their own creative journeys,

bound - by personal interest or spiritual kinship — to the
spectrum of the manifold painting traditions of the world.
“Good painters, unlike masters working with other media,
are expected to continue and add to their work, not provide
sudden surprises... But what is it that from time to time

still brings to the surface the opinion that the easy to
comprehend - although dramatic — figurative paintings are
less ‘contemporary’than works that employ other media?
Obviously, it is a perception enforced by just one tradition,
and there is nothing wrong with it...", reasons Heléna
Demakova, calling into question the anti-Duchamp line in
figurative painting of the 20th century.

Janis Borgs, interview for newspaper column “Turpinam diskusiju. Kas tas
ir — moderna maksla Latvija?’, Literatura. Maksla. Meés, 28.03./ 4.04.1996.

Heléna Demakova, "Ka izstastit izstastamo jeb Dazi figurativas glezniecibas
socialas makslas véstures aspekti”. In: Esibas prieks (Catalogue). Riga: Valsts
Makslas muzejs, 1999.
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Taurina sparnu
maigo svarstibu efekts

.Jaurina efekts”(..) visprecizak raksturo nelinearo sistému
dinamiku - visniecigakais célonis spéj izraisit gigantisku
seku kédi, kuru jauda miljardiem reizu var parsniegt
izraisitaja impulsa jaudu.” Meteorologija un psihologija
adaptétais,taurina efekts” nosaciti var tikt piemérots ari
sesu gleznotaju grupas (leva lltnere, Sandra Krastina,
Aija Zarina, Janis Mitrévics, Girts Muiznieks, Edgars
Vérpe) 1990. gada novembri izstazu zalé,Latvija”
sarikotajai izstadei / akcijai / realitates Sovam ,Maigas
svarstibas’, kura skatitaji ménesa garuma varéja
Vérot jau astondesmitajos gados nedalitu atzintbu
guvusu gleznotaju jaunrades procesu. Tas vertéjums
savulaik bija tikpat jasmigs, cik skeptisks (pieméram,
Péteris Bankovskis jauta:,.kapéc gleznotajiem, kuri
ir pietiekami pazistami sabiedriba (Latvijas mérogos
lielaku atpazistamibu diezin vai vispar varéja iegat), kuru
darbus izstada un pérk ne tikai Latvija, kuriem katram
ir savs rokraksts un sava domasana, vispar jariko $ads
pasakums, kura piederiba makslai var pat tikt apsaubita”).
No musdienu pozicijas, iespéjams, tiesi sis,gleznotaju

5. Silin$ E. I. Lielo patiesibu mekl&jumi. Jumava, 1999, 113. Ipp.

6. Bankovskis P. Kulta paradokss // Maigas svarstibas. Katalogs. Valsts Makslas
muzejs, 2002, 22.-23. Ipp.

The “Gentle Fluctuations'
Effect of Buttertly Wings

“The butterfly effect'[..] is the most accurate description of
nonlinear system dynamics — the tiniest of causes can
provoke a chain of enormous reactions, the power of
which can exceed the power of the cause by billions of
times.” The concept of the “butterfly effect”, adapted for
meteorology and psychology, can to some extent be
applied also to Gentle Fluctuations, the exhibition/
intervention/reality show produced by a group of six
painters (leva lltnere, Sandra Krastina, Aija Zarina, Janis
Mitrévics, Girts Muiznieks, Edgars Vérpe) at exhibition hall
Latvija in November 1990. Over the period of one month
spectators were able to observe the creative processes of
painters who had already risen to acclaim in the 1980-ies.
At the time the reviews were as enthusiastic as they were
sceptical (Péteris Bankovskis, for example, asks“...why do
painters who are relatively well known by the general
public (a greater degree of recognition was hardly
possible in Latvia), ones whose works are exhibited and
purchased in Latvia and also abroad, who each have their
own style and own mentality, even feel the need for an
event whose affiliation with art could be considered
debatable). From the viewpoint of today, perhaps this

s, E 1.Silins, Lielo patiesibu meklgjumi. Riga: Jumava, 1999, p. 113.

6. Péteris Bankovskis, "Kulta paradokss”. In: Maigas svarstibas [Catalogue]. Riga:
Valsts Makslas muzejs, 2002, pp. 22 - 23.



