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But drosiba ir bistami

Kuratore Katja Krupennikova

LV Festivala nosaukums “But drosiba ir bistami* (Being Safe is Scary)

aizguts no makslinieces Banu Dzennetoglu (Banu Cennetoglu) 2017. gada
speciali izstadei "“Documenta 14" radita darba. Vacijas pilséta Kaselé Dzen-
netoglu nomainija nosaukumu uz muzeja "Fridericianum” fasades ar frazi
“BEINGSAFEISSCARY”, daléji izmantojot jau esoSos burtus un dalé&ji - no jauna
atlietas kopijas. Teksts ir aizguts no grafiti, ko maksliniece pamanija uz Aténu
Nacionalas tehniskas universitates sienas, kad 2016. gada marta tika paraksti-
ta ES un Turcijas vienosanas par bégliem. Parkapjot starptautiskos likumus par
beglu aizsardzibu, vienosanas piespieda izdot Turcijai katru nelegalo Griekijas
robezskérsotaju. Pagaidu nometnes Griekijas salas kluva par aizturéSanas
vietam uz nenoteiktu laiku, vairojot izmisumu, trauksmi un pasnavibu skaitu.

Parnemot So neviennozimigo nosaukumu, Survival Kit 11 téma saistas ar drosibas un politiskas
vardarbibas diskursu. DroSibas jeédziens ir piesatinats ar pretrunigu politisku, socialu, ekonomisku
un psihologisku nozimju kopumu. Parasti ideja par drosibu tiek asociéta ar bailu un nedrosibas
sajutu, kas savukart tiek pamatota ar gaidamam briesmam, ienaidnieku vai draudiem. DroSiba un
aizsardziba atrodas Sodienas politiskas iztéles centra un tiek izmantota, lai pamatotu karus, na-
cionalistiskas programmas, rasismu, nevienlidzibu un citus reakcionarus uzskatus un ideologiju.

Paradoksala karta tiesi visneaizsargatakie sabiedribas locekli parasti tiek klasificéti ka
drauds. Par bistamiem tiek uzskatiti tie, kurus stigmatizé seksualas identitates, rases, socialas
klases, religijas vai dzimuma dél. Virkni fobiju izraisa art migranta téls, ko sava retorika izmanto
populistiskas un reakcionaras kustibas. No kara zonam mukosi bégli tiek uzlikoti ka barbariski
iekarotaji. Spiediens, ko rada ekonomiskas situacijas pasliktinasanas un pieaugosa konkurence,
vairo trauksmi sabiedriba. Ari cilvéki, kas riko protestus un pretojas status quo, tiek uztverti ka
pastavosas iekartas drauds. Bet ja visi Sie tiek dévéti par "draudiem’, tad javaica - kas ir ap-
draudétais? Un kadi ir paréjie (istie) draudi, kas tiek nokluséti So konstruéto draudu éna?

DroSibas politikai netrtkst destabilizejosu un kaitigu seku: ta attaisno novérosanu un
pasuzraudzibu, agresiju, naidu un izolésanos. Peédgjo divdesmit gadu laika novérosana un
pasuzraudziba pakapeniski nostipringjusas ikdienas dzivé, pateicoties, pieméram, nemitigajai in-
terneta, socialo tiklu un veselibas novérosanas iericu lietoSanai, ka art CCTV kameram pilsétvide
un jaunajam seju atpazisanas tehnologijam. Viens no galvenajiem drosibas jautajuma aspektiem,
joipasi péc 2008. gada globalas finansu krizes un sabriza COVID-19 pandémijas laika, saistits ar
ekonomiska rakstura bazam. Bailu politika barojas no nedrosibas. Valdosa sistéma balstas uz
ilbziju par aizsardzibu, kas veicina brutalu konkurenci un uzspiez gan finansialas, gan moralas
paradsaistibas.

"Bat drosiba ir bistami" apluko drosibas jédzienu no dumpinieciska skatu punkta. Tas
kritiski apluko norises, kas ierobezo individualo un socialo attistibu, uzdodot jautajumu: cik
daudz vardarbibas ietver droSibas diskurss? Izstadé tiks pétits, vai iespéjams mainit pienému-
mus par drosibas jédzienu, no jauna méginot savienot drosibu ar tadam praksém ka milestiba,
kopiba, savstarpéjs atbalsts, uzmaniba, ripes vienam par otru un par apkartéejo vidi.
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Drosiba ka rupes

Es rakstu $o ievadu, apzinoties, ka pasaule, kadu to pazinu, vairs nepastav. Iztélojos, ka uz
Survival Kit 11 atklasanu musu viesi ierodas ar praviem dezinficgjosa lidzekla krajumiem soma
un masku kabata un uz sejas. Iztélojos, ka vini uzmanigi ievéro divu metru distanci cits no cita un
seko rikotaju vadlinijam.

Kas attiecas uz mums, més esam veikusi visus iespéjamos pasakumus, lai apmeklétaji
justos drosi. Esam noteikusi maksimalo apmeklétaju skaitu katra éka un uz katru kvadratmetru;
videodarbiem més nelietojam austinas, lai varétu izvairities no netieSa kontakta ar citiem; esam
rapigi sagatavojusi izdales materialus, lai katram apmeklétajam butu vina personigais eksem-
plars. Esam atcélusi atklasanas balliti un pilniba parveidojusi sarunu un performances program-
mas, parvirzot tas vietéja konteksta un vietéjam kopienam, kuram tagad nepiecieSams atbalsts.
Més samierinajamies ar faktu, ka parstavétie makslinieki varétu neatbraukt uz Rigu, lai iekartotu
savus darbus un apltikotu savu pulinu auglus, samierinajamies ari ar iespéju, ka viesi, iesp&jams,
nevarés atbraukt no arzemeéem, lai redzétu izstadi. Saskana ar muslaiku noteikumiem, esam
izdarijusi visu, lai tie, kuri varés apmeklét Survival Kit 11, varétu rékinaties ar elementaru drosibas
limeni. Tomeér viens jautajums neliek miera: ko 1sti nozime but drosiba?

Idejas, kas ir pamata Sai izstadei, mana prata veidojusas aptuveni astonus gadus, tas
iedvesmojusi ikdienas pieredze, tik§anas, makslas darbi, zinas un personigie stasti, iekams to
liktenis bija saplust kopa Riga, izstadé ar nosaukumu Bdt drosiba ir bistami (Being Safe Is Scary).
Konceptualo ietvaru es izstradaju 2019. gada beigas un pasa 2020. gada sakuma, kad Covid-19
vél nebija ielauzies mana ikdienas dzive. Makslinieku saraksts Sai izstadei tika pabeigts tikai
dazas dienas pirms tam, kad robezas visa pasaulé tika slégtas.

Festivalu Survival Kit 11: Being Safe is Scary iedvesmojusas pardomas par drosibu, kadu
més to pazinam pirms pandémijas, tacu problematika, ko tas skar, kluvusi vel butiskaka pasreize-
jas krizes laika. Uzdotie jautajumi ir svarigaki neka jebkad agrak: kas ir drosibas pamata? Kapéc
drosiba reizém ir bistama? Kapéc drosibas pasakumu ievieSana reizém izraisa piespiestibas,
nervozitates, bailu, apdraudétibas, nedrosibas sajutu?

Zinas un statistika par pandémijas fizisko, socialo, ekonomisko un politisko ietekmi, ka
ari par pasakumiem, kas tas dél tiek veikti visa pasaulé, uzskatami parada, ka cilvéka pilsoniba,
vecums, sociala piederiba, dzimums un veselibas stavoklis ietekmé vina dzivi. Sabiedriskas
veselibas stratégijas, kas ieviestas dazadas valstis, bijusas arkartigi atskirigas, bet ne vienmer tas
pasargajusas visneaizsargatakos sabiedribas loceklus. Krize devusi ieganstu steiga un panika
attistitam un ieviestam novérosanas un izsekosanas tehnologijam, nedodot laiku pardomam un
diskusijam par iespéjamo nakotni, kadu varétu diktét to izmantosana.

Padoms “paliec majas” attiecas tikai uz tiem, kuriem ir majas, turklat ari majas ne vienmer
ir drosa vieta visiem. Daudzas sievietes un bérni bijusi spiesti uzturéties pieaugosas vardarbibas
un launpratibas apstaklos. Izplatijusas garigas kaites, cilvekiem zaudéjot gimenes loceklus
un draugus, ka art darbu, ienakumus, valaspriekus, paradumus un drosibu par nakotni — proti,
zemi zem kajam. Tie, kuri vél aizvien nodarbinati, iesp&jams, spiesti lavierét starp dazadajiem
gimenes un darba pienakumiem vai uzturét nogurdinosu un garigi iztuksojosu dzivi tieSsaiste.
Bérniem uztiepta tiessaistes izglitiba un athnemta socialo kontaktu iespé&ja. Daudziem pietri-
cis gadigas klatbutnes pieskarienu un apkampienu (un tie parasti ir cilvéki, kuriem veselibas
vai vecuma dél tie visvairak ir bijusi vajadzigi). Daudzi cilveki ar veselibas problemam, kas
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nav saistitas ar pandémiju, nav laikus sanémusi arstéSanu medicinas personala un slimnicu
parlieka noslogojuma dél. Tukstosiem béglu, tostarp bérni, uz nenoteiktu laiku aizturéti pie
Eiropas Savienibas robezam.

