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Kino un més

Devindesmito gadu vidQ, kad saka pariet pirmais $oks par tadiem
konstatéjumiem ka “kino Latvija ir miris"un cilvéki saka saprast, ka gan jau
viss bUs, tikai — citadak, diezgan aktivi, tomér ne ka sénes péc lietus, saka
veidoties jaunas un entuziastiskas kultdras iniciativas. To dibinataji bieZi vien
bija augstas skolas neskoloti, bet radosi jauniesi (nebija laika - vajadz&ja
dzlvot jauno dzivi, un vai nu brauks prom no tikko iegatas valsts uz Maskavu
macities!?), kas ta vieta, lai slaucitu piedurkné asaras, saka tas atrotit un
méginaja kaut ko darit.

Bija jau nodibinatas vairakas nelielas privatas filmu studijas, tai skaita manu
draugu Karla Bjorsmarka un Roberta Vinovska “Lokomotive’, kurai es driz
vien pievienojos.

Sapnis visiem, protams, bija taisit kino, tacu filmu uznemsanai traka lidzek|u,
tapéc daudzas studijas saka pievérsties tikai nesen dzimusajam reklamsciku
rapalam. Lokomotiviesi, kas toreiz bija itin jauni un traki, bez gimeném,
bez pieredzes, bez zindsanam un citam lidzigam rGpém, noléma, ka
reklamas netaisis, bet méginas producét pasi savus radosus gabalus un
meklés sadarbibas partnerus, kas liela dala gadijumu izradijas arpus kino
vides (jo bija diezgan nomacosi vienmér klausities, ka “tas, ko jus darat, nav
profesionali, video — tas nav kino" un tamlidzigi).

Video, kas, protams, nepavisam nebija kino, gan ari toreiz tik vienkarsi nebija
pieejams — labas kameras bija dargas, un to bija maz, montazas iespéju —
art. Tadiem ka mums montét studija bija dargi. MGZam neaizmirsisu, ka
pirmo reizi stradaju “Studijas 9" montaza, kad bijam godigi sagrabinajusi
naudu tiesi divu stundu studijas laikam. Virs pults stavéja liels pulkstenis ar

Film and us

In the middle of the 1990s, when the first shocked responses to such statements
as‘cinema in Latvia is dead” began to fade and people came to realize that
everything was going to proceed anyway, only in a different way, new cultural
initiatives were enthusiastically started quickly. Their founders were often
creative young individuals without a prestigious education (there was no time
for it as the new life had to be lived; it would be insane to leave the newly-
gained country for studies in Moscow!), who, instead of keeping on drying tears
on their sleeves, rolled them up and resorted to action.

Several small private film studios had already been established, among them the
Locomotive studio of my friends Carl Biorsmark and Roberts Vinovskis, which |
soon joined.

Everyone's dream, naturally, was to make films, but there was a lack of finance
for that, so many studios turned to the equally new advertising business.
The Locomotivians, who at the time were quite young and crazy, without
commitments, without experience, without knowledge and other similar
concerns, decided they would not make commercials but would try to
produce their own creative pieces and seek cooperation partners — which
in the majority of cases turned out to be outside the film milieu, as it was
quite depressing to be consistently reminded that “what you are doing is not
professional, video is not film” etc. Video, which, no doubt, was not film at
all, back then was not that easily accessible — good cameras were expensive
and there were very few of them, as were editing possibilities. For the likes of
us, editing in a studio was expensive. | will never forget how | worked in the
editing room of Studija 9, having honestly scraped together enough money
for exactly two hours of studio time. Above the editing desk was a clock with
a black hand, which kept ticking unmercifully and made it extremely hard to
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melnu raditaju, kas nepieltdzami tikskéja uz prieksu un
radija pamatigas koncentrésanas gratibas. Un, kaut art
vél ilgi dazu tiesam cientjamu kino profesionalu mutés
video skanéja teju ka lamuvards, respektivi, geSovka — ar
plakanu bildi, sliktu kvalitati, eh, un naudas ari nav...
(tapéc labak lepni neko nedarit vai tikpat lepni aiziet
reklama), lokomotiviesi izvélgjas piederét tai neizvéligajai
un rosigajai, un no Seit un tagad apstakliem izejosajai
paaudzei, kas saka taistt filmas ar aizlienétam kameram,
montéja pa naktim toreizéja TV3 teletorni, pasi bieZi vien
neédusi un ari bez istas skolas. Més kino devindesmito
gadu vida gajam apgut uz skolu nr. 1 - Valsts
Kinofotofono dokumentu arhivu Smerla iela un uz skolu
nr. 2 — Kinogaleriju Jauniela.

Tai laika bija modé publiski mazliet kliréties par savu
nodarbosanos, ja viss nebija péc standartiem. Ja,
pieméram, nebija atbilstosas izglitibas, jo acigie un
parsvara bez darba sédosie profesionali jau gaidija aiz
stlra un teica, ka tas neesot pa Tstam! Biezi varéja lasit
un dzirdét: “Es jau neesmu filozofs. Es tikai nodarbojos
ar filozofiju” vai,Kas nu es par rezisoru, es tikai te filminu
uztaisiju!”. Frazi “Kas nu es par producenti”iemacijos norit
atri, jo projektos, kurus biju sakusi rakstit, producents bija
nepiecieSams, un par tadu es sevi arl padariju.