teatris” izraisija glezniecibas parvértibu posmu, bet Sada rakursa vispirms naktos apcerét Aijas Zarinas gleznu

varbat tikai uznémas svarigo pioniera lomu medija lielos formatus un aktivos, energétiskos ka gleznas plakni,
dabiskai attistibai nepieciesama izradé. Katra zina zimigi, ta izstazu zali parvarosos télus, kas kulminé darba ar

ka visi,Maigo svarstibu” makslinieki ir izmeginajusi traktora uzartu liniju plava,Dievmates galva'(1996), ka
spékus arf citds makslas sféras, tomér vienmér vinu ari Sandras Krastinas tapesu rullisa cilvécina izplatibu no
darbu idejas $kiet gleznieciskas ieinteresétibas vaditas. gleznas glezna, pa celam arm kada pagalma un uz galerijas
Turklat, ka raksta Inga Steimane:,Glezna ka medijs un sienam. (Par paraugu agrinakai glezniecibas aizklisanai no
ari téma (ideja) nekad vél nav izjautata tik fundamentali gleznas, starp citu, varétu tikt atziti patriotiskie Zakusalas
latvie$u maksla ka lielakas dalas,Maigo svarstibu” grupas barikazu apgleznojumi 1991. gada janvari)

makslinieku dailradés’® Tomeér makslinieciski augstvértigakais paraugs 90. gadu

vida plasus apmérus ieguvusajai tendencei gleznot

7. Herberta Dubina apziméjums.

s Steimane |. Maigas svarstibas. 1990-2002 // Maigas svarstibas. Katalogs. 9. Makslinieku A. Brezes, O. Pétersona, A. Zarinas u. c. spontana reakcija uz
Valsts Makslas muzejs, 2002, 5. Ipp. barikazu laika satraucoso politisko situaciju.

1ZSTADE LATVNA"

AA IEVA SANDRA EDGARS JANIS GIRTS

Izstades Maigas svarstibas avizes titullapa ar tas dalibniekiem.
No kreisas: Janis Mitrévics, Sandra Krastina, Girts Muiznieks,
Aija Zarina, Edgars Verpe, leva lltnere. 1990.

Exhibition Gentle Fluctuations’ newspaper cover page with its

participants. From left: Janis Mitrévics, Sandra Krastina, Girts Aija Zarina. Dievmates galva. Izstade Geo - Geo. 199.

Muiznieks, Aija Zarina, Edgars Verpe, leva lltnere. 1990. Aija Zarina. Head of the Holy Virgin. Exhibition Geo — Geo. 1996.
“painters’show"” was the cause of the subsequent In this aspect we should first of all consider Aija Zarina's large-
period of change in painting — or maybe it just assumed scale active, energy-channelling paintings, whose images
the important pioneering role in what was necessary transcend both the flat surface of the painting and the space
for the natural evolution of the medium. In any case it is of the exhibition hall - the culmination of these qualities is
worth noting that all the artists of "Gentle Fluctuations” reflected in The Head of the Holy Virgin (1996), which depicts
have tried their hand in other fields of art, but the a tractor-ploughed line in a meadow. Let us also note Sandra
concepts of their works always seem to be driven by a Krastina’s little wallpaper roll man, who travels from painting
pictorial, painterly interest. Also, as noted by Inga Steimane: to painting, every now and then stopping in some yard and
“Painting as a medium and also a subject (idea) in Latvian on a gallery wall. (By the way, the patriotic January 1991
art has never been probed as fundamentally as it has been barricade murals of Zakusala could perhaps be classified as
by the creative activities of the majority of the artists of another, earlier example of painted characters wandering off

Gentle Fluctuations.® beyond the boundaries of a painting.?)

7. A dcfcride by Herberts Dubins The spontaneous reaction of artists A. Breze, O. Pétersons, A. Zarina et al. to
Inga Steimane, “Maigas svarstibas. 1990-2002" In: Maigas svarstibas, p. 5. the troubling political situation during the Barricades’ period.

©
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arpus gleznas nenoliedzami ir Brinkpedvales stalla organizé telpu, radot neizprotamu emocionalu

drupéas Barbaras Gailes'® SMMC-Riga izstadé,Geo — Geo” spriegumu ienacéjam. Sajatu trauslas svarstibas, paklautas
Istenotais un arf godalgotais darbs,Veiksmes geometrija... geometriskai trajektorijai, veido emocionalas sinusoidas,
un péeksni iestajas nakts’ (1996), kura,maksliniecei atgadinot, ka veiksme var bat tik islaiciga”"!
izdevies apdzivot un ar savu energiju piepildit vienu no Savukart racionalakais, dinamiskakais, vérienigakais
Brinkpedvales muizas pussagruvusajam ékam. Kosi sarkani glezniecibas ietilpibas parbaudijums mekléjams Jana
telpu geometriski precizéjosi laukumi uz ékas sienam Mitrévica radosi eksperimentalaja darbiba. Visspilgtak
un kvadratveida melna bedre telpas vida parliecinosi to laikam paudusi izstade,Janis Mitrévics izstada
Vilhelmu Purviti.. Ivars Runkovskis” (1994). Valsts

10. Tolapk—AB. quzmeces:Vmas_maku_ar k_ra;yu apgat teIpL_J varéja novertét ari Makslas muzeja Baltajé 23lé abi autori lidzas Purvia
agrak — istaba /glezna,Es milu tevi, gaiss”(1993) no makslas véstures jau
izzudusaja Georga Senberga galerija, M&M'’, ka art izstadé ,Absoldti sarkans”
galerija,M6"(1995). 1994. gada izstades, Valsts” ietvaros maksliniece ar 1. Krese S. Geometriskas spéles — spéles ar geometriju // Literatdra. Maksla.
akvareli, tad laku lazéja gramatu lapas Latvijas bibliotékas. Més, 6.06.-13.06.1996.