Tikmer globala kapitala sistéma nevar pagaidit. Ta palaujas uz pastavigu saimniecisko
aktivitati un nepartraukti pieaugosu patérinu. Neatkarigie uznéméji un mazie uznémumi pirmie
sajuta pandémijas ekonomiskas sekas. Lielakaja dala Rietumeiropas valstu tiesi tie sanémusi
niecigu finansialo atbalstu, kamér paréja pasaulé nokluvusi uz nabadzibas sliekSna. Pakalpoju-
mu nozare gandriz bankrotéjusi, un tai nav citas izejas ka péc iespéjas drizak atsakt darboties.
Kulttras nozare ir panika, jo daudzi muzeji un citas iestades ir atkarigas no apmeklétaju skaita un
bileSu pardosanas: programmas ir apsnaptas, darbinieki atlaisti, izveidotas daudzas tieSsaistes
aktivitates. Pat sporta nodarbibas ir kluvusas digitalas.

lepirk$anas centri atkal vérusi durvis, un to prieksa izveidojas garas dedzigu patérétaju rin-
das. Sabiedriskajam un starptautiskajam transportam un tarismam nav bijis izvéles - tie turpinaja
darbibu, vasaras sezona funkcionéjot, cik vien iespéjams, normali. Tie ir tikai dazi pieméri, kuri
liecina, ka krizes apstaklos kapitals asaram netic. RUpigi izsvéertu, nakotni ietekmé&josu lémumu
pienemsanai un pardomam nebija laika.

Pédéja pusgada laika ik dienas katrs no mums ir bijis spiests apzinaties savu klatbatni
telpa un musu telpiskas attiecibas citam ar citu. RUpes par tuvajiem mainijusas no “bat kopa” uz
“atbalstit no attaluma” Sanakt kopa, but kopa, elpot kopa, apskauties, ciemoties pie draugiem un
radiniekiem - nekas vairs nav drosi.

Globala kapitalisma nakotne nav spoza: ta ieradusies brutali un negaiditi, panemot
simtiem tukstosu dzivibu visa pasaulé. Lai to sagaiditu drosmigi, més nedrikstam méginat limét
plaksterus uz plaisam, kas ar laiku kltst aizvien lielakas. Mums nepiecieSamas sistematiskas
strukturalas parmainas, mums japardoma valdosa politika, ekonomiska baze un prioritates, lai
socialais atbalsts un drosiba tiktu izdaliti vienmerigi. Situacija ir mainijusies, atpakalcela nav,
tapéc jautajumi, kas tiek izvirziti Saja izstadé, prasa pastavigu apzinatu parformulésanu.

Es pateicos Latvijas Laikmetigas makslas centra direktorei un dibinatajai Solvitai Kresei
un centra kuratorei Ingai Lacei par uzaicinajumu but Survival Kit 11 kuratorei, par vinu laipnajiem
padomiem un radosajiem pratiem aiz festivala publiskas programmas.

Tapat ari pateicos visiem maksliniekiem un citiem Survival Kit 11 dalibniekiem, produ-
centém Margaritai Ogolcevai un Agnesei Pundinai, ka ari tehniskajai, redakcijas, sabiedrisko
attiecibu un grafiska dizaina komandai par lielisko darbu. Pateicos ari visiem brivpratigajiem,
viesmilibas un apkopéju personalam par laipno palidzibu un rapém.
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Being Safe is Scary

Curator Katia Krupennikova

EN Being Safe is Scary takes its title from a site-specific piece created in 2017
at the Fridericianum Museum in Kassel, Germany, by artist Banu Cennetoglu
for documenta 14. By both repositioning original letters and adding newly cast
copies, Cennetoglu altered the name on the building's facade so that it read
‘BEINGSAFEISSCARY’. The phrase comes from graffiti on a wall of the National
Technical University of Athens, noticed by Cennetoglu around the time of the
signing of the EU-Turkey refugee deal in March 2016. Violating internation-

al law on refugee protection, the contract forced every irregular entrant to
Greece to be handed over to Turkey, causing reception facilities and tempo-
rary camps on the Greek islands to be turned into detention centres.

By taking this heavily charged title, Survival Kit 11 connects itself to the contemporary discourse
on security and political violence.

The notion of safety is charged with many different and contradictory political, social,
economic, and psychological meanings. The idea of safety is typically associated with feelings
of fear, anxiety, and insecurity, and these tend to be explained and justified by some imminent
danger, enemy or threat. Safety and security are central to today's political imagination. They are
used to provide rationales for wars, nationalist agendas, racism, inequality, and other reactionary
attitudes and policies.

Paradoxically, it is usually the most precarious and marginalized members of society that
are classified as a threat. Those stigmatised due to their sexual identity, race, class, religion, or
gender are viewed as threatening and dangerous elements. The figure of the migrant, utilized
in populist discourse and reactionary movements, is one of the key phobic objects of our time.
Refugees fleeing war zones are seen as barbarian invaders. Deteriorating economic conditions
and competitive pressures feed this anxiety. In addition, people who organize protests and
resistance against the status quo are often viewed as security threats to the state. If these are
the “threat,” the question that must be asked is, who is the endangered subject that needs to
be protected? And what are the other (the real) threats and dangers that are covered over and
pacified by this construction of social dangers?

The politics of safety has many destabilizing and noxious effects: it legitimizes and
normalizes extensive surveillance and self-surveillance, aggression, hatred, and insularity. Over
the past twenty years surveillance has steadily infiltrated everyday life through, for example,
the ubiquitous use of the Internet, social networks, and health tracking devices, as well as CCTV
cameras in cities and new facial recognition technology. One of the major aspects of the safety
question, especially in the wake of the global financial crisis of 2008, and in the current crisis
caused by the COVID-19 pandemics concerns economic anxiety. The politics of fear feeds upon
precarity. Whole systems of domination are built upon the fierce illusion of protection, encour-
aging brutal competition and enforcing both financial and moral indebtedness.

Being Safe is Scary looks at the meaning of safety from an insurgent angle. It attempts to
critically examine the blockages that inhibit individual and social capacities, posing the question:
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how much violence is embedded into the discourse of safety? The exhibition aims to explore
how it might be possible to transform the suppositions that undergird this discourse, reconnect-
ing safety to practices of love, intimacy, sharing, commonality, mutual support, attention, care for
each other and for the environment, and social alliances.

Safety as Care

I'm writing this introduction in the knowledge that the world as | knew it no longer exists. As
Survival Kit 11 opens, | imagine our guests arriving at the venue with good amounts of sanitis-
ing liquid in their bags, and face masks in their pockets or covering their faces. | imagine them
carefully keeping two metre's distance from each other and eagerly following the guidelines
laid out by our hosts.

On our side, we have applied all possible measures to make our visitors feel safe. We have
set a maximum number of visitors per building and per square metre; we are not using head-
phones for the video works, so that indirect contact with others can be avoided; and we have
carefully prepared enough handouts so that each visitor can have a personal copy. We can-
celled the opening party and completely rebuilt our discursive and performance programmes,
redirecting them towards the local context and the local communities that are now in need of
support. We accepted the fact that participating artists might not be able to travel to Riga to
install their works or see the fruits of their labour, and similarly that guests might not be able to
come from abroad to see the show. According to the rules of the times, we have done our best
to provide a basic level of safety for those who are still able to visit Survival Kit 11. However, the
question persists: what does it mean to be safe?

The ideas behind this show had been evolving in my mind for some eight years, inspired
by daily experiences, encounters, art works, books, news and personal stories, before they were
destined to come together in an exhibition in Riga under the title Being Safe is Scary. | final-
ised the conceptual framework over the end of 2019 and at the very beginning of 2020, when
COVID-19 had not yet entered my everyday existence. The list of artists for this exhibition was
finalised just days before borders around the world were closed.

Inspired by reflections on the problematics of safety as known it before the recent
pandemic, Survival Kit 11: Being Safe is Scary touches upon issues that have become only more
worthy of consideration during the current crisis. The questions it poses are more important
than ever: What are the bases of safety? Why is safety sometimes scary? Why is it that the
implementation of safety measures sometimes evokes feelings of pressure, anxiety, fear,
insecurity, uncertainty?

Reports and statistics on the physical, social, economic and political impacts of the
pandemic and the measures it has necessitated around the world have laid bare how one's citi-
zenship, age, class, gender, and medical history affect one's life. The public health strategies im-
plemented in various nation states have differed wildly and have not always protected the most
vulnerable members of society. The crisis has provided an excuse for surveillance and tracking
technologies to be developed and implemented in a rush, in a panic, without allowing for sensi-
ble consideration of or reflection on the potential futures that will be dictated by their use.

The advice to “stay at home" only takes into consideration those who have a home, and
even one's home is not by definition a safe place for everyone. Many women and children have
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been forced to stay in situations of increasing domestic violence and abuse. Mental illness has
accelerated as many have lost family members and friends, as well as jobs, income, hobbies,
routines, certainty for the future—the ground under their feet. Those who have remained em-
ployed might have been sentenced to negotiating family and work pressures or forced into long
hours of exhausting and mentally draining online life. Children have been pushed into online
education and deprived of social contact. Many have missed out on the touch and hugs of a
caring presence (and many of these are those most in need due to their health or age). Many
people with health issues unrelated to the pandemic have not received timely treatment due to
the overloading of medical personnel and hospital capacities. Thousands of refugees, including
children, remain indefinitely detained at the borders of the European Union.

