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Kops$ kimike Florence
Vola ASV radija pirmo
pretnovecosanas
Kops Terbatas hoftiesa 85 gadus vecais krému, 94. gads
Kniedinu muizas piemitnis Matiss no

Laiku kalendars

Malpils par skrieSanu vilka¢os sanémis

20 parus rikéu, 330. gads Kops cilveku vardi, tituli, nospiedumi

vesture vairs nav svarigi, 1. gads

Kops$ vairak neka 700 miljoni Kops$ sarunu laika ar Césu
cilvéku televizija skatijas lédijas  pils parvaldnieku Bertoldu
Dianas un prinéa Carlza kazas, no kada stopnieka izSautas

40. gads bultas Dabrela pili krit Sotekles

vecakais Rusins, 809. gads
Kops Islandes Eijafjadlajegidla

vulkans islaicigi pazibéja Kop$, maz édusi, 48 diennaktis vilnu métati,
Ziemeleiropas celotaju sarunu 29 latvie$u bégli nokapa no 20 metru gara
valodas, 11. gads Grundel Provincetown ASV osta, 73. gads

Kops Londona tika uzbuvéts pirmais ledusskapis, 187. gads

Kops es esmu “cilveks, kam nomiris
tétis” un tas ir pilnigi citadi, neka

Kops me_ma _ “cilveks bez téta”, 3. gads

vecvecteva masa Kops tétis kraméjot malku
Alma 15 gadu novelk brilles, lai darba
vecuma dabuja Kops tetis man pasniedz  yjenmuliba izplistu miglaina
vecaku périenu pedejo davanu - nenoteiktiba, 29. gads

par piedaliSanos darbariku krumaju

1905. gada izretinasanai, 12. gads

revolucija Riga uz

Daugavas plana Kop$ pirmais latvie$u miljonars Augusts

ledus, pa celam Dombrovskis nopelnija savu pirmo miljonu, 121. gads

no skolas uz

majam, 116. gads Kop$ es sanému savu pirmo algu - 140 latus - ka
Vidzemes reportiere zinu agentara LETA, 21. gads

Kops caunu sudos atrastais zelta kriksitis izradijas
tiri vertigs, 13. gads

Kops$ Latvijas finan$u un parvaldes

krizes saksanas 13. gads Kop$ Rainis negaiditi
Kops beigam 11. gads (par to, cik ta paklupa uz kapném
turpinajusies mentali, grati spriest) Majoros un drizi mira,

tas 92. gads

Kops Veidenbaums Kops neko nezinot

Tartu studentu Kops vecaka zinima mala par grupu un albumu,
krodzipa trauka 20000. gads iegadajos Interpol
“Magistri” sariko debijas albumu Turn
pamatigu tesinu, on the Bright Lights,
kas nezinamu kas izraisija zemes

nogruvumu mazaja
pussala, ko apdzivoju,
19. gads

iemeslu dél tika
iesaukts par

Kops pa sliedém nav

iespéjams aiziet uz
“Kapostu dumpi”,

127. gads

Meérsragu vai Mazirbi, un
celus nomainijusi citadi
celi, citi atrumi, citi ciemi,
52.gads

Kops cenSamies atguties un sakartot
galvas péc kvantu teorijas rasanas,
100. gads

Kops pasaulé dzimst cilveéki, kuriem
Plutons ir Mezazi, lai kaut kad

drizuma saktu izlemigi tirit masu
kolektivo zemapzinu no otrskiriga,

13. gads. Tikmer vara pasaulé turpina
koncentréties manas paaudzes (Plutons
Svaros, 1972-1984) rokas. Paaudze,

no kuras apseéstibas ar citu viedokli . o .
.y . .. Kops drosibas sajutu, ko mums
un no tas izrietosas miglas galva biju . e o . A
. L. radija absolutais fizikas likums,
nogurusi jau krietni pirms tam . . . . -
iznicinaja notikumi, kurus aizsaka
fizika Maksa Planka kada necila
raksta izvirzita hipotéze par to, ka

Kops ar melnu korektoru uz skolas energija varétu parvietoties nevis ka

mugursomas uzrakstiju “Some are Born to vilnis, bet gan kvantos - haotiskas
sweet delight / Some are Born to Endless
Night”, 25. gads. Mugursoma atradas mammas

gatavotas sviestmaizes. Domaju, tapat ka

energijas pacinas, 121. gads

draudzenes, ka §1 citata autors ir Kurts

Kobeins. Tikai vakar atklaju, ka patiesiba tas Kops Dieva dalina izradas tikai
ir dzives laika neatzitais 18. gadsimta anglu Higsa bozons, 9. gads
dzejnieks Viljams Bleiks

Kops kraces apiet nav laika, 61. gads

Kops$ Samsala, nopostot netalo pili pie Kali ciema, nokrita
meteorits, kura gabalus mazizglitoti igauni vél devinpadsmita
gadsimta vidu atrada un saberza pulveri, lai to noritu un sadi
pasargatu sevi no satana varas, 3545. gads



Timeline

Since chemist Florence Wall
in the USA invented the first anti-

aging cream, 94 years travellers in Northern Europe, 11 years

Since Matiss from Malpils, an 85 year old tenant

farmer from Kniedinu Manor, was sentenced

Since Iceland’s Eyjafjallajokull volcano flashed
briefly in the conversational languages of

Since the oldest known clay
dish, 20,000 years

to 20 pairs of switches by Térbata High Court for

running with werewolves, 330 years

Since more than 700 million
people watched Lady Diana and
Prince Charles’ wedding on TV,
40 years

Since Latvia’s first millionaire
Augusts Dombrovskis earned
his first million, 121 years.

Since [ received my first
wages of 140 lats as the
Vidzeme reporter for LETA
news agency, 21 years

Since people’s names, titles and
imprints on history are no longer
important, 1year

Since my great-grandfather’s sister Alma

received a spanking from her parents at the age

of 15 for taking part in the 1905 revolution in
Riga, on the thin ice of the Daugava, on the way
home from school, 116 years.

Since a speck of gold
discovered in marten shit
turned out to be quite
valuable, 13 years

Since the start of Latvia’s financial and
government crisis, 13 years

Since Veidenbaums

organised an almighty

dust-up at the Tartu student

tavern “Magistri”, which

for some unknown reason

became known as the
“Cabbage Riot”, 127 years

Since the sense of security,

which we were afforded by the
Absolute Law of Physics, was
destroyed by the events, which
were initiated by the hypothesis
presented by physicist Max
Planck in an unseemly article that
energy could move not as a wave,
but rather in quants - chaotic
packs of energy, 121 years

Since the end, 11 years (it is hard to say
how long this has continued mentally)

Since a meteorite fell on Saaremaa,
destroying the nearby castle next to the
village of Kaali. As late as the 19th century,
pieces of the meteorite were still being
found by poorly educated Estonians, which
they ground into powder and swallowed

in the belief that this would protect them
from the power of Satan, 3,545 years

Since we’ve been trying to recover
and get our heads straight after the
formulation of Quantum Theory,
100 years

Since an archer’s arrow
felled Sotekle’s elder
Rusin$ at Dabrela Castle

during a conversation
with Bertold, the Lord of
Cesis, 809 years

Since, barely fed and tossed by
waves for 48 days and nights,
29 Latvian refugees stepped off the

20 metre long Grundel in the US port

of Provincetown, 73 years

Since [ became “a person
whose father has died”, which

is completely different to
being “ a person without
a father”, 3 years

Since dad gave me his final present -
a work tool with which to trim

bushes, 12 years

London, 187 years

Since the first refrigerator was built in

Since dad took off his glasses

Since Rainis unexpectedly stumbled
on the steps at Majori and died soon

afterwards,

Since there’s
not enough time
to go around
rapids, 61 years

Since God’s particle turned
out to merely be the Higgs

boson, 9 years

92 years

Since people were born into the world for whom
Pluto is in Capricorn, in order to decisively clean
our collective subconscious of the superfluous
sometime soon, 13 years. Meanwhile power in
the world continues to concentrate in the hands
of my generation (Pluto in Libra, 1972-1984). The
generation, whose obsession with the opinion of
others and the mental fogginess resulting from
it, Ihad grown tired of long before

Since it has no longer been
possible to walk along

the tracks to Mérsrags or
Mazirbe. The tracks have
been replaced by other
tracks, other speeds and
other villages, 52 years

while stacking firewood to diffuse
the monotony of work into misty
uncertainty, 29 years

Since Guattari and
Deleuze first put
forward the theory
that capitalism

has more to do
with schizophrenia
(universally chaotic
double morality,
hidden and isolated
rules) than with
anything which we
usually consider

to be normal and
logical and just,

49 years. However
every morning

this comparison
continues to
surprise me (us)
anew



Dzive nekad nav pilniba paklavusies strukturam, kas to parvalda un
administre. Ta nemitigi parplast tam pari. Patlaban, biezak neka
jebkad agrak, saskaramies ar visaptveroso sabiedribas izdzivosa-
nas un novecosanas jautajumu. Izdzivosanas komplekta metafora
vedina uzdot virkni jautajumu: ka dzivot novecojos$a sabiedriba, kura
vienlaikus pastav diskriminacija péc vecuma pazimém, strukturalas
parmainas darba un aprapes nosacijumos un tagad vél ari viruss?

Ka risinat planetara meroga starppaaudzu atkaribu un paradu? Ka
pienemt domu par musu ka cilvéku sugas izzuSanu? Ka raudzities uz
digitalo eidZismu un no paréjas sabiedribas noskirtam veco lauzu
mitném? Ka parvareét bailes no naves un klaSanas atkarigiem no citu
labvelibas? Ko nozimeé novecot ka sievietei, ka bérnam, ka partnerim,
ka maksliniekam? Piramida apvérsas: Eiropas sabiedriba noveco
lidz ar - patiesiba, ari mums - jau pusmiuzu sasniegusajiem makslas
raditajiem un skatitajiem. Tadél Sis ir kritiski svarigs bridis - lai
parkaptu kapitalisma slimas likumsakaribas, kas nosaka, kurs var
palikt dzivs, - ir laiks attistit speécigu kopigo riapju logiku un valodu,
kura balstita masu ikdienas dzives.

Survival Kit 12 vijas caur virkni Rigas memorialo dzivoklu, kuros valda
kolektiva atmina. Memorialie dzivokli ir ipaSas Austrumeiropai rakstu-
rigas pieminas vietas, kur personigais un majigais saplust ar sabiedri-
bas atminu. Sis vietas rosina ieraudzit gan mikro- gan makro- véstu-
res, te personigas atminas spéj parrakstit kolektivo atminu kultaru.
Kas ir dzive, kas ir vai nav izdzivoSana, bus tas sajatu pavediens, kas
stiepsies cauri Siem muzejiem. Ta ka Covid-19 padarijis mus visus
par dalu no viena un ta pasa auduma, Roberto Esposito refleksija par
saikni starp politisko kopienas (communitas) jéedzienu un epidemio-
logisko imunitates (immunitas) jéedzienu ir ieguvusi jaunu aktualitati.
Paturot prata dazadas “munus” nozimes, kuras Esposito apspriez,
tostarp, “nasta”, “pienakums”, “saistibas”, “davana”, “pakalpojums”,
“atbalsts”, “Sovs” un “publiska izrade”, Survival Kit velétos kopigi
izteloties citu sabiedribas imunsistému, kura sakas lidz ar makslinieku
austas kolektivas adas virsmu.

Festivala izstade notiek Jana Akuratera muzeja, Krisjana Barona muzeja,
Raina un Aspazijas maja, Jana Rozentala un Rudolfa Blaumana muzeja,
Andreja UpiSa memorialaja muzeja, Ojara Vaciesa muzeja, Romana
Sutas un Aleksandras Belcovas muzeja, Eduarda Smilga teatra muzeja
un viesnica “Neiburgs”.

Ovula Durmusoglu un Joanna Varsa




Life has never been totally integrated into the techniques that govern and
administer it. It constantly escapes them. Now, more than ever, we are
confronted with the overarching topic of survival and the conditions of
old age. Many questions arise from the metaphor of a ‘survival kit How to
live in a maturing society, which is at the same time shaped by discrimina-
tion based on age, the structural changes in labour and care conditions,
and now the virus? How to deal with intergenerational dependence and
debt on a planetary scale? How to come to terms with our own extinction
as the human species? How to face digital ageism and fenced off elderly
houses? How to cope with the fear of death and dependence? How to
age as a woman, as a child, as a partner, or as an artist? The pyramid is
reversing; a much older European population is coming, composed of,
well - actually also ‘us’ - the current middle-age art makers and viewers.
Therefore, it is a critical time to develop a strong collective logic and vo-
cabulary of care from our everyday life in order to transgress capitalism’s
ill logic that defines who can stay alive.

The exhibition spreads through a net of apartment museums in Riga,
where collective and personal memory prevails. These flats are par-
ticular sites of remembrance, characteristic of Eastern Europe, where
the domestic and the private merges with the public memory. These
places which can tell us a lot about how to narrate both micro and
macro histories; where personal memory can rewrite the collective
one. One wonders what is life and what is not life in those places? As
Covid-19 made everyone part of the same interconnected texture,
Roberto Esposito’s analysis of the links between the political notion of
‘community’ and the epidemiological notion of ‘immunity’ has gained
another current vitality. In such a moment, can art become an act of
survival? And what would be another kind of societal immune system,
which starts at the tip of a collective skin woven by artists?

As poet Mary Oliver asks: and have you changed your life?
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Rainis and Aspazija House, the Janis Rozentals and Rudolfs Blaumanis
Museum, the Andrejs Upits Memorial Museum, the Ojars Vacietis
Museum, the Romans Suta and Aleksandra Be]cova Museum and the
Eduards Smilgis Theatre Museum and hotel “Neiburgs”.
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Oviil O. Durmusoglu and Joanna Warsza
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Jana Rozentala un
[Wudolfa Blaumana muzejs

Gleznotajs Janis Rozentals un

dziedataja Elija Forsele-
Rozentale izteloties un planot
savu divstavu dzivokli Alberta
ielas nama tiek aicinati jau ekas
projektésanas laika. Tobrid vini
ir trijata ar meitu Lailu Geddi,
jau péec parvaksanas piedzimst
ari Irja Ausma un Maris Mikelis.
Dzivokli bieZi ir viesi un salon-
vakari. Laiku pa laikam viena
no istabam tiek iziréta, paris
gadus to iré ari gimenes draugs
un domubiedrs rakstnieks
Rudolfs Blaumanis.

Painter Janis Rozentals and singer

Elli Forssell-Rozentale were
already invited to imagine what
their two-level apartment in the
building on Alberta iela would
look like during the planning of
the building. At the time, they
were a family of three, together
with their daughter Laila Gedde,
while Irja Ausma and Maris
Mikelis were born after they
moved in. They frequently hosted
guests and salon evenings. From
time to time, one of the rooms
was rented out and for a number
of years it was rented by their
family friend and colleague,
writer Rudolfs Blaumanis.

14

Janis Rozentals ar meitu Lailu Geddi. 1906. gads. Foto: J. Rieksts.
Rakstniecibas un miazikas muzeja krajums.

Janis Rozentals with his daughter Laila Gedde. 1906.
Photo: J. Rieksts. Literature and Music Museum Collection.
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The Janis Rozentals and
Rudolfs Blaumanis Museum
Riga, Alberta iela 12-9
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SEIT BIJU ES

Vika Eksta

[USAS HERE

Qo

Vika Eksta
SEIT BUUES

fotografiju sérija, 2021

Misu maja no astoniem dzivokliem tagad
ir apdzivoti tris. Skola ir aizslégta, bet
vel ir veikals, baznica, pagasta padome,
feldSeru punkts, estrade, gateris, smilSu
un grants raktuve un autobusa pietura.
Ir ari ezers un gubu makoni, un ¢etrpad-
smit kapsétas uz ¢etriem simtiem dzivo
dveselu. Siltumnicas, Skanisi, kakisi,
gurkisi, gotinas, $Snabisi, omites, odzi-
nas.... Es jau sen esmu citur, bet tomer
te parados regulari, klistot pa vienigo
ielu, veidojot savienojumus ar vietam un
lietam, ar miglu un tdeni, ar rita gais-
mu. Ceribas atgut bérnibas smarzas un
skanas, man jaatstaj nospiedums, man
jaklast par dalu no ainavas, kas nelaiz
vala ari tad, kad esmu prom. (VE)

5 1 C 13 18 "9 20

Vika Eksta
I WAS HERE
series of photographs, 2021

11 Lo 24,

In the eight apartments in our house,

1

three are now inhabited. The school is
closed, but there still is the shop, church,
parish council, dispatchers’ point, open
air stage, quarry, sand and gravel mine,
along with the bus stop. There is also a
lake and storm clouds, and forty cemeter-
ies for four hundred living souls. Green-
houses, sheds, cats, cucumbers, cows,
vodkas, grandmas and berries... I've long
since been elsewhere, but still show up
here regularly, wandering along the only
street, forming connections with places
and things, with mist and water, with the
morning light. In the hope of rediscover-
ing childhood smells and sounds, I've got
to leave an impression, I've got to become
part of the landscape, which doesn’t let
go of me even when I'm away. (VE)
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Ciemins, namatevs, spoks

Warren Niesluchowski
Simon Leung

Vorens Nesluhovskis (1946-2019), viens no makslas
aprindu harismatiskakajiem un ekscentriskakajiem
téliem, nav aprakstams isi - vin$ bija iedvesmojoss
sarunbiedrs, erudits, verigs makslinieku sabiedro-
tais, tulkotajs un poliglots, sabiedriska personiba
bez statusa, staigajosa bibliografija, dendijs un ne
tikai. Turklat no 2003. gada lidz pat muza beigam
vin$ vairs nemitinajas pastaviga dzivesvieta, bet gan
celoja no pilsétas uz pilsétu, ierodoties citu majas un
tas pametot péc sev vien zinama grafika. Vins pieko-
pa “ciemina, namatéva, spoka” dzivesveidu, ka pats
medza izteikties, atbalsodams Derida un Disanu.

Warren Niestuchowski (1946-
2019), one of the most char-
ismatic and eccentric fig-

ures in the art world, was
many things at once: an
exhilarating conversational-
ist, a polymath, an attentive
companion of artists, a pol-
yglot translator, a network-
er without status, a walking
bibliography, and a dandy,
to name a few. And from

Vorens Nesluhovskis un
Saimons Leungs

Ciemins$, namateévs, spoks
arhiva ekspozicija, 2021

Si neliela arhiva materialu

ekspozicija veltita gadiem,
kurus Nesluhovskis nodzi-
voja bez pastavigas dzives-
vietas, un taja ieklauta gan
vina elektroniska sarakste
ar tuviem draugiem (no
kuriem daudzi ir maks-
linieki un intelektuali),

gan ari Saimona Leunga
veidots Varena portrets
“Kars péec kara” (2011), kas
tapis sadarbiba ar Neslu-
hovski. E-pasta véstules
satur daudz erudicijas,
elegances un valodniecisku
gajienu, tacu tajas jutama
ari muziga celinieka emo-
cionala nasta. Véstulés
rodamas liecibas par lomu,
ko Nesluhovskis uzpnémas:
but citu pavadonim un
sabiedrotajam ar plasu
dvéseli; tajas lasams man-
tojums, ko atstajis cilveks,
kurs kops dzimsSanas péc
pasa izveles bijis onto-
logisks nomads un kuru
dzinusas ilgas tapt, pasa
vardiem sakot, “izdomatas
gimenes adoptetam”.

Warren Niestuchowski and
Simon Leung

Guest, Host, Ghost
archival display, 2021

01,

o4~

Guest, Host, Ghost

2003 till the end of his life, he had no home of his
own, instead traveling from city to city to live as the
guest of others, coming and going on his own inex-
plicable schedule. He lived-as he himself used to say,
echoing Derrida and Duchamp-the life of a “guest,
host, ghost.”

The small archival display focuses on Niestuchowski’s

homeless years, and feature his email correspond-
ence with close friends, many of whom are remarka-
ble artists and intellectuals in their own right; as well
as Simon Leung’s portrait of Warren War after War
from 2011, made in partnership with Niestuchowski.
The emails are full of erudition, congeniality, and
translinguistic twists, but are also marked by the
emotional burden of being perpetually on the road.
They bear witness to his role as a generous compan-
ion to others and to the inheritance of someone who
was an ontological nomad by birth and by choice,
permanently looking for what he called “an adoption
by an imaginary family.”

In some sense, Niestuchowski inherited his fundamen-

tal sense of dislocation. He was born Jerzy, later
George or “Jez,”to Polish parents in 1946 in a dis-
placed persons camp near Munich. Five years later,
his family emigrated to the United States, where they
found themselves in New Bedford, Massachusetts. In
1968, after being drafted to serve in Vietnam, George
deserted the army and fled the country for Paris.
There, a lucky encounter with a friendly Englishman
named Warren who loaned him his passport meant
that he could continue to evade the US government. 0
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Fundamentala sajuta par nepiederésanu vienai vietai
Nesluhovskim sava zina bija iedzimta. Vins$ naca
pasaulé ka Jezijs (vélak DZordZs vai JeZs) polu izcel-
smes vecakiem 1946. gada parvietoto personu no-
metné netalu no Minhenes. Piecus gadus vélak vina
gimene emigreja uz Savienotajam Valstim un apme-
tas Nubedforda Masacusetsa. 1968. gada Dzordzu
iesauca armija un planoja nosiutit uz Vjetnamu, tacu
vins dezertéja un aizbéga uz Parizi. Tur laimiga ne-
jausiba vinu saveda kopa ar draudzigu angli, varda
Vorens, kurs aizlienéja savu pasi, un tas noziméja
iespéju turpinat sekmigi izvairities no Savienoto
Valstu varas iestadem. Driz vien DZordzZs jeb nu jau
Vorens, ieliméjis brita paseé savu fotografiju, pievie-
nojas legendara teatra Bread and Puppet trupai un
ar to kopa devas turneja uz Iranu. Nesluhovska tiek-
sme uz peripatéetisku dzivesveidu sasniedza kulmi-
naciju vina maza pédéjos seSpadsmit gados péc tam,
kad vins atteicas no savas Nujorkas dzivesvietas un
uzsaka muzigu ciemosanos dazadu draugu namos
Ziemelamerika un Eiropa.