Sandra Krastina. Makslas dienas Berga bazara. 1999. Barbara Muizniece (Gaile). Veiksmes geometrija. Un péksni iestajas nakts. 1zstade Geo — Geo. 1996.
Sandra Krastina. Art Days at Bergs Bazaar. 1999 Barbara Muizniece (Gaile). Geometry of Success. Night Fell Suddenly. Exhibition Geo — Geo. 1996.

Artistically, however, the best example of painting outside of a the ground in the centre of the room convincingly organise
work of art, a trend that was widely practiced in the mid 90s, the space, provoking inexplicable emotional tension upon
is Barbara Gaile's Geometry of Success. .. Night Fell Suddenly entering the building. The fragile fluctuations of feelings,
(1996) at the Brinkpedvale ruins, a work that was created subjected to a geometrical trajectory, create emotional sine
at the SCCA 4th annual exhibition Geo - Geo and also won waves, a reminder of how short a run of luck may be!""

its prize."®In it,".. .the artist manages to inhabit and fill with
her energy one of the dilapidated buildings of Brinkpedvale
Manor. Bright red expanses that geometrically outline the
space on the walls of the building and a square black hole in

The most rational, dynamic and grand exploration of the
capaciousness of painting is, in turn, to be found in the
creative experimentation of Janis Mitrévics. The most vivid
manifestation of this was perhaps the exhibition Janis Mitrévics

10. Then - Barbara Muizniece; her ability of using colour to master a space Exhibits Vilhelms Purvitis. .. lvars Runkovskis (1994). In the

was also evident some time before — in the room/painting / Love You, Air - -

(1993) at Georgs Senbergs' M&M art gallery, which has already disappeared White Hall of the State Museum of Art both artists presented
from the history of art, as well as at the exhibition Absolutely Red at M6 art
gallery (1995). For the 1994 exhibition State the artist glazed pages from 1. Solvita Krese, “Geometriskas spéles — spéles ar geometriju”. Literatdra.
books at different Latvian libraries, using first water-colours, then varnish. Maksla. Més, 06. 06.~13. 06. 1996.
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Janis Mitrévics solo exhibition Janis Mitrévics Exhib,

gleznu originaliem demonstréja savas vizijas par to
materialitati — muzeja grida tika nobérta ar graudu
kaudzem, sienas noklatas ar jauniem bérziniem, lina
audeklu, aitadam un govsadam.,Purvitis savu gleznu
viela atbilstosi savam laikam doma un jat to pasu un ar
tiem pasiem materialiem, ko Mitrévics, noradot — 0k,

ta izskatas muzeja iebértu graudu ainava” vai — Ik, te ir
gruntéts audekls ka glezna,"izstades anotacija klasta Ivars
Runkovskis. Ne mazak provokativi skiet koka ramji istam
dabas ainavam plenéra,Firkspedvales sarunas ‘94" vai
digitalas sizetiskas manipulacijas ar ainavam cikla,Jauna
realitate” (1998).,Gandriz visi Jana Mitrévica makslas

projekti uztverami ka konsekvents sarunas méginajums
ar makslas skatitaju, kura pieredzes un makslas uztveres
zonai ir visai strikti novilktas robezas, maksliniekam
ietiepigi aicinot parskatit So robezu passaprotamibas
pamatotibu un demonstréjot, ka makslas teritorija faktiski
ir neierobezota.""?

Si atraktiva vai intuitiva glezniecibas iespéju robezu
paplasinasana, pilnigi iesp&jams, bija vienigais cels, ka
esosaja situacija nodrosinat harmonisku nakotné vérstas
laikmetigas glezniecibas eksistenci.

12. Astahovska |. Makslinieks, kas spéléjas // Janis Mitrévics. Katalogs. Dd
laboratory, Rigas makslas telpa, 2007, 54. Ipp.

their vision of the corporeity of Purvitis'works next to his
original paintings — mounds of grain were scattered around
the museum floor, the walls were covered in young birch
trees, linen, sheepskins and cowhide. “In the substance of his
paintings Purvitis, in a manner appropriate to his era, thinks
and feels the same things and through the same materials as
Mitrévics, pointing out — look, that's what a grain ‘landscape’
looks like laid out in a museum, or — look, here's a primed
canvas that looks like a painting,’Ivars Runkovskis explains in
his annotation to the exhibition. No less provocative are the
wooden frames for real, natural landscapes at the Firkspedvale
Conversations ‘94 open-air workshop, or the digital storyline
manipulations of landscapes of the The New Reality (1998)
cycle."Almost all of Janis Mitrévics'art projects are consistent

Jana Mitrévica personalizstade Janis Mitrévics izstada Vilhelmu Purviti.. Ivars Runkovskis Valsts Makslas muzeja Baltaja zalé. 1994.

helms Purvitis..." Ivars Runkovskis in the White Hall of the State Museum of Art. 1994

attempts at holding a conversation with an art spectator
whose zone of experience and art perception is rather
strictly limited; the artist is stubbornly calling for a review of
the validity of the self-evidence of these boundaries, and
showcases the effective limitlessness of the territory of art"'?