Meanwhile, the system of global capital cannot wait. It relies on constant economic
activity and ever-accelerating consumption. Independent entrepreneurs and small businesses
felt the economic consequences first. In most Western European countries, these sectors have
received scarce financial support, while in the rest of the world they have been brought to the
brink of misery. The service industry has almost gone bankrupt and has had no choice but to
re-open as soon as possible. The cultural sector has panicked, as many museums and venues
are dependent on visitor numbers and ticket sales: programmes have been reduced, personnel
fired, numerous online activities created. Even sports classes have gone digital.

Shopping malls have reopened their doors to find long lines of passionate consumers in
front of them. Public and international transport and tourism have had no choice but to go on,
operating as normally as possible for the summer season. These are just few examples, but they
show that in times of crisis capital doesn't believe in tears. There was no time for reflection, for
making careful choices for the future.

In the last half a year, on a daily basis, each of us has been ultimately aware of our pres-
ence in space and spatial relations with each another. The meaning of a practice of care has
changed from “being with" to “supporting from afar”. Coming together, being together, breathing
together, holding each other, visiting friends and family: none of this is necessarily safe anymore.

The future of global capitalism is not bright: it has arrived brutally and unexpectedly,
taking the lives of hundreds of thousands of people around the world. To meet it with courage,
what we need now is not to paper over the cracks, which are only becoming wider with time.
What we need are systematic structural changes and for our dominant modes of politics, the
bases of economy, and our priorities to be rethought in the interests of evenly distributed social
support and security. The situation has changed and there is no return, thus the issues raised in
the current exhibition persist for conscious redefinitions.

I would like to thank the director and founder of the Latvian Centre for Contemporary Art,
Solvita Krese, and the Centre's curator, Inga Lace, for inviting me to curate Survival Kit 11 and for
their kind support as curatorial advisers and as the artistic minds behind the public programme
of the festival.

I would further like to thank the all the artists and other participants in Survival Kit 11; the
production team, Margarita Ogolceva and Agnese Pundina; and the technical, editorial, PR, and
graphic design team for their brilliance. | would also like to thank all of the volunteers, hosts and
cleaning personnel for their kind help and care.
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Muhammad Ali

Mo ol 420 P i

Bl e
Bail svaigi/Fears Fresh | 2009-2011 Esmu tikai numurs/Il am just a number | 2016
Ilustracija, uzdrukata uz kokvilnas papira no Digitalas izdrukas, 13.5 x 10.3 cm

makslinieka piezimju gramatinas, 20 x 30 cm Ar makslinieka atlauju/

Ar Allartnow atlauju/ Digital prints, 13.5x10.3 cm

Illustration printed on cotton paper from the Courtesy of the artist

artist's notebook, 20 x 30 cm
Courtesy of Allartnow

Bail svaigi/Fears Fresh

LV Darbs ir 69 izdruku sérija. Es kraju izgriezumus no zurnaliem un laikrakstiem (fotoattélus,
teikumus utt.), lai raditu jaunus darbus un jaunu, atskirigu kontekstu.

Savos darbos es pievérsos neskaidrajai bailu sajatai, kadu piedzivoju saistiba ar par-
mainam, ko esmu noverojis sabiedriba ap sevi, un to, ka attéli sak mainities.

EN The work is a series of 69 prints. | cut pieces from magazines and newspapers (photos,
sentences, etc.) to produce new work and show it in a different context.

My work discusses an unclear feeling of fear | experienced in relation to the change |
noticed in society around me and how the images start to change.
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Esmu tikai numurs /I am just a number

LV AizieSana katram notiek citadi. Kad notiek kas Sausmigs, mums var but dota izvéle, bet tas
var ari nebdt. Ir reizes, kad varam rlpigi planot un panemt lidzi to, kas mums nepiecieSams
celojumam, tacu citkart, arkartéja situacija, mums var nakties vienkarsi begt, pametot visu,
sakot ar naudasmaku un beidzot ar kurpém. Muhammads Ali ir sirieSu makslinieks. 2016. gada
pavasari vinam bija vajadzigi tris ménesi, lai sasniegtu Zviedriju un atstatu Siriju, kur jau piecus
gadus plosijas kars. Viens no nedaudzajiem priekSmetiem, ko vins panéma lidzi $aja celo-
juma, bija piezimju burtnica, kas tagad kluvusi par makslas darbu, - trausla, maza, aptuveni
pases izméra gramatina. Tacu ta nav pase - ta nepaklaujas vienkarsotai identificésanai. Ta ir
gramatina, kas piesaista uzmanibu ar drimiem zimé&jumiem - liecibu par to, ko nozimé pamest
majas un kara sagrautu zemi un tad nokllt zemé bez kara, kur tevi registré vienkarsi ar numuru,
$aja gadijuma 20.

/Joannas Sandellas teksta fragments

EN Leaving is different for everyone. When something terrible happens, we might have options,
or we might not. There are times when we can plan carefully and bring the things we need

for the journey, and at other times, when emergency calls, we just might have to run, leaving
everything from wallet to shoes behind. Muhammad Ali is an artist from Syria. It took him three
months to reach Sweden in the spring of 2016, leaving five years of war in Syria behind. One of
the few belongings on his journey: a notebook that has now become an artist's book, a sensi-
tive, fragile book, about the size of a passport. But this book is not a passport—it refuses simple
identification. This is a book that compels with grim drawings of what it is like to leave home and
a country of war behind, and to then be received in a new country without war, being registered
as only a number. In this case, the number 20.

/A fragment from a text by Joanna Sandell

LV Muhammads Ali ir sirieSu makslinieks, EN Muhammad Ali is a Syrian artist who

kurs dzivo Zviedrija. Vinam raksturiga
multidisciplinara pieeja, un vina darbi ietver
gan video, gan instalacijas, gan digitalo
makslu, gleznas un ziméjumus, kuros vins
péta, ka tiek konstruéta un izprasta lietu
nozime. Vina uzmanibas centra ir dziviba,
tacu robezas starp apzinu un bezapzinu vina
uztveré ir izpludusas.

lives in Sweden. He has a multi-disciplinary
approach in his artistic practice, which spans
video, installation, digital art, painting and
drawing and explores how meaning is con-
structed and understood. He often focuses
on life as he blurs the boundaries between
consciousness and unconsciousness.



2017
Ap pa ratus 2 2 objekti (3da, lazera uzraksts, ar roku nokrasots balts) 100 x 140 cm |

no sérijas Sagatavosands darbi & dimaka | Ar makslinieku un
Galleriapiu (Bolona) atlauju/

objects (leather, laser inscription, hand-dyed in white) 100 x 140 cm
| from the series Arrangements & Haze | Courtesy of the artists and
Gallleriapiu (Bologna)

THE STORAGE FACILITIES

OF WISDOM AND PAIN.
MYSTERIES AND PASSWORDS
WORKING FROM WITHIN.
IDOLATRY TRAVELS CAPILLARIES
IN NANO RAYS.

V1i-v8

LV V1-V8, astoni lieli adas objekti, kuriem ir ar lazeri uzdrukati Apparatus 22 sarakstiti teksti, ir
dala no sérijas ar nosaukumu Sagatavosands darbi & dimaka. Tie ir atspulgs no SUPRAINFINIT -
utopiskas pasaules, kuru Apparatus 22 lenam iztélojies, artikuléjis un atklajis kops 2015. gada.
Sagatavosands darbi & didmaka péta radikalus kermeniskus nakotnes scenarijus attieciba uz
darbu, tehnologiju, garigumu, ekstrémo ergonomiku un ekonomiku.

Darbiem V1-V8 kolektivs pierakstijis vairakas poétiskas, butiskas domas, kas likumo starp
intuitivo un digitalo, starp baudu un vardarbibu un, kas vissvarigak, starp neiesp&jamo un to, kam
var noticét tikai ar radikalas iztéles starpniecibu: no iztéles par kermena maksimalo tehnolog-
iju un ekstrémo ergonomiku tirgus un aizvien lielaka darba raziguma prasibu ietekmé (V1) lidz
etiskiem apsveérumiem, ko nosaka robeza starp labdabigu un laundabigu izmantojumu attieciba
uz kermenisku aparatu, kas veidots tiesi baudai (V2); no kermena ka pédéjas digitalizéjamas
organizacijas (V3) lidz tekstam, kas darbojas ka amulets, pieprasot radikalu smadzenu spéku (V4);
no pardomam par darbu postdarba nakotné (V8) lidz laboratorijam, kas piedava maksligu laimi
asocialajiem, vientulajiem ritdienas cilvékiem (V7); no skanam, kam piemit domas un balss ka
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maksimali manipuléjamas tehnologijas (V5) lidz potenciali graujosajiem pienakumiem un étiska-
jam dilemmam, ko var izraisit dazs labs zinatnisks atklajums (V6).