Japiebilst, ka, neskaitot pasu dzives sakumu, Neslu-
hovska migranta dzivesveids nebija nehumanu dzi-
ves apstaklu izraisita piespiedu parvietosanas, ko
musdienas piedzivo neskaitami cilveki visa pasaule.
Nesluhovskim bija privilégija paSam izlemt “nepiede-
rét” nevienai vietai, izvairities no noteiktas lomas un
apdzivot socialo normu perifériju. Vina muZs pagaja
stratégiski izplanota trimda, baudot ontologiska
bezpajumtnieka dzivesveidu, jutoties ka majas reize
visur un nekur. Seit sakopotas e-pasta véstules,
makslas darbi un esejas zimé daudzslanainu tada
cilveka portretu, kas dzivojis radikalu, transkultu-
ralu un transnacionalu muzu, kura ietvaros maksla
un dzive viena no otras vairs nav noskiramas.

Before long, George-now
Warren, after placing his
own photo in the British
passport-had joined the le-
gendary Bread and Puppet
theater company on their
trip to Iran. His drive toward
a peripatetic existence was
to find its fullest expression
in the last sixteen years of
his life, after he gave up his
New York apartment and
began to live as a perpetual
guest of friends and acquain-
tances in North America and
Europe.

It should be said that his was

not, other than at beginning
of his life, a forced migration
under the inhuman circums-
tances that many people on
the planet are experiencing
today. Niestuchowski had
the privilege of deciding to
be “out of place,” to avoid
any defined role, and to
inhabit the periphery of so-
cial norms. His life was one
of strategic exile and ontolo-
gical homelessness in which
he felt at home everywhere,
and nowhere. The emails,
artworks, and essays gathe-
red here offer a complex
picture of someone who led
aradical, transcultural, and
transnational existence in
which art and life were no
longer distinguishable from
one another.

Warren Niestuchowski and
Simon Leung

Guest, Host, Ghost
archival display, 2021

Vorens Nesluhovskis un
Saimons Leungs

Ciemins, namatevs, spoks
arhiva ekspozicija, 2021
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Polina Kurnjé-Zardéna Pauline Curnier Jardin
Netiras asinis (Qu'un Sang Impur) Qu’un Sang Impur
dazadu mediju instalacija, 2019 mixed media installation, 2019

Netiras asinis (Qu'un Sang Impur)

Pauline Curnier Jardin

Qu’un Sang Impur sakotnéjais impulss bija Qu’un Sang Impur began as a loose remake

o+ Lo 1,

méginajums brivi interpretét Zana Zené

“Milas dziesmu” (1950) - homoerotisku
milasstastu starp diviem ieslodzitajiem,
kas risinas sadistiska cietumsarga ilg-
pilno acu priek$a. Kurnjé-Zardénas filma
mirdzoso jauno virieSu augumu vieta
nak menopauzi piedzivojusas sievietes.
Tikusas vala no patriarhala konstrukta,
kura ietvaros vinas vairs nav (ka teiktu
rakstniece Virzini Despanta) derigas

“tirgum”, sievietes svin savu erotisko
spéeku. Maksliniece uzsver ipaso spéku,
kas piemit §im posmam sievietes dzive:
to raksturo izrausanas no nebeidzama
reproduktiva rinka danca un noskir-
Sanas no iekares objekta statusa. Ja
vajadzés, vinas atkal asinos.

of Jean Genet’s “Un Chant d’Amour”
(1950), a homoerotic love story between
inmates in a prison, under the yearn-
ing watch of a sadistic prison guard. In
Curnier Jardin’s film, shiny young male
bodies are replaced with post-menopau-
sal women, who celebrate their erotic
power after shedding the patriarchal
construct which places them ‘of the
market’ (as author Virginie Despentes
would say). Having escaped the endless
reproductive loop, the artist ascribes a
special power to this stage in a woman’s
life, uncoupled from being an object of
desire. In their moment of need, they
bleed again.

Qu'un Sang Impur
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Kad sen busim mirusi, joprojam

bus daramas lietas

Dineo Seshee Bopape

Dineo Sesé Bopapes ekspansiva prakse pievérsas social-

politiskam atminas izpratném, fiktivam laika kons-

trukcijam, stastijumam un attélojumam ka savstarpéji

saistitam formam.
Vina apzinas, ka, gariga un zinatniska izpratné, tas, ko
ieraugam ka istu un noteiktu, nav tads, ka izskatas.

Tadejadi, mitologijas, kuras radam, lai spétu izdzivot ka

sabiedriskas butnes, kuras mekle savu vietu pasaule,
piemeram, linearais laiks, daramo darbu saraksti,
uzdevumi, pienakumi un termini, péc savas butibas,
ir patieSam absurdas sava ierobezZotiba, tomer reize
aizkustinosas sava skaistuma. Bopape rada robezas

nojaucosas vides, kuras notiek parvietosana un aizvie-

toSana, lai stiprinatu masu pasaules apzinu dazados

debesu, zemes, kermeniska un metafiziska limenos.
Vina izmanto tadus pamatmaterialus ka augsne, kiegeli,

koksne, savienojuma ar atrastiem priekSmetiem un

arhivu attéliem, video un skanas materialiem no savas

ikdienas, lai raditu sis blivas instalacijas, kuras krus-
tojas personigais un kolektivais. Makslinieces darbs

Dineo Seshee Bopape’s ex-

pansive practice deals with
socio-political notions of
memory, fictional construc-
tions of time, narration and
representation as interrelat-
ed forms.

She is aware that spiritually

and scientifically, what

we are seeing as real and
solid is not what it is. So,
the sense of the mythologies
that we create in order to
survive as a social species
such as linear time, to-do-
lists, tasks, functions and
deadlines are absurd really
in their limitedness, yet
moving in their beauty as
we try to find our place in

1 a2 1 3 14

Dineo Ses$é Bopapi
Kad sen basim mirusi, joprojam
bus daramas lietas

zimé&jumu sérija, kops 2011. gada
Galerija Sfeir-Semler Beiruta/
Hamburga

Dineo Seshee Bopape
Long After We Are Dead, There Will Still
Remain Things to Do

series of drawings, 2011-ongoing
Courtesy of the artist and
Sfeir-Semler Gallery Beirut/Hamburg

Long After Ule Are Dead,
There Ufill Still Remain Things to Do

festivalam Survival Kit 12 ir
2011. gada aizsakta zimejumu
sérija “Kad sen busim mirusi,
joprojam bus daramas lietas”.
Fakts, ka §i sérija joprojam
turpinas, sasaucas ar tas
nosaukumu, un lidz ar visu So
Covid-19 pandemijas pieredzi
taiegust trauslaku slani. Saju-
ta, ka darbi turpinas bezgaligi
un ir garaki par pasu dzivi,
liek mums izvaicat absurdos
un neskaidros veidus, kuros
sev pasaulé veidojam vietu ka
cilveéciskas butnes.

15 9 C 13 13

the world. Bopape’s are de-bordering environments
of displacement and re-placement to strengthen our
sense of the world on different celestial, earthly,
bodily and metaphysical levels.

She uses elemental materials such as soil, bricks,
timber, with found objects and archival images,
video and sound from her everyday, to develop
these dense installations intersecting the personal
with the collective. Her contribution to the Survival
Kit 12 is the ongoing drawing series Long after
we are dead, there will still remain things to do
that started in 2011. The fact that the series is an
ongoing work correlates with its title and acquires
a more vulnerable layer with the whole experience
of the Covid-19 pandemic. The feeling of infinitely
continuing tasks that outlast our lifetime itself
makes us question the absurd and obscure ways we
create our place in the world as human beings.

2° 21 22 23 2y 25 2C 25
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[kaina un Aspazijas maja

Namu Baznicas iela Aspazija un Rainis
nopérk 1924. gada. Rainis vada
nepiecieSamos parbuves un re-
montdarbus, un divus gadus velak
Rainis, Aspazija un majkalpotaja
Anna Rijniece ievacas dzivoklinr. 2,
pareéjos dzivoklos turpina dzivot
irnieki. Péc atgrieSanas no 14 gadus
ilgas prombitnes Sveicé Rainis un
Aspazija atrodas Latvijas kultaras
un politiskas dzives aktivitasu cen-
tra, un 1926. gada sastaditaja tes-
tamenta dzejnieki izteikusi velmi,
lai maja paliktu Rigas pilsétai, kur
tai jaieriko muzejs. “Rigai paliek
musu bibliotéka un rokraksti, un tie
darami pieejami visiem.”

Aspazija and Rainis purchased the
building in Baznicas iela in 1924.
Rainis oversaw the necessary recon-
struction and renovation work, and
after two years Rainis, Aspazija and
their maidservante Anna Rijniece
moved into apartment no. 2, while
the other apartments continued to
be rented out. After their return from
the 14-year-long exile in Switzerland,
Rainis and Aspazija were at the cen-
tre of Latvian cultural and political
life and in their 1926 testament the
poets expressed the wish to leave
the house to the city of Riga, where
it was to establish a museum. “Riga
will hold our library and manu-
scripts, and these are to be made
available to all.”

L o
86 1 T z = S ¢ 3} 38 il Ao 11 a2 4 3

14

Rainis un Aspazija Baznicas ielas dzivokli Riga. 1927. gada
[28. janvari]. Foto: K. Rake. Rakstniecibas un mazikas muzeja krajums.

Rainis and Aspazija in their apartment in Baznicas iela,
Riga. [28 January] 1927. Photographer: K. Rakke. Collection
of the Literature and Music Museum.

15 1 C 13 18 1 20 24 22
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The Rainis and Aspazija House
Riga, Baznicas iela 30

Ot-Se/Tu-Sa 10.00-17.00
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Veltijums nogurusajam plakstinam

Ingrida Picukane

Wn;;, waiganip ve Jode

14

Ingrida Picukane
Veltijums nogurusajam plakstinam
zimé&jumi, sienas gleznojums, 2021

Ingrida Picukane
Homage to the Tired Eyelid
drawings, wall painting, 2021

Homage to the Tired Evelid

“Veltijums nogurusajam plakstinam” ir

Homage to the Tired Eyelid is dedicated to

veltijums sievietes kermena pétiSanai un

pienemsanali, sarunu virzot uz kermena
pozitivismu. Zimeéjumu sérija, kura
autores kermenis ir dokumentéts caur
pasas skatienu un roku, attelo sievietes
kermeni, kas mainas un noveco - dzivs
un individuals, ar krocinam, spalvinam,
meénesreizém un grumbinam. Ta ir cis
sievietes kermena pieredze, personiska
un individuala, vienlaikus apzinoties
mediju reprezentéto sievieSu kermenu,
fotoSopétu sievieSu kermenu ietekmi.
Ta ir sevis uztveres dienasgramata,
kas analizé un kida sievietes kermena
fragmentus regulara kapitalisma
iekares masinerijas kalpiba.

“Kermenpozitivisma kustibas pamata ir

ideja, ka visu veidu kermeni ir labi un
tiem ir tiesibas sevi milét. So kustibu
raksturo méginajumi vairot plassazinas
lidzeklos lidz Sim marginalizétu ker-
menu reprezentaciju. (...) Saja kustiba ir

the investigation and acceptance of the
female body, a conversation channelled
towards body positivity. In her series
of drawings, the artist’s hand and

gaze documents her own body, which
is transforming and aging - unique
and alive, with its wrinkles, body hair,
periods and folds. This is a woman’s
corporeality, individual and private, at
the same time recognising the effects
of mediated, photoshopped women’s
bodies. It is a diary of self-perception
that analyses and dissects female body
fragments in regular service to capital-
ism’s machines of desire.

“The body positivity movement is based

daudz apaksvirzienu, kas izvélas atskiri-

gu sarunas toni un atskirigu problema-

tiku. Pieméri ir éSanas traucejumi, mode,
svars, apmatojums, invaliditate, vecums,

adas krasa, seksuala orientacija utt.
Sis kustibas pamata ir feminisms.”
(A. Krivade, speciali feministiskajam
zinam “Samanta”).

15 1 c 1A 18 “ 20

2 A

on the idea that all types of bodies are
good and have the right to love them-
selves. This movement is characterized
by attempts to increase the representa-
tion of bodies that have been margin-
alized in the media. (...) There are many
sub-directions in this movement that
choose a different tone of conversation
and a different kind of problematic.
Some of them focus on eating disor-
ders, fashion, weight, hair, disability,
age, skin colour, sexual orientation,
and so on. This movement is based on
feminism.” (A.Krivade for feminist zine
Samanta)
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Lolita. Vaira. Biruta. Zanna.

Mara. Felicita.

Felicita Pauluka

Felicitas Paulukas (1925-2014) darbi tika
plasi izstaditi un sanéma atzinibu vinas
dzives laika, tomer véstures rakstitaju
un lasitaju alkas péc legendam Felicitai
Paulukai nes lidzi brinumbérna (iesta-
jas Makslas akadémija 16 gadu vecuma
bez vidusskolas diploma) un muzas
(gleznotaja Jana Pauluka dzivesbiedre
desmit gadu garuma) zimi.

During her lifetime, Felicita Pauluka’s (1925-
2014) works were widely exhibited and
earned her recognition, yet the demand for
legends from both historians and their audi-
ences have burdened Felicita Pauluka with
the mark of a wunderkind (she entered the
Art Academy at the age of 16 without a sec-
ondary school diploma) and a muse (painter
Janis Pauluks’ wife of ten years).
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Felicita Pauluka
Lolita
papirs, ogle, 1994

Vaira
papirs, ogle, 1974

Latvijas Nacionala makslas

muzeja kolekcija

Survival Kit 12 aicina mainit akcentus un
paskatities uz vestures rakstiSanu no
cita skatu punkta. Felicitas Paulukas
darbi skatami lidzas musdienu feminis-
tiskas makslinieces Ingridas Picukanes
zimejumu dienasgramatai, kas trene
verigu un godigu skatienu uz sievietes
kermeni, méginot atgriezt makslas
vestures izdzeéstos negludumus,
turklat abu makslinieCu darbi satiekas
20. gadsimta sakuma feminisma ideju
iedzivinatajas Aspazijas maja. Survival
Kit vedina ieviest jaunas nianses
legendas - ka emancipétu soli ieraudzit
gan seSpadsmitgadnieces parliecibu,
stajoties Makslas akadémija, gan ari
izveli veidot dzivi arpus patriarhalas
sabiedribas pienémumu ietvara.

Aktu gleznojumi bija butiska Paulukas
darbu dala, kas, drosmigi apSaubot
viries$a skatiena poziciju, veidoja
daudzslanainus un komplicétus sievie-
Su télus. “Ari plaukstam un pédinam
ir savs dzives stasts. Tadél man akts
ir paplasinats portrets, kura iesaistu
visu kermeni un izsaku cilvéka buti-
bu,” ta pati Pauluka.

15 1 c 1A 18 “ 20
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Felicita Pauluka
Lolita
charocal on paper, 1994
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Vaira

charcoal on paper, 1974
Collection of the Latvian National
Museum of Art

Survival Kit 12 attempts to introduce other
nuances - Felicita Pauluka’s works are exhib-
ited alongside contemporary feminist artist
Ingrida Picukane’s diary of drawings, which
provides an attentive and honest look at the
female body, aiming to recover the uneven-
ness omitted by art history; furthermore,
both artists' works are situated at the House
of Aspazija, a woman who was a crucial
figure in early 20th century feminism in Lat-
via. Survival Kit 12 invites us to update the
legends and acknowledge both the self-con-
fidence of the sixteen-year-old entering the
Art Academy and the choice to live outside
of the patriarchal society’s frame of expecta-
tions, as emancipated acts.

Nude paintings, often multi-layered and
complex female representations, boldly
questioning the placement of a man's
gaze, were an essential part of Pauluka’s
oeuvre. "Palms and feet also have their life
story. Therefore, for me, the nude is an
expanded portrait in which I involve the
entire body and express the essence of
the portrayed,” said Pauluka.
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Nakotnes maize

Dagna Jakubowska
Joanna Gawronska-Kula

Pienacis laiks, kad musu iegribas un patérina paradumi
sakusi iespaidot vidi un veicinat klimata parmainas
ar daudz lielaku jaudu neka geologiskas paradibas.
Mums prieksa sestais lielais sugu izmirsanas vilnis -
boja iet veselas ekosistémas. Temperatira un adens
limenis okeanos celas, ledaji izkuist. Laikapstakli
klast aizvien ekstremalaki, viesulvétru un ciklonu
postosais speks pieaug, sausums un pluadi apdraud
razu. Klimata béglu pliasma loti tuva nakotné pieaugs,
un lidz ar to pieaugs ari potencialo konfliktu skaits.
Klimata krizi pavadis partikas krize. Gatavojoties
pieaugosajam grutibam palikt dzivam un paédusam,
mes velamies piedavat partikas komplektu arkartas
gadijumiem “Nakotnes maize” - izdzivoSanas édien-
karti izpostitas planétas iedzivotajiem. Esam nému-
Sas veéra rudens un razas svetku kontekstu - laiku,
kad javeido krajumi gratajam ziemas periodam.

“Nakotnes maize” ir:

- praktisks maizes recepsu apkopojums krizes ap-
stakliem un méginajums izstradat nakotnes maizes
prototipus;

- konkréts piedavajums partikai, kas lautu samazinat
planétas ekspluatéSanas verienu, ka ariilgtspejigas
dietas projekts saskana ar dabas ritmiem;

Today, our desires and con-

sumption habits are shaping
the environment and driving
climate change with far
greater force than geological
phenomena. We are facing
the sixth great wave of spe-
cies’ extinction in the Earth’s
history - the annihilation of
entire ecosystems. Temper-
atures and sea levels are
rising, glaciers are melting.
The weather is becoming
more extreme, the strength
of hurricanes and cyclones
is growing, droughts and
floods are threatening crops.
The stream of climate ref-
ugees is about to increase,
and with it, potential con-
flicts. Along with the climate
crisis comes the food crisis.

As we face new challenges of

survival and nutrition, we
would like to propose an
emergency food Kit.

1 a2 1 3 14

Dagna Jakubovska un Joanna Gavronska-Kula

Nakotnes maize

instalacija, perofrmance, receptes, 2021

Dagna Jakubowska & Joanna Gawronska-Kula
The Future Bread
installation, performance, recipes, 2021
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The Future Bread

- bridinajums par drizo na-
kotni un dokuments ar da-
zadiem klimata un partikas
patérina scenarijiem musu
planétas vajadzibam.

Projekta rezultata tapusi ino-
vativu, eksperimentalu re-
cepsu un édienu sérija, kas
izrietéjusi no atSkirigiem
nakotnes scenarijiem. Ta
centra atrodas lielakoties
iztélojumi un spekulacijas
par to, ka izskatisies na-
kotnes maize - no ceribas
uz utopiju (un parpilnibu)
lidz apokalipses iespéjai.
(DJ, JGK)

15 9 C 13 13

- The Future Bread - a survival menu on a damaged
planet.

We take into consideration the autumn context of the
Harvest Festival and the moment of stockpiling for
the challenging winter period.

The Future Bread is:

- a practical collection of bread recipes - for times of
crisis; an attempt to create prototypes of the bread of
the future

- a concrete food solution allowing a reduction in the
exploitation of the planet; a project for a more sus-
tainable diet in harmony with the rhythms of nature

- a warning for the future, a record of different climate
and food scenarios for our planet.

The result is a series of innovative, experimental reci-
pes and dishes based on different future scenarios.
The focus is primarily on imaginative speculation
about what the bread of the future will look like,
between utopian hope (and abundance) and possible
apocalypse. (DJ, JGK)
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Andreja Upisa
memorialais muzejs

Andrejs Upits savu memorialo
muzeju iecer pats. Gan ber-
nibas maju Skriveros, gan
dzivokli Riga, Brivibas iela,
uz kuru Upits, cienits, godats
un - musdienu skatijuma -
pretrunigs, parvacas 73 gadu
vecuma kopa ar sievu Olgu,
mazdelu Aivaru, majkalpota-
ju Alidu Stepu un kaki Piku.
Siir rakstnieka un sabiedris-
ka darbinieka péedeja dzives-
vieta. Upits mirst 1970. gada
novembri un Cetrus gadus
velak apmeklétajiem durvis
ver memoriala dzives telpa.

Andrejs Upits envisioned his
own memorial museum. Both
at his childhood home in
Skriveri and at is apartment
in Brivibas iela, Riga, to which
Upits, honoured, respected
and - from today’s perspec-
tive - controversial, moved
at the age of 73, together
with his wife Olga, grand-
son Aivars, housemaid Alida
Stepa and cat Pika. This was
the writer and public figure’s
last residence. Upits passed
away in November 1970 and
four years later the memorial
living space opened its doors
to the visitors.

Olga un Andrejs Upisi viesistaba. 1967. gads. Rakstniecibas
un muzikas muzeja krajums.

Olga and Andrejs Upitis in their living room. 1967. Collection
of the Literature and Music Museum Collection.

The Andrejs Upits Memorial Museum
Riga, Brivibas iela 38-4

Ot-Se/Tu-Sa 10.00-17.00
Sv-Pr/Su-Mo Slégts / Closed
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Pirma davana

Ieva Epnere

Sava darba “Pirma davana” Ieva Epnere
turpina aplukot 19.-20. gadsimta mijas
reformpedagogijas idejas. Riga tas ieviesa
Marta Margarita Rinka (1880-1953). No
1900. gada lidz 1942. gadam Marta Rinka
vadija mecenata Augusta Dombrovska
dibinato Vecmilgravja béernudarzu -

“Zalo skolu”, pirmo pirmsskolas izglitibas
iestadi Latvija.

Tas darbiba uz laiku tika partraukta péec
1905. gada Krievijas revolucijas notiku-
miem, kad notika progresivo sabied-
risko darbinieku vajasana. Ar Augusta
Dombrovska finansialo atbalstu “Zalas
skolas” parzine Marta Rinka devas uz
Berlini, lai macitos (1906-1908) Pestalozi-
Froébel-Haus kursos.

Starpkaru Latvija Marta Rinka kluva par
ieverojamu specialisti pirmsskolas bérnu
iestazu darbinieCu sagatavosanas jauta-
jumos. 1944. gada vina devas trimda uz
Vaciju, no kurienes (1949.?) izceloja uz
ASV. Marta Rinka mira Nudzersija, ASV.

Marta Rinka bija rakstnieka un kritika
Andreja UpiSa dzejojuma “Pavasara
dziesmas” (1902) romantiska iedvesma.
70. gadu beigas Andreja UpiSa muzejs no
skolotajas Olgas Ziemeles sanéma da-
vinajuma piecas gramatas vacu valoda,
kas bija atrastas makulaturas kaudze
skolas pagalma. To titullapas bija ie-
spiests zimogs, kas noradija uz gramatu
ipasnieces vardu “Marta Rink”.

54 :
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The First Cift

In her work, The First Gift, leva Epnere
continues to examine reformist teaching
ideas dating back to the turn of the 20th
century. In Riga, these were introduced
by Marta Margarita Rinka (1880-1953).
From 1900 to 1942, Marta Rinka ran The
Green School, the kindergarten founded
by philanthropist Augusts Dombrovskis,
which was Latvia’s first pre-school
educational institution.

