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Par devindesmitajiem, videomakslas
festivaliem, kino un makslas vidi

ar Laimu SLAVU sarunajas

leva ASTAHOVSKA
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"IN | AR

leva ASTAHOVSKA talks with Laima SLAVA
about the nineties, video art festivals, cinema

and the art environment




ATt Latvija eksiste videomaksla) ar sadu, it ka
passaprotamy, bet 1993, gada manifestéjosu pietelkumu
savu rakstu zurnala ,Maksla' iesak makslas zinatniece
Laima Slava, 90, gadu sakuma vina akfivi stradaja

pie Latvija tobrid vel jauna ,paplasinata makslas lauka,
videomakslas, producesanas un popularizesanas, vadot
Multimediju biroju un organizejot ikgadejus videofestivalus,
Velak, kopa ar domubiedriem nodibingjust makslas
izdevniecibu ,Neputns, vina saka izdot vizualas makslas
zurnalu Studijal

Art scholar Laima Slava begins her article in the Maksla
magazine with this, apparently self evident, but in 1993

a revelatory announcement. “Video art exists in Latvia

as well. At the beginning of the 90s she was actively
nvolved in the ‘expanded art field; video art, production and
promotion, managing the Multimedia office and organizing
annual videofestivals, which were new for Latvia at the

time. Later, together with like-thinkers she established the art
publishing house Neputins, and began publishing the Studija
visual art magazine
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IEVA ASTAHOVSKA: - Kads ir jusu kopiespaids par
devindesmitajiem?

LAIMA SLAVA: - Tie sakas ar neviltotu arpasaules interesi par
Latvijas makslu, notika aktivs apmainas process. Daudzas no
izstazu vietam arzemés, protams, bija saistitas ar cilvékiem,
kam jau bija personigi kontakti, saikne ar Sejieni. Bet 81
interese no arzemju puses atri izbeidzas. Paris gadus Latvijas
makslinieki bija visur, péc tam — neka. Tas bija smags posms,
daudziem no vecakas paaudzes ta bija arT psihologiska
trauma — péksni vairs nebat vajadzigiem. Makslinieka
Tpasais stavoklis, kads tas sabiedriba turéjas lidz pat 90. gadu
sakumam, bija zudis, bija jaatkaro sava vieta jau péc citiem
noteikumiem.

90. gadi bija sistému mainas un izdzivosanas laiks. Iziesana
pasaulé, kur vairs nav ierastas kapsulas, kas ieslédz un

rada sajutu, ka esi vértigs, vajadzigs un novértéts péc
noteikumiem, kurus zini un saproti. Latvijas situacija sada
briva planéjuma vienmér bas grataka. Turklat tas nav makslas
kvalitates, drizak vésturiskas un geografiskas situacijas
jautajums. Makslinieku vardus, ipasi jau masdienu pasaulé,
veido un pazistamus dara galerijas un aprité iesaista lielo
izstazu kuratori.

I. A.: - Astondesmitie, salidzinot, bija jaudigaki?

L. S.: - Astondesmitajos maksla ienaca jaudiga paaudze, kas
meklé&ja veidus, ka sevi apliecinat, un rezZima noteikumus

IEVA ASTAHOVSKA: - What is your overall impression of the
nineties?

LAIMA SLAVA: - They began with a real interest in Latvia’s art

by the outside world with an active exchange process taking
place. Obviously many of the foreign exhibition venues were
connected with people who already had personal contacts,

a link here. But this interest from the outside world soon
finished. For a couple of years Latvian artists were everywhere,
then — nothing. That was a hard period. For many of the older
generation it was also a psychological trauma - to suddenly no
longer be needed. The artist’s special position in society, right
up to the beginning of the 90s, had gone. One had to win back
one’s position by different rules now.

The 90s were a time of system change and survival. To go out
into the world where there were no longer familiar capsules,
which lock you in and give you the feeling that you are valuable,
needed and judged by rules which you know and understand.
Latvia's situation in such a free fall will always be harder. Further,
it's not the quality of art, but rather a question of the historic and
geographic situation. Artists’names, especially in today’s world,
are created and made famous by galleries and large exhibition
curators bring them to the fore.

I. A.: - In comparison, were the eighties more powerful?

L. s.: - In the eighties, a powerful generation which looked for
ways of proving themselves and knew how to use the regime’s
rules in their favour, entered art. They actively provoked various
processes, society’s as well.
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prata izmantot sava laba. Vini aktivi provocéja dazadus
procesus, art sabiedriskos.

I. A.: - Makslinieki provocéja vai [avas noskanojumam, kas
aktualizéjas sabiedriba?

L. S.: - Nedomaju, ka vini tikai [avas. Sabiedriskie procesi,
protams, gaja savu gaitu, bet makslas vidé tobrid aktivi
uzradijas personibas brivibas manifestacijas. Es pat nezinu, cik
daudzi tolaik ticéja, ka bas vél kadas citas brivibas...

Tas bija arf panku laiks. Aréji iespaidigaka, krasnaka
sabiedribas dala bija radosie spéki, makslas skolu un
augstskolu audzéekni, kuri atraktivakajos makslas notikumos
apvienojas. Ka Makslas dienas un Kino dienas, kad lidzas
filmu skatém notika arf dazadas publiskas akcijas, pieméram,
Arkadijas parka, pie Planetarija (pareizticigo katedrales).
Kinoforums,Arsenals’, kas attistijas no 1986. gada Kino
dienam, piedavaja veselu lidzdalibas iespéju buketi. Kino
tobrid, pateicoties Augusta Sukuta fantazijai un uznémibai,
[idz ar vina domubiedru aktivitatém, izvértas par jomu,

kur akumuléjas ari paréjo makslu radosas idejas.,Arsenals”
orientéjas uz atradumiem padomju sistémas marginalijas
un ari starptautisko alternativo kino, kinofestivalu virsotném.
Vizualitate, kas paradijas,Arsenald’, bija pavisam cita neka
padomiskaja kinoprokata piedavajuma.