Itis quite possible that this captivating or intuitive expansion of
the boundaries of pictorial potentialities was the only way
to ensure the harmonious existence of future-orientated
contemporary painting in the existing situation.

2. leva Astahovska, "Makslinieks, kas spéléjas”. In: Janis Mitrévics (Catalogue)
.Dd laboratory, Riga Art Space, 2007, p. 54.
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Gleznieciba mediju zvaigznaja

Kop$ devindesmitajiem gadiem latviesu glezniecibas raksturu

batiski iespaido attiecibas ar citiem lidzas pastavosiem
makslas veidiem, Latvijas sabiedriba pamazam aprod ar
Rietumos jau piecdesmitajos gados pieredzéto fokusa
nobidi no makslas vizuali un jutekliski tveramajam
Tpasibam uz lomu pasaules socialo institdciju norisés, ka
ari makslas ietieksanos lidz tam par neadekvatu uzskatitaja
zinatnes un tehnikas lauka. Vienlaiciga un strauja

Rietumu makslas virzienu izplatiba to secigas mainas
vieta un aizrautiga, nekritiska netradicionalo mediju
apguve ir ieviesusi korekcijas glezniecibas ka tradicionala
divdimensiju makslas veida uztverg, ieklaujot to sacensiba
par skatitaja uzmanibu. Skaidri apzinoties, ka gleznieciba
parmainas ir apsléptakas un notiek I1énak,,..pasreiz maksla
varbdt biezi nevar atrast adekvatas formas, kas izpaustos
gleznieciba"?

Parliecinosu mediju konkurences véstures versiju izklasta

makslas zinatnieks Andris Teikmanis:,Mediju konkurence
aizsakas 80. gadu vidQ, kad Latvijas makslas telpa ka
daudz agresivaki un konkurétspéjigaki paradas mediji, kas
vélak saukti par instalacijam un objektu makslu. Izstade
,Daba. Vide. Cilvéks" Péterbaznica iezimé glezniecibas

Pétersons O. Intervija rubrika ,Turpinam diskusiju. Kas tas ir — moderna
maksla Latvija?"// Literatara. Maksla. Més, 1996, 6.-13.jan.

Painting in the Constellation of Media

Since the 1990s the character of Latvian painting has been

significantly influenced by its relationship with other
coexisting art forms; Latvian society is slowly getting used to
the shift of focus from the visually and sensually perceptible
qualities of art to its role in the processes of the social
institutions of the world — a change that the West saw back

in the 1950s — as well as the process of art reaching into the
sphere of science and technology, formerly not considered
appropriate. The simultaneous and rapid expansion of
Western art movements instead of their sequential exchange,
and the enthusiastic, uncritical adoption of untraditional
media have introduced some changes in the perception of
painting as a traditional two-dimensional form of art, drawing
it into the tussle for audience attention. In clear awareness

of the fact that in painting, changes are less discernible and
happen at a slower pace, and”...right now in art it is perhaps
often difficult to find appropriate forms which could manifest

"3

in painting:

A convincing version of the history of media competition is

offered by art historian Andris Teikmanis:“The media first
started competing with each other in the mid 80s, when
much more aggressive and competitive media, later known
as installation art or object art, arrived in the Latvian art
space. The Nature. Environment. Man exhibition at St Peter's

Ojars Pétersons, interview for newspaper column “Turpinam diskusiju. Kas
tas ir — moderna maksla Latvija?" Literatara. Maksla. Més, 06.-13. 06. 1996.
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knizi, kas lidz tam ilgus gadu desmitus bija sinonims
vardam,maksla”un atskaites punkts citam makslam.