Jaunajos apstak|os nekadu profesionalu producentu nebija
un arl nevaréja bat. Nebija nekadas pieredzes nedz ar
kultdras producésanu, nedz menedzmentu kapitalisma

concentrate. And because of the fact that for a very long
time “video”was almost a swearword in the mouths of a
few truly respectable film professionals, as it was regarded
as something very cheap - with its flat image and poor
quality - and because of the fact that no one really had any
money it was thought that the best option was proudly
doing nothing, or, equally proudly, working in advertising.
The Locomotivians chose to belong to the indiscriminate

and energetic generation, using here and now circumstances

as points of departure, who started making films with
borrowed cameras, edited during the night in the then-TV3
television tower, often with no means of support and also
without any real schooling — because in the mid-1990s, we
learned about film either at school No.1 — the State Archive
of Audiovisual Documents in Smerla Street, or at school
No.2 — the Kinogalerija art-house film theatre in Jauniela.

At that time, if everything did not conform to the expected
standards, there was a trend to put on frills about one’s
occupation (for instance lack of proper education) as the
eagle-eyed and mainly unemployed professionals were

already waiting around the corner to denounce one’s work as
amateurism. It was often that one could read or hear “I'm not

"

a philosopher. I just philosophize”, “I'm no director, | have only

made this little film!"l soon got over the “I'm not a producer”

phase: because the project plans | was completing required a

producer’s name, | made myself into one.

In the new circumstances, there were no professional producers
and actually there could not be any. There was no experience

in cultural productions, nor in management in capitalism
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apstaklos, un pirmie no arzemju skolam atbraukusie
censoni varéja vien platit rokas, jo lielako dalu no
iegUtajam prasmém pécpadomju apstaklos nebija
iespéjams izmantot.

Tacu dazadas makslas jomas nodarbinatie rokas klépi
salikusi nesédéja un saka meklét attistibas celus,
sadarbojoties ar citam jomam — Tpasi tadam, kuram
varéja dabut finanséjumu no arzemém. Viena no visai
naudigam un pateicigam témam bija sabiedribas
integracija, jo arvalstu instittcijas bija norlpéjusas par
to, lai postpadomiju telpa valditu miers un saticiba. Ja
projektos savam iecerétajam sizetam varéja formulét klat
kadu iespaidigu sabiedribu integréjosu faktoru, tad varéja
producét arf naudu. Pieméram, “Lokomotivei” pirma
nopietnaka nauda ienaca sabiedribas integracijas klipu

Studijas Lokomotive dibinataji Roberts Vinovskis un Karls Bjorsmarks; vidd Kristine Briede. 90. gadu vidus.
Found e

Mid

studio: Roberts Vinovskis and Carl Biorsmark; in the middle Kristine

conditions, and the first to try, upon returning from their
studies abroad, could not apply the skills they had acquired
there in the new post-Soviet circumstances.

But the various individuals working in different areas of art did
not waste their time in vain but set about to seek ways of
development in cooperation with other spheres, especially
the ones that could attract financial support from abroad.
One such money-rich and topical themes was societal
integration, as institutions abroad were very concerned about
peace and harmony in the post-Soviet territory. Provided
that, along with the subject conceived, an effective aspect
of societal integration was mentioned in the project, it was
possible to “produce” money. For instance, the first serious



sérijas uznemsanai (starp citu, uz 16 mm, vél tagad ar
tiem lepojos!). Vélak producéjam apjomigu dokumentalu
televizijas raidijumu sériju “Lokomotive piedava’, kas bija
par kultaru, makslu un mums tik milo “mazo cilvéku”.
Savs efekts integracijas faktoram tiesam bija, jo pasi
veidotaji, sakuma gandriz piespiedu karta sadarbojoties
ar sabiedribas slaniem, kuri tolaik lielakoties kultdras un
ari varas elitei bija dzili vienaldzigi, séka iedzilinaties, So to
saprast un veidoties par... Cel

Otra iespéja bija sadarbiba ar arzemju véstniecibam, kultdras
institGtiem un sadraudzibas fondiem, jo viniem bija
nauda, kuras latviesiem tolaik nebija. Tapéc dabiski saka
veidoties interese un kopigi projekti. Sadarboties — tas
bija jaunvards. Tas bija jaunas makslas dzives dzimstosais
sauklis, jo mazas un tik |oti péc neatkaribas alkusas
iniciativas vienas pasas nekad nebdtu kluvusas par
dzivotspéjigam organizacijam, ja nestradatu péc tikla
kultdras pamatprincipiem — sadarbibas. lesaistit citam
citu savos projektos, dalities resursos, tehnika un galu
gala kapacitaté.

