Vika Eksta
Vestlused isaga
2020

multimeedia
installatsioon, video
20"

Kunstniku loal
Fotograal Margarita
Ogoleeva

Vika Eksta
Conversations with
Dad

2020

multi-media
installation, video 20"
Courtesy of the artist
Photographer
Margarita Ogolceva




on

1
=

POSTSOTSIALISM

28.1¥ 2020-7. 1112021
Liti Kunstimuuseumi peahoone kuppelsaal,
korraldaja Liti Kaasaegse Kunsti Keskus

Kuraatorid: leva Astahovska, Margaret Tali
Kunstniloud: Aslan Goisum, Jaana Kokko,
Quinsy Gario, Lia Dostlieva, Andrii Dostliev,
Paulina Pukylé, Ulo Pikkov, Vika Eksta,
Zugzarma Hertzherg

Vaikuse haavad

Santa Hirsch analiiiisib néitust “Rasked minevikud,
Ubendatud maailmad”,

Niitust "Rasked minevikud. Uhendatud maailmad” véib kir-
jeldada kui eri aegade ja ruumide kollaaZzi, mis heidab valgust
Ida-Furoopa eri piirkondade sarnastele ajalookogemustele.
Kuraatorid ja kunstnikud on pitiidnud vabaneda tildistustest
ja miititidest, mis domineerivad “voitjate” kirjutatud ametli-
kes ajaloonarratiivides. Kisitletakse vigivaldsete geopoliiti-
liste konfliktide pohjustatud traumaatiliste kogemuste {hi-
seid mehhanisme. Mones mottes on néitus nagu kollektiivne
psiithhoteraapiaseanss, kus alla surutud ja vaigistatud méiles-
tusi viljendatakse sénade ja visuaalsete vormide kaudu.
Kunstivaldkonnas aga sobitub see teaduspdhiste niifidis-
kunstipraktikatega, mille raames uuritakse ajaloo mikronar-
ratiive ning neis leiduvaid marginaliseeritud, valjatorjutud
ja/v6i tundmatuid episoode, mis ometi siiani meie elu méju-
tavad.

Esmapilgul voib teema tunduda terviklikuks kasitlemi-
seks liiga laiahaardeline, kuid niitus keskendub igapieva-
elu mikroelementidele ja inimeste elulugudele, mis tavaliselt
tahelepanuta jaetakse véi isegi méluruumist vilja torjutakse.
Kunstnikud keskenduvad nende keerukate minevikusiind-
muste kestvale “jarelelule”, Meie suhted sellise minevikuga,
eriti postsotsialistlikes riikides, on ikka veel liiga rasked, et
neid saaks nimetada pelgalt “jalgedeks” - nagu see niitus kin-
nitab, on need kummituslik, kuid siiski tajutav osa meie ole-
vikust.

Uhisniitus jatkab interdistsiplinaarset projekti “Keeru-
katest minevikest kénelemine”, mille raames on korralda-
tud ka suvekool ja siimpoosion ning avaldatud kogumik.
Sedalaadi pikaajaliste multidistsiplinaarsete projektide
puhul muutuvad kunstiteosed monikord teisejirguliseks,
kahvatudes mahuka uurimistéo ja teoreetilise tausta kor-
val, mida need niiivad tiksnes illustreerivat, ning informat-
siooni iilekiillus ei jita ruumi kiilastajate endi motetele ja
tunnetele. Naituse “Rasked minevikud., Uhendatud maail-
mad” kompaktsus (kaheksa kunstiteost) voimaldab koiki
lugusid vordselt esile tosta, ilma et tikski aspekt poliifoonili-
ses milras kaotsi liheks. Lisaks jargib see risoomsest kuree-
rimismudelit, Iuues olulistest tiksikasjadest, mitmetihen-
duslikest Zestidest ja juhuslikest paralleelidest narratiive. See
lihenemine tundub eriti loogiline milu- ja jirelmélunarratii-
videle keskendumise puhul, kui tunakse nihtavale seni nih-
tamatu - materjalikihistused, mida seni on peetud esteetiliselt
ja ajalooliselt vidrtusetuks. Uute tiiustatud ja kaasavamate
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The wounds of
silence

Santa Hirsch analyses the exbibition “Difficult Pasts.
Connected Worlds”,

“Difficult Pasts. Connected Worlds” can be described as a col-
lage of various times and spaces to shed light on similar expe-
riences in the histories of different Eastern European regions.
The curators and artists seek to exterminate generalisations
and myths that prevail in the official historical narratives writ-
ten by “the victors” and address the common mechanisms of
traumatic experiences caused by violent geopolitical conflicts.
In some sense, the exhibition transforms into a collective psy-
chotherapy session where words and visual forms are given to
formerly suppressed and silenced memories, but profession-
ally it aligns with research-based contemporary art practices
that explore the micronarratives of histories and herstories,
and their marginal, oppressed and/or unknown episodes that
still affect our lives.