It was temporarily closed after the events
of the 1905 Russian Revolution, during
which time progressive social workers
were oppressed. With the financial
support of Augusts Dombrovskis, the
Head of The Green School, Marta Rinka
travelled to Berlin (1906-1908), where she
took courses at Pestalozi-Frébel-Haus.

In inter-war Latvia, Marta Rinka became a
notable specialist in matters involving
the training of employees at pre-school
children’s institutions. In 1944, she went
into exile in Germany, from where she
emigrated to the USA (in 19497). Marta
Rinka died in New Jersey, USA.

Marta Rinka was the romantic inspiration
for writer and critic Andrejs Upitis’ poem
Spring Songs (1902). In the late 1970s, the
Andrejs Upits’ Museum received a gift of
five books in German from teacher Olga
Ziemele. The books had been discovered
amidst a pile of scrap paper in a school
courtyard. Their title pages had been

o
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Ieva Epnere

Pirma davana

instalacija - fotografijas, skulptira

ar skanu, arhiva materiali un fotografijas
no Pestalozzi-Frébel-Haus un Vinetas
Jonites personiga arhiva, 2021

Uzturoties Berling, Ievai Epnerei bija ie-
speja apmeklét Pestalozi-Frobel-Haus,
kuru 1882. gada nodibinaja Henriete
Sradere-Breimana, un ta arhivu, atkla-
jot vairakus jaunus faktus par Martas
Rinkas Berline ieguto pieredzi un ap-
gutajam zinasanam.

Ievas Epneres darbs “Pirma davana” sa-
vieno visus jaunatklajumus. Sava darba
maksliniece jauta, kadél Sis gramatas
atrodas A. UpiSa muzeja un kada ir bi-
jusi Martas Rinkas saikne ar Andreju
Upiti? (IE)

5 | C 13 18 "9 20

leva Epnere

The First Gift

installation - photographs, sculpture

with sounds, materials from the Pestalozzi-
Frébel-Haus archive and personal archive
of Vineta Jonite, 2021

1oz,

o%

stamped with a stamp bearing the name
of the owner of the books, “Marta Rink”.

During a stay in Berlin, leva Epnere had the

opportunity to visit Pestalozi-Frébel-Haus,
which was founded in 1882 by Henriette
Schrader-Breymann, as well as its archive.
There she discovered new facts about
Marta Rinka’s experiences in Berlin and the
knowledge she acquired there.

leva Epnere’s work The First Gift connects all

these new discoveries. In this work the

artist inquires into why these books can be
found at the Andrejs Upits’ Museum and the o
nature of the connection between Marta "
Rinka and Andrejs Upits. (IE) N
©
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Neatalgotas performances

Gulstiin Karamustafa

Pirms 1990. gada nebija daudz cilveku Stambula,
kuri zinatu par gagauziem,

pareizticigo kristiesu kopienu,

kuri dzivo Moldavijas dienvidos,

kuri celusies no tjurkiem,

kuru etnogenéze mekléjama pie ciltim,

kuras dzivoja Vidusazijas lidzenumos

un runaja skaidra Balkanu turku valoda

Buadami paklauti bizantieSiem,

seldZukiem, osmaniem, bulgariem, rumaniem un krieviem,
véstures gaita vini bija spiesti dzivot, pretodamies
valodas, religijas un

kultaras eksternalizacijai un spiedienam.

Pédeja 20. gadsimta desmitgade

lidz ar radikalam reZimu mainam vini atkal tika ierauti
imigracijas vilpos, un vinu valodas zinaSanas

kluva par priekSrocibu vinu sievietém nelegala darba mekléjumos
Turcija par majkalpotajam.

2005. gada sakuma

tadas Dienvidmoldovas pilsétas ka Komrata,
Cadirlunga vai Vulkenesti

gandriz katra gimene ir kada sieviete,

kura strada Stambula nelegalos apstaklos.

Gilsina Karamustafa Gilstin Karamustafa
Neatalgotas performances Unawarded Performances
video, 2021 video, 2021

o( « 7 ° =z,

Before 1990 not many people in Istanbul
were aware of the Gagauz people

the Orthodox Christian community

that lives in Southern Moldavia

who are of Turkic descent

whose ethno-genesis lies with the tribes
that inhabited the plains of Central Asia
and spoke pure Balkan Turkish

Being under the dominion of the Byzantine,

Seljuks, Ottoman, Bulgarians, Romanians and Russians during
their history they were obliged to live with resistance against
the linguistic, religious and

cultural externalisations and pressures.

In the last decade of the 20th Century

with radical changes in regimes, they again were initiated by
waves of immigration and their knowledge of language became
a privilege for their women, in finding illegal jobs in Turkey as
maidservants.

By the beginning of 2005

in southern Moldavian cities like Komrat
Cadyr Lunga or Vulkanesthy

nearly every family had one woman member
working in Istanbul under illegal conditions.

Unawarded Performances
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[lomana Sutas un
Aleksandras Belcovas
muze;js

Makslinieki Romans Suta un Aleksandra
Belcova Elizabetes ielas pagalma
nama ievacas 1935. gada kopa ar to-
brid pusaugu meitu Tatjanu un Sutas
mati Nataliju. Tiesi Natalija, kas
veiksmigi nodarbojas ar kafejnicu
biznesu, ir ta, kas sledz ires ligumu
un antikvariatos piemeklé méebeles
jaunajam dzivoklim. Savukart mu-
zeju velak iecer makslinieku meita,
baletdejotaja un makslas vésturniece
Tatjana Suta, kas vél savas dzives
laika iekarto dzivokli Belcovas un
Sutas darbu ekspoziciju, turpinot
Saja vide gan dzivot, gan regulari to
izradit interesentiem.

Artist couple Romans Suta and Aleksandra
Belcova moved into the courtyard
building in Elizabetes iela in 1935,
together with their then-adolescent
daughter Tatjana and Suta’s mother
Natalijja. It was Natalija, who ran
a successful cafe business, signed the
lease agreement and scoured an-
tique shops for furniture for the new
apartment. In turn, the museum was
envisioned by the artists’ daughter,
ballet dancer and art historian Tatjana
Suta, who in her own lifetime set up
an exposition of Belcova and Suta’s
works in the apartment, continuing
to both live in this environment and to
regularly show it to visitors.

c0 : °
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Viesibas pie Aleksandras Belcovas. 20. gs. 50. gadu beigas vai
60. gadu sakums. Autors nezinams. Latvijas Nacionala Makslas
muzeja kolekcija.

A social gathering in Aleksandra Belcova’s apartment. Late 1950s
or early 60s. Photographer unknown. Latvian National Museum
of Art Collection.

15 ¢ C 13 3 " 20 2 4 22
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The Romans Suta and
Aleksandra Belcova Museum
Riga, Elizabetes iela 57-26

Ot/Tu 11.00-19.00
Tr-Se/We-Su 11.00-18.00
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Eva Kotjatkova

Jautajot zivij (zivs ada sauszeme) s s s

auduma kostims un objekti, 2018

Eva Kotatkova

1 1 Evas Kotjatkovas sirrealisma iedvesmotie
. ASklng the FlSh darbi ar telniecibas, performances un
(In the Body of a Fish out of watgr) teksta palidzibu apskata un parinscené

modernitates masineriju, akcentéjot
tas socialos, institucionalos un fizi-
kalos mehanismus. Vina vaica, kadél
mes nereti uztveram sos noteikumus
un ierobezojumus ka passaprotamus
un laujam tiem ietekmét veidus, kuros
domajam, macamies, kustamies, uzve-
damies un radam. Ar parinscené$anas
palidzibu vina vélas aktivizét grupas
vai individus, kuri dazadu iemeslu dél ir
izslegti, diskrimineti, apklusinati.
Kotjatkovas darbs festivala Survival
Kit 12, piepildams naras kostims, ir dala
no plasakas sérijas ar nosaukumu “Ma-
§ina empatijas atjaunosanai” (Machine
for Restoring Empathy), istabas lieluma
instalacijas, kura, darba sakotnéja versi-
ja, notiek SuSanas un stastu stastiSanas
darbnica. Izmantojot Sis serijas daudz-
krasaino vidi, kura funkcioné lidzigi dzi-
vam organismam, maksliniece akcente
empatijas spéju uz skaidru klatbatni un
starpniecibu pasaule, veidojot labaku
dzivi gan mums pasiem, gan paréjam
sugam. Darbs piedava daliSanas telpu
un protestu vietu ikvienam un jebkurai
butnei, kam kaut kas pietrukst vai kura
jutas nepilniga, salauzta vai ievainota.

Eva Kotdtkova
Asking the Fish (In the Body of a Fish out of Water)
cloth costume with objects, 2018

Eva Kotatkovéa’s surrealism-inspired work
addresses and re-stages the modernity
machine in sculpture, performance and
text, highlighting its social, institutional
and physical mechanisms. She asks why

we often take rules and restrictions
for granted and let them shape how we
think, learn, move, behave and create.

For the re-staging, she desires to activate
groups or individuals that are for various

reasons excluded, discriminated, or
silenced.

Kotatkova’s contribution to the Survival
Kit 12, a mermaid costume to be filled,
is part of a larger series titled Machine
for Restoring Empathy, a room- sized
installation that originally hosted a
sewing and storytelling workshop.
Through the colourful universe of this
series which acts as a kind of living or-

ganism, the artist highlights the power
of empathy to have a lucid presence and

agency in our world to build a better life

for ourselves and all species. The work

provides a room to share and a space
to protest for anyone or any being that
either lacks something, or feels incom-
plete, broken or wounded.
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Valsi dejo tal

Anda Lace

Qo

1

Anda Lace Anda Lace
Valsi dejo ta! That’s How to Dance the Waltz!
performance, video, skanas un performance, video, sound and

objektu instalacija, 2021

Jaundarba “Valsi dejo ta!” tapsana ir sais-

tita ar pieredzi “Sansusi” labklajibas
rezidencCu programma, ilgstosi un at-
kartoti tiekoties ar senioriem socialas
aprupes centra un iepazistot drosmigu,
nedaudz nepratigu, brivu garu.

Neveikli pardrosiem soliem bieZi vien se-

ko sods, likumsakarigas traumas un
nosodijums. Nestabilo vieglak ir atsedi-
nat, nevis atbalstosi pieturet. Ik pa lai-
kam meginu dzive un ari $aja makslas
darba radit telpu, kur trauslais kritienu
drikst atlauties.

Performance, video, skanas un objektu in-

stalacija top, sadarbojoties ar kompo-
nisti Alisi Rancani. (AL)

1o . 1O 2Z,

object installation, 2021

The creation of the new work That's How

to Dance the Waltz! is related to my ex-
perience at the Sansusi welfare resi-
dence programme, where I regularly,
over a long period of time met seniors at
the social care centre and got to know
their courageous and slightly crazy

free spirit.

Clumsy overly audacious steps are often

followed by punishment, inevitable
injuries and recrimination. It is easier to
unseat the unstable than hold it sup-
portively. From time to time in my life
and works of art, [ try to create a space,
where the fragile can afford to fall.

This performance, video, sound and object

installation has been created in collabora-
tion with composer Alise Rancane. (AL)

That's How to Dance the UJaltz!

5 1 C 13 18 "9 20
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No labas: vedekla Lina, mazmeita Biruta, déls Karlis, mazmeita Lidija, = The Krisjanis Barons Museum
rlS a na arona mu 2 Q S mazdéls Paulis, KriSjanis Barons Suvorova (tagad Krisjana Barona) Riga, KriSjana Barona iela 3-5
3 ielas 3. nama. 1922. gads. Autors nezinams. Rakstniecibas un mazikas
Tr/We 13.00-19.00

muzeja krajums.
Ce-Sv/Thu-Sun 11.00-18.00

FEIN

From right: daughter-in-law Lina, granddaughter Biruta, son Karlis,
granddaughter Lidija, grandson Paulis, Krisjanis Barons in building
No. 3 in Suvorova (now Krisjana Barona) iela. 1922. Photographer
unknown. Literature and Music Museum Collection.

Folklorists, rakstnieks un publi-
cists Krisjanis Barons Suvorova
ielas (tagad - Kr. Barona ielas)
nama nodzivo pédéjos Cetrus sa-
vus dzives gadus déla zobarsta
Karla gimené. Piecistabu dzivokli

ir Karla zobarstniecibas privat-

prakse, Seit dzivo ari “vedeklina,
pupolins” Lina, Barona mazbeérni

un kadu laiku ari Linas mamma
Anna. Lina klast par Barona
lidzstradnieci - pieraksta, par-

raksta, palidz sakartot Latvju

dainu izlasi jaunatnei, un péc

Barona naves sagatavo izdosa-

H

nai “Atminas”.

Folklorist, writer and publicist Kris-
janis Barons lived in the building
in Suvorova iela (now - Kr. Barona
iela) during the final four years of
his life with his son Karlis and his
family. In one of five rooms there
was the Karlis' dental practice,
the others were shared with
Barons’ beloved daughter-in-law
Lina, his grandchildren and, for
a time, Linas’s mother, Anna, also
lived there. Lina became Barons'
collaborator - she wrote down,
transcribed, helped to arrange
a selection of Latvian dainas, and,
after Baron’s death, prepared for
publication his Memories.

° . © o
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Te pateikts viss,

ko vinas nedriksteja teikt

Un tu apklusi

Gozde Ilkin

Par norisém gimené (pirmaja vieta, kur més
ielaizam saknes) un dazadajiem valodas
veidoliem, kuros izteikts un aprakstits
tas, ka pareizi jadzivo, es pirmoreiz uz-
zinaju tiesi no tekstilijam, ko pazist ka
falvéddék jeb “sienas dekoriem”.

Sis tekstilijas, kas paredzétas sienu pasar-
gasanai, savulaik no Vacijas izplatijas uz
Ungariju un citam Eiropas zemeém, ka ari
Amerikam; So parklaju noluks ir pasar-
gat virtuves sienas no nevélamiem trai-
piem, sodrejiem un taukiem. To veidosa-
nas tradicija, ieZmiegta starp laikmeta
ideologiju perspektivam un starp diviem
kariem, ar rakstita varda un attelu pali-
dzibu sniedz ieskatu to elementu véstu-
ré, kas veidoja dzimtes lomas gimené un
noteica sievieSu pienakumus un uzvedi-
bu. Ta¢u rokdarbi un iz§tuSana skaitijas
arivalasprieks, kura tika izpaustas
sievieSu ilgas un sapni, veidojot kopigu
valodu un atminas, kas no vecmaminas
tika nodotas matei un tad meitai.

Lai ar1 tadi teikumi ka “Lielaka laime un lie-
lakais prieks ir mana klusa majas dzive”
vai “Sieviete, kas mil savu saimnieku, vinu
labi édina” sievietem atgadina par vinu

12 °
4 < Z = s C 3 3

4 Qo 19 12 a3

It was in textiles known as wall coverings

(falvéddk) that I first discovered the do-
mestic relations of the home, which is the
first place we learn to take root, and the
different forms of language that evoke and
inscribe how one is supposed to live.

These wall-protecting textiles spread from

Germany to Hungary to the different
countries of Europe and the Americas;
they are safeguards intended to pro-
tect the surfaces of kitchen walls from
unwanted stains, soot, and oil. Caught
between the era’s ideological perspectives
and its two wars, this practice of needle-
work offers a written and pictorial history
of the elements that shaped domestic gen-
der roles and the duties and behaviours of
women. At the same time, needlework and
embroidery were seen as leisure activities
that occupied women’s desires and as-
pirations, forging a shared language and
memory, relayed between a grandmother,
mother, and daughter. With sentences like
“My greatest happiness and my greatest
joy is my silent domestic life” or “She
who loves her master cooks well for him”
that speak on behalf of women to remind

14

Godze Ilkina
Mazak manis, vairak mus
iz8uvumi uz sena kokvilnas auduma, 2021

Gdzde ilkin
Less me, more us
Embroidery on vintage bundle fabrics, 2021

RN B N

They Said Everything They Couldn't Say
And You Fell Silent

dieniskajiem pienakumiem, Sajos izSu-
vumos nojauSama ari izS§uvéju vélme
palikt kopa, izSkirties vai zaudét galvu.
Lidz ar to tie lasami ari ka privati un
kolektivi arhivi, kas lauj pa spraudzinu
ieskatities noteikta laikmeta gimenu
dzives.

Cikla “Te pateikts viss, ko vinas ne-
drikstéja teikt. Un tu apklusi” centra ir
augiem raksturigie daudzbalsigie un
daudziem dzimumiem piederosie vei-
doli un izdzivoSanas stratégijas, kas
atgadina, ka més esam nevis dabas
pavélnieki, bet gan tas dala. Savvalas
augi izjauc ierasto kartibu, priekssta-
tus un iesaknojumus. Varbit to iz-
koptie pretosanas veidi var kalpot ka
atgadinajums cilvécei par sen aizmirs-
tiem ricibas un izturéSanas modeliem?

Sie audumi nakusi no manas gimenes
krajumiem un reprezenté atminas par
majas dzivi. IzSujot mani iedvesmoja
nezales un invazivi augi, tadi ka neaiz-
mirstules, princesu koki un vibotnes,
kas parpem un parveido cilvéces
mantojumu. (GI)

15 1 c 1A 18 “ 20

them of their daily responsibilities, these
textiles convey these women’s intentions
about staying together, coming apart, and
falling into disorder. As such, they can be
read as personal and collective archives
that shine a light into domestic life during
the era.

The series They said everything they
couldn’t say and you fell silent focuses on
the multi-vocal, multi-gendered forms and
life-sustaining strategies of plants, which
remind us that we are not masters of na-
ture but part of it. Wild plants displace fa-
miliar orders, ideas, and roots; might their
modes of resistance serve as guardians to
remind humankind of models of behaviour
that it has forgotten?

These textiles from my family represent the

memory of the domestic; as I stitched them,

I drew inspiration from the characteris-
tics of invasive plants like Forget-me-nots,
Paulownia, and Artemis Vulgaris, which
overtake and transform what belongs to
humankind. (GI)

o
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Radijums

Anna Salmane

Qo

Anna Salmane Anna Salmane
Radijums Creature
skulptira, 2021 sculpture, 2021

Pagraba pasléptais tevs

3. A.981. J. Sprogis Kokneseé. Brivzemnieka “Musu tautas pasakas”

Vecos laikos reiz bija kada zeme tada ierasa: vecus laudis,

kas vairs nespéja pelnit maizi, tur sita nost, ka vecus zirgus,

vai aizveda meza un nosvieda ka maitas.

Vinos laikos dzivoja tani zemé vecs virins, viram bija déls
un delam atkal dels. Veca déls jau saka veérot, ka tévs vairs
nav pilns darba stradnieks, ka tam jau laiks atstat So pa-
sauli. Ta verodams, déls néma délina ragavinas, uzsedina-
ja tur savu veco tevu un vilka uz mezu. Déla delins teceja
savam ragavinam pakal. Aizvilka dels tevu meza, apgaza
raguvinas un sacija: “Lai nu gul Se ar visam ragavinam!”

Bet delins, mundrs zéns, teica: “Né, tét, savas ragavinas Se
neatstasu!”

“Kam tad tev vajaga nieka ragavinu?”

“Ja man nebus ragavinu, ka tad es tevi dabusSu meza, kad
tu paliksi vecs un nespécigs?”

Sadus vardus izdzirdis, ve¢a déls palika domigs. “Vai re;”
tas doma, “pasa déls sola man tadu pasu galu, kadu Se
padaru savam tévam. Ne, ta nav labi!”

Dels panema tevu, uzsedinaja atkal uz ragavinam un vilka
atpakal uz majam. Bet majas dels nedrikstéja, visiem
redzot, turét savu nespecigo tevu; vins to tadél panema
un ielika pagraba, un deva tam tur est un dzert.

Péc kada laika izcelas tani pasa zeme liels bads.

Rudzu vairs nebija nevienam ne graudina; mieZu retam ka-
dam kada druscina. Vectevs pagraba jau labu laiku manit-

Creature

2y 1o 1,
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manija, ka nav labi, jo dels tam deva tikai pa biSkiSam miezu
maizi vien.

24
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Reiz vectévs prasija delam: “Kapec tu man vairs nedod ne
gabalina rudzu maizes?”

Dels atteica: “Visa zeme liels bads; rudzu nav vairs nevienam
ne graudina; tade] bedas lielas, jo nav nevien ko ést, bet ari
ne saujinas, ko ieset zeme.”

“Grati laiki,” sacija vecis; “bet klausies déls, ko tev pamacisu,
lai tu varéetu dabut rudzu jel seklas tiesai. Nojum pusriju un
izkul no jauna vecos jumta salmus, tad redzesi, cik tur bus
vel graudu ieksa”

Dels darija, ka lika tevs: nojuma pusriju, izkala no jauna vecos
jumta salmus un dabuja veselu stopu rudzu graudu. To izda-
rijis, dels gaja atkal pie teva pagraba un sacija, ka vins izkulis
no veciem rijas jumta salmiem veselu stopu rudzu. Tévs
sacija: “Nojum otru rijas pusi un izkul no jauna vecos jumta
salmus, tad redzési, cik tur bus vel graudu ieksa.”

Dels darija, ka lika tévs: nojuma otru rijas pusi un izkiila no
jauna vecos rijas salmus un dabuja atkal veselu stopu ru-
dzu graudu. Nu tevs sacija: “lesej nu rudzus!”

Dels ieséja rudzus, un tam otro vasaru izauga loti brangi
rudzi, kas tam deva jau labi daudz séklas nakoSam gadam.
Veca dela rudzus redzédami, visi bada zemes laudis brinét
brinejas, no kurienes sim celusies rudzi, jo nevienam citam
nebija ne graudina. Izdzirda par Siem rudziem pats zemes
lielskungs, paveéleja atsaukt pasu rudzu audzinataju un
prasija: “Kur tu neémi veselu rudzu lauku, jo nevienam pasam
visa zeme rudzu nav ne graudina?”

Padomaja déls britinu, un dasSu sanémis, izteica visu, kas bijis,
ka vecais tevs tam devis labu padomu. Bet lielskungs nu
prasa: “Kur tad tavs tévs ir, ka to nemaz neredz?”

Dels atbild: “Es to turu pagraba!”

Nu tik lielskungs un visi citi tas zemes laudis palika gudraki,
redzedami, ka ari1 vedi der - der labam, gudram padomam.

No ta laika nekur vairs laudis negalinaja savus nespéci-
gos vecus.
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The Father Hidden in the Cellar
The Freeholder’s Our People’s Tales I, 43, 21.L. P. VI, 1], 29, 2, 1a
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In days of old, there once was a land with the following cus-
tom: old people, who could no longer earn their crust were
slaughtered like old horses, taken off to the forest and dis-
posed of like vermin.