I. A.: - Kinoprocesus jds redzat ka energiskakus un dzivigakus
par vizualo makslu?

I. A.: - Did artists provoke, or assume the state of mind which was
taking place in society?

L. s.: -1 don't think they just assumed it. Societal processes,
obviously, went at their own speed, but at that time in art circles
manifestations of personal freedom actively appeared. | don't
even know how many at that time believed that there would be
other freedoms too...

That was also the punk era. The externally most influential, most
colourful part of society were the creative people, art school and
university students. They joined up at attractive art events like at
Art Days and Cinema Days, when along with film shows, various
public shows took place as well, for example, at Arkadijas Park
and by the Planetarium (the Orthodox Cathedral). The Arsenals
Cinema Forum, which developed out of the 1986 Cinema Days,
offered a whole range of possibilities for participation. Cinema
at that time, thanks to Augusts Sukuts fantasy and initiative,
together with the activities of his like-minded friends, became an
area where the other artistic creative ideas accumulated as well.
Arsendls was oriented towards finds on the margins of the Soviet
system and also in international alternative cinema and the best
from cinema festivals. The visuals which appeared at Arsendls
were completely different than the offerings from the Soviet
cinema lease.

I. A.: - Do you see cinema processes as more energetic and alive
than visual art?

L. s.: - At that time — definitely. Everything which Augusts Sukuts
was doing at that time, the challenges that he accepted, what



L. S.: - Taja bridi — noteikti. Viss, ko Augusts Sukuts tolaik
darija, uz kadiem izaicinajumiem izgaja, ko dueta ar Mari Gaili
,sabidija” - tas vienkarsi bija interesanti! Tur varéja just pa
Istam to dzivo nervu, péc kura alkst katra jauna paaudze!
Paraléli vizualaja maksla paradijas supergrafikas, instalacijas,
pat videoarta pieteikumi, aktivizéjas performancu un
akcijveida izpausmes.

Bet tie nebija tik centréjosi notikumi ka,Arsenals’, kas
piesaistija arkartigi plasu publiku un uz ko virzijas daudzi
celini. Augusts Sukuts apzinati iesaistija maksliniekus foruma
norisés, Arsenals izcélas ar iespaidigu plasa spektra radoso
spéku pielietojumu. Bez kino radisanas notika vél |oti daudz
kas — performances, akcijas, tika veidotas katra foruma
devizei paklautas instalacijas un izstades. Pieméram, izstade
Péterbaznica atceros veltijumu agrinajam sirrealajam kino,
ar klatu krasnu galdu, kur bagatigu édienu traukos grozijas
dzivas galvas, Skiet, brivpratigie no kinoaktieru studijas.

lespaidigs izskatijas Romans Baumanis, kurs lepojas ar z < Bl
sautétu kapostu kermeni un piedavaja visiem daksinas, lai : : Y '

mielotos ar vina kajam. ‘},
L. s.: - 1988. gada,Arsenalad” Francijas Arlietu ministrija tas

M
Multimediju biroja vaditaja Paskala Galé persona piedalijas )

ar vina veidoto multimediju,Ledlauzis”. Tas sastavéja no . -—— e

trim ﬁlmém, fotoizstédes, skar)u celir)a un grématas‘ Gintars Maris Argalis, Sergejs Davidovs, Kristians Sics. Kino dienu reklamas objekts pie planetarija
. T . . . = |- . (pareizticigo katedrales). 1986.

Kavaos, uzaicinats par kuratoru i prOJekta izstadisanai

Maris Argalis, Sergejs Davidovs, Kristians Sics. Publicity object at the Planetarium (the
Orthodox Cathedral) during Cinema Days. 1986.

I. A.: - Ka aizsakas videomakslas festivali?

he “pushed together”in tandem with Maris Gailis — it was just ) arrenals
so interesting! There you could really feel that live nerve which
every new generation craves! Parallels in visual art, supergraphics
and installations appeared, even video art applications;
performance was activated and there were campaign-like
expressions.

But they weren't such centring events as Arsendls, which
attracted an incredibly diverse public and many paths led
towards it. Augusts Sukuts knowingly involved artists in forum

processes. Arsendls stood out with its use of an impressively £t

wide spectrum of creative forces. Besides the creation of . - : B o,
cinema, a lot of other things happened — performances, shows, ! ) : N s,

installations and exhibitions were created consistent with each
forum’s slogan. For example, at the exhibition at Péterbaznica,

I remember a homage to early surreal cinema, with richly laid
tables, where live heads turned in rich food bowls. They were, |
think, those of volunteers from the cinema actor studio. Romans
Baumanis [later diplomat and politician] looked impressive,
boasting a steamed cabbage body and offering everyone forks
so that they could feast on his legs.

I. A.: - How did the video art festivals begin?

L. S.: - At the 1988 Arsendils, France's Foreign Ministry, in the
person of Multimedia Office Director, Pascal Gallet participated
with their multimedia creation lcebreaker. It consisted of three
films, photoexhibitions, a sound path and books. Gintars Kavacis,

invited to be the curator for setting up this project in Riga, Pirma kinoforuma Arsenals izdevums ARS ar fotoreportazu par makslinieku kino
did thi fully. At that ti " Iti dia” veltitajam akcijam Péterbaznica. 1988.

: I5 very successiutly. attme _mu imedia yvas anew The publication ARS from the first Arsenals film festival, with a photo essay on artists’
term here. It could be understood as different media and even works devoted to cinema exhibited in Riga’s St. Peter’s Church. 1988.