At first glance, the theme might seem too broad to be han-
dled in a comprehensive manner, but the exhibition zooms in
on different microelements of everyday life and the life stories
of people that are usually neglected or even removed from the
spaces of remembrance. The artists focus on the difficult, still
present “afterlife” of these complicated pasts. Our relationships
with these pasts, especially in post-socialist countries, are still
too intense to be referred to as “traces” — as this exhibition con-
firms, they are ghostly but stilla perceptible part of today.

The group exhibition continues the interdisciplinary pro-
ject “Communicating Difficult Pasts” that included a summer
school, symposium and publication. Sometimes in these kinds
of long-term multidisciplinary projects, artworks become sec-
ondary and look too pale in comparison with all the research
work and theoretical background they seem only to supple-
ment visually, and informative overload leaves no place for the
visitor's own reflections and feelings. In the case of “Difficult
Pasts. Connected Worlds” the exhibition’s compactness (eight
artworks) makes it possible to highlight all the stories equally,
without allowing some aspects to disappear in polyphonic
noise. It also echoes the rhizomatic model of curating, estab-
lishing narratives from significant details, ambiguous ges-
tures, and accidental parallels. This approach seems even more
logical when focusing on narratives of memory, post-memory
and making visible the previously invisible - those layers of
materials that hitherto were not considered of any aesthetic
or historical value. In order to make new, improved and more
inclusive versions of histories, one must start with a new point









ajalooversioonide loomiseks tuleb alustada uuest vaatenur-
gast ning see niitus ongi eeskiitt katse luua justkui uued pril-
lid, Iibi mille vaadelda minevikku.

Selline uvus pilk avaldub Paulina Pukyté installatsiooni-
des, kes toob siimboolselt laetud igapievaesemete, niiteks
kella ja vorkkoti kaudu esile totalitaarse ideoloogia ja neoli-
beraalse tarbimiskapitalismi sarnasusi. Vika Eksta instal-
latsioon “Vestlused isaga” (2020) osutus minu jaoks tiheks
niituse kdige pdnevamaks kogemuseks. Nagu pealkiri vii-
tab, dokumenteeris kunstnik oma vestlused isaga tema koge-
mustest Noukogude-Afganistani séjas, mille Noukogude
Liit kaotas ning mis seetdttu kustutati nii Noukogude kui ka
Noukogude-jirgse Liti poliitilisest mélust. Peategelase trau-
maatiline kogemus ilmneb tema kehakeele, iimbritseva kesk-
konna ja igap#evase tegevuse - teisisdnu, mitte tema sonade
voi faktide, vaid viisi kaudu, kuidas ta riifigib. Video tundub
meile tiiesti loomulik, dramaatiliste liialdusteta, kuid samas
tundekiillane. Lapetuseks vihub isa koos sdpradega r66m-
salt tantsu, justkui {iritades siimboolselt vabaneda dudus-
test, millest film réfigib. See 16pujenka, mida liti keeles nime-
tatakse “rongitantsuks”, haakub visuaalselt loomavagunite
stseenidega Ulo Pikkovi animafilmis “Keha milu” (2011), mil-
les kujutatakse Noukogude massikiiiiditamisi habraste 16n-
ganukkude abil, kelle kehad justkui nabandérist tdmmatuna
itles hargnevad.

See juhuslikult korduv rongikujund seostub ka néi-
tuse pealkirja ning iildise réhuasetusega visuaalkunstile kui
vahendile, mis iithendab eri aegu, kohti, maailmu ja inimesi.
Selles kollektiivses tervenemisprotsessis tegutseb kunstnik
meediumina, kes {thendab minevikku olevikuga, teadvusta-
des uusi olulisi paralleele ja sarnasusi, ning ithendades vas-
takaid reZiime. Niiteks rekonstrueerib Zuzanna Hertzberg
Hispaania koduséjas voidelnud Poola ja Lidti juudi naiste
milestusi, lisades nende eluloolistele tdikadele abstraktsed
portreed. Sarnast kérvutamise strateegiat on kasutanud ka
Lia Dostlieva ja Andrii Dostliev, kes omairavisatud toidust
tehtud graafika ja anoniiiimsete Ukraina maastike kaudu
uurivad golodomori jirelmilust pdhjustatud traumaatilist
siifitunnet.