Tadu es atceros parejas laika nekomercialas kultaras
menedzmentu. Sadabut, sarunat un uztaisit praktiski
ne no ka, bet uztaisit ta, lai izskatas, ka ir bijis no ka. Un
parakstities ka producentam.

funding Locomotive obtained was for a series of societal
integration videos (16mm, | am still proud of them!). Later we
produced an extensive series of documentaries for television,
Locomotive presents, which dealt with culture, art, and our
much loved concept of “the small man” The integration
aspect did have an effect, as the film-makers themselves,
initially having to work with the society classes which, at the
time, were largely ignored by the cultural elite and also by
the authorities, began to look into the matter, to understand
something, and to become ... Chel

The other option was cooperation with foreign embassies,
cultural institutes, and fellowship foundations, as they
possessed the money that the Latvians did not have at the
time. Therefore interest and mutual projects were generated
quite naturally. And actually - “cooperation”was a new word.
It was the emerging slogan of the new life of art, as the
small and independence-craving initiatives never would
have become sustainable organizations on their own had
they not worked according to the basic principles of the
network culture — cooperation, involving each other in
their projects, sharing resources, technical equipment, and,
ultimately — capacity.

This is how | remember the management of the non-commercial
culture during the transition period. One had to get, to
arrange, and to create everything nearly out of nothing, but to
Create it in such a way that it would look like it was created out
of something. And to put one’s name on it as the producer.

Internets

Driz vien tapa skaidrs, ka pirms nedaudziem gadiem kritusais
Berlines maris nav vieniga milzu parmaina pasaulé. Proti,
ka dzins no pudeles ilgaku laiku militaras laboratorijas
izaudzétais internets tika izlaists ara un liela atruma saka
velties par pasauli.

Musu valsti 8T sakritiba laika bija pamatigs uzraviens, jo, ta ka
internets ienéma teritorijas visur vienlaikus (vismaz Eiropa
un Amerika), tad $7 bija joma, kura més atskiriba no citam
nebijam atpalikusi no Rietumiem. Patiesiba tas, ka bijam
kérusies pie jaunas dzives ar tadu entuziasmu un dzives
garsu, palidzéja nok|ut jauno mediju kultdras pirmajas
rindas. Tapéc, pieméram, latviesu E-LAB pasaules jauno
mediju vésturé ir legendal

Internets ir viendabigs tikls — cilvéki darbojas ar vieniem
un tie pasiem rikiem, tehnologijam, protokoliem, — un
kaut ari tas vél pat vairak neka citas jomas sekmé gan
ekonomikas, gan kulttras globalizaciju, internets bija vide,
kura uz lidzigiem pamatiem satikas un varéja sevi izpaust
radosi cilvéki.

Pirmaja Latvijas “reiva téva"Kaspara Vanaga organizétaja
makslinieciski sociali muzikalaja pasakuma “Open” ar
Mikela Fisera atkailinatajiem trusiem un vibratoriem
dibenos un spicaka reiva didZeja Groov, kas bija speciali
pasatits no Maskavas, lai nodrosinatu glamarigu

The Internet

It soon became clear that the fall of the Berlin Wall a few years
earlier was not the only major change in the world. The
Internet, which had been grown in the military laboratories
like a genie in a bottle, was set free and began to trundle
around the globe at a great speed.

In our country this coincidence created quite a jolt, as, since
the Internet occupied territories everywhere almost
simultaneously (at least in Europe and America), this was
a sphere in which we, contrary to other spheres, were not
lagging behind the West. It was the enthusiasm and lust for
life we exerted when starting the new life that helped us to
become the pioneers of a new media culture. This is why, for
instance, the Latvian organization E-LAB is a legend in the
world history of the new media.

The Internet is a homogeneous network — people employ the
same tools, technologies, rules, — and, though it stimulates
globalization of both economy and culture more than other
areas, the Internet was a space where creative individuals
could meet one another and express themselves on a
similar basis.

At the first artistic, social, and musical event organized by the
Latvian “father of rave’, Kaspars Vanags, Open, with Mikelis
Fisers'naked bunnies with vibrators in their asses, and
the participation of the coolest rave DJ Groov, who was
particularly invited from Moscow in order to provide glamour
trance for several nights, our task was to record the event
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transu vairaku naksu garuma, masu uzdevums bija
dokumentét pasakumu un uztaisit par to filmu (Kaspars:
“Labak paltgsu “Lokomotivei’, jo LNT prasa 800

latus, kur es nemsu?”). Jau nakamaja reiva “Biosports”
meés iepazinamies ar vairakiem agrak neredzétiem
maksliniekiem un uzzinajam, ka ir dzimusi ideja par pirmo
elektroniskas makslas Stninu / laboratoriju, kas stradatu
ar komunikaciju un uz interaktivitati vérstu makslu. Driz
vien Rasa Smite, Raitis Smits, Alise Tifentale un Janis
Garancs nodibinaja E-LAB. Jauno mediju interesentus
fascinéja gan tikla iespéjas, gan virtuala telpa, gan