"TAS NAV KINO!' - “TA NAV MAKSLA!'" | 419



Riga, |oti veiksmigi ar to tika gala. Tobrid ,multimedijs” pie
mums bija jauns termins, tas bija jasaprot ka dazadu mediju
un pat autoru kopdarbs kadas idejas pilnigakai atklasmei.
Tads risinajums bija ka svaigs gaiss un pavéra iztélei plasas
iespéjas, un Augustam radas doma ko lidzigu uzsakt arT Riga.

Pie Videocentra nodibinaja Multimediju biroju, kura

funkcija bija nodarboties ar multimediju radisanu. Augustu
nodarbinaja Tuvas samanu fenomens, un pirmajam
originalajam Videocentra multimedijam bija ieceréts
nosaukums,Samana ainava’. Tika izveidota plasa darba grupa,
notika vairakas ekspedicijas uz Tuvu. Sagatavota Ulda Tirona
un Andreja Granta gramata lidzek|u bada dé|, kas driz vien

parnéma arl ipaso Videocentra vidi, palika iesaldéta, vienigi
filmu samontéja un paradija viena no ,Arsenaliem’.

Tostarp Paskalam Galé, kurs bija ieradies jau uz pirmo
starptautisko,Arsenalu’, viss te |oti patika, vin$ piedavaja izdot
,Ledlauzi"latvieSu varianta un ka piedevu atsttija ari ietilpigu
kasti ar francu videomakslas kolekciju, kuru varétu paradit
Riga. Kaste pailgi nostavéja istabas kakta, kamér pieklajiba
lika tomér publisku tas satura skati sarikot. Videocentra
Multimediju birojs jau sakotnéji bija orientéts tiesi uz
sadarbibu ar Franciju, tadé| nacas uznemties pasakuma
organizésanu. Mérkauditorija bija jauna paaudze, tapéc si
pirma skate, fran¢u videoarta izlase, ar Sergeja Davidova

Multimediju centra grupa Tuva, Austrumsibirija, gatavojot multimediju Samana ainava. Priek$plana Laima Slava, no kreisas - skanu operators Andrejs Kramins,
pavadonis — samanis, Uldis Tirons, Maira Mora, videoinZenieris un operators Maris Kaléjs, producente Irina Len. 1989.

Multimedia Centre group in Tuva, Eastern Siberia, prepearing the multimedia presentation The Landscape of Shaman. In the foreground Laima Slava, from
left — sound producer Andrejs Kramins, attendant — shaman, Uldis Tirons, Maira Mora, video engineer and cameraman Maris Kalgjs, producer Irina Len. 1989.

authors'joint work revealing some idea in more complete way.
This process was like a breath of fresh air and opened up wide
possibilities for the imagination, and Augusts got the idea to
start something similar in Riga too.

A Multimedia Office was established at the Video Centre, the
function of which was to work on the creation of multimedia.
August was interested in the Tuva shaman phenomenon, and
it was hoped the first original Video Centre multimedia would
be called Shaman landscape. A broad working group was
established and a number of expeditions were made to Tuva.
The book prepared by Uldis Tirons [editor at the intellectual
magazine Rigas Laiks] and photographer Andrejs Grants was
frozen due to a lack of resources which also soon affected the
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special Video Centre milieu, with only the film being prepared
and shown at one of the Arsendls.

Pascal Gallet, who had already attended the first international
Arsendls, liked everything here and offered to put out a Latvian
version of lcebreaker and as an extra also sent a large box with
a collection of French video art, which could be shown in Riga.
The box stood a little too long in the corner of a room, until
good manners forced the organization of a public screening
of its contents. The Video Centre Multimedia Office, right from
its inception was oriented directly towards coallaboration with
France and therefore they had organize the event. The target
audience was the younger generation and that's why the first
screening, a selection of French video art, took place at the



atbalstu notika Makslas akadémijas lielaja zalé. Protams,
ta bija jauna valoda, kas atstaja iespaidu, un Multimediju
birojam nekas cits neatlika, ka diezgan neplanoti sakt
darboties arT ar videomakslu, tobrid pilnigi jaunu sféru.

Nakamaja, 1990. gada, Videocentra telpas jau notika Tsts,
lai arT neliels, Francijas—Latvijas videomakslas festivals. Ar
viesiem — fran¢u makslinieku Ervé Niziku un videodejas
pionieriem Norbéru un Nikolu Korsino — un konkursa

skati latviesu autoriem (Korsino paris driz atgriezas, lai ar
Multimediju biroja palidzibu Seit uznemtu vienu videodeju
cikla ,Circumnavigation” filmu,Riga”). Programmas galvena
dala bija francu kulttras ,eksports’, ko organizéja Francijas
Arlietu ministrijas Multimediju birojs Paskals Galé persona,
tac¢u ne mazaku publikas interesi izpelnijas arf latvieSu
videodarbi. Radas doma, ka katru gadu viens latviesu
makslinieks konkursa kartiba varétu veidot savu darbu
Francija. Pirmais $aja celojuma devas Hardijs Ledins un radija
savas,Parizes binokularas dejas” Vélak Francijas stipendiju
un jaunakas tehnologiskas iespéjas izmantot varéja jau divi
muUséjie — galvenas balvas ieguvéjs un debitanta balvas,
journaux de voyage, celojuma piezimju” - laureats.

Videomaksla pie mums liela méra attistijas no kino vides,
sakuma taja iesaistijas kino cilvéki, Gintars Kavacis tobrid
stradaja televizija un bija pirmais festivala direktors, no
kinoamatieriem naca Dainis Klava, Viesturs Grazdanovics, no
kinoskolam — Juris Poskus, Arta Biseniece, Janis Eglitis. Ansis
Epners deva Tpasus uzdevumus savam kinorezijas kursam

Academy of Art's great hall, with the support of Sergejs Davidovs.
Obviously, this was a new language which made an impact and
the Multimedia Office was left with no other option than, in an
unplanned way, to start working with video art as well which
was a completely new area at the time.