Back in the day, an old man lived on that there land . The man
had a son and the son also had a son. The old man’s son be-
gan to notice that his father was no longer a full-time worker.
It was time for him to depart this world. Having noticed this,
the son took his son’s sled, sat his old father down on it and
pulled it towards the forest. The son’s son followed in the
wake of his sled. Having pulled his father into the forest, the
son turned over the sled and said, “Let him lie here together
with the sled!”

But his son, a quick-witted lad, said, “No, dad, 'm not leaving
my sled here!”

“What do you need a paltry sled for?”

“If  don’t have a sled, how will I get you out to the forest, when
you become old and feeble?”

Upon hearing his son utter these words, the man became
thoughtful. “Is it not the case,” he thought to himself, “That
my own son is promising me the same end that [ am inflict-
ing upon my father? No. This isn’t good!”

The son took his father, sat back down on the sled and pulled
him back home. But at home the son could not, before every-
one’s eyes, keep his feeble father: so he took him and put him
in the cellar, where he kept him fed and watered.

After some time, a great famine arose in that same land. No-
body had even a grain of wheat any longer; and very few
had even a smidgeon of barley. For a while now, down in the
cellar, the grandfather had noticed that things were not good,
because his son was only feeding him tiny portions of bread.
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The grandfather once asked the son, “Why don’t you give me
even a hunk of wheat bread anymore?”

The son replied, “Throughout the land, there is a great famine;
nobody has even got a grain of wheat left, so we're in great
strife, because nobody has got anything to eat or even a fist-
ful to sow in the ground.”

“Hard times,” said the old man; “But listen to what I'll teach you
son, so that you can get enough wheat for seeds. Take the
roof off half the barn and thresh the old roof straw anew, and
then you’ll see how much grain it still contains.”

The son did as his father told him: he took the roof off half the
barn, threshed the old roof straw anew and obtained a whole
quart of wheat grain. Having done this, the son returned to
his father in the cellar and told him that he’'d threshed a whole
quart of wheat from the straw from the old barn roof. His
father told him, “ Take the roof off the other half of the barn
and thresh the old roof straw anew, and then you’ll see how
much grain it still contains.”

The son did as his father had told him to: he removed the roof
from the other half of the barn and threshed the old barn
roof’s straw anew and obtained a whole quart of wheat grain.
Now his father said, “Now sow wheat!”

The son sowed the wheat and the following summer he pro-
duced some really impressive wheat, which provided him
with a lot of grain for the following year. Having seen the old
man’s son’s wheat, all the folks in the famine-stricken coun-
try could not understand where he’d got the wheat from, be-
cause nobody else even had a grain of it. Having heard about
this wheat, the squire of the land summoned the grower of
the wheat and asked him, “Where did you get a whole field of
wheat, when there is not a grain of wheat to be had by any-
body throughout the land?”

o .
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The son paused for thought and, having summoned the req-
uisite courage, told him everything that had occurred as a
result of his aged father giving him good advice. But now
the squire asked, “Where is your father? We can’t see him.”

The son replied, “I'm keeping him in the cellar!”

Suddenly the squire and all the other folks in that land be-
came wiser upon seeing that old folks are also useful - use-
tul for offering good, sound advice.

From that time on, people no longer killed their feeble par-
ents anywhere.
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c c 33 Ziemassvetki Solvitas Kreses un Jana Taurena dzivokli Neiburgs Hotel
le S n lC a el u r S Neiburga nama. 2001. Riga, Jauniela 25/27
Christmas at Solvita Krese and Janis Taurens apartment Pr-Sv/Mo-Su 11.00-18.00
at Neiburgs house. 2001.

oS 1o TN,

Bavuzpnémeéjs Ludvigs Neiburgs ires
namu Jauniela uzcela 1903. gada.
Pirmaja stava atradas nelieli veikali,
augsstavos - ires dzivokli. Padomju
laika ipasums tika atsavinats, nama
tika ierikota dienesta viesnica pa-
domju amatpersonam un 13 komu-
nalie dzivokli, pirmaja stava - alus
restorans “Pie Kristapa”, kas kluva
par tipisku socialistiskas restoranu
kulturas paraugu. TukstoSgades
mija tur dzivokli iréja ari Survival
Kit dibinataja Solvita Krese, dzivok-
lim klastot par vietu spontaniem
hepeningiem. Kops 2010. gada éka ir
viesnica un restorans “Neiburgs”.

Estate developer Ludvigs Neiburgs built
arental house in Jauniela in 1903. On
the ground floor there were small
shops, on the upper floors - rental
apartments. During the Soviet era, the
property was expropriated, a “busi-
ness hotel” for Soviet functionaries
was established alongside with 13
communal apartments. On the ground
floor, a beer restaurant Pie Kristapa
opened, which became a typical ex-
ample of socialist restaurant culture.
At the turn of the millennium, Solvita
Krese, the founder of the Survival
Kit, also rented an apartment there,
and the apartment became a place for
spontaneous happenings. Since 2010,
the building functions functions as the
Neiburgs hotel and restaurant.
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Menopauzes klubs NB! Ekskluzivi

Mia Raadik

No 8,7 miljoniem sugu mums zinamas
tikai cilvéku un ¢etru valveidigo (pléson-
delfinu, baltvalu, narvalu un isspuras
grindu) sugas, kam piemit menopauzes
fenotips - videji 20 gadu ilgais periods
starp sievietes/matites reproduktivas
dzives un muza beigam. Menopauzi uz-
skata drizak par kultaras, nevis biologi-
jas fenomenu. Patriarhalas sabiedribas
attieksmi pret menopauzi un gados
vecakam sievietém labi ilustré Anglijas
bankas viceprezidenta komentars par
tautsaimniecibu 2018. gada, salidzinot to
ar menopauzi un ar to domajot kaut ko,
kas ir novecojis un zaudéjis potencialu.

Gan dabisko, gan medicinisko menopauzi
(kas var iestaties péc reproduktivo
organu kirurgiskas iznemsanas) var uz-
skatit ari par sacelSanos pret evolucijas
likumiem. Saskana ar evolicijas teoriju
individa eksistences butiba ir sugas
turpinasana. Ipasi viesnicas “Neiburgs”
telpam radita instalacija “Menopauzes
klubs NB! Ekskluzivi” ir veltijums pavi-
sam nedaudzajam sugam, kas piedzivo So
biologisko fenomenu un ar to saistito
kultaras stigmu.

Menopause Club NI3!
Exclusive

Humans, alongside four toothed whales -

the orca, beluga, narwhal and short-finned
pilot whale - are known to be the only
species from 8.7 million species to have the
menopausal phenotype, the long, average,
20-year period between female reproduc-
tive life and the end of life. Menopause is
thought to be a cultural rather than a bio-
logical phenomenon. Patriarchal society’s
attitudes towards menopause and older
women are well summed up by the Bank of
England Vice President’s 2018 commentary
on the economy at the time, describing it
as menopausal, meaning “outdated and
without potential “

Both natural and medical menopause (after

the surgical removal of reproductive organs)
can also be seen as a rebellion against the
rules of evolution. According to the theory of
evolution, the purpose of the existence of an
individual is to reproduce the species. The
site-specific installation Menopause Club
NB! Exclusive is inspired by the few species
which experience this biological phenome-
non and its associated cultural stigma.
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Mia Radika

Menopauzes klubs NB!

Ekskluzivi

vietai piesaistita instalacija,
pasakumu programma, 2021
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Mia Raadik
Menopause Club NB!
Exclusive
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site-specific installation,
public programme, 2021
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Eduards Smilgis ziemas darza 20. gs. 30. gados. Autors nezinams. Eduards Smilgis Theatre Museum :

uar a ml a Eduarda Smilga Teatra muzeja krajums. Riga, Eduarda Smilga iela 37 v
] 3 Eduards Smilgis in the ‘winter garden’ in the 1930s. Photographer Ot-Se/Tu-Sa 11.00-18.00 ;Q

)

I eatra mu Z Q] S unknown. Eduards Smilgis Theatre Museum Collection.

RezZisors Eduards Smilgis pats iecer savu
ekstravaganto namu. No gulamistabas
caur apalu logu Smilgis var skatities lejpus
uz personigo teatra zali ar istu skatuvi.
Teatra zale gan neviena izrade ta ari ne-
esot notikusi, ari viesibas Smilgis neriko.
Kopa ar Smilgi dzivo vina déli, kas abi iet
boja Otra pasaules kara laika. Kara uzlido-
jumos cies$ ari maja, iebruk tas griesti. Péc
kara kopa ar Smilgi dzivo vina otra sieva
Zigrida, piedzimst un uzaug abu bérni
Janis un Aija, dazkart tiek izmitinati kadi
studenti vai aktrise, bet péc Smilga naves
nams paliek tukss. Eka praktiski no jauna
tiek uzcelta 20. gs. 70. gados jau ka muzejs.
Tiesi ta, ka Smilgis butu vélejies - ne savu,
bet teatra muzeju.

Theatre director Eduards Smilgis envisioned
his extravagant house himself. From his bed-
room Smilgis could look downward through
a round window to his personal theatre hall
with a real stage. No performance is said
to have taken place in the hall, though, and
Smilgis did not hold social gatherings. Smilgis
lived together with his sons, who both died
during World War II. The house suffered
during bombing raids, its roof collapsed.
After the war, Smilgis lived together with his
second wife Zigrida, their children Janis and
Aija were born and grew up there. Occa-
sionally Smilgis accommodated students
or an actress, but following Smilgis’ death
the house became empty. The building was
practically built anew in the 1970s already as
a museum. Exactly how Smilgis would have
wished - a theatre museum, not his own.

20
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Vina sez uz kresla

Anna Salmane

“Sandersons un Serbovs izstradaja pare-
dzama dzives ilguma mervienibu, ko
sauc par potencialo vecumatkaribas
koeficientu (PVAK). Saskana ar to cilvéeku
skaits tajas vecumgrupas, kam paredza-
mais dzives ilgums ir 15 gadi vai mazak,
tiek dalits ar pieauguso (vecuma virs
20 gadiem) skaitu vecumgrupas, kam
paredzamais dzives ilgums ir lielaks par
15 gadiem.

PVK atSkiras no parasti izmantota vecum-
atkaribas koeficienta (VAK), kura
pamata ir tikai hronologiskais vecums
un ko visbiezak veido attieciba starp
cilvéku skaitu virs 65 gadu vecuma un
cilvéku skaitu tradicionalaja darbspejas
vecuma (15-64 gadi).

PVAK vecumdefinicijas slieksnis ir elasti-
gaks, un tas nozime, ka daudzas valstis
mazak cilvéku varétu tikt klasificéti ka

“veci” un attieciba starp veciem cilvéekiem
un cilvékiem darbspeéjas vecuma, saska-
na ar Serbova datiem, tuvako desmitga-
zu laika pieaugtu daudz lenak.”

“Pasaules Veselibas organizacija (PVO)

programmas “10 prioritates aktivai rici-
bai veltita desmitgade saistiba ar vese-
ligu novecosanu” ietvaros izstrada veseli-
gas novecosanas prieksnoteikumus. To
centra ir gados vecaku cilvéku iespéjas
funkcionét savos sadziviskajos apstak-
los un apkartesosaja vide (funkcionalas

She Sits on a Chair

“Sanderson and Scherbov created a life
expectancy-based measure, called the
prospective old age dependency ratio
(POADR), that calculates the number of
people in age groups with remaining life
expectancies of 15 years or fewer,
divided by the number of adults (ages 20
and older) in age groups with life expec-
tancies greater than 15 years.

14

Anna Salmane

Vina séz uz krésla
performance, 2021

spéjas), nevis vinu vecums vai slimibas.
PVO funkcionalo spéju meérvienibas
pamata ir mijiedarbiba starp indivi-
da fizisko un kognitivo kapacitati (jeb
ieksejo kapacitati) un individa dzives
vidi (kas ietver gan fiziskos, gan soci-
alos majvietas, apkaimes un kopienas
aspektus). Apgadajamo skaits sabied-
riba labak izmérams, nevis izmantojot
hronologisko vecumu, bet gan raugo-
ties uz aprupes nepiecieSsamibu. PVO
meérvienibu apriupes nepiecieSamibai
veido sesas ikdienas dzives darbibas,
kas saistitas ar funkcionalitates spéju
mazinasanos: mazgasanas, apgerbsa-
nas, paésana, apgulSanas/piecelSanas
no gultas, labiericibu izmanto$ana un
spéja Skérsot istabu.”!

Performance tapusi sadarbiba ar horeo-
grafu Ruadolfu Gedinu un baltedejota-
jam Inesi Caéu, Marutu Dingu, Janinu
Nurku un Dzidru Treiju.

1 Avots/ Source: ledzivotaju uzskaites birojs
(Population Reference Bureau)
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Anna Salmane
She sits on a chair
performance, 2021

By contrast, the commonly used old-age
dependency ratio (OADR) is based solely
on chronological age and is usually the
ratio of people ages 65 and older to those
in the traditional working ages (15 to 64).

Using the POADR’s moving threshold for
defining old age means fewer people are
classified as old in many countries, and
the ratio of old people to working-age
people increases much more slowly over
the next few decades, Scherbov showed.”

“The World Health Organization (WHO) is
working to refine measures of healthy
aging as part of their 10 Priorities for
a Decade of Action on Healthy Ageing.
The focus is on older people’s ability to
function (functional ability) within their
environment, not their age or the condi-
tions or diseases they have. The WHO
measure of functional ability is based on
the interaction between an individual’s
physical and cognitive capacity (called
intrinsic capacity) and their environment
(both physical and social aspects of their
home, neighborhood, and community).

Rather than using chronological age, the
dependent portion of the population can
be better estimated by focusing on care
dependency. The WHO care dependency
measure tracks difficulty with the six ac-
tivities of daily living-bathing, dressing,
eating, getting in/out of bed, using the

toilet, and walking across a room-related

to declines in function.”

Performance was created in collaboration
with choreographer Rudolfs Gedins$ and
ballet dancers Inesa Caéa, Maruta Dinga,
Janina Nurka and Dzidra Treija.
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the Cut

Flo Kasearu
Elina Vitola

Flo Kasearu ir maksliniece no Tallinas,
kura parveidojusi savas gimenes maju
par unikalu masdienu maju-muzeju,
kura vina dzivo un strada. Elina Vitola ir
maksliniece no Rigas, kura dzivo netalu
no Eduarda Smilga Teatra muzeja. Vina
ne tik vien pavadija savus pusaudza
gadus speléjot paslépes muzeja darza
terasé un macijas makslas skola kopa ar
Smilga mazmeitu, bet ari gadu rezidéja
Flo Kasearu maja-muzeja.

Abas makslinieces apskata jautajumus
par dalijumiem, kas ietverti muzeja
Sibriza tiesiskaja statusa un visparigos
noskirumu veidoSanas mehanismos.
Muzeja darzs ir sadalits starp Rigas pas-
valdibu, valsti un Smilga pécnacéjiem,
veidojot neatritinamu samezglojumu.
Laikam ejot, zemes gabals varétu klat
aizvien sadrumstalotaks lidz, iespé-
jams, izSkistu. Maksliniecu darba tas

Flo Kasearu is an artist from Tallinn,
who transformed her family house into
a unique kind of contemporary house
museum, where she lives and works.
Elina Vitola is an artist from Riga,
who lives around the corner from the
Eduards Smilgis Theatre Museum.

Not only did she spend her teenage years
playing hide and seek in its garden
terrace, but she went to art school to-
gether with Smilgis granddaughter, and
also resided for a year in Flo Kasearu’s
House museum.

Together they look at the question of the
divisions embedded in the current legal
status of the museum and in the larger
mechanisms of partition in general. The
museum’s garden is divided between the
city of Riga, the state, and the successors
of Smilgis, forming an unresolved bind.
The plot gets more and more divided

14

Flo Kasearu un Elina Vitola

the Cut
instalacija, 2021

klast par griezumu, dalijumu un liniju
teatri. Vinas izmanto teatra priekskaru,
kuru vispirms izmazga darza esosaja
baseina un tad izkar zZavéties ka velu.
Priekskara-velas skulptira ar nosauku-
mu the Cut Skérso darzu, nenemot véra
tas cela esoSos objektus: vai ta butu
struklaka, kada skulptiira vai celins.
Priekskars, tradicionala parejas, gaidu
un sakuma metafora teatri, pats par
sevi ir gan dalijjuma elements, gan ari
kontaktlinija. Turklat, pedéja laika tas
aizvien vairak un vairak pazad no teatra
konteksta un paradas vizualaja maksla,
padarot jebkadas robezas porainakas
un izskalotakas. (FK, EV)

Flo Kasearu and Elina Vitola
the Cut
installation, 2021

1440 1o TN,

with each generation until it is perhaps
dissolved. For the artists it becomes a
theatre of cuts, partitions and lines. They
use the theatre curtains, which they first
wash in the garden’s pool and then hang
as laundry. The curtain-laundry-sculp-
ture called a Cut will divide the garden in
a straight line, trespassing any obstacles
in its way: be it a fountain, an existing
sculpture or pathways. The curtains,

a traditional theatre metaphor of a cut,
but also of a desire or a beginning, are
themselves both elements of division but
also of a common line. Recently, they have
actually disappeared more and more in
the theatre context and re-appeared in
visual arts, making any borders more
porous and more dissolved. (FK, EV)
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Citatu sniegavirs

Oskar Dawicki

Vanitas bija makslas Zanrs, kas izveidojas
Niderlandé 16. un 17. gadsimta. Si Zanra
darbos tradicionali tiek attélota klusa
daba, un to téma ir esibas trauslums,
izpriecu bezjédziba un naves neizbeégami-
ba. “Citatu sniegavirs” ir ledus skulptiira,
kas atrodas saldétava un ir sava veida
vanitas Zanra interpretacija masdienas.
Ta ka tas darinats no sniega, to nepiecie-
Sams pastavigi aprupet, lai uzturéetu pie
“dzivibas”.

Vienigais cietas formas darba elements ir
sniegavira pogas. Uz tam izvietoti citati
no gramatas “Meditacijas”, ko sarakstijis
Romas imperators Ceézars Marks Auré-
lijs, pazistams ari1 ka stoicisma filozofijas
parstavis, kur$ macijis par savaldigumu,
pienakumu un cienu pret citiem.

“Citatu sniegavirs” novietots uz teatra
muzeja skatuves, lidz ar to gandriz citéjot
kadu citu makslas darbu, ko Davickis re-
gulari atkarto. Makslinieks daudzas per-
formanceés médz atvainoties; vins uzkapj
uz skatuves un kartejo reizi atvainojas
par to, ka tur atrodas, tadéjadi atklajot
ievainojamibas, jutiguma un humora
klatbutni reprezentacijas aparata.

Snowman of Quotes

Vanitas was a genre of art developed in the
Netherlands in the 16th and 17th centu-
ries. It traditionally presents a still life
and deals with the ephemerality of being,
the futility of pleasure, and the certain-
ty of death. Snowman of Quotes, an ice
sculpture inhabiting the fridge, is a sort
of contemporary vanitas. Because it is
made of snow, it requires constant care
to maintain and “keep it alive”.

The only solid part of the work are the
snowman’s buttons. They carry the
quotes from Meditations by the Roman
Emperor Caesar Marcus Aurelius,
known also as a stoic philosopher and
a protagonist of self-restraint, duty, and
respect for others.

The Snowman of Quotes appears on
the stage of a theatre museum, almost
quoting another on-going practice of
Dawicki. In his numerous performanc-
es, the artist is apologizing: Coming to
the stage and making excuses for being
there, again and again. Exposing vul-
nerability, sensitivity and humour in the
machines of representation.

14

Oskars Davickis

Citatu sniegavirs
instalacija - sniegs, metala
pogas ar gravéjumiem,
saldetava, 2008
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Oskar Dawicki
Snowman of Quotes
installation: snow,
engraved metal buttons,
freezer, 2008
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nimiia cetil

Jenna Sutela

nimiia cétiiir Jennas Sutelas veidots

audiovizuals darbs, kura ietvaros dato-
ra algoritms tika apmacits radit jaunu
rakstito un runato valodu. Tas pamata
ir datora interpretacija par 19. gadsimta
nogales marsiesu valodu, ko savulaik
parraidija francu medijs Elena Smita
un nu ierunajusi Sutela; to papildina
nato édiena sastopamas ekstremofilas
baktérijas bacillus subtilis kustibas. $i
bakterija, ka liecina pedéja laika veiktas
eksperimentalas kosmosa misijas, spéj
izdzivot uz Marsa. Dators Saja projek-
ta ir medijs - tas parraida veéstis no
butnem, kas parasti nav spéjigas lietot
valodu. Darbs ari vésta par saprati-
gajam masinam ka musu pasraditiem
citplanetiesiem.

nimiia cétiitika izstradats sadarbiba ar

Memo Aktenu un Damjanu Anri Google
Makslas un kultaras makslinieku
rezidences programmas n-dimensions
ietvaros radosaja telpa Somerset
House Studios. Paldies Kirenam Beit-
sam no Londonas Impérijas koledzas
Zoologijas institata, Adamam Las-
é¢ingeram par skanas ierakstu, ka ari1
Manusam Nijhofam un Leitai Benhedai
par 3D animaciju. Videodarba ieklauto

miuziku veido Miako Klainas kontrabasa

ieraksts un Sina Ju Morgantina flauta,
skanas apstradi veicis Ville Haimala.

nimiia cétii is an audiovisual work by Jenna

Sutela using machine learning to gener-
ate a new written and spoken language.
This language is based on the computer’s
interpretation of a Martian tongue from
the late 1800s, originally channeled by the
French medium Hélene Smith and now
voiced by Sutela, as well as the movement
of Bacillus subtilis natto, an extremophil-
ic bacterium that, according to recent
spaceflight experimentation, can survive
on Mars. The machine, in this project,

is a medium, channeling messages from
entities that usually cannot speak. The
work is also about intelligent machines as
aliens of our creation.

nimiia cétii was created in collaboration

with Memo Akten and Damien Henry
as part of n-dimensions, Google Arts &
Culture’s artist-in-residence program
at Somerset House Studios. Thanks to
Kieran Bates from the Institute of Zool-
ogy at Imperial College London, Adam
Laschinger for sound recordings, and
Manus Nijhoff and Leith Benkhedda for
3D work. The video includes music with
Miako Klein on contrabass recorder
and Shin-Joo Morgantini on flute, with
sound production by Ville Haimala.