Tavaelu mikroelementidele keskendudes saavutab nii-
tus oma kontseptuaalse eesmirgi — see kisitleb viihemuste
ajalugu, ilma et teosed mdjuks tlemiira didaktiliselt, sest
kunstnikud esinevad enamasti neutraalsete dokumentee-
rijate, vaatlejate ja rekontekstualiseerijatena, kes esitavad
tummasid asitdendeid, millest kdige mdjuvam on ehk Aslan
Goisumi installatsioon “Hirmus” (2011-...) T8etseenia sddade
kuulitabamustest auklike tédnavasiltidega. Nii antakse sona
represseeritutele endile, selle asemel, et nende nimel patro-
neerivalt séna vdtta, ning selles perspektiivis voib niha vas-
tust klassikalisele postkolonialismi diskursuse kiisimusele,
kas ja kuidas réhutud séna saavad. Néituse dhustikus ei ole
irooniat, provokatsiooni ega tilikriitilisi avaldusi; Shustik on
adrmiselt tdsine, kuid mitte kiilm ega kauge, nagu pdhjalikult
labiméeldud ja -téstatud projektide puhul pahatihti juhtub.
Kunstnikud ja kuraatorid on loonud hivingusaarte iimber
omamoodi turvalise ja empaatilise emotsionaalse ruumi.

Santa Hirsch on vabakutseline kunstiteadlane
Jja kriitik, kes elab ja tidtab Riias.

of view and this exhibition predominantly is an attempt to
construct new lenses through which we can look at the past.

This new gaze reveals itself in the installations by Paulina
Pukyté, who has recognised and highlighted the similarities
between totalitarian ideology and neoliberal consumer capi-
talism in the forms of symbolically charged ordinary every-
day items such as a clock and a string bag. Vika Eksta’s instal-
lation “Conversations with Dad” (2020) for me turned out to
be one of the most fascinating experiences of the exhibition.
As the title suggests, the artist documented her conversations
with her father about his experience in the Soviet-Afghan war,
which was lost for the Soviets, and therefore erased from both
Soviet and post-Soviet Latvian political awareness. The trau-
matic experience of the leading character appears through his
body language, surrounding environments and daily activi-
ties; in other words, in the way he talks, not in the words or
facts. The video strikes us as absolutely natural, un-histrionic
and sensitive. At the end, the father with a group of his friends
are throwing themselves into a cheerful dance, as if trying to
symbolically dispose of the horrors that the film talks about.
This final conga line dance, which in Latvian is called a “train
dance”, visually responds to the cattle wagon scenes from
Ulo Pikkov's animated film “Body Memory” (2011), which
addresses Soviet mass deportations using fragile yarn pup-
pets that unroll from their bodies, as if their umbilical cords
were falling apart.

This accidentally repeating train metaphor also refers to
the title of the exhibition and its general emphasis on visual
art as a tool to connect different times, regions, worlds and
us as individuals. In this collective healing process, the artist
performs as a medium that connects the past with the present
by recognising new, important parallels and similarities, as
well as connecting its opposite modes. For example, Zuzanna
Hertzberg restores the memory of Polish and Latvian Jewish
women who fought in the Spanish Civil War, adding abstract
portraits to their biographical information. A similar strat-
egy of juxtaposition is used in the work of Lia Dostlieva and
Andrii Dostliey, in which they explore traumatic feelings of
guilt caused by the post-memory of the Holodomor trauma,
using prints of their discarded food and anonymous land-
scapes in Ukraine.

Focusing on microelements of ordinary life accomplishes
the exhibition’s conceptual aim to reflect on the histories of
minorities, making the artworks less didactic, because the art-
ists mostly enter as neutral documentalists, observers and re-
contextualisers of these silent testimonies — most striking of
which seems to be the installation of street signs pierced by
bullets during the Chechen wars in Aslan Goisum’s work
“Fearsome” (2011-ongoing). It allows the repressed them-
selves to speak instead of representing and patronising them,
and this perspective can be interpreted as an answer to the
classical questions of postcolonial discourse — whether the
oppressed can speak and how. The overall atmosphere of the
exhibition lacks any irony, provocation or highly critical state-
ments; itis deeply serious, but also not cold or distant, as often
happens with very thoughtful, well-considered projects. The
artists and curators have created a kind of emotional, empa-
thetic safe space among these islands of disasters.

Santa Hirsch is a freelance art historian and
critic, who lives and works in Riga.
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