mazas un aktivas mediju (jauno mediju un indimedia')
organizacijas pasaulé. To visu iesp&jamu un pieejamu
darija datori un globalais tikls. Virtuala telpa — ta bija art
aizbégsana no realas pasaules, jo dzive parkartojumu
perioda vismaz pie mums Austrumeiropa bija visai

grata — fiziska telpa briziem spieda nost, toties virtuala —
atbrivoja. Bet atskiriba no Ingas Steimanes par “véstijuma
makslinieku” nokristita Jana Vinkela, kur$ 90. gadu sakuma
no realitates béga parpasauligos sizetos par Spanu
strélniekiem, jauno mediju aktivisti reali un praktiski kapa
pari globalajam robezam - veidoja pirmas véstkopas,
interneta radio, interaktivitates projektus, festivalu
“Maksla+Komunikacijas’, braukaja pa pasauli, [idzdarbojas
klatiené un onlaing utt.

Internets un indimedia ir pirmas mediju aktivistu izpausmes; tas ir devis
iespéju neatkarigai mediju pasaulei, kura dominé zinas, kas rada pavisam
citu pasaules ainu neka CNN un dazadu valstu oficialie masu mediji.

and make a film about it (Kaspars: I'll better ask Locomotive,
as LNT (the Latvian broadcasting company) charges 800 lats
and where would | get it?). As early as the next rave, Biosport,
we met several previously unfamiliar artists and learned that
the idea of the first cell/laboratory of electronic art, which
would work with communication and interaction-aimed

art, had been born. Quite soon Rasa Smite, Raitis Smits, Alise
Tifentale, and Janis Garancs established E-LAB. Devotees of
new media were fascinated by both network possibilities and
virtual space, as well as small and active media (new media
and indimedia') organizations in the world. It was all made

possible and accessible by computers and the global network.

The virtual space was also an escape from the real world, as
life in the transition period at least here, in Eastern Europe,
was rather hard — at times, the physical space was depressing,
whereas the virtual space was liberating. But contrary to Janis
Vinkelis — dubbed “the message artist” by art historian Inga
Steimane — who in the early 1990s eluded reality with films
of Spanish riflemen, a fantasy subject matter — the activists

of new media exceeded the global borders in reality and
practically — created the first mailing lists, Internet radio,
interaction projects, the Art+Communication festival, traveled
the world, participated in person and online, etc.

At the time, only very few were aware of what the art of new

media was, could be, and how it all could develop, but the

The Internet and indimedia were the first modes of expression of the

activists; they have endowed possibilities to the independent media world,

where the news show a completely different outlook on the world than
CNN and the official mass media of different countries.
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Vien retajam toreiz bija skaidrs, kas ta jauno mediju maksla ir,

varétu bat un kurp tas viss varétu attistities, tacu apguve
notika |oti atri un praktiski: driz vien jau $aja “jauniesu
kultaras”vidé saka veidoties un aktivi izpausties jauniesi,

kam ta bija tikSana pie rufliem burtiska nozimé.

Pieméram, krievu dzejnieki —"Orbitas” parstavji, kuru

radosas dzives sekmiga attistiba Latvijas 90. gadu izteikti
urra-latviskaja vidé radijas ne visai daudzsolosa, vieni

no pirmajiem atklaja internetu un atrada savu nisu,

savu izteiksmes veidu, savu auditoriju. Tam pateicoties,
makslas radisana demokratizéjas. Datori deva iespéju
taisit mUziku, un jauniesi varéja montét savas filmas,
vairs tik |oti neskatoties uz melna pulkstena raditaja
konvulsijam acu prieksa.

Reiz satiku draugu, |oti labu un profesionalu fotografu, kurs

skumigi secindja, ka tagad ar jaunajam tehnikam visi
nemakuli varésot bildét un normalas bildes sanaksot. Uz
to priecigi atreferéju vinam izcila reZisora Fransisa Forda
Kopolas vardus, kas, ja nemaldos, skanéja apméram 3$adi:
"Es sapnoju par laiku, kad kada resna meitene no Ohaio ar
mazu videokamerinu taisis pati savu lielo, skaisto filmu...
Bye, bye, Eastman Kodak!"

learning process was quite quick and happened in practice:
soon this scene of “youth culture”saw the involvement and
active participation of young individuals for whom this
meant quite literally ‘getting hold of the steering wheel".
For example, the Russian poets, the members of Orbita,

for whom a successful creative life in the pronouncedly
Latvian scene of the 1990s seemed rather improbable, were
amongst the first to discover the Internet and find their own
niche, mode of expression, and audience. Due to everything
mentioned above, creating art became more democratic.
Computers provided the possibilities to make music and
the young people could edit their films without looking

at the convulsions of the black hand of the clock in front

of them. Once I met a friend, a very good and professional
photographer, who sadly stated that now, with the new
technologies, any amateur would be able shoot and get
decent pictures. In response to this, | happily paraphrased
the words of the acclaimed director, Francis Ford Coppola,
which, if I am not mistaken, were something like this:”|
dream of a time when a fat girl from Ohio will be making
her big, beautiful film with a small video camera... Bye, bye,
Eastman Kodak!"



sadraudzéjies ar latviesu kultaras neformaliem un labprat
stradaja ar viniem starpvalstu sadarbibas liment.