EN Vi-V8, a set of eight large leather pieces inscribed by laser with texts written by

Apparatus 22, are part of a series titled Arrangements & Haze. They are a reflection from the
perspective of SUPRAINFINIT—a utopian universe that Apparatus 22 has been slowly imagining,
articulating, and unfolding since 2015. Arrangements & Haze explores radical-body scenarios in
the future in relation to work, technology, spirituality, extreme ergonomics, and the economy.

For V1-V8, the collective wrote several poetic, quintessential thoughts meandering be-
tween the visceral and the digital, between pleasure and abuse and, most importantly, between
the impossible and something that is plausible only by way of radical imagination: from envision-
ing the body's ultimate engineering and extreme ergonomics as a result of pressure from market
spheres and calls for increasing efficiency (V1) to ethical concerns elicited by the line between
use and abuse with regard to a body-machine made specifically for pleasure (V2); from the body
as the ultimate organisation to be digitalised (V3) to a text working as an amulet, demanding rad-
ical powers for the brain (V4); from thinking of labour in a post-work future (V8) to labs providing
artificial happiness for the socially clumsy, lonely humans of tomorrow (V7); from sounds having
thoughts and the voice as the ultimate technology for manipulation (V5) to the potentially crush-
ing responsibilities and ethical dilemmas brought about by some scientific breakthroughs (V6).

LV Apparatus 22 ir transdisciplinars makslas
kolektivs, kuru 2011. gada kopa ar Joanu
Nemesu (1979-2011) nodibinaja ta pasreize-
jie dalibnieki Erika Olea, Marija Farkasa un
Dragoss Olea un kurs$ darbojas Bukareste,
Briselé un utopiskaja Suprainfinit pasaulé.

Makslinieki uzskata sevi par sapnotaju,
daudzu pasaulu pilsonu, pétnieku, poétisko
aktivistu un (neveiksmigu) futurologu kolek-
tivu, kuru interesé pétit sarezgitas attiecibas
starp ekonomiku, politiku, dzimumiem,
sabiedriskajam kustibam un modi, lai izprastu
musdienu sabiedribu.

EN Apparatus 22 is a transdisciplinary art
collective founded in 2011 by current mem-
bers Erika Olea, Maria Farcas and Dragos Olea,
along with loana Nemes (1979-2011), and
working between Bucharest, Brussels and the
utopian universe Suprainfinit.

They see themselves as a collective
of daydreamers, citizens of many realms,
researchers, poetic activists and (failed)
futurologists interested in exploring the
intricate relationships between the econ-
omy, politics, gender studies, social move-
ments, and fashion in order to understand
contemporary society.
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Sabian Baumann

Nirstot ar Izabellu/Diving with Isabell

(no cilnu sérijas/aus der Reliefserie/from the relief series) |
2014

Neapdedzinats mals, 20 x 32.5 x 5 cm (bez auga) |

(Foto: Marks Latzels) | Ar makslinieka/-ces un Galerie Mark Midiller,
Cirihe, atlauju/

Unfired clay, 20 x 32.5 x 5 cm (without Plant) |

(Foto Marc Latzel) | Courtesy of the artist and

Galerie Mark Muiller, Zirich

Jutigas butnes/Empfindsame Wesen/Sensitive Beings

(no cilnu sérijas/aus der Reliefserie/from the relief series) |
2013

Neapdedzinats mals, 145 x 325 x 6.5cm |

No privatkolekcijas (foto: lvonna Baumane)/

Unfired clay, 145 x 325 x 6.5 cm |

Private loan (Foto Yvon Baumann)

Izkroplots attéls/Verstellte Sicht/Obstracted Sight

(no cilnu sérijas/aus der Reliefserie/from the relief series) |
2014

Neapdedzinats mals 15 x 35 x 7 cm |

No privatkolekcijas (foto: lvonna Baumane)/

Unfired clay, 15x35x7 cm |

Private loan (Foto Yvon Baumann)

Visi attéli uznemti izstade Horizontala paradize

(Horizontales Paradies) Lucernas Makslas muzeja/

All pictures were taken in the exhibition Horizontales Paradies
at the Kunstmuseum Luzern
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Nirstot ar Izabellu/Diving with Isabell

(no cilnu sérijas/aus der Reliefserie/from the relief series)

Jitigas butnes/Empfindsame Wesen/Sensitive Beings
(no cilnu sérijas/aus der Reliefserie/from the relief series)

Izkroplots attéls/Verstellte Sicht/Obstracted Sight

(no cilnu sérijas/aus der Reliefserie/from the relief series)

LV Daudz kas no ta, kas nekalpo darba razigumam vai neoliberalajam darba attiecibam (vai

kalpo tiem tikai netiesi), notiek horizontali. Sabianas/-a Baumanes/-a cilnu sérija aicina mus pa-

domat par kermeniska eksistenci sabiedriba, par cenziru un apspiestu iekari, kura nepaklaujas

heteronormativajai logikai. Darba centra ir seksuala izvéle, ka ari milestiba, pretmetigas jutas un

jutigums; tas ir par dazada veida basanu “attiecibas” Tiek raditi dazadi kermenu, atminu un viziju

kopojumi. Sajos neapdedzinata mala cilnos piedzivotais jaucas ar iztéloto; kad mals kliist slapjs,

tas atkal klast par pirmatnigajiem dubliem, zemi, no kuras nak un kura atgriezas viss dzivais.

EN Much that does not serve or only indirectly serves efficient production or neoliberal labour

relations happens horizontally. The acts in Sabian Baumann's relief series encourage to think

about the role of the corporeal in society, censorship, and repressed desire—desire that does

not correspond to heteronormative logics. The work is about sexual preferences, but also about

love, ambivalent feelings and sensitivities; it is about being “in relationship” in different ways.

A variety of body constellations, memories and visions are shown. The lived and the imagined

are mixed in these representations of unfired clay, which, when it gets wet, becomes a kind of

primeval mud again, earth, from which all living things come and into which they enter again.

LV Sabiana/-s Baumane/-s dzivo Cirihé

un maksla nodarbojas ar zimésanu, ka art
télniecibu un instalaciju. Vina/-$ biezi aizsak
un palidz organizet un karét dazadus starp-
disciplinu, kviru feministu starpzanru makslas
un filmu projektus. Baumane/-s ir ari makslas
macibspéks un ir sanémusi/ -is daudzas
balvas, tai skaita Nujorkas un Berlines sti-
pendijas, bet 2012. gada - ari Ernas un Kurta
Burgaueru grantu.

EN Sabian Baumann lives in Zurich and
works in the media of drawing, sculpture

and installation. They frequently initiate and
co-organise/curate various transdisciplinary,
queer-feminist and intersectional art and film
projects. Baumann also teach art and have
received numerous awards, including scholar-
ships in New York and Berlin, and the Erna and
Curt Burgauer Grant in 2012.



Sa bian Bau mann 2016 | Cirihe/Zurich

Sabianas/-a Baumanes/-a un Karinas Mihalski

& K u M u h l k. makslinieku izdevums
a rl n Ic a s I 28 lapas, 27.5 x 27 cm, leporello 10”00, vinila ieraksts ar
Sliktas jusands alfabéta audio versiju (rezisore: Karina
Mihalski, performance: Anna Cvetkovica, 13"00)

Saras Ahmedas buklets

Feministu ignas (un citas sturgalvigu témas)

Vaks ar Dafnes Bogeri makslas darba izdruku BEZ ASARAM
Izdevéjs Edition Fink, Cirihe, ISBN 978-3-03746-203-5

Ar makslinieku un Edition Fink, Cirihe, atlauju
(Annas Frei dizains)/

Artist edition by Sabian Baumann & Karin Michalski

28 pages, 27.5 x 27 cm, leporello 10"00, vinyl record with
the audio version of The Alphabet of Feeling Bad (dir. Karin
Michalski, performance Ann Cvetkovich, 13"00)

The booklet feminist killjoys (and other wilful subjects)

by Sara Ahmed

Cover with the art print NO TEARS by Dafne Boggeri
Published by edition fink, Zurich, ISBN 978-3-03746-203-5

Courtesy of the artists and Edition Fink, Zurich
(design Anna Frei)

Nelaimigais arhivs/An Unhappy Archive

LV Nelaimigais arhivs ir Sabianas/-a Baumanes/-a un Karinas Mihalski izstades projekts un
tada pasa nosaukuma makslas izdevums. Izstades inciatore 2013. gada bija Andrea Tala no Les
Complices” Cirihe, un 2014. gada ta tika sarikota otrreiz Badischer Kunstverein Karlsraé. Nemot
par pamatu Karlsrué uznemtos fotoattélus, Nelaimigais arhivs ir aktivizéts no jauna ka iedomata
izstazu telpa, ka makslas izdevums. Tas sastav no tekstiem, gramatam, plakatiem, zim&jumiem
un citiem materialiem, kas pardefiné “laimes" socialo normu.