80. gadu otraja puse ir interesanti vérot, ka ari gleznotaji
mégina sevi pieteikt trisdimensionalo makslu medijos,
sakausét div- un trisdimensiju makslu, kur vérojamas
daudzas neveiklibas, diletantisks piegajiens. Sava veida
kvintesence méginat aktualizét glezniecibu ir izstade
,Maigas svarstibas’, kas patiesiba nav nekada veiksme.
Katram makslas veidam ir sava logika, un gleznieciba

ir divdimensionala, neko ar to nevar izdartt, var tikai
aktualizét, pacelt garu. Ja salidzina divas 1990. gada
izstades, kas abas bija pietiekami lielas, zinamas un
notika viena telpa — izstazu zalé, Latvija’, proti, ,Kalenis”un
,Maigas svarstibas’, tad kura no tam bija koncentrétaka
makslinieciskas izteiksmes zina? Manuprat, ,Kalenis”

ka augstakais lidojums objektu makslas vidé.,Maigas
svarstibas” drizak bija visdekadentiskakais finals
astondesmito gadu glezniecibai. 90. gados mediju
konkurence iegUst institucionalus apmérus, Latvija
paradoties SMMC-Riga. Uz tradicionalo mediju fona
izvirzas laikmetiga maksla — novatoriska, neparasta,
parsteidzosa, bet Latvijas konteksta — absoldti
nesagatavotajam Latvijas skatitajam. Arf tradicionalo
mediju parstavji mégina apvienoties, iegtt finanséjumu.
90. gadu sakuma biezi paradas méginajumi aktualizét
gleznieciskos aspektus, tomér var apgalvot, ka gleznieciba
pamazam pariet privataja telpa. 2. Visparéja latviesu
makslas izstadé 1998. gada notiek viens no pédéjiem

Church outlines a crisis in painting, which for long decades
had been synonymous with ‘art’and served as a point of
reference for other art forms. It is interesting to observe
how, in the latter half of the 1980s, painters attempted to
make their mark using the media of the three-dimensional
arts and fusing two- and three-dimensional art — a process
riddled with much ineptitude and amateurishness. A
quintessential attempt at bringing painting up to date was
the exhibition Gentle Fluctuations, which in truth was not
really a success. Each form of art has its logic, and painting
is two-dimensional, there is nothing anyone can do about
it — one may only update or fill it with new inspiration. If

we compare the two exhibitions of 1990, both sufficiently
sizeable and well-publicised, and both at the same location
of Latvija exhibition hall — namely, Somersault and Gentle
Fluctuations —, which of them was more intense in its
artistic expression? In my opinion, it was Somersault, the
highest-soaring achievement in the field of object art.
Gentle Fluctuations was more of a highly decadent finale to
the painting of the 1980s. In the 1990s media competition
reached institutional scale as the Soros Foundation arrived
in Latvia. Against the background of traditional media,
contemporary art started coming to the fore — innovative,
unusual, surprising, but in the context of Latvia — for a
totally unprepared Latvian spectator. Representatives of the
traditional media also attempted to unite and attract funding.
In the early 1990s there were numerous attempts at bringing
the pictorial aspects up to date; however, painting slowly
made its transition to private space. One of the last serious
media collisions took place at the 2nd World-wide Latvian



asakajiem mediju sadures punktiem — Mikelis Fisers
izliek darbu, divgalvaino suna izbazeni no Medicinas
véstures muzeja, kas faktiski norada uz tradicionalas
glezniecibas nekrotisko raksturu. Tiek pasludinata sava
laika glezniecibas nave — ta it ka ir sevi izsmélusi, nespéj
bat adekvats laikmeta komentars.

Tas, kas izglabj moderno makslu no bedres, kur ta atrodas,
ir jauno, digitalo mediju paradisanas, jo beidzot paradas
kaut kas tiesam novatorisks — jauni mediji, jauna filozofija,
jauna logika. Beidzot maksliniekam ir atkal jakl|dst par

i \\I\\ oLl

Mikelis Fisers. Bez nosaukuma (God Is / Dogs Cannot Read). 1995.
Mikelis Fisers. Untitled (God Is / Dogs Cannot Read). 1995

Contemporary Art Exhibition in 1998, when Mikelis Fisers
exhibited a work featuring a stuffed two-headed dog from
the collection of the Museum of the History of Medicine —in

effect pointing out the necrotic nature of traditional painting.

It was an announcement of the death of the painting of this
era: it had seemingly exhausted its limits and was unable to
serve as an adequate commentary of its time.

What saved modern art from the ditch into which it had
slipped was the arrival of the new, digital media; at last
there was something truly innovative — new media, new
philosophy, new logic. Finally the artist had to once more
become an engineer, a scientist, the way it had been in the
Renaissance; he/she had to focus on something more than

inzenieri, zinatnieku, lidzigi ka tas bija renesanses laika,
jakoncentréjas uz kaut ko vairak neka tikai savu subjektivo
emociju pausana. Svarigi, ka jaunie mediji nekada zina nav
naidigi tradicionalajiem, jo péc batibas, ka uzskata jauno
mediju arheologs Levs Manovics, viss, ko apgust jaunie
mediji, ir apguts klasiskaja avangarda maksla. Gleznieciba
nonak jauna stabilitates pakapé.™