Already next year, in 1990, a real, but small, French — Latvian
video art festival took place at the Video Centre with everyone -
French artists Ervé Niziku and videodance pioneers Norbert
and Nicole Corsino — and a competition screening for Latvian
authors (the Corsinos soon returned, so that they could make
one videodance series here, the Circumnavigation film Riga
with the help of the Multimedia Office). The main part of the
programme was the "export” of French culture which was
organized by France’s Foreign Ministry Multimedia Office’s
Pascal Gallet, but the Latvian video works earned just as much
of the public’s attention. The idea came up that each year one
Latvian artist selected in a competition could create their work
in France. Hardijs Ledins was the first to go and created his La
Danse Binoculaire de Paris. Later France’s stipend and the latest
technological opportunities could be used by two of our own —
the main prize winner and the debutant prize, journaux de
voyage — laureate.

To a large degree video art here developed from cinema circles.
Initially, cinema people got involved in it. Gintars Kavacis
worked in television at the time and was the first festival
director, Dainis Klava and Viesturs Grazdanovi¢s came from the
cinema amateurs, and Juris Poskus, Arta Biseniece and Janis
Eglitis came from cinema schools. Ansis Epners gave special

Kultaras akadémija, Viesturs Kairiss sadarbiba ar levu Jurjani
festivalam veidoja savu pirmo konceptualo sizetu. Ari Kristaps
Epners savu publisko debiju piedzivoja videodrta formata.
Kinosnikiem bija nepieciesama tehnika, pirmas videokameras,
bet no kinoprofesionalu puses atskanéja protesti, ka tas nav
nekads kino. Un ta bija taisniba, jo videodrts attiecas vairak

uz laikmetigo vizualo makslu, kuru toreiz vél dévéjam par
stajmakslu. No makslas vides autori ienaca pamazam, vienigi
Hardijs Ledins ka performances patriarhs un videomakslas
pionieris savu tacinu bija sacis iemit jau 80. gadu otra pusé,
fikséjot savus Bolderajas gajienus un poétisko véstijumu
,Abelziedi”. Ari performanci profesionali apguvusais

Artis Dzérve sevi Seit pieteica ar video, tapat Gints Gabrans,
vél students badams, kopa ar Andri Fridbergu izveidoja
perfektu videodarbinu.

I. A.: - Videomaksla un festivali guva atbalstu?

L. S.: - Festivali bija notikumi valstiska limeni — otro festivalu,
kas notika,Jana sétas”galerija tQlit péc Latvijas neatkaribas
atgUsanas, atklaja tikko valsti ieradies pirmais Francijas
véstnieks Latvija Zaks de Bose, un fran¢u video atlase bija

ar nosaukumu,,|zlase brivai zemei, izlase brivai tautai” No
valsts institlciju puses finansiala atbalsta nebija, bet taja laika
tas bija diezgan saprotami. Ari latviesu darbu producésanai
naudas nebija, tacu no Francijas puses festivala organizésanai
un kataloga izdosanai atvélétajiem lidzekliem més
izkombinéjam nelielu, tomér palidzibu autoriem, lai noirétu
kameru un noorganizétu montazu.

assignments at his cinema directors’ course at the Academy of
Culture while Viesturs Kairiss created his first conceptual story
in cooperation with leva Jurjane for the festival. Kristaps Epners
also had his public debut in the video art format. Conema

guys had the necessary equipment, the first videocameras,

but protests came from the cinema professionals that it wasn't
real cinema. And that was true, because video art relates

more to contemporary visual art, which at that time was still
called fine arts. Authors from art circles came in gradually.

Only Hardijs Ledins, as the performance patriarch and video
art pioneer, had commenced his path in the latter part of the
80s, having created his Bolderaja walks and poetic message

in Apple Blossoms. Performance professional Artis Dzérve also
announced himself with a video here, as did Gints Gabrans who
still being a student, together with Andris Fridbergs, created a
perfect videowork.

I. A.: - Did video art and festivals gain support?

L. s.: - Festivals were events on a national level — the second
festival, which took place at the Jana séta Gallery straight after
Latvia regained its independence, was opened by France’s first
Ambassador to Latvia, Jacques de Bose, and the French video
selection was called A Selection For a Free Country, a Selection For a
Free People. There was no financial support from state institutions
but at that time that was understandable. There also wasn't any
money to produce a Latvian work, but from the finance provided
by the French side for the festival organization and catalogue
publication, we managed to help the authors a little, to hire a
camera and organize the editing.
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Viss jau nebeidzas tepat Riga. Jauniem maksliniekiem

Sis festivals deva iespéjas doties arpusé, pasaulé, kas bija
padomiju laika un postpadomiju situacijas lielais sapnis —
iespéju redzét, kas notiek Eiropa, stradat, veidot darbus un tikt
uzaicinatiem uz dazadu zemju festivaliem, pat veidot savus
video arvalstu tehniski perfekti nodrosinatas studijas. Tas man
likas svarigakais, kadé| festivalam japastav par katru cenu.