14

Jenna Sutela

nimiia cétii
video, 2018

Jenna Sutela
nimiia cétii
video, 2018
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Holobionts

Jenna Sutela

Jennas Sutelas videodarba “Holobionts”

apskatita ideja par apzinas iemie-
sos$anos planétas méroga, ar pietu-
vinajuma palidzibu no izplatijuma
nolaiZoties lidz pat kermena iekSpusei.
Darba dokumentétas planétas aizsar-
dzibas proceduras Eiropas Kosmosa
agentura, ka ari péetitas fermentéta
partika atrodamas ekstremofilas bakte-
rijas, aplukojot to potencialu dzivibas
izplatiSanai starpzvaigznu telpa. Darba

Holobiont, a video by Jenna Sutela, consid-

ers the idea of embodied cognitionon a
planetary scale, featuring a zoom from
outer space to inside the gut. It docu-
ments Planetary Protection rituals at the
European Space Agency and explores
extremophilic bacteria in fermented foods
as possible distributors of life between
the stars. Bacillus subtilis, the natto
bacterium, plays a leading role. The term
'holobiont' stands for an entity made of

centra ir japanu édiena nato sasto-
pama baktérija Bacillus subtili. Termins
“holobionts” apzime ekologisku vienibu,
ko veido daudzas un dazadas sugas,
kas ekologisku un evolucijas iemeslu
deél kluvusas par vienu butni.

many species, all inseparably linked in
their ecology and evolution.

Piedalas / Featuring: Tarren Johnson, Nile Koetting, Ming Lin, Colin Self

Planétas aizsardziba / Planetary Protection: Gerhards Kmineks,

Eiropas Kosmosa agentaras Dzivibas, fizikas un dzivibas nodrosinasanas laboratorija

(Physical Sciences and Life Support Laboratory at the European Space Agency)

Fermenti / Ferments: Markus Shimizu

Kamera un montaza / Camera and Video Editing: Mikko Gaestel

Skanas rezija / Sound Editing: Martti Kaliala

leraksts / Recording: Ville Haimala, Adam Laschinger, Gold Mountain

Atbalsta fonds / Supported by “Kone”

Darbs izaudzis no performances galerijas Serpentine rikotas pasakumu sérijas “Maratons” ietvaros 2017. gada. /
The work grew out of the "Marathon" series of performances held by the Serpentine Performance Gallery in 2017
Paldies / Thank you: Ella Pelvin, Elvia Wilk
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Holobionts
video, 2018
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() ara \ ; a Cl e Sa mu : Z g S Ojars Vacietis darbistaba. Kadrs no Latvijas Televizijas 1983. gada The Ojars Vacietis Museum
raidijuma “Tautas dzejniekam Ojaram Vacietim 50”. Riga, Ojara VacieSa iela 19
Ojars Vacietis in his study. A still from the 1983 Latvian Television Ot-Se / Tu-Sa 10.00-17.00
broadcast Peoples’ Poet Ojars Vacietis - 50.

Altonavas ielas nama tris
istabu dzivokli ar malkas
apkuri dzejnieks Ojars
Vacietis un dzejniece,
zurnaliste un tulkotaja
Ludmila Azarova kopa ar
délu Zani un Ludmilas mati
Emmu ievacas 1960. gada.
Batiski dzivokla biedri
ir gramatas, dala no tam
sakrautas bliva kipa, méra-
mas pat ne plauktmetros,
bet plauktkubikmetros.
Péc Vaciesa naves iela tiek
parsaukta vina varda, un
paris gadu velak tiek dibi-
nats muzejs.

Poet Ojars Vacietis and poet,
journalist and translator
Ludmila Azarova, together
with their son Zanis and
Ludmila’s mother, Emma,
moved into the three-room
apartment with wood heat-
ing in Altonavas iela in 1960.
An important part of the
apartment were the books,
some of which stacked in
dense stack, measurable
not so much in shelf-me-
tres as shelf-cubic-metres.
A few years after Vacietis’
death the street was named
after him and his flat was
turned into a museum.
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Mana teva neredzama roka

Giorgi Gago Gagoshidze

Filmas pamata ir Gago téva Nugzari dzive
un vina laba roka. Filma seko vina labas
rokas parvertibam - ka fiziskajam, ta
simboliskajam, petot, ka tas iespaidoju-
Sas Nugzari sabiedrisko un ekonomisko
stavokli, parvietojoties caur atSkirigam
politiskam iekartam. Ari ideologijas
gan parstav, gan parvalda sava veida

“rokas”: sakot ar Padomju Savienibu
(kuras ideologija apgalvoja, ka to po-
litiski parvalda “darbalauzu kolektiva
roka”) un beidzot ar globalo kapitalis-
mu (kura ekonomisko struktiru regulé

“briva tirgus neredzama roka”).

Nugzari dzimis 1953. gada Padomju Gru-
zija. 2008. gads palicis atmina ka laiks,
kad globalo sabiedribu satricinaja fi-
nansu krize. Ka atbalsojot ekonomisko
nelaimi, ari Nugzari labo roku, vina vis-
svarigako darbariku un visas gimenes
uzturetaju, piemekléja nelaime.

2008. gada augusta notika negadijums dar-
bavieta - Nugzari laba roka tika ierauta
cementa maisitaja, izgriezta un izrauta.
Péc §1 notikuma vins atgriezas Gruzija un,
pateicoties Portugales ik ménesi izmak-
satajam invaliditates pabalstam, Sobrid
dzivo simtgadiga gimenes vasarnica Raha
Kaukaza kalnu pakaje.

The source of this film is the personal life
of Gago’s father, Nugzari, and his right
hand. The film traces the physical and
the symbolic transition of his right hand:
how the transition has been affecting
his socio-economic life in his journey
throughout different political ideologies
that are represented and governed by
symbolic hands: from the Soviet Union -
whose ideology claimed that its political
body was governed by “the collective
hand of the workers”; to global capital-
ism - the economic structure of which is

“regulated” by “the invisible hand of the
free market”.

Nugzari was born in 1953, in Soviet Geor-
gia. 2008 - this year will be remembered
as the moment that the financial crisis
hit nations around the globe. As if it was
following this economic crash, Nugzari’s
right hand, which was his essential la-
bour tool and the labour of which was the
main source of income for his family, also
vanished from sight.

In August 2008, Nugzari had an accident
while working. His right hand was dragged,
twisted, and torn away by a concrete mixer.

As aresult, he returned to Georgia and
with the support of a monthly disability

14

Giorgi Gago Gagosidze
Mana téva neredzama roka

video, 2018

Giorgi Gago Gagoshidze
The invisible hand of my father
video, 2018

The invisible hand of my father

Filma seko Nugzari neredzamas rokas
atstatajam pedam, tas kontekstuali-
zéjot un parbaudot, lai izprastu logiku,
kas virza So “iztrukstoso roku”. Roku,

kas radjija jaunus darba apstaklus,
parversoties gimenes saimnieciskas
puses nodrosinataja un klastot par
galveno particibas, atputas un socialas
stabilitates sniedzeéju.

15 1 c 1A 18 “ 20

pension that he receives from Portugal, he
currently lives in a 100 year-old family sum-
mer house in Racha in the Caucasus.

The film follows the visible traces of the in-
visible hand of Nugzari, contextualizing
and examining them in order to compre-
hend the governing logic of his “absent
hand”. The hand that created new labour
conditions in his life by turning itself into
the main provider of wealth, leisure and
social stability - started to manage the
economy of the family.

o

29

2 22 23 2y 25 2C 25 23



L.eaf USarbler

i

.S

ok

e

- 9

Q 35

= S O

= Gv%

1S 0

o MG

~- o or

(B WS ,

= ¢ g 0
N S






L] [ ) Ny w— - [PORTS h
ersrot tavu acu prleksa I(\)’Lti‘:"tsat:tsfe:;facu prieksa g;?:;i\lf\deeiyYour Eyes
video, 2021 video, 2021

Oreet Ashery Dving Under Your Eves

“Mus ka apzinigas un dzivas butnes definé “Our whole essence as conscious and living

o4 . 2 0~S,

naves apzina. Skiet, ka viena no lietam,
kas mani interesé naves un mirSanas
politika, ir, ka ta ir kapinata dzives ver-
sija,” viena no savam nesenajam inter-
vijam apgalvo Orita Aserija. Slimibu,
navi, mirSanu vina uztver ka nepaklau-
sibu kapitalisma piedavatajai bioener-
gijas nemitigi darbinatajai dzivei. Savos
darbos vina apskata kviru un autsai-
deru navi un mirsanu, digitalas pec-
naves dzives politikas individualos un
kolektivos aspektos, ka ari feministisku
reinkarnaciju un maksliniecisku nover-
Sanos, kritiski izvaicajot institucionalas

pieejas rupém un socialam zaudéjumam.
“Mirstot tavu acu prieksa” (Dying Under

Your Eyes, 2019) ir kviru balade par
zaudéjumu un séram, kuru izcel tumss
politisks humors. $1 nesena Oritas ASe-
rijas audiovizuala eseja ietver kadrus,
kuros vina no 2011. lidz 2018. gadam

ar viedtalruni filméja savus vecakus.
Strukturali speléjoties ar dienasgra-
matas formu, filma rada vinas teva
dzives pédeéjos septinus gadus ka
ilgstosu seéru un dziedésanas aktu.
Filma “Mirstot tavu acu prieks$a” ataino
ikdienas dzivi dazadas simboliskas si-
tuacijas, fiksé novecos$anas procesu

beings is defined by the knowledge of
death. [ guess one of my interests in the
politics of death and dying is that it is a
heightened version of life,” claims Oreet
Ashery in one of her recent interviews.
She perceives illness, death and dying to
be a misbehaviour in capitalism’s proposal
for a ceaselessly bio-power based life. Her
work explores queer and outsider death
and dying, the politics of digital afterlife
in individual and collective aspects as
well as feminist reincarnation and artistic
withdrawal as a sharp questioning of

the institutional approaches to care and
social loss.

Dying Under Your Eyes (2019) is a queer

ballad of loss and grief underscored by
political dark humour. The recent au-
dio-visual essay by Oreet Ashery incorpo-
rates the footage she made of her parents
with her smartphone between 2011 and
2018. Playing with the form of a diary
structurally, the film shares the last seven
years of her father’s life as an ongoing act
of mourning and healing. Dying Under Your
Eyes recounts daily life in various sym-
bolic settings, records the ageing process
in a panning reflection on care, mourning
and the obviousness of death. The dark
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panoramiska refleksija par rupém, séram
un naves acimredzamibu. Tumsais hu-
mors, kas raksturigs Aserijas pasaulei,
daudziem individiem un kultaram pa-
radas ka izdzivosanas strategija lidzas
ebreju diasporas pieredzei. Periodiski
AsSerija filma velk sava téva drébes, lai
vinu raksturotu un ar vinu empatizétu,
bliva seru atmosféra méginot izprast
savas gimenes vesturi.
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humour that is idiosyncratic in Ashery’s
universe comes as a strategy of survival for

many individuals and cultures alongside the
experience of diasporic Jewishness. Punctu-

ating the film, Ashery dresses in her father’s
clothes to flesh him out and empathize with

him in an effort to make sense of her family’s

history in a dense atmosphere of grief.
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b Jana Akuratera sieva - Anna Marija Akuratere. Fotografs - The Janis Akuraters Museum
a na ura Gra muZQ] S nezinams. 1960-1973. gads. Rakstniecibas un muzikas muzeja Riga, Ojara VaciesSa iela 6a
3 Jana Akuratera kolekcija.
Ot-St/Tu-S 11.00-18.00
Janis Akuraters wife - Anna Marija Akuratere. Unknown photo- Sv-P/Su-M Slégts / Closed

grapher. 1960-1973. Literature and Music Museum Collection.

Janim Akurateram ir 57, kad regulari “
iestudetas lugas, raksti preseé, izdoti 4 s : v ; o
kopotie raksti, darbs radiofona un :

citviet lavusi iekrat un buvet koka

savrupnamu Tornkalna - sev, sievai
Marijai Annai, meitai - atdzejotajai
un dzejniecei Laimai Agitai. Sava is-
taba ari kalponei, ipasi padomats ari
par viesiem. Akurateru nama dzivo
ar1 kakis Kipars un suns Argus. Janis
Akuraters pasa izsapnotaja maja
pagust nodzivot vien nepilnus Cetrus
gadus, bet nama turpina dzivot vina
gimene, ari padomju laika. 1987. gada
dzejnieka mazdels maju pardod
Kultiras ministrijai. 1991. gada tiek
nodibinats muzejs.

Janis Akuraters was 57, when the
regular performances of his plays, his
articles in the press, the publication
of his Collected Works, his work on
the radio and elsewhere allowed him
to save up and build a wooden family
house in Tornkalns - for himself, his
wife Marija Anna, daughter - transla-
tor and poet Laima Agita. Their maid-
servant also had her own room and
special arrangements were made for
guests. Also cat Kipars and dog Argus
shared the house. Janis Akuraters
lived his last four years there, while
his family continued to live there,
even during the Soviet period. In 1987,
the poet’s grandson sold the house
to the Ministry of Culture and the mu-
seum was established in 1991.
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30 Reproductions of Youth

[eva Kraule-Kuna

20. gadsimta jaunromantisma dzejnieks Janis Akuraters, a 20th century neo-roman-

14, 205

pat religijas limenim, lai pretotos sabied-
riba valdosajam racionalismam. Sava
kolektivi rakstitaja eseja “Musu makslas
motivi” (lai gan to parakstijusi devini
autori, tiek pienemts, ka Akuraters ir
pamatteksta autors) vin$ slavinaja esté-
tismu, iespaidu spontanitati, konkreta
acumirkla kultu un stila izsmalcinati-
bu. Eseja tika uzskatita par dekadentu
manifestu un to apsmeéja valdosajam
rezimam lojalie laikabiedri, jo ipasi J.
Jansons sava plasaja raksta “Fauni vai
klauni? Piezimes par musu jaunako lite-
rataru”, kura secinats, ka “te ar asu nazi
jaizgriez [So kaitigo kapuru] saéstas
lapas un zarini un jaaizmet projam”.

“Miusu makslas motivos” pausto ideju nai-

vums (jo ipasi, ja tas skata ka protestu
pret socialismu) mudina tas pretnosta-
tit autoru kolektiva Tigqun publikaci-
jai “Preliminary Materials for a Theory
of the Young-Girl” (“Sakotnéji materiali
Jaunas-meitenes teorijai”, 1999) - kri-
tiskam komentaram par patérétaju sa-
biedribas kolonizéto kermeni, ta skais-
tumu un jaunibu. “Jauna-meitene gluzi
vienkarsi ir paraugpilsonis, kadu to
defineja pec 1. pasaules kara izveidoju-
sies pateretaju sabiedriba” - musu laika
Jaunas-meitenes vara ir vien tolaik

116 °
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ticist poet, fetishized beauty to the level
of religion to oppose the predominant
rule of rationalism among his counter-
parts. Praising exaggerated aestheticism,
the spontaneity of impressions, the cult
of the present moment, and the sophisti-
cation of style in his collaborative essay

“The Motifs of Our Art” (signed by nine
authors, although J. Akuraters is generally
considered to be the author of the main
body of text) which was regarded as the

“Manifesto of Decadence”. It was ridiculed
by contemporaries loyal to the ruling
regime, most notably in the voluminous
article by J. Jansons, titled “Fauns or
Clowns? Notes on our Newest Literature”
where he calls for the extermination of
their ideas by “cutting off with sharp
knife leaves and branches eaten by these
harmful caterpillars”.

The naivete of the ideas portrayed in “The

Motifs of Our Art” (especially if viewed

as a protest against Socialism) invites

a juxtaposition to Tigqun's publication
“Preliminary Materials for a Theory of the
Young-Girl” (1999) - a critical commentary
on consumer society's colonization of

the body, its beauty, and youth. “The
Young-Girl is simply the model citizen as
redefined by consumer society since World
War I” - the Young-Girl rule of our time is

14

T 220 43 | Ghorine 41 g Waoter 402 il Geitine M g Gy W g

22

23

2y 25

2C



“Jauna-meitene nekad neko
nerada; visparigi nemot, vina
parrada vien pati sevi”

The Young-Girl never creates
anything; All in all, she only
recreates herself

~2 0S5,

domingjuso romantisko idealu neizbega-
mais rezultats kombinacija ar karam se-

just the inevitable result of the dominant
romantic ideals of the period, mixed with

kojoso pareju no kara laika ekonomikas the soon- to-follow post-war shift from a Animal-based
uz miera laika ekonomiku, kura koncen- wartime economy to a peacetime economy, = .
IR . . bioplastic p N
tréjas uz patéréetaju iegribam. Tas nove- focusing on desires of the consumer.
dis mus sabiedriba, kur jauniba ir manta, Leaving us in a society where youth is a N Glycerine7.2g
kuru apmainit pret precém un statusu, commodity to be exchanged for goods and Water60g
kur originalitates iespeéjamibu mazina status, where the possibility of originality - . . Gelatine12g
nepiecieSamiba uzrunat plasas masas un is diminished by appealing to the masses Dzivnieku izcelsmes
visparinatais priek$stats par skaistumu and the generalized idea of beauty (beauty bioplastmasa
(skaistums ka sociali kontroléta patere- as a socially controlled consumerist Recipe:
taju iegriba), kas domats masveida pa- desire) for mass reproduction on a ( h
vairosanai ieprieks nepieredzéta méroga. never-before-seen scale. The abence of Glicerins7,2g 1. Add gelatine, water and
Digitala laikmeta nestais privatuma privacy brought by the digital age has Udens 60g glycerineinto a pot.
deficits radijis sabiedribu, kura nemitigi created a society that is constantly seeking Zelatins12g 2.Cook over medium heat
meklé aréju apstiprinajumu tada mera, external validation, to such a level that its and stir until the gelatine is
ka tas vieniga interese ir pasveértiba, un only interest is the value itself, therefore dissolved and the solution
tadel tai nav itin nekada satura. lacking any substance at all. Recepte: starts to thicken.
Notikusi ideju evolicija (parmainas ne There has been an evolution of ideas (change 3.Remove the froth witha
vienmer ir uz labu, tas parasti ir stiprako is not always for the best, but the fittest 1.Katla sajauc Zelatinu, Gdeni spoon, so that the bioplastic
izdzivosanai) - Janis Akuraters un vina survive) - Janis Akuraters and his confede- unglicerinu ends up with aglossy,
sabiedrotie uzskatija, ka estétika var klat rates believed that aesthetics could become 2. Varavirs vidéjas uguns un smooth surface.
par masu religiju, bet izradijies, ka globa- the religion of the masses, but it turned maisa, lidz Zelatins ir iz8Kidis 4.Pour the solution
la meroga estetizacija novedusi pie skais- out that aestheticization on a global scale un sabiezé into amold.
tuma devalvacijas. Ta ne tikai profanéjusi has led to the devaluation of beauty. It has 3. Arkarotinonem putas, lai 9 )
skaisto, bet padarijusi to par létu padau- made it not only profane, but has turned bioplastmasai bitu spidiga,
zu, kura atsakas sevi par tadu uzskatit, it into a cheap whore, refusing to perceive gludavirsma _
par preci, kas neveiksmigi censas sevi herself as such, a commodity trying to 4.1zlejmasu veidné "
parvareét, un par materialistiskas sabied- unsuccessfully transcend itself and the \ ) :,
ribas greku nozelosanu. (IKK) penance of materialist society. IKK)
N
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Johanna Hedva
Sick Woman Theory
essay, 2016

Johanna Hedva
Slimas sievietes teorija
eseja, 2016

Slimas sievietes teorija

Johanna Hedva

Slimas sievietes teorija (Sick Woman Theory) ir domata
tiem, kuri katru dienu saskaras ar savu ievainojami-
bu un nepanesamo trauslumu, un kuriem tadejadi
jacinas ne tikai par to, lai vinu pieredze tiktu cienita,
bet lai ta vispirms klatu redzama. Tiem, kuriem,
Oderijas Lordas (Audre Lorde) vardiem, nebija pare-
dzéts izdzivot, tapéc, ka §i pasaule ir bavéta pret vinu
izdzivoSanu. Ta domata man lidzigajiem mulkiSiem,
manai slimo un kripu'! kopienai. Jus esat tie, kas esat,
aritad, ja neesat piesaistiti kadai diagnozei: viens no
Slimas sievietes teorijas mérkiem ir pretoties uzska-
tam, ka nepiecieSama legitimacija no kadas instita-
cijas, kura péc tam meginas jus salabot atbilstosi
saviem noteikumiem. Jus nav nepiecieSams labot,
manas karalienes - ir jalabo pasaule.

Es piedavaju $o ka cinas saucienu un liecibu par atziSa-
nu. Ceru, ka manas domas spéj sniegt artikulaciju un
rezonansi, ka ari rikus izdzivoSanai un izturibai.

Un tos, kuri nav hroniski slimi vai ar invaliditati, Slimas
sievietes teorija aicina paplasinat savu empatiju Saja
virziena. Paskatities mums acis, klausities, redzét.

Slimas sievietes teorija ir pastavésana uz to, ka vai-
rums politiska protesta formu ir iek$éjas, izdzivotas,
iemiesotas, cieSanu pilnas un, bez Saubam, nere-
dzamas. Slimas sievietes teorija pardefiné kerme-
nisko eksistenci ka tadu, kas vispirms un vienmer ir
ievainojama, sekojot Dzuditas Batleres nesenajiem
darbiem par nedros$ibu un pretosSanos. Ta ka Batleres
arguments uzsver, ka ievainojamiba kermeni definé
un nevis tikai islaicigi ietekme, tad no ta izriet, ka,
lai pastavetu, tas nepartraukti ir atkarigs no atbal-
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Sick Woman Theory is for

those who are faced with
their vulnerability and un-
bearable fragility, every day,
and so have to fight for their
experience to be not only
honored, but first made visi-
ble. For those who, in Audre
Lorde’s words, were never
meant to survive: because
this world was built against
their survival. It’s for my
fellow spoonies, my fellow
sick and crip crew. You know
who you are, even if you've
not been attached to a diag-
nosis: one of the aims of Sick
Woman Theory is to resist
the notion that one needs to
be legitimated by an insti-
tution, so that they can try
to fix you according to their
terms. You don’t need to be
fixed, my queens - it’s the
world that needs the fixing.

[ offer this as a call to arms

and a testimony of recogni-
tion. I hope that my thoughts
can provide articulation and
resonance, as well as tools
of survival and resilience.

1 a2 1 3 14

stoSas infrastruktiras,
un tade] nepiecieSams
parveidot pasauli saskana
ar So faktu. Slimas sie-
vietes teorija apgalvo, ka
kermenis un prats ir jutigi
un reageé pret apspiesanas
rezimiem - jo ipasi musu
§ibriZa neoliberalo, baltas
rases parakuma balstito,
imperiali kapitalistisko,
cis-heteropatriarhalo
rezimu. Visi masu kermeni
un prati nes sevi $i fakta
vesturisko traumu, un pati
pasaule ir ta, kas mus pa-
dara un uztur slimus.