Meklejot talak

1997. gada péc Zviedru institdta iniciativas notika zviedru —

90. gadu nogalé musu lielakais projekts saistijas ar robezam. latviesu kino dokumentalistu tiksanas, uz kuru sabrauca

Karls aizravas ar “Borderland”fenomenu — vinu, kuram vél
uz to visu bija svaigs arzemnieka skatijums, |oti fascinéja
jaunsablvétas robeZas starp Latviju un Krieviju, lgauniju,
Baltkrieviju, Lietuvu, cilvéku likteni, dzivesstasti, gimenes,
kuru dzivi bija ietekméjusas kardinalas izmainas. Ta bija
musu milaka téma —“mazais cilvéks lielaja dzive” Tapéc
vairaku gadu garuma braukajam pa bijusajam PSRS
robezam, pa pamestiem militariem objektiem, skatijamies,
dokumentéjam, filméjam. Likas, ka ir svarigi to visu fiksét.

Tai pasa laika un vél aktivak norisindjas dazadi sadarbibas

un apmainas projekti. Viena no kultdras apmainai
draudzigakajam valstim bija Zviedrija. Tolaik bija lielisks
Zviedrijas kultQras atasejs Latvija Matss Silvans, kas bija

vesels pulks zviedru kinematografistu. Kinogalerija tika
demonstréta iespaidiga filmu programma, notika tiksanas,
prata vétras un ari divas sava zina vésturiskas ekskursijas,
viena uz Latgali, otra uz Kurzemi. Kurzemes grupa bija
iebraukusi Liepaja un uzgajusi tur bijuso militaro bazi
Karostu, no kurienes parveda dazus visai iespaidigus video
kadrus un bildes.

Ta daziem zviedriem un daziem latviesiem Karosta iekrita pratos

un sirdrs tik |oti, ka radas kopigs projekts — braukat, pétit,
filmét masu valstis. Apvienota un briziem mainiga sastava
“Borderland” un zviedru — latviesu rado$a grupa celoja,
pétija un filméja, kamér... atkal visiem gribéjas uz Karostu,
kas ka koncentréts mikrokosmoss vilka visus atpakal.

Skats uz Karostu no automasinas. Foto: Kristine Briede.

View to Karosta from car window. Photo: Kristine Briede

friends with Latvian cultural nonconformists and worked
readily with them at the level of international cooperation.

Looking further

In 1997, after an initiative of the Swedish institute, a meeting of
Swedish and Latvian documentary filmmakers took place;
it was attended by a number of Swedish film professionals.
The art-house Kinogalerija film theatre hosted an excellent
film program, there was a meeting, brainstorms, and two, to
a certain extent historic, excursions, one to Latgale and the
other to Kurzeme. The participants of the Kurzeme trip had
been to Liepaja and had found the Karosta former military
base there, and brought back some quite impressive videos
and photographs shot there. As a result, a few Swedes and
Latvians became so fond of Karosta that a mutual project
was born — to travel, explore and film our countries. A united
creative crew of Swedish and Latvian artists with a sometimes
changing staff traveled, explored, shot, until... everybody
longed to see Karosta again, which drew everyone back like a
concentrated microcosmos.

In the late 1990s our greatest project was related to borders.
Carl had a craze for the Borderland phenomenon — he, still
having the fresh view of a foreigner, was fascinated by the
newly-built borders between Latvia and Russia, Estonia,
Belorussia, Lithuania and the people whose lives were
affected by the radical changes: their destinies, life stories
and families. It was our favourite subject matter —“the small
man in the big life”. So we traveled to the former USSR
borders, to abandoned military installations, and for several
years observed, recorded, and shot. It seemed important to
record it all.

Meanwhile, even more actively, various cooperation and exchange
projects took place. One of the friendliest cultural-exchange
countries was Sweden. At the time there was a great Swedish
cultural attaché in Latvia, Mats Sylwan, who had become




No makslas uz akfivismu

Ir fantastiska krievu rezisora Sergeja Dvorcevoja filma
“Maizes diena”. Kada ciematina, kur palikusi tikai pavisam
veci un nespéjigi vecuki, reizi nedéla atved maizi. Nevis
atved, bet atkabina vilciena vagonu, kura maize sakrauta,
un vecisiem pasiem pa sapuvusu slieZu atzaru tas
jaaizripina lidz ciematam. Filma iesakas ar garu epizodi,
kur kadas Cetras vecenites ar milzigam palém, no kajam
krizdamas, pa pusei gibdamas, stumj vagonu. Kamera
seko no muguras, vecenites stumj un gazas, ker pie sirds.
Beidzas filmas rullis, melns pa vidu, jauns rullis, filmé
talak. Péc ilgaka laika viena no vecenitém, pavisam jau
bez spéka, apstajas un pagriezas pret kameru, aiz kuras,
ka més, skatitaji, zinam / nojausam, stav vismaz divi
Spécigi viriesi — rezisors un operators, un visticamak —
ari vél tresais, skaninieks... Vecina ilgi skatas kamera
(respektivi, attiecigajiem puisiem acis), beigas konstaté:
"3Hayum Henomoxume..."” V|l bridi pastav, tad vairs neko
nesaka, sasplauj saujas, pagriezas un stumj talak. Uzskatu,
ka Sergejs Dvorcevojs ir liels makslinieks un i filma ir
izcila. Tikai pati par sevi es skaidri zinu, ka $aja gadijuma
nebatu izturéjusi. Batu nolikusi kameru pie malas un
palidz&jusi stumt. Un nekadas izcilas makslas nebatu.
Batu tikai aktivisms.