Paraléli videofilmu skatei tapa blakusprogramma —
makslinieki ar lielu entuziasmu pieteica performances, akcijas
un visbeidzot izveidojam arf lielu videoinstalaciju izstadi.
,Jana séta"lgors Dobicins savai akcijai pat saorganizéja
sniega pusamo masinu, jo performancei, kura piedalijas Zane
Kreicberga, tobrid aktiva kustibu teatra dalibniece, vajadzéja
sniegu, bet, lai arl bija decembris, sniega nebija. Jurgis

Krasons veica efektigu performanci Gétes instittta koridora,
kur kopa ar videoprojekciju vins darbojas ka spontans
gleznotajs, un so kopumu filméja vélak par operatora darbu
vairakus Kristapus”ieguvusais Uldis Jancis.

lespaidigakais festivals bija 1993. gada. Més sapratam, ka
festivalu vajag paplasinat, un togad tie jau bija Francijas —
Baltijas videomakslas festivali Riga, Tallina un Vilna. Riga
radijam ari lielu Somijas video programmu, bet tas franciem
gan ne parak patika. Toties pasakumu bija daudz -
videomakslas skate un liela eksperimentalu videoinstalaciju
izstade makslas muzeja,Arsenéala’ zalé, kur piedalijas

Kristaps Gelzis, Indulis Gailans, Juris Putrams, Anita Zabilevska,
art Aija Bleja, Vilnis Véjs, Jurgis Krasons. Rigas galerija tika
uzstadits Kristapa Gulbja un Daina Klavas ,Esafots” - video,

Pirma francu - latviesu videofestivala atklasanas pasakums Rigas Videocentra. 1990.

The opening of the First French — Latvian video art festival. 1990.

It didn't just end here in Riga. This festival gave young artists the
opportunity to get out into the world, which during the Soviet
era and in the post-Soviet situation was the greatest dream — the
chance to see what was happening in Europe, to work, create
works and to get invited to festivals in various countries, even

to create one's own video in the technically perfectly equipped
foreign studios. For me that seemed the most important reason
why the festival should remain at any cost.

A side programme grew up parallel to the video film screenings —
artists registered their performances and shows with great
enthusiasm, and finally we also created a large video installation
exhibition. At Jana séta, Igors Dobicins even organized a snow
blowing machine for his show. The performance, in which

Zane Kreicberga, who was at that time an active participant in
pantomime theatre, needed snow, but though it was December,
there was none. Jurgis Krasons did an effective performance
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in the corridor of the Goethe Institute, where together with a
video projection he worked as a spontaneous painter, and this
was filmed as a whole by Uldis Jancis, who later was awarded a
number of Kristaps for his work as an operator.

The most impressive festival was in 1993. We understood that
the festival needed to be bigger and that year there were the
France — Baltic video art festivals in Riga, Tallinn and Vilnius.
We also showed the big Finnish video programme in Riga, but
the French didn't like that very much. But there were many
events — a video art screening and a large experimental video
installation exhibition in the Arsenals exhibition hall, in which
Kristaps Gelzis, Indulis Gailans, Juris Putrams, Anita Zabilevska,
Aija Bleja, Vilnis V&js and Jurgis Krasons took part. At the Riga
Gallery, Kristaps Gulbis’and Dainis Klava’s ESafots [Gallows]
was set up — a video, an installation and a performance with
ballerinas at the opening night. The most grandiose event



instalacija un performance ar balerinam atklasanas vakara.
Grandiozakais pasakums notika Latvijas Universitates

aula — Igora Dobicina un Jura Kulakova videoopera ar Nices
tekstu,Debeskiga nepiecieSamiba” Artas Bisenieces reZija.
Centra bija Igora Dobicina metala konstrukcija, ap kuru
notika darbo$anas — Viesturs Jansons, tolaik masu Operas
baleta premjers, pats piedalidamies, veidoja kustibu dalu,
spéléja simfoniskais orkestris Imanta ReSna vadiba, dziedaja
leva Akuratere un to visu ierakstija Latvijas Televizija, kur pie
skanu pults bija Girts Biss.

Neskatoties uz to, ka naudas nebija, maksat vajadz&ja ari par
lietam, kuras it ka bija sarunatas bartera veida. Palika paradi,
kurus segt bija izmisuma pilns darbs. Nebija nekada materiala
atbalsta arpus francu puses pieskiruma, kurs ari taja gada nez

kapéc katastrofali kavéjas, iedzenot festivalu paradsaistibas
ar talaika fantastiskajiem procentiem. (Vélak izradijas,

ka attiecigais véstniecibas ierédnis naudu bija vienkarsi
nodzéris...) Nakamaja gada vél notika pédéjais festivals Gétes
institdta, ar kuru bija izveidojusies laba sadarbiba, bet tas bija
pavisam neliels. Turpinat $adu organizatorisku pasnavibu
vairs nebija spéka. Ta beidzas skaista, bet tiem laikiem
neiespéjama lieta.

Tiesi tad gan saka darboties Sorosa musdienu makslas

centrs, bet tur bija citas intereses, un videomakslas festivala
atbalstisana tas neiesaistijas. Kultdras ministrijas konkurss bija
reizi gada, ari tur bija citas prioritates, bet Kultarkapitala fonda
vél nebija, un bez ta par makslas dzives pilnvértigu attistibu
vispar nevar runat.

Dainis Klava. Eafots. 1993.
Dainis Klava. Gallows. 1993.

took place at the Latvian University hall — Igors Dobicins and
Juris Kulakovs'video opera with Nietzsche's text Heavenly
Necessity directed by Arta Biseniece. At the centre was Igors
Dobicins’ metal construction, around which the activities took
place — Viesturs Jansons, at the time our Opera’s leading ballet
dancer took part himself, creating the movement part, while
the symphony orchestra was conducted by Imants Resnis, leva
Akuratere sang and it was all recorded by Latvian Television,
with Girts Biss at the sound desk.

Despite the fact that there was no money, things had to be

paid for, even those which had apparently been organized
through barter. Debts remained, and to pay them off was a task
full of despair. There was no other material support besides

the French side’s contribution, which in that year, for reasons
unknown, was catastrophically delayed, pushing the festival into
debt with huge interest rates for that time. (It later transpired

Videoopera Debeskiga nepieciesamiba. 1993.
Videoopera Heavenly Necessity. 1993.

that the relevant embassy bureaucrat had simply drunk away
all the money..) The last festival took place in the next year

at the Goethe Institute, with which a good collaboration had
been formed, but it was very small. No-one had the energy to
continue such organizational suicide. Thus finished a beautiful,
but for those times, impossible event.