1 Jedziens “crip” paradijas
nespéjas kustibas ka
noniecino$a varda “cripple”
(kroplis) adaptésana un
apropriésana ar noluku
panakt cilvéku ar invaliditati
redzamibu un atziSanu.

15 9 C 13 13

And for those of you who are not chronically ill or
disabled, Sick Woman Theory asks you to stretch your
empathy this way. To face us, to listen, to see.

Sick Woman Theory is an insistence that most modes
of political protest are internalized, lived, embodied,
suffering, and no doubt invisible. Sick Woman Theory
redefines existence in a body as something that is
primarily and always vulnerable, following from
Judith Butler’s recent work on precarity and resist-
ance. Because Butler’s premise insists that a body is
defined by its vulnerability, not temporarily affected
by it, the implication is that it is continuously reliant
on infrastructures of support in order to endure, and
so we need to re-shape the world around this fact.
Sick Woman Theory maintains that the body and mind
are sensitive and reactive to regimes of oppression
z- particularly our current regime of neoliberal,
white-supremacist, imperial-capitalist, cis-hetero-pa-

triarchy. It is that all of our bodies and minds carry the

historical trauma of this, that it is the world itself that
is making and keeping us sick.

Sick USoman Theory
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(Gatavosanas vecumdienam

Antropologiska pétijuma balstita filozofiska eseja

Maija Jankovska

“Es biju loti speécigs Pastav uzskats, ka nodarboties ar filozofiju nozimé

sava laika. Es
nevaru pateikt

gatavoties navei. Nave var kalpot ka atskaites punkts,
lai izvertetu to, kas dzive patiesi svarigs. Domas
par navi liek apzinaties dzives galigumu ar visam no

tagad’ ka es kaut ko ta izrietoSajam sekam. Visticamak, ja es nonaktu
nevaru [..]. Tapéec es situacija, kura nave tie$am elpotu pakausi, es domatu
labak nebraucu un citadak, tacu Sobrid, savos 36 gados ar, cik zinams,

nedaru to nemaz.”?

Virietis, virs 70 gadiem

diezgan labu veselibu, nave mana uztvere ir ka tira
neesamiba, kas problémas sagada tikai palicéjiem, un
tikai aiz lielas milestibas pret tuvakajiem, man klast
nelagi ap dusu, iztele savienojot sevi ar $o neesami-
bas stavokli.

Daudz vairak neka nave mani nomoka domas par novecosanu. No

vairakiem saviem vienaudzZiem esmu dzirdéjusi dazadas versijas par
vinu idealajam vecumdienam, vai nu baudot ramaku dzivesveidu, kura
darbi nedzen uz prieksu un beidzot pietiek laika mierigai rita kafijai
sava labi koptaja piemajas darza, vai ari kopa ar citiem vecukiem dzi-
vojot aizraujosu socialo dzivi vieta, kuru gruti nosaukt par pansionatu
musdienu izpratne. Man pasai kaut ka nevedas ar sadam vizijam - acu
prieksa ir mana devindesmitgadiga vecamamma, kura vairs nespétu
izbaudit nevienu no minétajiem scenarijiem. Kaut vecumdienas nozi-
metu tikai dzilakas krunkas seja un sirmakus matus!

Kad pirms paris gadiem rakstiju gramatu “Vecumdienas”?, tas mer-

kis bija pretoties sabiedriba pastavosajiem stereotipiem par veciem
cilvekiem un novecosanu. Viena no fundamentalajam struktaram, kas
raksturiga skatijjumam uz vecumu, ir ta vienadosana ar kaut ka zau-
déesanu - jaunibas, skaistuma, veselibas, karjeras, attiecibu. Tas ir tik
dzili iesaknojies priekSstats, ka dazkart ir griti no ta atbrivoties, lai
ieraudzitu, ka novecosanai nav obligati jabut apzimogotai ar negati-
vitates zimi. Novecojot cilveks tacu ari kaut ko iegust - pieredzi, kura
lauj izvairities no jaunibas dienu kladam, atminas, kas nav tikai lieci-
bas par jau aizgajusiem laikiem, bet gan joprojam aktuals dargums.

Getting Ready for Old Age

A philosophical essay based on an anthropological study

5

There is a belief that to engage in philosophy is to get ready for death. Death
can serve as a reference point in order to evaluate what really matters in
life. Thoughts of death compel one to realise the finality of life with all the
resultant consequences. Most likely, if I found myself in a situation in which
death was really breathing in my head, I would think differently. However,
right now, at the age of thirty-six, being, as far as I know, in quite good
health; in my perception death is a akin to pure non-existence, which only

generates problems for survivors, and out of great love for loved ones. I find

myself becoming queasy when I connect myself in my imagination to this
state of non-existence.

Much more than death, [ am troubled by thoughts about growing old. From a
number of my contemporaries I have heard various versions of their ideal
old age, either enjoying a calmer lifestyle in which work does not drive one

onwards and there is finally enough time to enjoy a peaceful cup of morning

coffee in the well-tended garden next to one’s house, or to enjoy an exciting
social life together with other geriatrics in some place, which is hard to de-

scribe as an old people’s home in the contemporary sense. For some reason,

I do not conjure up such visions - what [ see is my ninety year old grandma,
who can no longer enjoy any of the aforementioned scenarios. If only old
age just meant deeper facial wrinkles and greyer hair!

When [ wrote the book Old Age? a couple of years ago, its goal was to oppose
the stereotypes existing in society about old people and aging. One of the
fundamental postulations, typical of perspectives regarding old age, is to
equate it with some kind of loss - of youth, beauty, health, one’s career or
relationships. This is such a deeply rooted impression, that sometimes it
is hard to rid oneself of it, in order to see

that aging does not necessarily have to “I was very strong

be stamped with the sign of negativity. As in my time.
we age, as people we actually gain some- N

ow [ cannot
thing - experience that allows us to avoid the ,
mistakes of our youth, memories that are not say that I can't do

something [...].
So I prefer not to
go and not do it all.”!

just testimonies to times past, but treas-
ures that one can still cherish. Moreover,
life goes on - we acquire new impressions,
new relationships form (with grandchildren,
for example, but these could also be new
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Turklat dzive turpinas - klat nak jauni iespaidi, veidojas jaunas
attiecibas (pieméram, ar mazbérniem, bet tas var but ari romantiskas
attiecibas), loti biezi paradas vairak briva laika, kas ieprieks pietrucis.
Sis esejas drimajos tonos iekrasotais ievads gan neliecina, ka es pati
butu spéjusi sava apzina parvarét vecumam piedévéto negativitati,
tacu to izdarit ir grutak, neka uzrakstit gramatu.

Ko tad isti nozime gatavosanas vecumdienam? Pavisam vienkarsa un

pragmatiska skatijuma tas varétu nozimet savas materialas labklaji-
bas nodrosinasanu - uzkrajumu veidoSanu, iemaksu veik$anu otraja
un, velams, ari tresaja pensiju limeni. Niecigas pensijas Latvija pasta-
vigi ir bijis sapigs temats, tac¢u, nemot véra sabiedribas novecosanas
tendenci, $1 probléma, ka nodrosinat cienigas vecumdienas situacija,
kad cilveku darbspéjiga vecuma proporcionali klust aizvien mazak,
ir aktuals jautajums ari turigakas valstis. Nevar noliegt, ka mate-
riala puse vecumdienu konteksta ir svariga, un daudz nelaimju, kas
saistitas ar novecosanu, varétu novérst, ja butu pieejami pietiekami
daudz resursu, lai nodrosinatu, pieméram, laicigu veselibas aprupi
vai nepiecieSsamos socialos pakalpojumus. Tacu lidzigi Platonam,
kurs Sokrata mute ielicis legendaros vardus, ka filozofét nozime
sagatavoties navei, vienlaikus vérsot uzmanibu uz to, ka idejas (vai
dveésele) ir svarigakas par materialo pasauli, ari es atlausos aizstavet
no musdienu skat punkta, iespéjams, diezgan nepopularu apgalvoju-

mu, ka idejas ir primaras, salidzinot ar materiju, un tas attiecas ari

“Es nezinu, cik ilgi mani
te vél turés. Varbut

tas ir eksperiments -
paskatisies, cik ilgi var
cilveks... [..] Labprat [..]
ja mani nepadzis, tad
es paliktu te, bet, ja
padzis, tad jamekle
cits darbs. Bet kurs
nems, kad ieraudzis un
dzirdes tos ciparus -
tad visi baidas. Domas,
ka tur tads nikulis
vien ir.”

Sieviete, pari 80 gadiem

28 : - .. .

uz sagatavosanos vecumdienam.

Negativa attieksme pret vecumu un novecosanu

nav tikai katra cilveka privata problema. Nav tik
vienkarsi, ka pietiktu vien nomainit pasam savu
skatijumu un tad viss bus labi. Ja tada ir sabied-
riba dominéjosa attieksme, tad ta ieauzas tik
dzili, ka var pat nepamanit, ka ta ietekmé misu
uztveri, izvéles un lemumus. Viens no spilgta-
kajiem piemériem, kas paradijas antropologu
istenotaja péetijuma, uz kura bazes tika rakstita
gramata “Vecumdienas”, bija saistits ar attieksmi
pret veselibas aprupi. Diemzeél Latvija cilvekam
nav jabut diez ko vecam, lai arsts uz pacienta
sudzibam atbildétu ar retorisku jautajumu: “Bet
ko tad jus gribat sava vecuma?”. Lidzigi stasti
no senioriem dzirdéti nepiedodami biezi, tacu
visskumjak ir, ka $ada vecuma balstita diskrimi-
nacija parversas pasdiskriminacija. Ka izteicas
viena no pétijuma dalibniecém, kurai pasai bija
ap 70 gadiem: tiem vecajiem cilvéekiem ar savam

5

romantic relationships), and very often
we have more free time, which we pre-
viously lacked. However, when painted
in grim tones, the introduction to this
essay does not testify to the fact that in
my consciousness I have succeeded in
overcoming the negativity associated
with old age, but rather that doing so is
harder than writing a book.

What does preparing for old age really
mean? From a quite simple and prag-
matic perspective, this could mean
ensuring one’s financial welfare - ac-
cruing savings and making deposits at
the second and, preferably, also third
pension level. In Latvia paltry pensions
have always been a contentious issue,
but, bearing in mind society’s tendency
to age, this problem of how to ensure
a respectable old age in a situation in
which the number of people of working
age is proportionally getting smaller

“I don’t know how

long they’ll keep me

here. Perhaps it’s an
experiment - they’re
seeing how long a person
can... [..] Gladly [...] if they
don’t get rid of me, I'd
stay here, but if they get
rid of me, I’ll have to find
another job. But who’s
going to employ me,
when they see and hear
those numbers - they
put everyone off. They’ll
think she’s just a scrag.”

Woman, over 80 years old

is also a topical issue in more affluent countries. One cannot deny that in
the context of old age, the financial aspect is important, and that many of
the misfortunes related to aging could be prevented if one has sufficient re-
sources to ensure, for example, timely access to health care or the required
social services. However, like Plato, who put the legendary words into
Socrates’ mouth that to philosophise is to learn how to die, at the same time
drawing attention to the fact that ideas (or the soul) are more important
than the material world; from a contemporary viewpoint, I will also allow
myself to defend what is possibly quite an unpopular assertion, i.e. that
ideas are more important than the material world, and this also applies to
getting ready for old age.

A negative attitude towards old age and aging is not just each person’s private

problem. It is not as simple as merely changing one’s perspective and then
everything will be fine. If this is the prevailing attitude within society, then
it has become so imbued that one doesn’t even notice how it influences our
perception, choices and decisions. One of the clearest examples, which
appeared in a study conducted by anthropologists of the lives of senior citi-
zens in Latvia, on the basis of which the book entitled Old Age was written,

2102,
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concerned health care. Unfortunately, in Latvia people don’t even have to be oo

that old for a doctor to respond to a patient’s complaints with the rhetori-
cal question, “But what do you expect at your age?” A number of the senior
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“Kad es stradaju, man bija
loti laba alga. Kad es
aizgaju pensija, es uzreiz
sajutu, ka palika trisreiz,
Cetrreiz mazak. Es maksaju
nodoklus, bet pensija
nav spidosa. Tas ir liels
diskomforts. Es nesaku,
ka katru vakaru ikrus edu,
bet es biju briva, es varéeju
mierigi aiziet uz teatri. [..]
Bet tagad visu laiku ir
jaskaita, vai es varu vai
nevaru atlauties.”

130

muzigajam kaitéem nevajadzétu tik Sausmi-
gi noslogot arstus, jo priekSroka tacu butu
dodama jaunakiem laudim.

Veselibas joma nav vieniga, kura novérojama
vecu cilveku diskriminacija un pasdiskri-
minacija. Lidziga veida pensionari medz
attaisnot zemas pensijas (sakot, ka tiem
jaunajiem jau vairak vajag), tiek novilktas
robezas par to, kas skaitas senioriem
piemeérotas vai nepiemerotas uzvedibas
normas, gérbsanas stils, publiskas vietas
(un runa nav tikai par tadiem klisejiskiem
piemeériem ka diskotékas un naktsklubi,
bet ari par gluzi vienkarsu kafejnicu, kura
it ka nav neka tada, kas fiziski vai vizuali
liegtu tas apmeklejumu pilnvertigi izbau-
dit ari senioriem, tac¢u pasu senioru apzina
ta kaut kadu iemeslu tiek kategorizéta ka

Sieviete, ap 70 gadiem vieta, kas nav domata viniem).

Prieksstati, kas pastav par vecumu, neno-
liedzami ietekme to, ka vecums tiek pieredzéts. Lai gan medz uzskatit,
ka eksistée kaut kada realitate, ko més uztveram un aprakstam, izvei-
dojot tadu ka realitates nospiedumu, tomer attiecibas starp to, ko mes
uztveram ka esos$o un ta aprakstu norisinas ari preteéja virziena - ja
man ir kads stingri nostiprinajies prieksstats, tad, veroties pasaule, es
visdrizak lietas redzu tam atbilstosa veida - pamanisu to, kas apstip-
rina manus prieksstatus, un nepamanisu vai pat centiSos ignoret to,
kas ir ar tiem pretruna. Attiecinot So ideju uz to, ka cilveks pieredz
savas vecumdienas (un ari, ka apkartejie pieredz kada cilvéka noveco-
Sanu), ir skaidrs, ka cilveka subjektivo pieredzi ietekmé ne tikai kaut
kada objektiva realitate, bet ari sabiedriba pastavosie prieksstati par
novecosanu, kam ir ietekme gan uz senioru izdaritajam izveélém, gan
paréjo sabiedribas loceklu ricibu, gan ari, visbeidzot ari uz politika
pienemtajiem lémumiem.

Nemot véra minétas problémas, es pati savu celu, gatavojoties vecum-

dienam, esmu uzsakusi gluzi vai ar donkihotisku vérienu cina ar
veéjdzirnavam - ar savu darbibu (rakstot, pétot, rikojot pasakumus un
veél citos veidos) es tieSam gribétu panakt izmainas cilvéku priekSsta-
tos par vecumu. Es gan nemudinu Kkrist ari otra galejiba - reklamas
uzburtie senioru téli, kuri ar neizsmelamu energiju metas uzdzive,
sirmajiem matiem plivojot, var nodarit teju tadu pasu kaitejumu ka
ka to pretmets - prieksstats par pastavigo sapju mocito un dzives
lejupslidei nolemto senioru. Sada nesasniedzama ideala izvirzisana

o
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citizens interviewed in the study shared similar stories, but saddest of all is
the fact that such age-based discrimination turns into self-discrimination.
As one of the study participants, who was about 70 years old noted, those
old people with their eternal aches and pains should not burden doctors so
much; precedence should be given to younger people.

The realm of health is not the only one, where one observes old people’s

discrimination and self-discrimination. In a similar vein, pensioners tend to
justify low pensions (saying that young people need more). Boundaries are
drawn regarding the behavioural norms, clothing styles and public places
that are appropriate or inappropriate for senior citizens (and we’re not just
talking about clichéd examples like discos and nightclubs, but quite simply
cafés, where there would seemingly be no reason that would physically or
visually preclude senior citizens from fully enjoying the time they spend
there. However, for some reason, they are categorised in the minds of some
senior citizens themselves as places not meant for them).

The beliefs that prevail about age undeniably influence how we experience it.

Although there tends to be a school of thought that some sort of reality
exists, which we perceive and describe, thus generating something akin

to a footprint of reality; nevertheless the relationship between what we
perceive as being and its description is also conducted in the opposite
direction - if I hold a deeply-ingrained belief, then, in observing the world,

I am more likely to vi ew things through the prism of confirmation bias -

I will notice things that confirm my beliefs, but fail to notice or even ignore
disconfirming evidence. Applying this idea to how people experience their
old age (and how the people around a person experience his or her aging), it
is clear that a person’s subjective experience is not only influenced by some
kind of objective reality, but also by the beliefs prevailing within society
about aging, which influence the choices made by senior citizens, and the
conduct of other members of society, ultimately extending to the decisions
made in the realm of politics.

In light of the aforementioned problems, [ have embarked on my journey
towards preparing for old age with a flourish almost worthy of Don Quixote
in his battle with the windmill - through my work (writing, researching, or-
ganising events and in other ways) | would really like to precipitate changes
in how people perceive old age. I am not however encouraging people to
lurch towards the other extreme - images conjured up through advertising
of senior citizens, who throw themselves into having a good time with lim-
itless energy, with fluttering grey hair, can do almost as much harm as their
polar opposite - the image of the senior citizen doomed to perpetual pain
and declining quality of life. Setting such an unattainable ideal is a manifes-
tation of this same cult of youth, which compels one to view age as some-
thing negative, because age is measured according to the scale of youthful
values, while denying the specific qualities and needs of age, and generating
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ir ta pasa jaunibas kulta, kurs liek uzlukot vecumu ka kaut ko negativu,
izpausme, jo vecums tiek merits péc jaunibas veértibu skalas, noliedzot
vecuma specifiskas kvalitates, vajadzibas un radot par to sagrozitu,
nerealizéjamu prieksstatu, kas lidzinas ar fotosopu korigetajiem sievietes
skaistuma etaloniem.

Kadas tad butu tas vecumdienas, péc kuram butu verts tiekties? Ta ka Sis

nav self-help Zanra raksts, tad atbildi uz $o jautajumu, protams, gaidit nav
verts. Tas gan nenozime, ka $o jautajumu nevajadzetu uzdot. Vajadzeéetu,
bet katram sev individuali, vienlaikus apzinoties, ka ir teju neiespejami
noskirt, kuras ir tas vélmes, kas tieSam ir masu pasu vélmes, un kuras ir
tadas, kuram sekojam, pasi atrodoties sabiedriba pastavoso prieksstatu
valgos, lai gan tas var but ari kaitnieciskas. Tapat nevar zinat, ka dzives
laika musu velmes un vajadzibas mainisies, lidz ar to viss izdomatais,
iespejams, péec gadiem jau bus zaudéjis aktualitati. Tacu ari tas nav bez-
vertigi, jo domasana tapat ka dzive ir process, kas pastavigi attistas.

Pateicibas
§i eseja nebitu tapusi, ja pirms tam nebatu veikts antropologisks pétijums

par senioru dzivi Latvija, uz kura bazes sarakstiju gramatu “Vecumdie-
nas: pétijums par senioru dzivi Latvija”. $1 iemesla de] vélos teikt lielu
paldies visai komandai, kas deva savu ieguldijumu $i projekta istenosa-
na: pirmkart, pétijuma un gramatas iniciatorei un producentei Ilzei Jan-
kovskai, antropologu komandai no uznémuma “Jaunrades Laboratorija”
(jeb, konkrétak, Elinai Ozolinai, Anitai Beikulei, Elinai Sustenbergai un
Zanei Abelitei-Mednei, kas veidoja komandas pamatsastavu), gramatas
zinatniskajam redaktoram Girtam Jankovskim, korektorei Ilzei Jansonei,
dizainerei Ilzei Kéninai, ka ari mediju agentarai Creative Media Baltic.
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Seit un turpmak citati no “Jaunrades
Laboratorija” pétijuma par senioru
dzivi Latvija.

Jankovska M. Vecumdienas: pétijums par
senioru dzivi Latvija. Riga: Creative
Media Baltic, 2019.

Here and hereinafter quotes from the study
conducted by Jaunrades Laboratorija into
the lives of senior citizens in Latvia.

Jankovska M. Old Age: a Study of the Lives
of Senior Citizens in Latvia. Riga: Creative
Media Baltic, 2019
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a distorted and impossible impression of it, “When I was working,
which is akin to awoman’s benchmarksof [ had a very good
beauty with corrections by Photoshop.
What would be the kind of old age worth . . .
striving for? Since this is not an article from I lmmedlately noticed
the self-help genre, there is, of course, no that [ was left with
point in expecting the answer to this ques-  three or four times
tion. However, this does not mean that this .
. less. I paid taxes,
question should not be posed. It should be, . .,
but by everyone individually, at the same but my pension isn't
time doing so in the awareness thatitisal- ~ great. It’s considerable
most impossible to distinguish between the  discomfort. I'm not
desires that are really our own, and those,
which we adhere to through our conform-
ity to society’s prevailing beliefs, without
noticing that these too can be harmful.

salary. When I retired,

saying that I ate caviar
every evening, but I

was free, I could easily

Likewise, one cannot know how our wishes go to the theatre. [..]

and needs will change over the course of
) ) . But now I constantly

our lives. Therefore, conceivably, in the

passage of time everything we dream up have to keep track of

could lose its relevance. However, thistoo ~ Whether or not I can

is not without value, because just like life afford it”

itself, thinking is a process that develops

perpetually.
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Imunsistémai nepiemit morale

Intervija ar medicinas antropologu Deividu Nepieru

Immunity is not a moral system

Interview with medical anthropologist David Napier

Péedéjos divus gadus vai varbut jasaka - garaja pandémijas In the last two years, or shall we say - the long pandemic year -

o 2(,

of

gada - peksni gandriz ikviens ir risinajis sarunas par imunitati,
virusiem, epidemiologiju, un vairumam ir nacies ari pardomat
to, ka esam cits ar citu saistiti. Deivids Neipiers, medicinas
antropologs, Londonas universitates koledzZas profesors

2003. gada sava gramata “Imunologijas éra: Nakotnes ieceresa-
na atsvesinosa pasaule” (The Age of Inmunology: Conceiving

a Future in an Alienating World) apgalvoja, ka centralais imuno-
logijas pienémums - ka més izdzivojam, atpazistot un iznicinot
“citu” - ir kluvis par moderno laikmetu definéjosu ideju. Deivids
Neipiers, uzradot paraléles starp biologisko, politisko un tehno-
logisko, runaja par to, ka skatiSanas uz pasauli no aizsardzibas
pozicijam ne tikai iznicina daudzveidibu, bet ari kaveé mus
patiesi intereseties par atskirigo, kas savukart ierobezo to,

kas meés esam, kas (un ka) més varéetu but. Ar Deividu Neipieru
sarunajas Zane Zajanc¢kauska un Ilze Sirma.