Nosaukums ir atsauce uz teorétiki Saru Ahmedu, kura raksturo “nelaimigo arhivu” ka
kolektivu, kviru feministu antirasistisku projektu. Ta meérkis nav tikai saukt sabiedribu uz kritiku
un pretosanos, bet ari nodot tai baudas un utopijas stavoklus, ko iedvesmojusi tadi skietami
antivaroni ka igna feministe. Dala no arhiva ir Karinas Mihalski Sliktas jusanas alfabéts — eksper-
imentala intervija ar teorétiki un aktivisti Annu Cvetkovicu, kura vina definé tadus terminus ka
“depresija’, ka ari ikdieniSkas negativas sajutas, pieskirot tam citu nozimi. Septindesmito gadu
SPK (Socialistisko pacientu kolektivs) tradicijas gara negativas sajutas netiek saprastas ka indi-
vidualas neveiksmes vai slimibas rezultats, bet gan tiek izvirzits jautajums, ka tas butu kolektivi
uztveramas ka “publiskas jutas”, ka ari politizétas neoliberalo darba apstaklu, homofobijas un
rasisma apstaklos.

Savu ieguldijumu devusi: Sabiana/-s Baumane/-s, Lorena Berlanta, Elfe Brandenburgere, Dafne Bogeri, Anna
Cvetkovi¢a, Dzldita Dzeks Halberstama/-s, Dzenifera Doila, Anne Ketija Vérli un Betina Stéli, Karina Mihalski,

Evans Ifekoja, Lia Garsija, Feeltank Chicago, Elizabete Frimena, Sara Ahmeda, Hosé Estevans Munoss, Hetere Lava,
Tva Kosofski-Sedzvika, Mel Y. Chen, Latoja Rbija Freizjera, Dziliana Viringa, Elspeta Probina, Nikola Aizenmana.
Kuratori: Sabian Baumann, Karina Mihalski

Darbu autori: Sabian Baumann, Lorena Berlanta, Elfe Brandenburgere, Dafne Bogeri, Anna Cvetkovica, Dzudita Dzeks
Halberstama/-s, Dzenifera Doila, Anne Ketija Vérli un Betina Stéli, Karina Mihalski, Evans Ifekoja, Lia Garsija, Feeltank

Chicago, Elizabete Frimena, Sara Ahmeda, Hosé Estevans Munoss, Hetere Lava, Iva Kosofski-Sedzvika, Mel Y. Chen,
Latoja Rubija Freizjera, Dziliana Viringa, Elspeta Probina, Nikola Azenmana.
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EN An Unhappy Archive is an exhibition project and an artist edition with the same name
by Sabian Baumann and Karin Michalski. The exhibition was initiated by Andrea Thal at Les
Complices” in Zurich in 2013 and presented for a second time at the Badischer Kunstverein in
Karlsruhe in 2014. Based on the Fotos in Karlsruhe, An Unhappy Archive has been reactivated as
an imaginary exhibition space, the artist edition of An Unhappy Archive. It assembles texts, books,
posters, drawings, and other materials that call into question the social norm of “happiness”.
The name refers to the work of the theorist Sara Ahmed, who describes the “unhappy ar-
chive" as a collective, feminist-queer, and antiracist project. It not only sets out to impel criticism
and resistance within society but also intends to forward the states of pleasure and utopia that
are facilitated by supposed anti-figures like the feminist killjoy. Part of the archive is The Alpha-
bet of Feeling Bad by Karin Michalski, an experimental interview with the theorist and activist
Ann Cvetkovich in which she defines terms such as “depression” as well as everyday negative
feelings and provides them with a different meaning. In the tradition of initiatives like the SPK
(Socialist Patient Collective) of the 1970s, negative feelings are not understood as the result of
individual failure or sickness. Rather, the question is raised of how these could be collectively
sensed as “public feelings” and also politicized in the context of neoliberal working conditions
and of homophobia and racism.
With contributions by: Sabian Baumann, Lauren Berlant, Elfe Brandenburger, Dafne Boggeri, Ann Cvetkovich, Judith

Jack Halberstam, Jennifer Doyle, Anne-Kathi Wehrli & Bettina Stehli, Karin Michalski, Evan Ifekoya, Lia Garcia, Feeltank
Chicago, Elizabeth Freeman, Sara Ahmed, José Esteban Mufioz, Ann Cvetkovich, Heather Love, Eve Kosofsky Sedgwick,

MelY. Chen, LaToya Ruby Frazier, Gillian Wearing, Elspeth Probyn, Nicole Eisenman.

An Unhappy Archive curated by: Sabian Baumann, Karin Michalski

With works by: Sabian Baumann, Lauren Berlant, Elfe Brandenburger, Dafne Boggeri, Ann Cvetkovich, Judith Jack
Halberstam, Jennifer Doyle, Anne-Kathi Wehrli & Bettina Stehli, Karin Michalski, Evan Ifekoya, Lia Garcia, Feeltank
Chicago, Elizabeth Freeman, Sara Ahmed, José Esteban Munoz, Heather Love, Eve Kosofsky Sedgwick, Mel Y. Chen,
LaToya Ruby Frazier, Gillian Wearing, Elspeth Probyn, Nicole Eisenman.

LV Karina Mihalski strada filmu un video
maksla un ir $adu projektu kuratore Berliné.
Ar savam videofilmam Sliktas jusands alfabéts
(2012), stradajot pie ta (working on it; 2008,
kopa ar Sabianu Baumani/-u), Monika M.
(2004) un Pashke & Sofia (2003) vina bijusi
daudzu festivalu un izstazu dalibniece. Vina ir
viena no Nelaimiga arhiva un gramatas / is for
Impasse, ka ari Affektive Queerverbindungen
in Theorie_Aktivismus_Kunst un FEELING BAD
- queer pleasures, art & politics redaktorem.
(www.karinmichalski.de)

LV *Sabianas/-a Baumanes/-a
biografija 23.lpp.

EN Karin Michalski works as an artist and a
curator of film and video art in Berlin. With her
video films The Alphabet of Feeling Bad (2012),
working on it (2008, co-directed by Sabian
Baumann), Monika M. (2004) and Pashke &
Sofia (2003) she has been invited to numerous
festivals and exhibitions. She co-edited the
artist edition of An Unhappy Archive and the
book I is for Impasse. Affektive Queerverbindun-
gen in Theorie_Aktivismus_Kunst, as well as the
fanzine FEELING BAD - queer pleasures, art &

politics. (www.karinmichalski.de)

EN ’Sabian Baumann's bio on page 23.



J a m es B r i d le 2012-turpinas/2012-ongoing
Pagaidu cela marké&jama lenta, 1050 x 650 cm |
Ar makslinieka un NOME, Berline, atlauju/

Temporary road marking tape, 1050 x 650 cm |
Courtesy of the artist and NOME, Berlin

Jus varat sanemt Dronu énas rokagramatu
Survival Kit 11 informacijas stenda/

You can receive a free Drone Shadow Handbook
at the Survival Kit 11 information desk

Dronu éna 007/Drone Shadow 007 | 2014
Londona/London | Foto/Photo: James Bridle | booktwo.org

Dronu éna 009/Drone Shadow 009 | 2015
Karlsrae/Karlsruhe | Foto/Photo: ZKM
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Drona éna (Hermes 450/Watchkeeper WK450)/
Drone Shadow (Hermes 450/Watchkeeper WK450)

LV Dronu énas ir publisku intervencu sérija, kas izpauzas musdienu militara drona énas

gleznosana uz pilsétas ielas méroga 1:1. Parasti attalais un neredzamais klist redzams un

sajltams; attala realitate parvértusies par kaut ko klatesosu pavisam tuvu. Atgadinot par nereti

noslépumaino veidu, kada militaristi mtsdienas lieto dronus, drona téls parstav visas laikmetigas

tehnologijas, kas nereti ir apsléptas vai grati saskatamas, tomér ietekmé - sociali, politiski un

nereti vardarbigi - masu ikdienas dzivi.

EN The Drone Shadows is an ongoing series of public interventions in which a 1:1 scale shadow

of a contemporary military drone is painted on a city's streets. What's usually distant and invisible

is made present and apprehensible; a remote reality is transformed into something close at

hand. As well as reminding us of the often-shadowy military uses of drones in the present, the

figure of the drone stands in for all of our contemporary networked technologies, which are

often hidden or hard to see but nonetheless impact—socially, politically, and often violently—on

our everyday lives.

LV Dzeimss Braidls (1980) ir makslinieks,
rakstnieks un teorétikis, kas dzivo un strada
Aténas un Londona. Ar senu pétniecisku
interesi musdienu tiklu infrastruktara, valdibu
caurredzamiba un tehnologiskaja izsekosana
sava makslas praksé vins atrodas vieta, kur
maksla sastop zinatni un politisko aktivismu.
Vinu seviski interesé, ka tehnologiska pro-
gresa paatrinasanas rada jaunus veidus, ka
paradit fizisko pasauli ap mums, un ietekmée
musu nakotnes uztveri, padarot robezas
starp virtualo un realo aizvien neskaidrakas.
Savos darbos vins ieklauj programmésanu,
socialos medijus, fotografiju, instalacijas,
arhitektaru un kartes.

EN James Bridle (1980) is an artist, writer and
theorist based in Athens and London. With a
long-standing investigative interest in modern
network infrastructure, government trans-
parency, and technological surveillance, his
artistic practice positions itself at the intersec-
tion of art, science, and political activism. In
particular, he explores how the acceleration of
technological advancement creates new ways
to represent our physical world and affects
our perception of the future by increasingly
blurring the lines between the virtual and the
real. His work incorporates software program-
ming, social media, photography, installations,
architectural rendering and maps.