It was just at that time that the Soros Centre for Contemporary
Art began operating, but it had other interests and didn't get
involved in the support of the video art festival. The Ministry of
Culture’s tender took place once a year, but there were other
priorities there as well, and the State Culture Capital Foundation
didn't exist yet, and without it one can't even discuss real
development of artistic life.

I. A.: - Soros Centre for Contemporary Art was a supporter of new
and avantgarde art, wasn't it?
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I. A.: - Sorosa makslas centrs tacu bija jaunas un
avangardiskds makslas atbalstitajs.

L. S.: - Sorosa nauda aizgaja pasu projektos, kas bija saistiti
ar laikmetigas makslas izstadém. Tur bija savi kuratori,
makslinieki apvienojas lieliskas izstadés, kas tad ari kjuva par
centraliem notikumiem.

Multimediju centra aktivitates bija gan ka tranzitzona starp
makslu un kino, gan veica tada ka parejas posma lomu uz
Sorosa makslas centru, materiali daudz nopietnak atbalstitas

Aija Bleja. Manu jukuso draugu kolekcija. 1992.

Aija Bley. Collection of my Crazy Friends. 1992.

L. S.: - The Soros money went to its own projects which were
connected with contemporary art exhibitions. They had their
own curators there, artists joined up for superb exhibitions, and
these then became the central events.

The Multimedia Centre activities were like a transit zone
between art and cinema, though performing something like
the role of a transition stage to the successful work of the Soros
Art Centre which was an institution financially supported far
more seriously. Janis Borgs later purchased a range of festival

institacijas, veiksmigo darbu. Virkni festivala materialu vélak
Janis Borgs nopirka makslas centra arhivam, ta bija viena no
nedaudzajam iegltajam naudam paradu dzésanai.

I. A.: - Kad festivali beidzas, videomaksla aktiva rosiba uz
kadu laiku partraka?

L. S.: - Nakamais, ko es pamaniju, bija E-LAB, kas ari darbojas
saja komunikaciju lauka, turklat daudz specifiskaka,
profesionali konkretizéta virziena. Talak, ka sapratu, ,atbildibu”
par videomakslu un tas vésturi Latvija ir uznémies,Noass’,
kam arT pirms paris gadiem atdevu festivala arhivu.

I. A.: - Ka ar videomakslas valodu, kas Latvija bija visai
jauna - auditorija to uztvéra pozitivi un saprata?

L. S.: - Kas videomaksla vispar ir saprotami... Tai laika bija — jo
nesaprotamak, jo labak! Galvenais — iespaidot, radit télu vai
pasviest akigu ideju.

Pieslegties videomakslas pasaulei — ta bija iespéja ieméginat
jaunus izteiksmes lidzek|us, un viss tika apguts pasdarbiba.
Ja pasaulé videomakslas izpausmes bija pazistama jau

kops 60. gadiem, bet 80. gados plasi izvértas starptautisku
videomakslas festivalu darbiba, tad Latvija tikai astondesmito
beigas, devindesmito sakuma var runat par apzinatu
darbosanos saja joma.

Sakuma jau nekadu genialu darbu nebija, tas bija bérniskibas
posms, kam jaiziet cauri. Bet tie, kas kaut ko darija nopietni,

materials for the Art Centre archive. That was one of few sources
of funding obtained to wipe out the debts.

I. A.: - When the festivals finished, was the active work in video
artinterrupted for a time?

L. S.: - The next thing that | noticed was E-LAB, which also
operated in this communication field, in a much more specific
one at that and in a professionally defined direction. Further,

as | understood it, “responsibility” for video art and its history in
Latvia was assumed by Noass, to whom | gave the festival archive
a couple of years ago.

I. A.: - How was it with the language of video art, which was
rather new in Latvia - did the audience receive it positively and
understand it?

L. S.: - What's understandable in video art... At that time it was —
the less understandable, the better! The main thing — to impress,
to create an image, or come up with a catchy idea.

To get into the video art world - that was a possibility to try out
new means of expression, and everything was learnt by doing it
yourself. Expressions of video art had been known about around
the world since the 60s, and in the 80s they spread widely
through the international video art festivals. However, in Latvia
one can only talk about conscious work in this area at the end of
the eighties and the beginning of the nineties.

In the beginning there wasn't any great work of course. There
was a teething process which had to be gone through. But
those who took it on seriously also created quality works and



Kristine Zelve. Bloda. 1992.

Kristine Zelve. Bowl. 1992,

tie arT radija kvalitativus darbus un brauca uz festivaliem
arzemes, piedalijas starptautiskos projektos. Arta Biseniece,
Hardijs Ledins, Juris Boiko, Dainis Klava, Olafs Okonovs.

Bet novértéjuma zina bija skéres. Kinosniki teica, ka,tas nav
kino’, savukart no makslas akadémijas puses bija attieksme,
ka ta nav maksla, tikai galvas jauksana, kas saboja studentus.
Vienigais, kas videomakslu uznéma ar entuziasmu, bija
Ansis Epners.