§ . .
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almost everyone has suddenly been having conversations about
immunity, viruses and epidemiology, and most of us have also
been thrown into rethinking our communities and how we
relate to each other. For David Napier, these have been themes
for research for several years. David Napier is professor of
Medical Anthropology at University College London and in 2003,
in his book “The Age of Immunology: Conceiving a Future in

an Alienating World” he argued that the central assumption of
immunology - that we survive through the recognition and elimi-
nation of non-self - has become a defining concept of the modern
age. David Napier, tracing parallels between the biological, social
and technological, showed how this defensive way of looking

at the world not only destroys diversity but also eliminates the
possibility of truly engaging difference, thereby impoverishing
our culture and foreclosing tremendous opportunities for perso-
nal and collective growth. Interviewed for Survival Kit by Zane

Zajanckauska and Ilze Sirma.
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Mes gribéetu sakt ar pavisam vienkarsu jautajumu - ka, jusuprat, mes

kludamies, runajot par virusiem un imunitati?

Deivids Neipiers: Studejot antropologiju, intereséjoties par to, ko més

varéetu saukt par makslu arpus Rietumiem, es nokluvu Indonézija,

kur pétiju dziedinasanas ritualus un masku iedarbibas izmantosanu
dziedinasana. Mani loti ieintereséja veids, ka priekSmeti, ko més sauktu
par makslas priekSmetiem, tiek iedzivinati - veids, kada tie sanem

savu magijas ladinu, kas tajos layj ieplast dzivibai. Tev varéja but divi
pilnigi vienadi priekSmeti, bet vienu no tiem varéja pamest ielas mala, jo
tam nebija pieskirta rituala vértiba. Tacu, kolidz tada bija, priekSmets
pieprasija visdazadakos ritualus. Konkrétais artefakts varéja daudz
palidzeét. Tas vareja ari kaitét, ja ar to neprata apieties. Un mani ipasi
ieintereséja ideja, ka visam mikrokosmiskajam ir makrokosmiska
atbilstiba, ka pastav saikne starp vairumu lietu, ko meés uzskatam par
nedzivam, un lietam, ko uzskatam par dzivam.

Tas notika ari AIDS krizes pirmajos gados. Kad baliesi redzéja Pasaules

Veselibas organizacijas sabiedribas veselibas informacijas plakatus

par HIV, tie pauda ideju par kaut ko, kas var ieklat tevi, tu par to nezini,
un kadu laiku nekas ari nenotiek. Un tad peksni tu piedzivo virkni
kataklizmisku biologisku norisu, kas faktiski var beigties ar tavu navi.
Un baliesi teica - tas mums nav nekas jauns, miisu senéi par to zina jau
loti sen, ta ir vislabaka magija, vai ne? Ta kadu laiku ir nemanama un tad
rada katastrofalu ietekmi. Ta nu mani loti ieintereséja vietéjo iezemiesu
patogénu konceptualizacija un tas, ka més saprotam, kas ir patogénisks.
Un es saku saprast, ka balieSiem patiesiba jebkas ir iedzivinams, ja vien
to pienacigi iesvéta laba vai slikta veida. Un ka $1iedzivinasana batiba ir
loti vienkarss veids, ka konceptualizét to, ka patogeni nonak pie mums.

Man bija ari sava personiga pieredze, jo 23 gadu vecuma, uz lauka plaujot

sienu, ar izkapti ieplavu sirsenu puizni. Man uzbruka desmitiem sirsenu.
Protams, iestajas anafilaktiskais Soks, mani nogadaja slimnica, un arsti
teica, ka ta ir autoimina reakcija, kad kermenis pats sevi neatpazist

un uzbrik sev ar iekaisuma procesiem. Taja bridi es saku likt kopa Sos
divus dazados veidus, ka saprast notieko$o. Jo skaidrs, ka tad, ja virusi
mums faktiski uzbruktu, tas nozimetu, ka tie ir dzivas butnes - kas

var vairoties, kas mirst... bet virusi to nedara! Vienigais veids, ka vini

to dara, ir, kad musu Siinas tos iedzivina, gluzi ka baliesi, kas ritualos
nolukos iedves dzivibu nedzivam lietam.

Ta nu jau labu laiku, pirms cilmes $uinas vai regenerativa medicina kluva

par izplatitam idejam, mana pieredze, pétot balieSus, lika man apgal-
vot, ka, lai gan imuansistémai ir aizsargajosas ipasibas, ta patiesiba
atdzivina So inerto informaciju (un virusi ir tiesi tas - dalina genetiskas
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Survival Kit: We'd like to start off with a really simple question - in your opin-

ion, what do we get wrong when we talk about viruses and immunity?

David Napier: When studying anthropology, being interested in what we

would call art in non-Western settings, I ended up in Indonesia, studying
healing rituals, and the use of mask performance in healing. I paid atten-
tion to the way in which objects that we will call art objects were brought
to life - in the way in which they received their magical charges that brought
the flow of life into them, how you make that power enter into this object
through consecrating it. You could have two identical objects and one could
be left on the side of a street because it hadn’t been consecrated. But once
consecrated, it demanded all sorts of ritual. It could help you in great ways.
It could also harm you if you didn’t attend to it properly. And [ was especial-
ly interested in the idea that everything microcosmic had a macrocosmic
correlate, that there was a connection between most things that we would
consider inanimate, and things we would consider animate.

This was also during the early years of the AIDS crisis. And when the Balinese

saw the World Health Organization’s public health information posters
about HIV, and the idea that this thing could get inside of you, you wouldn’t
know about it, nothing would happen for some time. And then suddenly,
you'd have a set of cataclysmic biological events that together could actually
result in your death. And the Balinese said - this is nothing new to us, our
grandfathers have known about this for a very long time, this is just the best
kind of magic, right? It sits there latently for some time, and then it wreaks

a catastrophic impact. And so I got quite interested in the local indigenous
conceptualization of pathogens and how we understand what is pathogen-
ic. And I began to realize that for the Balinese, anything could actually be
brought to life, if it were properly consecrated in either good or bad ways.
And that this bringing to life was actually a very common way of conceptu-
alizing the way pathogens come to us.

[ also had my own personal experience, because when I was 23 years old, |

was cutting hay in a field and I drove the cutting side into a nest of wasps,
hornets. [ was attacked by dozens and dozens of these. And of course, | went
into anaphylactic shock, I was taken to the hospital and the doctors were
telling me that this is an autoimmune reaction, that your body doesn’t recog-
nize itself from the outside, that it’s attacking itself through these inflamma-
tory processes. That’s where I started to put together these two different
ways of understanding what was happening. Because clearly, if that was

the case with viruses actually attacking us, then that means they would be
living things - they could reproduce, they would have mortality... which they
don’t. The only way they do is when our cells bring life to them, rather like
the Balinese, bringing life to an inanimate thing for ritual purpose.

cq <« 1o (,

29

13 43 " 2° 24 22 231 2y 25 206 23 28



136

informacijas), un péc tam tai pielagojas. Un, ja domajam par to, kas ir
imunsistéma: imunsistemu galvenokart veido B un T Stinas, B - kau-
lu smadzenes un T - aizkruts dziedzeris un ari limfmezgli. Kermenis
rada burtiski miljoniem mutantu $tnu ar domu, ka viens no Siem pika
proteiniem, par ko més tagad esam dzirdéjusi Covid-19 dél, varétu pie-
saistities virusam.

Tas, ko kermenis patiesiba dara: tas, pirmkart, rada lielu daudzveidi-
bu. Més domajam par imunsistému ka par aizsardzibas mehanismu,
tacu ta ir pati radosaka kermena dala, jo rada milzigu dazadibu, lai
mijiedarbotos ar arpasauli. Imiinsistémai nepiemit morale. Tapéc tai ir
vienalga, vai tas, ar ko ta sasaistas, ir vai nav kaitigs.

Tas neiederas musu evolucionarajas idejas par pasSsaglabasanos. Toties
daudz ko pasaka par ekstraversiju un ekstravertu risku. Sis simbi-
otiskas attiecibas starp pasu un to, kas atrodas arpuseg, ir butiskas
radosai izaugsmei, ir butiskas, lai pielagotos un adaptetos. Pat tad, ja,
tapat ka Bali magijas gadijuma, tam var but ari destruktivs rezultats.
Ja nepaveicas un nesanak efektivi pielagoties tam, ko tev maca no ar-
puses nakusi infekcija.

SK: Doma, ka ir iespéjami citi veidi, ka runat par imunitati un saskarsmi
ar virusiem, iespéjams, ir kluvusi pienemama noteiktas mediku vai
zinatnieku aprindas, bet ikdieni$ka sazina meés joprojam dzirdam kara
un cinas metaforas. Kara metaforas bija balstitas ari valdibu politikas,
reageéjot uz Covid-19.

DN: Taisniba. Un klast ari skaidrs, ka tam ir paraléles ar musu priekssta-
tiem par nacionalismu. Politikas pasaulé cilvéki nenoskir dzivas butnes,
kas patiesam var nodarit kaitéjumu (ka, pieméeram, bakterijas), no
virusiem, kas ir informacija, ko mes atdzivinam, kas var mums kaitet
vai nekaitét, bet katra zina sekmé musu pielagoSanos arpasaulei. Tapéc
es nesen publicéju rakstu “Drosiba ir navéjosa”, jo es esmu parliecinats,
ka atrasties izolacija ir bistami. Protams, tas nenozimé, ka Covid-19 dél
mums vajadzétu iet un drazméties pulos. Ne to es gribu teikt. Vésti-
jums ir tads, ka mums jaapzinas, ka reize ar Covid-19 notiek ari citas
lietas, kas var nebut mums veseligas, pieméram, galéja izolacija un tas,
ko ta nodara, ne tikai masu psihologiska noskanojuma un laimes vai
depresijas stavoklu zina, bet ari veida, ka ta ierobeZo musu spéju izpétit
un novertét pasauli un pielagoties tai. Tas atstas uz mums iespaidu. Un,
protams, migracija ir tas pats. Migranti vienmer zina vairak par vietam,
uz kuram migré, neka cilveki, kuri uznem migrantus, ta vienkarsi ir ne-

piecieSamiba. Attiecigi cilveki, kuri ir iekSiene, patiesiba, iespéjams, zina

daudz mazak, un ta nav laba pozicija. Es patlaban stradaju, lai pabeigtu
gramatu par socialo uzticeSanos, kur izvirzu argumentu, ka problema

5

So, it was way before stem cells or regenerative medicine were common ideas,
that my experience from studying the Balinese led me to argue that, although
the immune system had protective qualities for us, it was really the fact that
it was bringing this inert information (which is what viruses are - a strand
of genetic information) - to life, and then adjusting to it. And when you think
about what the immune system is: the immune system is made up primarily
of Band T cells, B for bone marrow and T for thymus, and lymph nodes also.
And what the body does, is it creates literally millions of mutant cells with the
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idea that one of these spike proteins, which we’ve now heard about because of

Covid, might latch on to a virus. What the body is actually doing is, first of all,
creating lots of diversity. Our immune system, we think of it as your defence
mechanism, but it is the most creative part of your body because it’s creating
massive diversity in order to engage the outside world. It’s not a moral sys-
tem. So, it doesn’t care if what it engages is harmful or not harmful.

This doesn't fit into our evolutionary ideas about self-preservation. But it
says a whole lot about extraversion and extroverted risk. This symbiotic

relationship between the self, and what is outside of it is critical for creative

growth and adjustment and adaptation. Even though, as in the case of Bali-
nese magic, it may also be used for destructive purposes. If you're unfor-
tunate enough to be unable to adjust effectively to what you learn by that
infection from the outside.

SK: This possibility of another way of narrating immunity and encounters
with viruses might already be accepted in the medical or scientific commu-
nity, but when it comes to common knowledge, it is still being talked about
and understood through war metaphors and it is also what governments
based their policies on in reaction to Covid.

DN: Right. And of course, you realize that it parallels all of our ideas about
nationalism. Because in the public policy world, people don’t distinguish
between living things that can actually hurt you like bacteria, from viruses,
which are information that we bring to life which may have hurt us or may
not hurt us, but it certainly incites us to adapt to the outside world. This
is why I wrote that piece recently “Safety is fatal™, because I believe very
strongly that being in isolation is dangerous. Of course, that isn’t to say
we should go out and mingle in crowds because of Covid-19. That’s not the
message here. The message is, we have to be aware of the fact that there
are other things happening along with Covid-19, that aren’t necessarily
healthy for us, like the extreme isolation and what it does to us, not just in
terms of our psychological disposition and states of happiness or depres-
sion, but also the way in which it limits our ability to explore and assess
and adjust to a world. That is going to have an impact on us. And of course,
migration is the same way. Migrants always know more about the places
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ar §i ekstraverta riska neuznemsSanos ir ta, ka tadéjadi més tiecamies
domat, ka ta, ka Skietami ir tagad, bus ari rit. Un tas savukart mudina
mus pienemt daudzus paragrus lemumus, jo més domajam, ka zinam
vairak, neka ir patiesiba. Tas, kas Sobrid notiek, ir paragra dazadibas
ierobezosana. Un uzmaniba loti liela méra pievérsta istermina, nevis
ilgtermina izdzivoSanai.

SK: Man skiet loti svarigi sekot tam, ka daZas musu izvelétas metaforas
nosaka to, kadas stratégijas més izvélamies. Skiet tiesi tapéc, ka més

raksturojam imunitati ar kara metaforu palidzibu, mums bija loti stingra

izolacija un tika radita apSaubama kontroles ilazija. Un savos tekstos
jus pieskaraties $§im aspektam. Vai var runat par ierobezZojumiem, kas
rodas, izveloties biologiskas metaforas socialu procesu aprakstiSanai?

DN: Ja, neapsaubami. Kad més izmantojam metaforas, lai runatu par savu
pieredzi, tas tiek iemuZinatas. Ja tas uzruna citus cilvékus, tas ieklaujas
kultira ta, ka, meginot runat par kaut ko, meés tiecamies izmantot §is
metaforas, jo tas rada kopigu valodu ar citiem cilvekiem. Kad es, studeé-
jot imunologiju, runaju ar pacientiem, es viniem vaicaju, ka vini jatas,
kad arsts saka, ka vinu kermenis karo pats pret sevi? Un vini teica “O,
ja! To arsti saka viena laida. Un tas mani uztrauc, bet es nezinu, ko ar to
iesakt. Ir sajuta, ka tas nav mana vara. Jutos stigmatizéts. jo it ka nespéju
kontrolet savu pasa kermeni. Nezinu, kas es esmu. Esmu parnemts ar
sevi pasdestruktiva veida.” Un tas viss ir metaforas sekas. Ja par slimibu
domatu, piemeéram, ka to, ka kaut kas sagajis greizi viena no elektribas
kédes posmiem... tas raditu pavisam citu pieredzi.

Vel ari turpinot militaro metaforu liniju, ka esam uzvareéjusi ienaidnieku,
més ta ari neko neiemacisimies. Sis ir laiks, kad més varétu diezgan
daudz izzinat to, ka vecinat saprasanos un uzticéSanos ar tiem
cilvekiem, kuriem mes, iespéjams, nepiekritam. Ka piemeroties virusu
esamibai ta, lai més nenonaktu saja katastrofalaja kara situacija,
kura viens no mums neizdzivos.

SK: Es gribétu atgriezties pie idejas par paragru dazadibas ierobeZosanu
un pie veida, ka juas velkat paraléles starp misu imunitates interpretaci-
jam un ksenofobiju. Dzivojot Latvija, kur dazadiba joprojam skiet tikai

teorétiska probléma, tomeér noraidosa attieksme pret to ir loti ista; skiet,

ka loti augstu tiek vértéts sabiedribas viendabigums. Vai varam vilkt
paraléles ar imunitati, kur viendabiguma parvértésSana uzskatama par
potencialu risku veselibai?

DN: Tiesi ta. Es domaju, ka ta ir kopiga iezime. Turklat Covid-19 ir loti
skaidri paradijis, ka tas nenem véra nevienu no robezam, vai ne?
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they migrate to, than the people who host migrants, they simply have to.
Now, the flip side of that is the people who are on the inside, may actually
know a whole lot less, and that’s not a good place to be. I'm working on
finishing a book on social trust, where I'm making the argument that the
problem with not taking an extroverted risk, is that it also suggests to us
that what appears to be the case right now may still be the case tomorrow.
And what that does, is that it encourages us to make a lot of decisions pre-
maturely about things, because we presume that we know more about them
than we in fact do. What’s happening is premature closure on diversity. And
the focus is very much on the short term, not on long-term survival.

SK: I find it critically important to follow how some metaphors we choose de-

fine the strategies we develop. It is because we approach immunity through
the metaphor of war that we ended up having very strict isolation and cre-
ated the doubtful illusion of control. And in your writing you have touched
upon this aspect - if we choose biological metaphors for describing social
processes, this comes with its limitations.

DN: Yes, absolutely. When we use these metaphors to talk about experienc-

es, that we have, they perpetuate. When [ was studying immunology, and
talking to patients, I would ask them, what do you think it’s like when your
doctor says your body is at war with itself? And they say: “Oh, yeah! They
say that all the time. And it bothers me, and I really don’t know what to do
about it, but I don’t like it. Because I feel like I'm out of control. or somehow,
I'm stigmatized, because I can’t control my own body. I don’t know who I am.
I'm taken over by myself in some self-destructive manner.” All these other
things are consequent to that. If people would think of illness in a way as if
there’s something wrong with one of the electrical circuits in my body... they
would invent another metaphor that actually is closer to their experience.

Another thing is that if we continue along the military metaphor line, that

we’ve vanquished the enemy, we're not going to learn anything at all from
this.  mean, we haven’t learned anything. This is a time when we could learn
quite a bit about the challenges of engendering trust with people who we
may not agree with. To accommodate the viruses so that we don’t end up in
this catastrophic war in which one of us is not going to live.

SK: I would like to go back to the idea of premature closing of diversity and

the way you draw parallels between our interpretations of immunity and
xenophobia. Living in Latvia where diversity still seems to be only a theo-
retical problem although attitudes against it are very real, it simply seems
like the homogeneity of the society is highly valued. Could a parallel with
the immunity be useful here, seeing this over-appreciating homogeneity
as a potentially health risk?
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Daudzam homogénam vidém nereti ir risks klit Joti nostalgiskam un
sentimentalam. Tas, ko var redzét Amerikas Savienotajas Valstis, kur
daudzi cilveki vélas domat, ka atgriezisies tados dzives apstaklos,

kur vinuprat, bija krietni mazak dazadibas, neka tagad. Un, protams,
vienmer ir viegli, velak atpakal raugoties, radit mitu par sabiedribas
harmoniju, kas taja laika, iespéjams, ari nemaz neeksistéja. Bet ir viegli
domat, ka taja ir kaut kada sociala drosiba. Un politiska probléma ir
tada, ka tirani, protams, uz to spele. Tiesi to, ko Donalds Tramps darija
Amerikas Savienotajas Valstis - vin$ nepartraukti stastija cilvekiem,
ka viniem ir taisniba, domajot, ka kadreiz bija labak, neka tagad. Tas

ir ka Vacija 1930to gadu beigas - ja vien mes varéetu atbrivoties no sis
konkretas problémas, mes visi butu daudz tiraki un mums nebutu to
problému, kas tagad ir. GrékazZa lomas pieSkirsana atSkirigajam klast
par istu problému. Ideja par to, kas més esam, kuri ir tie més - $is idejas
krizes apstaklos mainas. Més klust mazaks, mazaks un mazaks. Jo
nedrosak tu juties, jo cieSak savelkas loks. Un tas ir dabiski. Tatad, loti
dabiska tendence ir vérst savu socialo uzticéSanos tur, kur tu redzi, ka
tai bus vislielakais speks. Un, ja valsts pati nesniedz drosibu, cilveki to
atrod kaut kur citur: religija, g§imené, sava pilséta vai sava apkaime, vini
dodas tur, kur ir sajuta, ka sabiedriba sniedz drosibu. Krizes gadijuma
visai dramatiski var pieaugt tendence justies nedrosi. Un, kad tas notiek,
§is identitates vienibas krietni saruk. No politiska viedokla tiesi tapéc
pirmais, ko katrs politiskais lideris saka savas valsts pilsoniem, ir: més
esam viena laiva. Un ar to més domajam mas, nevis vinus, un vinus més
turesim pa gabalu. Veidam, ka més konceptualizéjam Sis lietas, ir milziga
ietekme uz musu uzvedibu un jo ipasi uz spéju but vai nebut radosiem.

SK: Runajot par metaforam, 12 gadu laika, kops notiek festivals Survival

Kit, jaatzist, pirmo reizi saka skist, ka pati ideja par izdzivosanu vai
izdzivosanas komplekta izveidi ari varétu but problematiska. Jo tas
rada jautajumus - kurs ir tas, izdzivo un uz ka rékina? Un $is pardomas
ir ietekméjis ari1 jusu rakstitais par $anu kopienam un $tinu navi. Vai jas
domajat, ka varéetu bat kaut kas, ko més varam macities no Stanu kopi-
enam, kad runa ir par izdzivoSanas jédzienu?