2. "Tatad nepalidzésiet..”

From art to activism

There is a fantastic film by Russian director Sergei Dvortsevoy,
XnebHoil OeHb/Bread Day. In a village where the only
inhabitants are the elderly and the weak, bread is supplied
once a week. Not actually supplied, but a truck, full of bread,
is detached from a train, and, using a rotten railroad track, the
old people have to roll it to the village themselves. The film
opens with a long sequence in which four elderly women -
with tremendous effort, falling over, on the verge of fainting
- push the truck. The camera follows from behind, the old
women push and fall... The reel ends, a black in-between, a
new reel, the film goes on. After a longer period of time one
of the old women, completely exhausted, stops and turns
to the camera, behind which, as we, the audience, know/
infer, are at least two strong men - the director and the
cameraman, and, most likely, also the boom-operator... The
old woman stares into the camera (or rather — into the eyes
of the respective men), and eventually deduces:“So, you
won't help then..”For a little while, she remains standing,
then says nothing any more, turns around, and keeps on

Karostas bérni pie K@2 kultdras centra. Foto: Andrejs Grants.
pushing. | think Sergei Dvortsevoy is a great artist and the Karosta children at the K@2 cultural center. Photo: Andrejs Grants

film is brilliant. But, as for myself, | am certain that in this
instance | would not have remained passive. | would have put
the camera aside and helped to push. And there would not
have been this brilliant work of art. Only activism.

Something similar happened to us in Karosta. Initially, we had
visual and surreal scenarios in mind. We wanted something
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Kaut kas lidzigs notika ar mums Karosta. Sakuma bija
domas par vizualitati un sirrealiem sizetiem. Par to, ka
irinteresanti un neparasti. Smelt, smelt, radit un radt.
Vélak naca apjéga par cilvékiem, kas tur dzivo. Labi, més,
makslinieki, noorganizésim vietéjiem bérniem kadas
radosas nodarbibas. Noorganizéjam, darbojamies, viss ir
jauki. Lidz bridim, kad saprotam, ka daudzi bérni vienkarsi
ir neédusi. Jasak domat, ka pirms nodarbibas vajadzétu
vinus paédinat — izvarit zupu, lai visiem spéks kaulos un
prieks dvéselés. Vajadzétu savest kartiba vienu telpu, kur
viniem darboties. Vajadzétu to telpu arf apsildit. Un tad —
sagadat kréslus, lampas, galdus, ari datorus, fotoaparatus,
internetu, Zimulus — visu to, kas citas vietas 21. gadsimta
Eiropa ir pati par sevi saprotama lieta...

Nulltaja — 2000. gada vasara més nolémam sakt jaunu
dzivi. Parcelties uz Karostu un atvért Seit kultaras centru
viet&jiem un vispar — visiem. Saglabt skaistas vésturiskas

majas, ielikt atpakal izdauzitos logus un pieskirt tam
visam saturu, dzivibu un jégu, reizém sauktu ari par
infrastruktdru. Stradat lldzdaliba un sadarbiba. Més ar
Karlu bijam izlémusi, ka visas tehnologijas ir pieejamas un,
lai bUtu kontakta ar pasauli, vairs nav obligati jaatrodas
Rigas centra. Galu gala ir tacu internets! Un ta, uzsakusi
ar vairakiem diezgan grandioziem makslas pasakumiem
Karosta “Tranzit Zero™ un “Subjektivs / Objektivs’* més

ta pasa gada nogalé kopa ar vietéjiem interesentiem
nodibinajam sabiedrisku organizaciju — kultdras un
informacijas centru “K@2" Tad sakas istais, |oti spraigais,
aizraujosais un sirrealais kino, kuru, ka izradijas, nebat nav
nepieciesams ikdiena fiksét ne ar 35 mm, ne ar video...

Starptautisks kinematografistu seminars, kas norisinajas abas Baltijas jaras
pusés — Elandes sala, Zviedrija un Karosta, Latvija.

Zviedru un latviesu kopprojekts un ta nosléguma izstade pamesta
piecstavu nama Karostas centra.

Fotografijas meistardarbnica Camera Obscura Karosta. 2000. Foto: Karls Bjorsmarks.