I. A.: - Kultdras un makslas dzive tolaik notika savrupads
orbitas?

L. S.: - Ikdienas dzive bija diezgan noskirta. Katrs pulcéjas
savas vietas.

I. A.: - Vai, jusuprat, attaisnojas makslas procesa uztvere caur
paaudZu perspektivu?

L. S.: - Ik pa laikam ienak paaudzes, kuras ir daudz spécigu
personibu ar izteiktdm ambicijam, kas kolektivi tiek
pieteiktas. Un kada bridi kdda paaudze ka kopums (nevis
atseviskas radosas personibas) noiet no skatuves, jo kopibai
pietrakst motivacijas vai jégas. Ari septindesmitajos gados
ienaca |oti spéciga paaudze, tapat astondesmitos un
devindesmitos. Kad vini ienaca, tas bija revolucionari, bet ne
visiem péc tam bija ko teikt. Vieniem $i paaudzes kopibas
sajUta var motivet kaut ko darit, citiem ir vienaldzigi laika
nosacijumi, vél citus laiks padara par varoniem un, kad

tas beidzas, vini jutas ka izmesti no laivas. Bet visi Sie celi

ir cientjami. Vésture paaudzu veidola atraksta, sistematizé
laikmeta tendences, ta¢u pari tam tik un ta paliek unikalas
makslinieka personibas raditais.

I. A.: - So laiku raksturo kadas dominéjosas makslas iezimes,
aktudlas témas?

travelled to foreign festivals and participated in international
projets: Arta Biseniece, Hardijs Ledins, Juris Boiko, Dainis Klava
and Olafs Okonovs.

But in terms of opinions about it there were differences. Cinema
guys said that“it's not cinema’, while the attitude from the Art
Academy was that it wasn't art, just a distraction for student
minds that ruins them. The only one who accepted video art
with enthusiasm was Ansis Epners.

I. A.: - Was cultural and artistic life at that time taking place in
separate orbits?

L. s.: - Daily life was quite separate. Each gathered in their own
places.

I. A.: - In your opinion, does the perception of the art process
justify itself through the generational perspective?

Viesturs Grazdanovics. ZAAZ. 1991.
Viesturs Grazdanovics. ZAAZ. 1991.

L. s.: - Every so often a new generation comes through which
has many strong personalities with explicit ambitions, which
collectively get declared. And at some moment, a generation as
a whole (not individual creative personalities) leaves the stage,
as the whole lacks motivation or meaning. A very powerful
generation also emerged in the seventies and the same

again in the eighties and nineties. When they emerged it was
revolutionary, but not all who came afterwards had a statement.
For some this generational feeling of unity can motivate them
to do something, for others the conditions of the time are
unimportant, for others the times make them into heroes and,
when they finish they feel like they have been tossed out of the
boat. But all of these paths are worthy of respect. History, in the
guise of the generation, records and systematizes the trends of
the time, but even so, over and above this, remains the unique,
created by the the artist’s personality.
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L. S.: - Galvenokart tie bija formas mekl&jumi. Un personiskas
témas. Svariga bija brivibas apzinasanas, kapsana pari
7ogiem, sisanas cauri sienam. Un, kad izlausanas bija
notikusi, lielai dalai vairs nebija ko Tsti teikt. Galeriju

darbibai sakoties, uzplauka ari komercializacija, sakuploja
salonmaksla. Ta l1dz pat $ai dienai pie mums atradisim maz
galeriju, kas strada apzinati ar saviem maksliniekiem un
veido vinu vardus, domajot par visplasako kontekstu, ne tikai
patéré vinu produkciju.

I. A.: - Kapéc Latvijas maksla tik maz atspogulojas saturiskas
prioritates, konkréti véstijumi par ikdienas un socialo
realitati?

L. S.: - Latvijas maksla nav tradicijas runat par socialam
lietam, jo tas allaz Skitusas parak sikas. No peredvizniku un
socialistiska realisma rauties prom visiem spékiem — tas ir
bijis daudzu Latvijas makslinieku paaudzu svétako centienu
mérkis. Tacu,saturiskas prioritates”nozimé ko citu, katrai
paaudzei maksla svarigs varbat art $kitis cits pauzamais saturs,
tacu satura prioritates pastav un darbos tas viegli nolasit.

I. A.: - Realitate ka parak nepievilciga un maksla ka veids no
tas aizbegt?

L. S.: - 90. gados, man skiet, par to tada veida nedomaja.
Realitati neviens neuztvéra ka apgratinosuy, ipasi jaunie.

Bija paverusas tadas iespéjas! Visi bija pieradusi iztikt ar
mazuminu; par to, ko Sodien uzskata par problémam, toreiz

I. A.: - Is this time characterized by some dominating art features,
topical themes?

L. s.: - In the main they were the explorations of form and
personal themes. The realization of freedom was important, the
climbing over the barriers, fighting through walls. And, when
the escape had taken place, a large number of them didn't really
have anything more to say. With the galleries commencing work
commercialisation also bloomed and salon art spread. Even
today here few galleries can be found, which work consciously
with their artists promoting their names and thinking about the
wider context, and not just retailing their production.

I. A.: - Why are content priorities, specific messages about
everyday and social reality reflected so little in Latvian art?

L. s.: - In Latvian art there isn't a tradition of speaking about
social issues as they have always seemed rather insignificant. To
pull away from peredvizhniki and socialistic realism with all one’s
strength — that has been the most sacred goal of the efforts

of many generations of Latvian artists. But ‘content priorities”
means something else. For each generation other expressed
content may have seemed important in their art, but content
priorities remain and they are easy to identify in the works.

I. A.: - With reality not being particularly attractive and art being
ameans to escape from it?

L. S.: - Inthe 90s, | don't think they thought about it that way. No-
one perceived reality to be burdensome, especially young people.
Such opportunities had opened up! Everyone had got used to
getting by on nothing; at that time they would have laughed at
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smietos. Visos laikos pastav vienas un tas pasas visbutiskakas
lietas, kas jarisina, kas nosaka tavu cilvéka dzivi. Sakuma
batiskais bija briviba. Vélak tiesam nevaréja savilkt kopa galus,
bet no ta taisit makslu bija zem makslinieka goda.