DN: Tas ir Joti interesants jautajums. Mums ir izdzivoSanas koncepti,

“savtigais géns” (" The Selfish Gene”), Ricarda Dokinsa ideja, ka géni ir
pasreproduktivas izdzivoSanas sistémas, ka tiem ir svariga tikai sevis
iemuzinasana. Un, protams, Sis koncepts lieck mums justies neerti, jo
grayj ideju par altruismu. Pastav divu veidu $anu nave, no kuram viena
iestajas, kad ir baribas vielu zudums, vienkarsi baribas vielu izsikums,
beidzas resursi, un centra esosas Stinas savelkas kopa, ka cilveki, kas
dzivo slegtas kopienas. Tie uzbuve sev apkart sienu un saka: labi, ja
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DN: Exactly. I think that’s a common feature. Also, what Covid has made very
clear is that it doesn’t respect any of those boundaries, does it? And so, the
challenge for many homogeneous environments, is that they can often be-
come very nostalgic and sentimental. The way you see in the United States
where many people want to think they’re going to go back to a condition of
life that in their mind was much less diverse than it is now. And of course,
it’s always easy in hindsight, retrospectively, to develop a myth about
public harmony, that, probably didn’t exist in that time either. But it’s easy
to think that there is some kind of social security in that. And the political
problem is that, of course, tyrants play upon that. This is what Donald
Trump did in the United States, he kept telling people that they were right
to think that things were once more perfect than they are now. It’s like Ger-
many in the late 1930s - if we could only get rid of this particular problem,
we’d be all that much more pure, and we wouldn’t have the problems that
we do now. So, the scapegoating of difference becomes a real problem. The
idea of who we are, what the usis - that changes in a crisis. It gets smaller
and smaller and smaller. The more insecurity you feel, the closer. And it’s
a natural thing. So, it’s a very natural tendency to place your social trust,
wherever you can find, it has the most strength. And if the state itself does
not provide security, people will find it somewhere else - in religion or fam-
ily or their city or their neighbourhood, they’re going to go where they can
feel that they can get social security. In crises, the tendency for people to
feel insecure, can go up quite dramatically. And when that happens, those
units of identity can shrink quite a bit. And from the political point of view,
this is why the first thing that every political leader said to the citizens of
their country is - we're all in this together. And by the way, we mean us, not
them, and we’re going to keep them out. If you're a foreign student living
there, you might as well pack up your bags and go home. Some countries
were even expelling foreigners. These ways in which we conceptualize
these things have a massive impact on our behaviour, and especially on our
ability to be creative or not.

SK: Speaking of metaphors, during the 12 years that the Survival Kit festi-
val has been happening, for the first time I realized that the idea itself of
survival or of building a survival kit might also be problematic. Because it
might immediately raise questions - whose survival and at what expense?
And this thinking has also been influenced by your writing on cell commu-
nities and cell death. Do you think there might be something that we can
learn from cell communities when it comes to the concept of survival?

DN: That’s a very interesting point that you make - we have survival concepts,
The Selfish Gene, Richard Dawkins idea that genes are self-replicating sur-
vival systems, that they’re only focused on perpetuating themselves. And
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mums bus vel 10 vai 15 gadi, lidz tam laikam jau busim mirusi. Tad kada
tam nozime? Bet otra veida Sinu nave ir tad, kad notiek ta saucama
apoptoze. Dazi cilveki to sauc par Sunu pasnavibu. Jo Sunas mirst,
radot baribu citam Sinam sava vide. Apoptoze ir normals process. To
varéetu saukt par sanu altruismu. Ir daudz veidu, ka to devét metaforis-
ki... tomeér pasSnaviba loti atSkiras no altruisma, vai ne? Tas ir loti, loti
atSkirigas pieejas tam, ka més konceptualizéjam, ka par tam domajam
un ka tas patologizejam. Bet ir ari piemeri, kur ir augSanas, naves un
ataugsanas cikli, un reinkarnacija ir Joti labs piemeérs Sadai paredzamai
gaitai. Aribaliesi tic reinkarnacijai. Tic, ka péc naves reinkarnésanas
notiek nevis ta, ka tu klasti par karali, ja esi bijis labs, vai par zemaku
dzivnieku vai kukaini, ja esi bijis slikts. Ka cilveks Bali tu vienmeér paliec
saistits ar to pasu gimeni, to pasu gimenes liniju. Ka jus domajat, kam
vini dzive pievers visvairak uzmanibas? VeidoSanali, bavésanai. Uz to
raugas ta, ka tu centies radit vidi pats sev. Lai tad, kad tu atgrieztos, ta
butu labaka vieta, neka tad, kad tu to pameti. Tatad, Seit ir biologiskas
un socialas paraleéles, kas ir daudz labakas par altruisma ideju. Un jauta-
jums par Sunu koloniju izdzivo$sanu un dzivibu, un navi - tie ir dabiski
cikli. Bet tie fokuseéjas uz tadas pasaules radisanu, kas nav ilgtspéjiga
tikai paterésanas izpratne - tai aspekta, ka kaut kas tiek lietots un
parstradats. Ta ir ilgtspejiga tada nozime, ka pasaule, kas tiek radita,

ir kaut kas, kam ir pasam sava dzive, kas dzivo, elpo, aug un klust par
kaut ko vairak, neka bija ieprieks - taja tiek ieviestas jaunas lietas, kas ir
vairak neka dalu summa. Ta tiek parorganizéta par ko tadu, kas ir daudz
lidzsvarotaks un spéj izdzivot nakotne. Un es domaju, ka ideju pagriesa-
na S$aja virziena butiski ietekmeétu to, ka cilveki doma par nakotni. Tu
vari aizstat atomus ar gariem, vari darit visu, ko vélies. Nav daudz cil-
veku, kuri doma par to, ka radit So ilgtspejigo pasauli tiem, kuri naks péc
tevis. Tas ir labs narativs, par ko domat.
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of course, it does make us uncomfortable, because it undermines the idea
of altruism. There are two kinds of cell death, the one is where you have
loss of nutrients, just nutrient depletion, you run out of resources, and the
cells at the centre are huddling together, like people living in gated commu-
nities. They build a wall around themselves, and they just say, okay, if we
have five or 10 or 15 more years, by that time, I'll be dead. So, who cares?
But the other kind [of cell death] is that when there’s the so-called apopto-
sis. Some people call it cells’ cellular suicide. Because the cells die creating
nourishment for other cells in their environment as well. Apoptosis is a
normal process. Now, you could call this cellular altruism. There are many
ways in which you could call it metaphorically... suicide’s a lot different
from altruism, isn’t it? In terms of how we conceptualize it, and the way we
think about it, and in the way we pathologize it, they’re very, very different.
But the idea is that there are examples where there are cycles of growth
and death and regrowth and that reincarnation is a very good example of
that in the course predictively. The Balinese believe in reincarnation too.
Because the idea there is, that when you die, you get reincarnated if you're
good - into a king and if you're bad, into a lower animal or an insect. As a
human being, thrown back, in Bali, you always get rejected, added into the
same family, the same familial line. What do you think their focus is on in
life? It’s on building. The way of looking at it is that they’re trying to create
an environment for themselves. So that when they come back, it’s a better
place than they left. So, there are biological and social parallels here that do
much better at the idea of altruism. And the question of survival for the cell
colonies, and life and death - these are natural cycles. But the focus of them
is in creating this world itself, that is not just sustainable in the consumer
sense - of what you use and recycle and all that. But it’s sustainable, in the
sense of being something that has its own life and lives and breathes and
grows and becomes something more than it was before - these new things
were brought into it, more than the sum of the parts. So, it’s orchestrated
into something that’s much more balanced and capable of surviving into
the future. And I think that shifting ideas along those lines, does a lot not
only for people’s ways of thinking about the future, but you can also update
them in a modern sense. You can replace atoms with spirits, you can do
anything you want. Not a lot of people are thinking about how you create
that sustainable world for those who come after you. It’s a good narrative
to think about.
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Laikmetigas makslas festivals / Contemporary Art Festival
03.09.-31.10.2021.

Norises vietas / Venues:

Jana Rozentala un Rudolfa Blaumana muzejs, Raina un Aspazijas maja,

Andreja UpiSa memorialais muzejs, Romana Sutas un Aleksandras Belcovas muzejs,
Kri$jana Barona muzejs, viesnica “Neiburgs”, Eduarda Smilga Teatra muzejs,

Ojara Vaciesa muzejs, Jana Akuratera muzejs

Festivala komanda / Festival’s team:

Festivala dibinataja un radosa direktore / Founder and creative Director of the Festival: Solvita Krese
Kuratores / Curators: Joanna Varsa (Joanna Warsza), Ovula Durmusoglu (Oviil O. Durmusoglu)
Projekta direktore / Project director: Margarita Ogolceva

Projekta vaditaja / Project manager: Ruta Sniega

Projekta komunikacijas vaditaja / Head of communication: Gundega Turnele

Izglitibas programma / Education programme: Mara Zeikare

Pieejamibas projekta vaditaja / Accessability manager: Liba Bérzina

Brivpratigo koordinatore / Volunteer manager: Rita Sniega

Grafiskais dizains / Graphic design: Reflect

Tehniska realizacija / Technical realization: Form Art Lab

Audiovizualas tehnikas nodrosinajums / Audio-visual equipment: VPT Grupa

Makslas véstnesi / Art mediators:

Mariona Baltkalne, Liba Bérzina, Tatjana Bicjutko, Vita Blate, Karina Bockis, Marts Daknis,
Antra Derkevica, llze Ezerniece, llze Glavane, Olga Ipatova-Ignatjeva, Aija Kaula, Laine Kivilande,
Lilita Lauskiniece, Raimonds Lazda, Laima Marniece, Maris Palameiks, Santa Pétersone,

Gunta Pluksne, Ajja Putnina, Rita Rime Rigerte, Linda Rubene, Zane Silina,

Brigita Stroda, Antonina Zéberga, Lana Zujeva

Organizé / Organized by:
Latvijas Laikmetigas makslas centrs (LLMC) / Latvian Centre for Contemporary Art (LCCA)

Katalogs / Catalogue:

Izdevéjs / Publisher: Latvijas Laikmetigas makslas centrs (LLMC), Riga, 2021

Sastaditaja un redaktore / Compiler and editor: Zane Zajanckauska (Kolektivs)

Dizains / Design: Ilze Kalnbérzina-Pra (Kolektivs), Tatjana Rai¢ineca (RADADARA)

Literara redakcija un korektira / Language editing and proofreading: Ilze Jansone (LV), Uldis Bruns (ENG)
Tulkojumi / Translations: leva Cire, Janis Fri$valds, Liene Linde, Valts Mikelsons

Laiku kalendars / Timeline: Agnese Krivade, Sarma MuizZniece Liepina, Marija Luize Melke,

limars Slapins, Krigjanis Zelgis

Burtveidoli / Typefaces: New Spirit (Miles Newlyn, Riccardo Olocco (Newlyn)), Onamura (Balibilly Design)
Papirs / Paper: G-Snow 115 g/m? un Munken Kristall 200 g/m?
Tipografija / Printing house: GreenPrint

LATVIJAS LAIKMETIGAS
MAKSLAS CENTRS

Sadarbibas Partneri / Collaboration Partners:
Jana Rozentala un Radolfa Blaumana muzejs
Raina un Aspazijas maja

Andreja UpiSa memorialais muzejs

Romana Sutas un Aleksandras Belcovas muzejs
Krisjana Barona muzejs

Viesnica “Neiburgs”

Eduarda Smilga Teatra muzejs

Ojara Vacie$a muzejs

Jana Akuratera muzejs

Festivala atbalstitaji / Festival supporters
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Pateicamies visiem brivpratigajiem paligiem!
Thanks to all volunteers!



Laiku kalendars

Kops$ Gvatari un Delézs pirmo reizi
izvirzija tezi, ka kapitalismam ir vairak
sakara ar $izofréniju (universala
haotiska dubultmorale, slépti un
izoléeti noteikumi), neka ar jebko,

ko ierasts uzskatit par normalu un
logisku, un taisnigu, 49. gads Tomer
§is salidzinajums mani (mas) nebeidz
parsteigt katru ritu no jauna

Kops hercogs Jekabs Ketlers sava
galma vajadzibam no Hamburgas
izraksta kartupelus, piecus gadus
velak saslimst un klepo asinis,
bet aizdomas par vina noburSanu
uz sarta Bauska tiek sadedzinats
muizas parvaldnieks Magnuss,
348. gads

Kops Eiropa partrauca smékeét, 15. gads

Kops$ pamesta veikala telpas variju
marokanu zupu hariru pirmaja Survival
Kit festivala, 12. gads

Kop$ Dievs mis pirmoreiz uz dazam
dienam atstaja (péc tam atkal atnaca
atpakal), 1988. gads

Kops nedzivojam maja ar darzu, 11. gads

Kops solijjumu
neprecéties
lauzu, 80. gads

Kops lietoju pretgrumbu sejas
krému, 23. gads

Kops bez sirdsapzinas parmetumiem
visi dzivojam ka pensionari, 2. gads

Kops labakas adas un attieksmes

mekléjumiem 12. gads

Kops tika palaists Instagram briesmonis, 11. gads

Kops$ ar brali
teicam amerikanu
bérniem Kalamaza,
ka ja vini grib ar
mums speléties,
viniem pa prieksu
jaiemacas est
rugtas ogas no
darza upenu
kramiem, 54. gads

kuras pirmais bérns
aizgaja ar diloni. Vina
pati bija izdilusi bala.
Tikai man nave nekodas.
Siksta gala. Sev apsoliju
nepreceéties, jo tad ir

Kops Klivlenda, Ohaio,
tika uzstadits pasaulé
pirmais elektriskais
luksofors, 107. gads

Kops$ nomira mamma,
tad tadal ari maza masa,
lielais bralis nepaspéja
apreceéties, pazuda kara,
105. gads. Tévs plésas uz
pusém, bet palika pats.
Apneéma jauno mammu,

Kops$ Libagu barons uzcéla

tad garigo seminaru, tad kara
komisariatu, 150. gads. Neviena,
kas butu pieredzéjis pirmo
posmu, nav vairs starp mums.

Kops$ es vienmér esmu
majas, 2. gads

jadzemde un pecak jaglaba

skolu, kas velak kluva par krogu,

Kop$ mana vecvectéva iegatnieks Skeltin$ Avenu kalnina,

krieviem nakot, ieraka zeme traktoru, 81. gads. Tagad
kalnins apaudzis ar klavam, no ritiem uz lievena kafiju
dzerot dazreiz fantazeju par izrakSanu. DaZreiz manas

Kops vismaz
epizodiski viss ir
pilnigi bezjedzigi,

domas butu pelnijusas mazliet pagulét kalnina un norugt 23. gads

Kops Visums ir draudziga un resursiem

bagata vide, 13,77 miljardi gadu

Kops Astrahana PSRS
rakstnieka Aleksandra Grina
naves soda spriedums izpildits,
80. gads. Pelékais jatnieks.
Sarkanais jatnieks. Melnais
jatnieks. Bads. Kars. Méris.

10 dienas pirms Grina Astrahana
mirst mans vectévs. Zurnalists.
Bedré, neuzrakstits, paliek
“Zalais jatnieks”. Klimats

Kops$ Patija Smita dziesmas sit,
sit, sit, ritmu sit, zirgu pakavus
sit Detroitas asfalta, galvu pret
metala skolas skapiSiem sit:
“Jesus died for somebody’s sins
but not mine” [Jézus mira par
kada grékiem, bet ne maniem...],
46. gads. Ar 15, ar 60 gadiem
izprotu Smitu, saprotu, ka speles
nespélesu: mani greki ir mani

Kops parak viegli uz meéles skanosais vards “PANdémija” mani satrauc,

2. gads. Ng¢, ne zilbe nav kopiga tiem Covid-19 cietusiem, kuri ilgojas kaut

vienu nesaposu elpu ieelpot, ar grieku dievu Panu, kurs érti atlaidies ar

panflautu pie lapam augliga, ziedpilna plava. Paniskas bailes, panikas

lekmes raisa $1 flauta diendusa laiska

Kops esmu nolemusi rakstit tikai un vienigi ta,
lai var saprast, ko es saku, 3. gads

Kops vecteévs stadija upenu kramus, kurus
mana mamma atdzivinaja un no kuriem

Kop$ devos prom no majam
cauri mezZam un pa sliedém
taisni, kamer uzbéruma
Skembas pamaniju izbirusas
kukuruzas agrak neredzétus
graudus, skaudri saprotot,
ka esmu aizgajis par talu,

Sovasar lasu saldas ogas, 50. gads 45. gads
Kops$ pasaule vairs nekad nebus tada, Kops nespeju izturet
kada ta bija lidz im, 20. gads dziesmu Money For
Nothing no grupas
Dire Straits albuma
Kops izlasiju Nastjas Denisovas dzejolj, Brothers In Arms
kura vina saka, ka ir gana pieaugusi, 36. gads

lai interneta lasitu noteikumus visam

spelem, ko spéle cilveki, 1. gads



Timeline

Since granddad planted
blackberry bushes, which
my mum brought back to life,

Since we no longer live in a house with a garden, 11 years and from which I pick sweet

berries this year, 50 years

Since I read Nastja Denisova’s
poem in which she says that she
is quite grown up enough to read
the rules on the Internet of all the
games the people play, 1 year

Since I read a book diligently from
cover to cover, 150 years

Since in her songs Patti Smith strikes, strikes,
strikes, and strikes a rhythm, strikes horseshoes

Since the world will no longer be

what it had been like before, 20 years
Since Europe stopped smoking, 15 years

Since Duke Jékabs Ketlers issued potatoes for the needs of his court.
Five years later he fell ill, coughing blood. Meanwhile, suspected of
putting a curse on him, in Bauska Lord of the Manor Magnuss was

burned at the stake, 348 years
Since God first left us for a few days

(he returned afterwards), 1,988 years

Since quests for better skin and attitude, 12 years

Since Mum died, soon followed
by my little sister, my big
brother didn’t manage to get
married, he was lost in the
war, 105 years. Father was
torn in half, but remained the
same. He took a new mum,
whose first child died from
tuberculosis. She herself was
worn out and pale. Only death
didn’t bite me. Tough meat.

[ promised myself I wouldn’t
marry, because then I would
have to give birth and bury

Since, without any pangs of guilt, we’ve all
lived like pensioners, 2 years

Since I'm always at home, 2 years
Since I made
the Maroccan
soup Harira in
an abandoned
shop at the first
Survival Kit
festival, 12 years

Since the Baron of Libagi built
a school, which later became

a tavern, then a seminary, then
a war commissariat, 150 years.
Nobody, who experienced the
first phase is with us anymore

Since I've been using anti-wrinkle face cream, 23 years

Since the world’s electric
traffic lights were

Since the Instagram monster installed in Cleveland,
Ohio, 107 years

Since I broke my promise never to
get married, 80 years

was released, 11 years

Since, with the Russians advancing, my

grandfather’s adopted son Skeltins buried a

tractor in the ground on Avenu Hill, 81 years. Since I left home through a forest and
Now the hill is overgrown with maples. In the walked straight along the rails, until
mornings, sitting on the porch drinking coffee, I noticed previously unseen corn grains
[ sometimes fantasise about digging it up. among the embankment’s stone chips,
Sometimes my thoughts deserve to lie down coming to the harsh realisation that

for a bit on the hill and ripen [ had gone too far, 45 years

onto Detroit’s asphalt, strikes her head against
Since, at least episodically, her school’s metal lockers: “Jesus died for
everything is completely somebody’s sins but not mine”. With 15, with
pointless, 23 years 60 years [ understand Smith, [ understand that 'm
not going to play games: my sins are my own
Since I could no longer stand
the song Money for Nothing
from Dire Straits album
Brothers in Arms, 36 years

Since knowing nothing about

the band or the album, I bought
Interpol’s debut album Turn on
the Bright Lights, which caused a
Since I wrote “Some are Born to Sweet landslide on the small peninsula
Delight / Some are Born to Endless Night” where I lived, 19 years

with a black felt tip pen on my school bag,
25 years. My backpack contained the
sandwiches made by my mum. Just like my
friends, I thought that the author of this
quote was Kurt Cobain. Only yesterday

did I discover that the author was actually
William Blake, an 18th century English poet,
who did not achieve fame in his lifetime

Since I've been concerned

by “Pandemic”, a word that
slips off the tongue too

easily, 2 years. No, there is not
even a single syllable in common
between those Covid-19 victims,
who long to breathe as little as
one breath that isn’t painful,
and the Greek god Pan, who
relaxes comfortable with a

pan flute at his lips in a fertile
meadow full of blossoms.
During my relaxed daily nap,
this flute causes panicked fear
and panic attacks

Since I decided to solely
write in a way so it is
possible understand what
[ am saying, 3 years

Since the death sentence of Soviet

writer Aleksandrs Grins was executed

at Astrakhan, 80 years. The grey rider.
The red rider. The black rider. Famine.
War. Plague. 10 days before Grins, my
grandfather died at Astrakhan. Journalist.
The Grey Rider was left in a ditch,
unwritten. Climate

Since the Universe was a friendly
and resource rich environment,
13.77 billion years

Since my brother and I told American kids in
Kalamazoo that if they wanted to play with us,
they would first have to learn to eat bitter berries
from garden blackberry bushes, 54 years
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LATVIJAS LAIKMETIGAS
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Survival Kit

Starptautiskais laikmetigas makslas festivals Survival Kit, ik gadu piesais-
tot vairak neka 10 000 apmekletaju, ir viens no verienigakajiem ikgadeé-
jiem laikmetigas makslas notikumiem Baltija kops 2009. gada. Tas radas
ka reakcija uz ekonomiskas krizes skarto Latviju ar mérki rosinat sa-
biedribu reagét uz parmainam muasdienu pasaulé un pardomat dazadas
izdzivosanas stratégijas. Katru gadu festivalam tiek izveleta sabiedriba
aktuala un nozimiga téma. Festivalu papildina publiska programma,
aicinam tai sekot survivalkit.lv

Survival Kit organize Latvijas Laikmetigas makslas centrs, kas jau kops
1993. gada peta, veido un virza laikmetigas makslas procesus Latvija
un starptautiski, lai kritiski pardomatu un parskatitu un atspogulotu
musdienu sabiedribas norises. Starp LLMC paziSanas zimeém ir ikga-
déjais laikmetigas makslas festivals Survival Kit, petnieciba balstitas
laikmetigas makslas izstades Latvijas Nacionalaja makslas muzeja un
Latvijas parstavnieciba Venécijas makslas biennale. LLMC arhivs ir no-
zimigs resurss laikmetigas makslas vestures pétnieciba. LLMC izgliti-
bas un makslas véstnesu programmas paplasina apmeklétaju makslas
pieredzi un pasaules uztveri.

Established in 2009, the International Contemporary Art Festival Survival
Kitis one of the biggest contemporary art events in the Baltics, attracting
more than 10, 000 visitors every year. It arose in reaction to the econom-
ic crisis in Latvia with the aim of calling on society to respond to changes
in the contemporary world and consider various survival strategies. Each
year, a socially relevant and important theme is selected for the festival.
The festival is accompanied by a public programme that you can follow it
at survivalkit.lv

Survival Kit is organised by the Latvian Centre for Contemporary Art, which
has been committed to the research, creation and development of contem-
porary art processes in Latvia and internationally since 1993, with a view
to critically investigating and reflecting on the evolution of contempo-
rary society. Its most prominent activities are the annual contemporary
art festival Survival Kit, research-based contemporary art exhibitions at
the Latvian National Museum of Art and the curation of the Latvian rep-
resentation at the Venice Biennale. The LCCA archive is an important con-
temporary art history research resource. The LCCA offers education and
art mediators’ programmes that expand its visitors’ experiece of the arts
and enrich their perception of the world.
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