ArT makslas zindtniece Anita Vanaga, raksturojot 90. gadu

beigu posmu Latvijas makslas dzivé, piezimé:, Makslai
sakas pardomu un rekolekciju laiks. Virtualas realitates
nostiprinasanas liek skaidrak apzinaties glezniecibas
spéka laukus, iekséjas rezerves un makslinieka
individualitates véertibu.""®

Tuvojoties gadsimtu mijai, arvien biezak paradas ari teorétiski

méginajumi saskatit modernas makslas, ari glezniecibas,
un zinatnes tuvibu. leprieks vérojamo skepsi attieciba

uz t. s. augsto makslu un digitalo tehnologiju sasaisti
nomaina ieintereséts abu pusu interesentu sinhroni
komentéts vérojums, ka jaunie un tradicionalie mediji
cits citu ietekmé un ka tie veicina cits cita specifiskas
logikas jeb valodas izpratni. Tas ieglst Sarmu konteksta:
datorsistémas mainas tik atri, ka daudz kas aiziet zuduma,
lai gan ir tikai paris gadus vecs, savukart gleznieciba vérpj
savu stastu gadu simtiem.

Saruna ar A. Teikmani 2007. gada 20. marta. leraksts autores arhiva.

Vanaga A. Latvijas gleznieciba. Kronéta ikona. 100. Nacionalais apgads,
2005, 12. Ipp.

simply conveying his/her subjective emotions. Notably,

the new media were in no way hostile to the traditional

ones — because in effect, says new media archaeologist Lev
Manovich, everything that is mastered by the new media has
already been mastered in classical Avant-Garde art. Painting
reaches a new degree of stability.*

Art historian Anita Vanaga describes the conclusion of the 1990s

in Latvian artistic life, and likewise remarks, "Art is embarking
on an era of reflection and recollections. The strengthening

of virtual reality brings a clearer awareness of the force fields
of painting, its inner reserves and the value of an artist’s

"s

individuality!

With the approaching turn of the millennium there were

increasingly more theoretical attempts at finding a kinship
between contemporary art, including painting, and science.
The former sceptical attitude towards involving digital
technologies in the so-called high arts was replaced by
observation, accompanied by a simultaneous commentary on
both sides; it explored the influences the new and traditional
media exerted on each other and the ways they encouraged
an understanding of each other’s specific logic or language.
The charm of this lies in the context: computer systems
replace each other so quickly that a lot of things, although just
a couple of years old, are lost in the process, while painting
spins out the yarns of its story over hundreds of years.

Conversation with A. Teikmanis (20/03/2007), recording from the author’s
archives

Anita Vanaga, Latvijas gleznieciba. Kronéta ikona. 100. Riga: Nacionalais
apgads, 2005, p. 12.
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Speles ar jegu pret spelem ar formu

Paaudze, kas gleznotaju pulkam pievienojas devindesmito

gadu sakuma, jutas briva no makslinieka misijas
pienakumiem, atvérta spélém ar tiklab formaliem, ka
saturiskiem makslas valodas elementiem. Tadé| par
problému atri vien izversas izstadés uzsvérti dominéjosa
dekorativitate, kuras passaprotama klatbatne gandriz
ikviena divdimensionala makslas darba raisa pretenzijas,
ja ir kluvusi pasmérkiga un kolektiva jeb masveidiga.
Visbistamaka zona latviesu glezniecibas dekorativajam
tendencém izradijas abstrakcionisms, kura batiba tika
populistiski atzita par nacionalitatei neatbilstosu (latviesu
vecakas un vidéjas paaudzes makslinieku izteikumos),
savukart vinu abstrahésanas vélmei visbiezak ir bijis
eksperimentals raksturs, un pat neapsaubami abstrakti
gleznojumi nezaudé saikni ar télainibu un figuralismu.

Ta saucama abstrakcionisma vilna laika jauno gleznotaju

darbos redzamas formali estétiskas kvalitates visai bieZi
liek apsaubit, ka konkrétas gleznas autoru intereséjis
kas cits, ne tikai vieglas, atraktivas spéles ar krasu
laukumiem, linijam un noskanam. Minéto tendenci
paskaidro apstaklis, ka Latvija 90. gadu sakuma forméjas
jauni sabiedribas slani un radas pieprasijums péc
makslas, kas papildina biroju un banku interjerus. Ta ka
bezprieksmetiska gleznieciba nepretenciozi pienem

Playing With Meaning Versus
Playing With Form

The generation which joined the ranks of painters in the early

90s was in general free from feeling the weight of duty of an
artist's mission, and was open to playing with both formal
and contentual elements of the art language. Therefore,
decorativity, which emphatically dominated in exhibitions,
soon became a problem, its self-evident presence in almost
any two-dimensional work of art provoking an adverse
reaction any time it became an end in itself, collective

or present en masse. The greatest danger zone for the
decorative tendencies in Latvian painting turned out

to be abstractionism, whose concept was populistically
pronounced incompatible with the nationality (in statements
of Latvian artists of the older and intermediate generation);
in turn, their efforts at abstraction have most often been of
an experimental nature, and even unequivocally abstract
paintings do not lose their connection with imagery and
figurativeness.