Photography workshop Cam a in Karosta. 2000. Photo: Carl Biorsmark.

interesting and unconventional. To draw inspiration, to
create, and to show. Only later did we realize the situation of
the people living there. OK,, we, artists, would organize some
creative activities for the local children. So we organized,
worked, everything was nice. Until we understood that many
of the children were simply hungry. So we decided that
before the activities we had to feed them, to cook a soup, so
that everyone would be full of energy and happy. And then
one room should be fixed so they could work there. And then
the room should be heated, too. And then we should get
chairs, lamps, desks... computers, still cameras, the Internet,
pencils, well, pretty much everything that at the beginning of
the 21st century in Europe was a common thing...

In the year zero — in summer 2000, we decided to start life
anew. To move to Karosta and to open a culture centre for
the locals and actually — for everybody. To preserve the
beautiful historical buildings, to mend the broken windows,

and to endow everything with substance, life, and meaning,
sometimes also called infrastructure. To participate and
cooperate. Carl and | had decided that all technologies are
available and it is not necessary to be situated in the centre
of Riga any more to be in contact with the world. After all,
there is the Internet! And thus, having started with numerous
quite impressive projects — Tranzit Zero? and Subjective/
Objective, at the end of the same year?, together with local
enthusiasts we established a public organization — the K@2
culture and information centre. It was then when the real,
intense, exciting, and surreal film began, which, as it turned
out, on a daily basis had not necessarily to be recorded on
35mm, nor on video...

Baltic Sea — on one of t Is in Sweden, and in Karosta, Latvia

Vian joint projec nin an abandoned
ilding in Karosta ce
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Realitates hakeri mediju arhitekt
un attlecibu aktvisti

Gan aktivisma, gan jauno mediju makslas un vispar masu
darbibas konteksta it labi noder lidzdalibas jeb participatory
arttermins. To labprat izmanto arf mediju aktivisti —“realitates
hakeri’, kurus reizém dévé par nakotnes arhitektiem jeb
modelétajiem. Paplasinoties starptautiskajiem sakariem,
satikam daudzus lidzigi domajosus un lidzigus celus gajusus
cilvékus un nonacam pie secinajuma, ka masdienigs,
sociali aktivs makslinieks tiesam ir tads ka hakeris, kas
izmaina pastavoso socialo, politisko un ekonomisko vidi,
iefiltréjoties taja un manipuléjot ar to. Vins neaizraujas ar
kanonu atrazosanu, bet gan modulé alternativus sabiedribas
mode|us, bieZi nonakot opozicija tirgus un kapitala
orientétai domasanai. Sads makslinieks biezi vien ir idealists,
visai kreiss sava domasana un... aktivists.

No saviem draugiem spanu un itaju “realitates hakeriem”més
iemacijamies pienemt un iemilét pasu vardu “aktivists’,
jo vél pirms daziem gadiem skita, ka aktivisti — tie ir tadi
gandriz ka komjauniesi un iztaponas. Ka zinams, padomju
laika liela dala sevi cienosu makslinieku par labo toni
uzskatija bat par “pasivistiem” un tadéjadi izradit savu
noraidoso attieksmi pret slimo un represivo sistému.

"K@2"lidzdaliba ir bijusi |oti svariga. Pat dibinasanas statdtos
sadarbiba un lidzdaliba minéta ka viens no galvenajiem

Reality hackers, media architects,
and relationship activists

In the context of activism, the art of the new media, and our
work in general the term participatory art is quite appropriate.
Itis readily used by media activists - “reality hackers’,
sometimes also called future architects or designers. Due to
expanding international communication we met numerous
like-minded individuals who had taken similar paths, and we
arrived at the conclusion that a contemporary, socially active
artist is indeed like a hacker, who changes the existing social,
political, and economic environments by infiltrating and
manipulating them. He/she does not reproduce the canons,
but designs alternative societal patterns, often coming
into collision with the market and capital-oriented way of
thinking. Such an artist usually is an idealist, quite left-wing in
his/her views, and... an activist.

We learned to accept and love the word “activist” from our
friends, Italian and Spanish “reality hackers”; a couple of
years ago we were under the impression that activists were
something similar to the Young Communist League and
toadies, since during the Soviet time, for a great deal of self-
respecting artists, being passive and thus expressing their
disapproval of the sick and repressive system, was an issue
they considered good manners.

At K@2 the participation aspect has been essential. Even in
our foundation statutes, participation and cooperation
were mentioned as the main objectives. It was also the
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darbibas mérkiem. Ta strada arf masu tuvakie draugi un
partneri — francu arhitektu un makslinieku grupa EXYZT,
jauno mediju kultaras centrs RIXC, Jauna teatra institats,
makslas grupa “Serde”.. Netiek nemtas véra valstu vai
tautibu robeZas, cilvéki lidzdarbojas kopigu mérku
sasniegsanai, ieguldot katrs savas prasmes, zinasanas,
darbu un resursus. Ja jabrauc uz Franciju reprezentét
latviesu virtuvi, tad RIXC bez mazakam Saubam aizstta
uz turieni meksikani Havjeru, kurs, sapircies rupjmaizi
un Sprotes, uzstajas ar lielisku latviesu pavarmakslas
performanci, par kuru vél ilgi sajasminati atsaucas garsotaji.