LI 4
2019
An n a Dasov I c Jaukta multivides instalacija | video 11"00, teksts 3 x 38 x 76 cm

anotacijas ar tusu | Ar makslinieces atlauju/
Mixed media installation | video 11"00, text works 3 x 38 x 76 cm,
annotations with Indian ink | Courtesy of the artist

Tatad - manas valsts varda
un no visas sirds/

So, on behalf of my country and
from the bottom of my heart

LV 2015. gada 11. julija Dasovica piedalijas 136 cilvéku mirstigo atlieku apbedisana Potocari
Bosnhijas un Hercegovinas Serbu Republika. Sadas ceremonijas ir gadskartéjs notikums, kura
tiek pieminéts genocids, kas 1995. gada julija notika Srebrenica. Mirstigas atliekas ir izraktas no
masu kapiem ieprieksé€ja gada laika. Dazos gadijumos tas izkliedétas starp vairakam kapavietam.
Minéta ceremonija ir pasaulé vieniga ik gadus televizija transléta masu apbedisana.

2015. gada ceremonija tika atziméta genocida 20. gadskarta. Dasovicas darba Tatad -
manas valsts varda un no visas sirds apvienoti apbedisanas attéli no medijiem, atrasti mobilo
telefonu attéli un pasas Dasovicas ar telefonu uznemtie videomateriali.

Dasovica sava montaza seko bijusa ASV prezidenta Bila Klintona un Serbijas premjermin-
istra (tagad prezidenta) Aleksandra Vucic¢a gaitam. 1995. gada Vucics bija ultranacionalistiskas
Serbijas SRS partijas biedrs un vél lidz Sai dienai atsakas publiski atzit genocida faktu. Klintons
sava 2015. gada ceremonijas narativa par genocida upuriem reproducéja ta vaininieku skatjumu.
Vin$ aicinaja klatesosos novértét Vucica klatbatni apbedisanas ceremonija. Vina emocionala
klida un viens no kaitigakajiem izteikumiem bija, ka Serbrenicas laudis gajusi boja kaut ka varda.
Tautas protestu, kas izcélas pieminas ceremonijas laika, novérsa drosibas spéki un kada musul-
manu lidera reakcija - vins aicinaja klatesoSos koncentréties uz sérosanas darbu. Radinieki, kas
piedalas Sajas gadskartéjas apbedisanas ceremonijas - daudzi no viniem ir slaktina liecinieki -,
jut, ka tiek sasaurinata vinu politisko iebildumu telpa un vinu bédas tiek marginalizétas.
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EN On 11 July 2015, Dasovi¢ attended the burial of the remains of 136 people in Potocari, a town
located in Republika Srpska, Bosnia and Herzegovina. Burials such as these are an annual event,
commemorating the genocide that took place in Srebrenica in July 1995. The remains laid to
rest are those that have been excavated from mass grave sites over the course of the preceding
year. In some cases, remains are found dispersed over primary, secondary and tertiary mass
graves. It is the only annually televised mass funeral in the world.

In 2015, the burial assembly marked the 20th anniversary of the genocide. Dasovic's
work So, on behalf of my country and from the bottom of my heart brings together images of the
burial from news media, found mobile phone footage, and video material that Dasovi¢ shot
with her own phone.

Dasovic¢'s montage traces the movements of Bill Clinton and Aleksander Vugic, former US
President and Serbian Prime Minister, now Serbian president, respectively. In 1995, Vucic¢ had
been a member of the ultranationalist Serbian SRS party, and to this day he still refuses to pub-
licly acknowledge the genocide. Clinton's narrative framing of the genocide's victims during the
anniversary in 2015 reproduces the gaze of the its perpetrators. He urged the audience to treas-
ure Vucic's presence at the burial ceremony. One of the most repeated of his pernicious claims,
performed as an emotional slippage, is that the people of Srebrenica allowed themselves to be
killed for something. The popular protest that erupted during the commemoration was quelled
by security forces and by the response of a Muslim community leader, who asked that people
remain focused on the work of mourning. Relatives that attend these annual burial assemblies—
many of them survivors of the massacre—find the space for their political dissent atrophied and
their grief marginalised.

LV Anna Dasovi¢a sava makslinieciskaja dar-
biba fokuséjas uz retoriskajam strukturam, kas
genocidisku vardarbibu padara uzskatamu un
atklaj tos, kuri tiek izmantoti, lai notusétu sadu
konfliktu politiski neértos aspektus. Vina vaica:
kados ideologiskos narativos vardarbibas
apraksti tiek izmantoti strukturala imeni?
Kadas traumas ir tadas, kuras nav iespéjams
adekvati dokumentét nedz juridiski, nedz ka
arhiva sastavdalu? Arhivs Seit ir gan fiziska
telpa Sadiem dokumentiem, gan kolektiva
pazemojuma un nozélas metafora.

EN Anna Dasovic¢'s artistic practice is focused
on the rhetorical structures that make geno-
cidal violence visible and those deployed to
obscure the politically inconvenient aspects
of such conflicts. She asks: What ideological
narratives do representations of violence par-
ticipate in on a structural level? What forms of
trauma are such documents unable to cope
with, either in the legislative arena or when
constitutive of the archive? Here, the archive
serves both as a physical place for these
documents and a metaphor of collective
humiliation and remorse.



Alexis Destoop

Video instalacija, 55"00, 2K krasa, proporcijas 1.85:1,
5.1 skana | Anglu, krievu un norvegu valoda ar anglu
valodas subtitriem | Ar makslinieka atlauju/

Video installation, 55"00, 2K colour, 1.85:1 aspect ratio,
5.1 sound | English, Russian and Norwegian spoken
with English subtitles | Courtesy of the artist

Ziemelu dreifs/Northern Drift

LV Ziemelu dreifs risinas reti apdzivotaja Norvegijas-Krievijas pierobezas savvala Eiropas galée-
jos ziemelos, kas ir samu kultUras dzimtene.

Si pierobezas apkaime kluva par attistitas ripniecibas rajonu 19. gadsimta beigas. Ta nav
tikai vieta, kuras ainava saglabajusas redzamas pédas no iepriekseja gadsimta konfliktiem, bet
kurai bijusi butiska loma pastavigaja virziba uz ziemeliem, ko uzkurina gaidas, ka klimata par-
mainas nozimés dasnus ieguvumus no lidz sim neizmantotajiem ziemelu dabas resursiem.

Ziemelu dreifs ir rezultats ilgtermina pétijumiem, kas veikti politiskas pierobezas protokolu
un ierobezojumu éna; tie ir pétijumi, kuru merkis ta ariisti netiek atklats.

Uz personigas pieredzes, savakto liecibu un vietéjo stastu pamata veidota filma ir subjek-
tivs Norvégijas un Krievijas apstridétas pierobezas portrets. Budams sava veida bridinoss stasts,
tas ir ari celojuma apraksts, antropologisks dokuments un retrofutdristisks zinatniskas fantas-
tikas darbs, kur visi Sie tropi apvienoti parstradata geografija, poétiski izpétot labirintam lidzigu
zonu, kur pagatne juk kopa ar nakotni.

Rezija un kinematografija: Aleksiss Destops Scenarijs: Péters Ekersalls un Aleksiss Destops

Stastijums: Eriks Lamberts Skanas dizains un kompozicija: Laslo Umbreits Montaza: Lorensa Vaesa Kompozicija

un gradacija: Pols Millo Titri: Devi Mallala Producenti: Aleksiss Destops, L.uba Kuzovnikova un Eriks Lamberts
Producentu asistenti: Jevgenija Bektasova un Kornélijs Stifenhofers Skanu miksésana: Empire Digital

Gala variants: Cobalt Films Producenti: An Archer A Weaver & Stempel Films (Brisele, BE) Pikene pa Broen (Kirkenesa, NO)
Kopproducenti: Argos, Centre for Art & Media (Brisele, BE), Beursschouwburg (Brisele, BE), Kunstencentrum,

Buda (Kortreika, BE), UNSW, Mdkslu un mediju skola (Sidneja, AU), Nadine (Brisele, BE), Stempel Prod (Brisele, BE)
Atbalstitaji: Flemish AudioVisual Fund (VAF, BE), Flemish Community Commission (VGC, BE), TaxShelter.be un ING (BE).
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EN Northern Drift is set in the sparse, yet occupied, wilderness of the Norwegian-Russian bor-
derland in the European High North, home to the indigenous Sami culture.

This frontier area became an industrial development site in the late 19th century. It is
not only a region whose landscape still bears visible traces of the conflicts of the last century,
but also one that has come to play a key role in an ongoing northward expansion fuelled by
the expectation that climate change will allow enormous profits to be reaped from the as yet
untapped natural resources of the north.

Resulting from long-term research conducted in the shadow of the protocols and restric-
tions around the political border, Northern Drift takes the form of an investigation whose object is
never quite revealed.

Assembled from personal experiences, collected testimonies and local stories, the film
presents a subjective portrait of the contentious Norwegian-Russian borderland. A cautionary
tale of sorts, the film is at once travelogue, anthropological document and retro-futuristic sci-fi,
blending these tropes into a re-imagined geography through a poetic exploration of a labyrin-
thine zone where past and future are confounded.