I. A.: - Talaika presé paradas diezgan liela neizpratne
par jaunajam makslas paradibam, ari no makslinieku,
galvenokart vecakas paaudzes, vides.

Nezinasana bija milziga, ari makslinieku vidé. Paaudzei, kas
tobrid ienaca, bija kadas zinasanas, tacu daudziem laikmetiga
maksla bija ne tikai balts plankums zinasanas, bet ari ka
vérsim sarkana lupata. No vecakas paaudzes puses (bija ar
iznémumi) tiesam bija konfrontacija, vini jaunas paradibas
nesaprata. Bet tadas ir vinu tiesibas. Katram savs laiks, un
nevar pieprasit saprast citu laiku. Personibu, kas labvéligi
raugas uz jauno, ienakoso, vél neizprotamo, nav daudz.

Ari akadémijas izglitibas sistéma jaunakas paradibas nebija
ieklautas. Tikai pamazam saka tas akceptét, paradities apskati
presé, pat ne vértéjums, jo ikviens spéj rakstit tikai savas
saprasanas limen. Avize ,Nakts” bija vienigais izdevums, kas
konsekventi sekoja isti aktualajiem makslas notikumiem,

kur bija intervijas arT ar neizprotamajiem maksliniekiem.
,Literatlra un Maksla” nikuloja, turklat ta apkalpoja vairakas
kultdras jomas. Tapéc bija tik svarigi, lai rastos izdevums, kas
par vizualo makslu runatu profesionala liment.

I. A.: - Zurndls ,Studija” tapa, lai mainitu situaciju?

what we today consider to be problems. In all eras, the very same
things which are the most important have existed, which have to
be solved, those which determine your life as a person. At first the
most important thing was freedom. Later it was really impossible to
get by, but to create art from this was below an artist’s self-esteem.

I. A.: - In the press of the time there was a significant lack of
understanding about the new trends in art, from artists as well
and mainly from the older generation.

This lack of understanding was huge, in artistic circles as

well. The generation which emerged at the time had some
knowledge, but for many, contemporary art was not only an
unknown area, but also like a red rag to a bull. There really was

a confrontation with the older generation (there were also
exceptions) and they didn't understand the new trends. But

they had a right to do this. Everyone has their time and you can't
demand that someone should understand a different time. There
aren't many personalities who view the new, incoming, and as
yet incomprehensible, positively.

The newest trends weren't even included in the art academy’s
educational system. They were only accepted gradually, reports
appearing in the press but without an evaluation, as one can
only write about something that is within one’s understanding.
The Nakts newspaper was the only publication, which
consistently followed real current art events, where there were
interviews with incomprehensible artists as well. Literatdra un
Maksla was languishing, but it was also serving a number of
cultural areas. That's why it was so important for a publication to
be set up which could discuss visual art at a professional level.



L. S.: - Makslinieku Savienibai radas doma veidot savu
vizualas makslas zurnalu, nevis uznemties bankrotéjosa
zurnala,Maksla"izdosanu. Tacu Makslinieku Savienibas
entuziasms atri apsika, talak par idejas pasviesanu vini netika.
Tomér mus ar Juri Petraskevicu jauna tipa makslas zurnala
radisanas ideja bija jau aizravusi, turpinajam stradat.,Studija”
tapa ka platforma, kas dotu iespéju pasaulei paradit latviesu
maksliniekus un Latvijas sabiedribai - to, kas notiek pasaulé.
Lai bUtu plasa informacija par makslas dzivi, lai publika
saktu normali reagét, pienemtu laikmetigo makslu, lai pasi
makslinieki nebdtu tik konservativi.

Sakotnéji neveicas — pirmaja gada Kultaras ministrijas
konkursa zurnala piedavajumu noraidija. Més nepadevamies,
turpindjam un nakamaja gada sanémam finanséjumu vienam
zurnalam.,Diena” atbalstija krasu dalijuma sagatavosanu
(tolaik vél eksistéja tada pozicija ar visai lielam izmaksam), tad
nodibinajas Kulttrkapitala fonds, tie jau bija cetri konkursi
gada, un palénam,Studija”ienéma savu vietu. Bija skaidrs,

ka iesaktais jaturpina, jo vizualajai makslai masdienu pasaulé
ir nepieciesams savs profesionals zurnals. 2000. gada més
jau bijam nopietna, darboties spéjiga domubiedru kopa

ar parliecibu, ka zurnals dzivos, un ,Neputns”nakotné

arvien nopietnak pievérsas ari fundamentaliem makslas
izdevumiem.

I. A.: - Was the Studija magazine started in order to change the
situation?

L. s.: - The Artists Union had the idea of creating its visual art
magazine and not to take on the publishing of the bankrupt
Maksla magazine. But the Artists Union’s enthusiasm quickly
waned and it got no further than throwing around the idea.
However, Juris Petraskevi¢s and | were already taken by the
idea of creating a new type of art magazine and we continued
to work on it. Studija became a sort of platform, which could
provide an opportunity for showing Latvian artists to the world
and to Latvian society — and that which was happening in the
world; so that there'd be wide-ranging information about art, so
that the public would start responding positively and to accept
contemporary art and so that the artists themselves would be
less conservative.

At first it wasn't successful — in the first year the magazine was
rejected in the Ministry of Culture’s tender. We didn't give up and
continued on, and in the next year we received financing for one
magazine. Diena supported the preparation of the colour division
(at that time such a position still existed and was very costly),
then the State Culture Capital Foundation was established, there
were four tenders per year, and gradually Studija established its
position. It was clear that what we'd begun had to be continued,
as visual art in today’s world needed its own professional
magazine. In 2000, we were already a serious group of like-
minded people, capable of working with the conviction that the
magazine would survive and in the future Neputns also turned
more seriously to fundamental art publications.
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