Akttvisma estétika

"K@2" darbiba Karosta ieklavas loti organiski. Més vienkarsi

stradajam un dzivojam radosu dzivi, un mulsi smaidijam,
kad lasijam presé vai atsauksmés méginajumus to visu
formulét. Visvairak man patika apziméjums “komunala
maksla’, kaut kas ta ka starp hipijiskam komtnam

un padomju komunalkam... Kad vélak beidzot tomér
sanémos, saku iet skola un lasit gramatas, iepazinos ar
"attiecibu estétiku”— makslas zinatnieka Nikola Burjo
domu par “maksliniecisku praksu virkni, kas par savu
teorétisko un praktisko izejas punktu izvélas cilvéciskas
attiecibas un to socialo kontekstu..” Attiecibu makslas

working pattern of our closest friends and colleagues — a
group of French architects and artists, EXYZT, the Centre for
New Media Culture — RIXC, the New Theatre Institute, the
Serde artist's group... The boundaries drawn by countries

or nationalities play no role, people cooperate in order

to achieve mutual objectives, by investing their skills,
knowledge, work, and resources. In a project involving going
to France and presenting Latvian cuisine, without any doubts,
RIXC delegate Mexican Xavier, having bought loads of rye
bread and sprats, gave an excellent performance of Latvian
cookery, which is still excitedly remembered by those who
had the chance to taste it.

Activism aesthetics

The activities of K@2 were organically absorbed into the Karosta

environment. We simply worked and lived a creative life,
and bemusedly smiled when we encountered attempts to
describe it in references or in the press. My favourite was
the definition “communal art’, something in-between hippy
communities and Soviet communal flats.. When | finally
pulled myself together, started to go to school and to read
books, I became acquainted with “relational aesthetics”- art
theoretician Nicolas Bourriaud's idea of “a set of artistic
practices which take as their theoretical and practical point
of departure the whole of human relations and their social
context”. The phenomenon of relational art originated in



fenomens radies devindesmito gadu urbanizétaja
Rietumu pasaulé, kur atskirlba no muséjas praktiski vairs
neesot bijis iespéjams vai art |oti grati atrast kadu veél
nenomarketétu stariti, kas batu tradicionali izveidojies vai
izveidots vienkarsam cilvéku socializésanas aktam. Sadas
vides radisana jau bija izvértusies par ipasi aranzéjamu
pasakumu. Tadu ka maksla, kad ta saucamais “attiecibu
makslinieks” var nemt un parvérst makslas galerijas telpu
par pagaidu kafijas iedzersanas vietu, pievienot fona
muUziku un piemérotu apgaismojumu, izvietot értus
kréslus un gramatas lasisanai... Saja gadijuma pats makslas
darbs sastav no izveidotas konkrétas socialas vides, kura
cilvéki sanak kopa, lai piedalitos kada kopiga aktivitaté, un
vinu socialas saites vél / vairs nav parvérstas “produktos”
1993. gada Rirkrits Tiravaniza Venécijas biennalé bija izstadijis
darbu: liela metala gondola apnem degosu gazes rinki. Uz
rinka stav bloda ar tdeni, kas varas. Apkart gondolai izvietoti
taristiem paredzéti édamriki. Pret sienu sakrautas kartona
kastes, lielaka dala no tam — atvértas. Tajas ir sausas kiniesu
zupas. Apmeklétaji var tas nemt, pievienot Gdeni un ést.

To visu ieliekot Venécijas biennalé ar nopietnu budzetu,
prozektoru gaisma un ar iespaidigu teorétisku pamatojumu,
tas, protams, ir pavisam kas cits neka varit zupu Karostas
bérniem, par kuriem neviens ta isti neko nezina.

Tad ta jau ir maksla — ja makslas telpa ienes dzivi.

Bet es laikam atkal paliksu pie aktivisma... un turpinasu nest
makslu dzives telpa.

the urban world of the 1990s West, where contrary to our
world, it was practically impossible to find a spot that had
not already been "marketed’, which was formed or had been
formed naturally for the simple act of socializing. The creation
of such an environment had already evolved into an event
that had to be specially organized, such as art - when the
so-called relational artist could transform an art gallery space
into a temporary coffee place, add background music and
lighting, assemble comfortable chairs and books for reading...
In this instance, the artwork consists of a specifically devised
social environment, where people come together to take
part in some collective activity, and their social bonds have
not yet been transformed into “products”.

In the 1993 Venice Biennial, Rirkrit Tiravanija exhibited an
artwork: a flaming gas-ring enclosed by a sizable metal
gondola. On the gas-ring there was a basin of boiling water.
Around the gondola, tableware for tourists was arranged.
Against the wall, cardboard boxes were stacked, most of
them open. They were filled with dried Chinese soups. The
visitors could take them, add water, and eat them.

In the context of the Venice Biennial, with a considerable
budget, in the spotlight, and with an impressive theoretical
base, it is, of course, something completely different than
cooking soup for Karosta children of whom no one really
knows anything about.

Then it is already art — when life is brought into the space of art.

But again, I would rather stick with activism... and continue to
bring art into the space of life.
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