Direction and Cinematography by Alexis Destoop Written by Peter Eckersall & Alexis Destoop

Narrated by Erik Lambert Sound Design & Composition by Laszlo Umbreit Editing by Laurence Vaes
Compositing & Grading by Paul Millot Titles by Devi Mallal Production by Alexis Destoop, Luba Kuzovnikova
and Erik Lambert Production Assistance by Evgenia Bektasova & Cornelius Stiefenhofer Sound Mix at

Empire Digital Mastering at Cobalt Films Produced by An Archer A Weaver & Stempel Films (Brussels, BE)
Pikene pa Broen (Kirkenes, NO) Coproduced by Argos, Centre for Art & Media (Brussels, BE), Beursschouwburg
(Brussels, BE), Kunstencentrum Buda (Kortrijk, BE), UNSW, School of Arts & Media (Sydney, AU), Nadine
(Brussels, BE), Stempel Prod (Brussels, BE) With the support of Flemish AudioVisual Fund (VAF, BE),

Flemish Community Commission (VGC, BE), TaxShelter.be and ING (BE).

LV Aleksiss Destops (1971, Belgija; dzivo un
strada Sidneja Australija un Briselé Belgija)
savos darbos izzina attéla un narativa iedarbi,
laika pieredzi un identificéSanasun atminas
procesus. Vina makslinieciska darbiba aizsak-
usies fotografijas zanra, tacu to ietekméjusi art
vina pieredze skatuves maksla, ka ari makslas
véstures un filozofijas studijas. Atsaucoties

uz cilveka figuras klasiskajiem attélosanas
veidiem, vina agrino darbu centra ir ilgstamiba
un performance. Pédéja laika par vina galveno
izpétes objektu kluvusi ainava, kura vins izzina
visas daudzslanainas nozimes un véstures.

EN Alexis Destoop's (1971, Belgium; lives
and works in Sydney, Australia and Brussels,
Belgium) work explores the workings of the
image and narrative, the experience of time,
and the processes of identification and mem-
ory. His practice originates from photography
but has been influenced by his experience in
the performing arts as well as his studies in art
history and philosophy. Referencing classical
representations of the human figure, his earli-
er works focus on duration and performativity.
More recently, landscape has become his
primary subject matter, which he treats with
allits stratified meanings and histories.



Envija
Audekls, akrils, ella, 125 x 170 cm | Survival Kit 11

pasutijums | Ar makslinieces atlauju/
Acrylic and oil on canvas, 125 x 170 cm | Commissioned
by Survival Kit 11 | Courtesy of the artist

Kognitiva disonanse/Cognitive Dissonance

LV Bauda piedzivot mirklus, kas nav érti. Neértas pieredzes, kuras rezultéjas izaugsmeé vai
vismaz emociju parnesé. Emociju nolasisana ka piepildoss process. Ta varda verts provocet.
Kludisanas, nemitiga kludisanas, saskarsmes neprognozé&jamibu sekmé kltdisanas. Neatzit,
bet, ja gadas atzit sev, tad vismaz neizradit. Nezaudét. Kladu novérosana komunikacija ka baud-
pilns process. Parakuma sajuta uz Si fona. Parakuma sajuta ka prece. Alkas, vélmes, ilgas un,
iesp&jams, pat vajadzibas ka valita. Novérosana, kontrole ka tirgus. Si pierobezas apkaime kluva
par attistitas ripniecibas rajonu 19. gadsimta beigas. Ta nav tikai vieta, kuras ainava saglabajusas
redzamas pédas no iepriekséja gadsimta konfliktiem, bet kurai bijusi batiska loma pastavigaja
virziba uz ziemeliem, ko uzkurina gaidas, ka klimata parmainas nozimés dasnus ieguvumus no
lidz Sim neizmantotajiem ziemelu dabas resursiem.

Ja, kopa nemtas, novérosana, datu vaksana un kontrole ir tirgus. Ar Siem instrumentiem
tirgus man paradis vajadzigas lietas, vajadzigas idejas, izglitibu. Nodrosinas drosibu, bet — ak
vai! - arl paklausibu. Novérosanas fenomens mani apgada ar naida sajutu, ar skaudibu. Tas ir ka
asinsrite. Apgada ar neparejosu trauksmi, kur mierina vienigi tas pozicijas, kuras esmu paraka.
Tirgus virtualaja vide ir spilgtak redzams, bet tas pastav ari tepat uz ielas. Ta pati novérosana,
datu vaksana un kontrole. Statistika, maksajumi, luksofori, menti un apsardze. Alkas paslid garam
skaistas sievietes veidola. Velmes un vajadzibas uzglin no skatlogiem un izkartném. Skatieni,
kuros ierakstita iekares iesp&jamiba liek justies derigai. Masa, garlaiciga un pargurusi masa
atgadina par privilégijam. Bet, ja sp€j ar pastélu izraisit riebumu, ta ir uzvara. Identitate, centieni
apzinat ari riebeklibas, ko ta ietver, pieslieSanas narativiem - ta vizualizéju So nezéligo kapitalis-
ma aspektu, kur parakuma sajuta ir prece. Patologiska pascienas probléma, kas sekmé ieprieks
minéto kludisanos. /Envija
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Kognitiva disonanse ir pretrunas personas uzskatos, vértibds, ari ricibd, kas izrai-
sa psihologisku stresu, no ka pratam ir tendence atbrivoties, mainot uzskatus vai vértibas,
attaisnojot ricibu.

EN The pleasure of experiencing uncomfortable moments. Uncomfortable experiences that
result in growth or at least in transfer of emotions. Reading emotions as a fulfilling process,
which makes a provocation worthwhile. Making mistakes, constantly: the unpredictability of
interaction is fostered by mistakes. Not admitting them, but if one happens to admit, then doing
it Without Showing. Without Losing. Observing mistakes in communication as a pleasurable
process. The sense of superiority against that background. The sense of superiority as a piece of
merchandise. Longing, wishes, desires and even—possibly—needs as the currency. Observation
and control as the market.

Yes, observation, data gathering, and control together equal the market. With these
instruments, the market will show me the necessary things, necessary ideas, and education.
1 will be guaranteed safety but, alas, also subservience. The phenomenon of observation pro-
vides me with a sense of hatred, of jealousy. That sense is like bloodflow. | am provided with an
incessant sense of anxiety, with only the moments when | am on top as consolation. In the virtual
environment, the market is more obvious, yet it happens right here in the street as well. The
same kind of surveillance, data gathering, and control. Statistics, payments, streetlights, cops,
and security guards. Desire passes by in the form of a beautiful woman. Wishes and needs lie
in wait in shop windows and signs. Glances that contain potential desire make me feel useful.
The boring, exhausted mass reminds me of my privilege. But if | manage to disgust them with
my self-image, it amounts to a victory. Identity, an attempt to recognise the nasty things it em-
braces, joining narratives—this is my visualisation of this ruthless aspect of capitalism, in which
the sense of superiority is a commodity. A pathology of self-respect that cultivates the mistakes
mentioned above. /Envija

Cognitive dissonance is the contradiction in a person'’s views, values, and/or actions, leading
to psychological stress, from which the mind has a tendency to liberate itself by changing the given
views or values to vindicate actions.

LV Forma ir tikai rezultats, atkariga no
iedzimta rokraksta. Mana personiga skaistuma
izjuta pager buvet risingjumu no bliva (domas)
materiala. Sokratiska skistiSanas mana gaumé
nav homogéna emocija, bet gan kognitivai
disonansei lidzigs stavoklis. To pamatoju un
attaisnoju esibas (intimais) un pastavosa (are-
jais) daudzslanainiba. Uzkarties makslas darba
prieksa, kad censos to tulkot, - bauda. Tapat
intelektuali baudpilni ir centieni saprast, kas te
notiek, jau atkal uzkaroties puspatiesibas.

EN The form is only a result that depends on
one's innate signature. My personal sense of
beauty dictates that the solution is built from
a dense (thought) material. My style of the
Socratic purge is not a uniform emotion but a
state resembling cognitive dissonance. | base
it on and justify it by the complexity of being
(intimate) and existence (external). To freeze in
front of the work of art as I'm trying to explain
it is my pleasure. As pleasurable intellectually
as trying to understand—what's going on?—
and freezing again amidst half-truths.



Silje FigenSChou 2013-2020

Dazadi materiali, mainigas dimensijas |

Ar makslinieces atlauju/

T h o rese n Various materials, dimensions variable |

Courtesy of the artist
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Dazadi objekti no sérijas
PaSreizéja stabilitate/
Different objects from the
Present Stability series

LV Manu darbu pamata ir tradicija, ar kuru esmu uzaugusi, - samu dizaina tradicija, kas saknojas
improvizacija. Lai kada ari batu vajadziba, risinajums atradisies - vai tas bltu Zogs, mantu gla-
batuve, remonts vai vieta, kur kaltét ziemelbriezu sirdis. Estétiskais rezultats ir atkarigs no piee-
jama materiala, zinaSanam un iemanam, kuras tev vai nu ir, vai nav, no tava kaimina zinasanam,
no ainavas un gadalaika. Stradajot es smelos no $is logikas.