The formally aesthetic qualities of the young painters from the

era of the so-called abstractionist wave quite often may
seem to imply that the creator of the painting has had little
interest in anything but light, engaging play with colour
expanses, lines and moods. This trend is perhaps explained
by the fact that new social strata were taking shape in Latvia
in the early 1990s, and there was a new demand for art which
could adorn office and bank interiors. Non-figurative painting
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gandriz jebkuras socialas vides diktétos nosacijumus,

ir viegli transforméjama no skatitaja pozicijas, un
makslinieks taja var gan atklaties, gan paslépties, nav
brinums, ka jaunie gleznotaji talaika makslas un socialaja
eklektiskaja situacija pienéma sadu attieksmi ka sev
visatbilstosako un ar dazadiem panakumiem turpina to
attistit joprojam.

Protams, ne tikai abstraktas kompozicijas parvérsas

dekorativos elementos. Tikpat viegli un nemanami

tas notiek ar realitati télaini interpretéjosiem darbiem,
kas beigas tiek atziti par saloniskiem.,Vini spéléjas ar
materialiem, spéléjas ar formu, viniem tas patik, bet vini
Tsti nesaprot — kapéc... Man ir sajlta, ka vini nogurst un
vienlaikus loti grib patikt... Skaistu iniju un krasu laukumu
kopojums... Vinu darbi apliecina to, ka vini jatas. Varbat
visvieglakaja veida. Es ticu, ka ta vini arf jatas,"® par jauno
glezniecibu samiernieciski reflekté lvars Runkovskis.

Noliedzot tikko ilustréto attieksmi, ap 1994. gadu uz Latvijas

makslas skatuves paradijas t. s. message-art — izteikti
transcendentalas télainbas gleznieciba, kuras galvenas
témas bija saistitas ar ufologiju, apokalipsi, libido vai citiem
vardiem —,masu gadsimta popularakajiem prieksstatiem
par bailém un baudu” (Kaspars Vanags par Mikeli Fiseru).”

Runkovskis I. Diskusija,Abstrakcionisms latviesu maksla”// Studija. 1999,
Nr. 6., 60. Ipp.

Vanags K. M. Fiders antropological art as “killing-time”// Catalogue: Horizon
line. Szczecin, 1995, p. 30-37.

unassumingly accepts the conditions imposed by almost
any kind of social environment; it easily transforms to suit the
spectator’s point of view, and the artist can both hide and
reveal him/herself in it — therefore, it is no surprise that in

the eclectic art and social circumstances the young painters
adopted this attitude as one that suited them best, and are
still continuing to develop it with varying success. Of course,
it is not just abstract compositions that turn into decorative
elements — picturesque interpretations of reality submit to
this just as easily and imperceptibly, and are pronounced
“salonesque”as a result.“They play with materials, they play
with form, they like it, but they do not exactly know why...
I'have a feeling they grow tired but still have a great desire

to be liked... A collection of beautiful lines and colours...
Their works are a testimony of how they feel. Perhaps in the
slightest of ways. | believe that truly is what they are feeling,’ -
such are Ivars Runkovskis’ conciliatory reflections on new
painting.'®

In contradiction to the attitude described above, around 1994

a new addition in the shape of the so-called message-

art arrived on the Latvian art scene: painting of distinctly
transcendental imagery, featuring subjects pertaining to
ufology, the Apocalypse, libido, or, in other words, “this
century’s most popular notions of fear and pleasure” (Kaspars
Vanags on Mikelis FiSers)."”

17

Ivars Runkovskis, Discussion “Abstrakcionisms latviesu maksla’, Studija, no. 6,
1999, p. 60.

Kaspars Vanags, “Fisers antropological art as “killing-time"In: Horizon Line
(Catalogue), Szczecin 1995, p. 30-37.



Message-art prieksmetiskais jeb medijiskais veidols, tapat atnes vésti. Noteikti tai jabat tadai formai, lai darbs ,netiktu

ka estétika, Skiet neattistits, neizstradats!"®, Aplkojot ieskaitits formalu darbu kategorija’, saka Fisers.."”
primitivus Zimejumus, lasot jokainus tekstus, mes Visai savdabigas apskatamaja laikposma veidojas glezniecibas
visai sudestejosa veida, jautribas pavaditi, nonakam un scenografijas attiecibas. Glezniecibu batiski ietekméja
pie,lielajiem jautajumiem’™ skaidro Inga Steimane. tai pievérsusies scenografi Janis Vinkelis, Gints Gabrans?,
,Glezniecibas te ir tiesi tik daudz, lai varétu ieraudzit to, Vilnis V&js, Anna Heinrihsone un citi, savukart scenografiju —
kas attélots... Pirmoreiz skatot darbu,Armagedons” (1997), diplométi gleznotaji, pieméram, leva Jurjane, kas skatuvi

Sis divreiz piecmetriga audekla plaknes stasts skiet kaut lauj uztvert ka gleznu, bet gleznieciba mégina pretoties

kas I1dzigs biroju stila atjaunotai pastaras tiesas ainai.. laikam, izaicinot komplicétu, darbietilpigu procesu,
Paklauts detalizétai un rapigai apskatei, darbs koncentréta stradajot vismaz pusgadu 2stosaja enkaustikas tehnika.

veida atklaj Fisera makslas stratégiju: radit struktaru, kas

P.S. Ja sis raksts sauktos, pieméram, ,Tradicijas mainigums”
vai tamlidzigi, taja noteikti vairak pievérstos lielisko — ar
90. gadu - gleznotaju Girta Muiznieka, lltneru un Zarinu
dzimtu, Aijas Zarinas, Barbaras Gailes, Franceskas Kirkes,
Daces Lielas, Ligas Purmales, Maras Vai¢unas, Normunda
Braslina, llzes Avotinas, Alekseja Naumova, Helénas un
Ivara Heinrihsonu, Jura Jurjana, Rituma Ivanova, Ivara
Poikana, Laimas Bikses, Tatjanas Krivenkovas un citu
darbibas izpétei. Tomér btiskak skita konkretizét Latvijas
glezniecibas evolUcijas pavérsienu (sava laika gaisma —
krizu) célonus, kas liela méra identificéjami ar masdienu
glezniecibas spécigakajiem aizmetniem.

18 Steimane |. Janis Vinkelis. Neputns, 2003, 18. Ipp.

19. Turpat, 41. Ipp

20, Steimane I. Dazreiz vinu saprot jeb Mikela Fisera message-art // Studija.
1999, Nr. 6., 28. Ipp.

21. G.Gabrana pirmaja personalizstade,MG6" 1994. gada galerija,M6" varéja
aplukot piecas lielizméra gleznas, kuras I. Steimane, reflektéjot talaika
glezniecibas situaciju, nosauca par ,postgleznieciskam abstrakcijam”.

The relationship of painting and scenic design at this time
was evolving along a rather singular route. Painting was
significantly influenced by the attentions of stage
designers Janis Vinkelis, Gints Gabrans?', Vilnis V&js, Anna

Janis Vinkelis. Svétki ziema. No cikla Spanu strélnieki. 1990. Heinrihsone and others, while stage design benefited

> in Winter. From series Spanish Archers. 1990. from the influence of professional painters like leva

Jurjane, whose designs allow the stage to be perceived

as a painting, and whose painting attempts to fight the

passage of time via the challenge of a complicated,
labour-intensive process, using the encaustic technique,
which takes at least half a year to dry.

Janis Vinkelis. f

“Just like its aesthetics, the figurative or media model of PS. Had this article been entitled “The Mutability of Tradition”,
message-art seems undeveloped, unfinished!"®“By looking for example, or something along those lines, it would
at primitive drawings, reading amusing texts, we, in a rather certainly have examined the creative activities of some other
suggestive manner and accompamed by mirth, arrive at the wonderful painters of the 1990-ies, artists like Girts Muiznieks,
‘larger issues,'? explains Inga Steimane. “There is just enough the lltners and Zarins dynasties, Aija Zarina, Barbara Gaile,
painting here to be able to tell what is depicted... At a first Franceska Kirke, Dace Lield, Liga Purmale, Mara Vai¢una,
look, Armageddon (1997), the flat surface story of this two-by- Normunds Brasling, llze Avotina, Aleksejs Naumovs, Heléna
five canvas seems to resemble something like an office-style Heinrihsone and Ivars Heinrihsons, Juris Jurjans, Ritums
Judgement day scene... After detailed and careful perusal, Ivanovs, Ivars Poikans, Laima Bikse, Tatjana Krivenkova and
the work presents a concentrated insight into Fisers'art others. However, it seemed essential to pinpoint the causes
strategy: to create a structure that carries a message. Fisers of those turning points (crises, in the light of their time) in
says it has to be a form which would preclude the work from the evolution process of Latvian painting which, to a great
‘being lumped into the category of formal works of art’..."* extent, can be identified as the strongest primordia of

- . P — : painting today.
18.Inga Steimane, Janis Vinkelis. Riga: Neputns (2003), p. 18.

o Ibid o . S

19, [bid, p.41. At his first solo exhibition, MG6, at the M6 art gallery in 1994, Gints Gabrans

20. Inga Steimane, “Dazreiz vinu saprot jeb Mikela Fisera message-art”. Studija, presented five large-scale paintings, which Inga Steimane, reflecting the
no. 6,1999, p. 28 situation in painting at the time, called “post-painterly abstractions”

TRADICIJAS ENAS PUSE | 205