Es vienmér méginu veidot sadarbibu ar pieejamiem materialiem.

EN My works are based in the tradition | grew up with, which is a Sami design tradition rooted
in improvisation. Whatever the need is, youl'll find a solution. This might be a fence, a storage
container, a repair, or somewhere to dry reindeer hearts. The aesthetic outcome is a result of the
material that is at hand, the knowledge and skills you possess alongside those you don't, your
neighbour's knowledge, the landscape and the season. | try to tap into this logic as | work.

I'm always trying to find a cooperation between myself and the materials at hand.

LV Silje Figensu Toresena dzimusi un strada
Sirkenesa Norvégija. Vina ir ieguvusi magistra
gradu mébelu dizaina Stokholmas Konstfack.
Maksliniece piedalijusies izstadeés Liljevalksa,
Vesterosas Makslas muzeja, Galleri Riis un
Passagen Konsthall, Luleo Konsthallen Zvie-
drija; LIAF, Festspillene, Tronheimas Kunsthall,
Terminal B, Samu Laikmetigas makslas centra
un Trendelagas Laikmetigas makslas centra
Norvégija, Oulu Makslas muzeja Somija, Ig-
aunijas Laikmetigas makslas muzeja un citur.

EN Silje Figenschou Thoresen is born

and works in Kirkenes, Norway. She

holds MA in furniture design, Konstfack,
Stockholm. Her works have been exhibited

at Liljevalchs, SE; Vasteras Konstmuseum,

SE; Galleri Riis, SE; Passagen Konsthall, SE;
Lofoten International Art Festival (LIAF), NO;
Festspillene i Nordnorge, NO; Kunsthall
Trondheim, NO; Terminal B, NO; Sami Centre for
Contemporary Art, NO; Konsthallen i Luled, SE;
Oulo Museum of Art, FIN; L'Institute Suedois, FR;
Trendelag Centre for Contemporary Art, NO;
Estonian Museum of Contemporary Art, EST;
and other places.



Robert Gabris

2019

Skicu bloka zimé&jumi, Vine | Fineliner 0.25 mm un krasu zimuli uz
skicpapira, 42 x 29.7cm | Ar makslinieka atlauju/

Sketchbook drawings, Vienna | Fineliner 0.25 mm and coloured
pencils on sketchbook paper, 42 x 29.7cm | Courtesy of the artist

Hegaey),
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KIBERMILA /CYBERLOVE

LV Sie Zim&jumi ir dialogi, kadi tiek risinati seksa un randinu lietotnés. lestitot kailfoto, mekl&jot
milestibu vai vienkarsi izpriecas, cilvéks divaina veida ir pienémis pats savu kailumu vai veselu
savstarpéju un virspuséju pieskarienu sériju. Komiksam lidzigie dialogi ir ilustracija iesaistito ideju
bezgalibai. Catos izmantota valoda tiek reducéta lidz minimumam, un fiktiva viedtalrunu pasaule
Skiet veidojam jaunu kodu sistému ar atkartoSanas cela iegaumétiem saisingjumiem, pieméram,
uzskaitot seksuala kontakta veidus, kam tiek dota prieksroka, un mekléjot atbilstosu personu
seksam vai randiniem. Otrreiz uzmetot skatienu, Sie kodi Skiet divaini - it ka meés intelektuali virzi-
tos atpakal. Sajos Zim&jumos es pievérsos paradibai, kad cilvéks “vélas sevi izdzést” un padarit

muzejisku savtiguma, vientulibas un izolétas dzives kolekciju.

EN These drawings illustrate various dialogues conducted through sex and dating apps.

Through the sending of nude photos, searching for love or casual fun leads to a strange kind

of acceptance of one's own nudity, or a series of mutual and superficial touches. Comic-like

dialogues illustrate the limitless ideas of everyone involved. The language used while chat-

ting is reduced to a minimum, and the fictional universe of smartphones seems to develop a

new system of coding through routinely learned shortenings, such as the listing of sex pref-

erences and finding the right person for sex/dating. This coding appears strange when we

look at it again; it is as if we are going backwards intellectually. With these drawings | address

the phenomenon of "wanting to delete yourself" and museumise a collection of selfishness,

loneliness and life in isolation.

LV Esmu dzimis Slovakija, bet ka brivmak-
slinieks dzivoju un stradaju Viné. Es raksturotu
savu darbu saturu ka kritiskas konfrontacijas
ar identitates jautajumiem, seviski kon-
frontacijas, ko pieredz dazadas no sabiedribas
izslégtas grupas. Mana darba izejas punkti ir
jauni, eksperimentali Zzim&juma veidi ka pre-
tosanas izslegsanai un rasismam. Es piederu
pie romu etniskas grupas, tacu neuzskatu sevi
par romu makslinieku. Manos darbos jutama
daudz noturigaka interese par daudziem

ar identitates dazadibu un konvertéjamibu
saistitiem jautajumiem, par kviru kermeni un
ta eksistenci, par dazadiem fiziskajiem un
garigajiem kermeniem saskaré ar normativo
sabiedribu un tas robezam.

EN I'was born in Slovakia but live and work

in Vienna as a freelance artist. | describe the
content of my work as critical confrontations
with identity issues, especially confrontations
experienced by different groups that are
excluded from society. The starting points

of my work are new, experimental forms of
drawing as forms of resistance to exclusion
and racism. | belong to the Roma ethnic
group, but don't define myself as a Roma
artist. My work shows a much more persistent
interest in multiple questions of diverse and
convertible identity and in the queer body
and its existence, in different physical and
mental bodies, in relation to normative society
and its boundaries.



L
Evita Goze
Tintes izdruku sérija, mainigas dimensijas | Survival Kit 11

pasutijums | Ar makslinieces atlauju/
Series of inkjet prints, dimensions variable | Commissioned
by Survival Kit 11 | Courtesy of the artist
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Saviti pirksti/Fingerlocks

LV Attélu serijas Saviti pirksti pamata ir pasaizsardzibas rokasgramatas no pagajusa gadsimta
50.-60. gadiem, kur redzami labi gérbti virieSi un sievietes, demonstréjam dazadas tehnikas, ka
pasargat sevi apdraudéjuma situacijas. Arpus konteksta is foto ilustracijas balansé uz robezas
starp cinu, deju un glastu. lestudéjot Sis pasas ainas ar dazadiem pariem, tostarp ar savu part-
neri, majas apstaklos, mainoties uzbrucéja un upura lomam, Goze uzsver intimo partnerattiecibu
vienlidz apspiedo$o un piepildoso potencialu. Attéli pievérsas attiecibam starp ripém un vardar-
bibu - gan fizisko, gan emocionalo - un skar varmacibu seksualas attiecibas, uzdodot jautajumu,

vai majas vienmeér ir visdrosaka vieta.

EN The series of images Fingerlocks is based on self-defence manuals from the 1950s and

60s, which feature black-and-white photographs of well-dressed men and women engaging

in demonstrations of various techniques for defending oneself from harm. Stripped of their

original context, these images could be interpreted variously as depictions of fighting, dancing,

or caressing. By re-enacting these scenes in domestic environments with different couples, in-

cluding herself and her partner, and by asking her performers to switch back and forth between

the roles of assaulter and victim, Goze emphasises the dual nature of intimate partnerships,

which can be both oppressive and fulfilling. The images reflect on the relationships between

care and violence, both physical and mental, and also touch upon the issue of domestic abuse

within sexual relationships, questioning if home is always the safest place.

LV Evita Goze (1984) ir maksliniece, zurnaliste
un kuratore, kas dzivo un strada Riga. Vinu
interesé mainigas robezas starp realitati un
fikciju, personigo un politisko, koncentre-
joties uz identitates jautajumiem, kermeni-
sko un varas attiecibam starp individiem un
valsti. Vinas galvenais izteiksmes lidzeklis ir
fotografija, tacu savos darbos vina izmanto ar
tekstu, atrastus attélus un priekSmetus.

Goze ieguvusi bakalaura gradu fotografija
Braitonas Universitaté Lielbritanija un magis-
tra gradu vizualaja komunikacija Latvijas
Makslas akadémija. Vinas darbi izstaditi un
publicéti Latvija un arzemés. 2019. gada

ISSP galerija Riga bija apskatama vinas
personalizstade Sardzé.

EN Evita Goze (Latvia, 1984) is an artist,
writer and curator based in Riga, Latvia. Her
practice is driven by her interest in the shifting
boundaries between reality and fiction, and
the personal and the political, and focuses on
questions of identity, the body, and power re-
lations between individuals and the state. Her
primary medium of expression is photography,
but she also uses text, vernacular images and
found objects. She received a BA in Photogra-
phy from the University of Brighton, UK,

and an MA in Visual Communication at the Art
Academy of Latvia. Her work has been exhibit-
ed and published in Latvia and internationally.
Her most recent solo exhibition, On Guard,
took place in 2019 at the ISSP Gallery, Riga.



Johan Grimonprez  x=

Video, 15”30, krasains, stereo skana | Anglu un franc¢u
valodas | Ar makslinieka atlauju/

Video, 15"30, color, stereo sound | English and French
spoken | Courtesy of the artist

ALPHAVILLE (1965)

Jean-Luc Godard

& o

i
it know.

They're wordskliden
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|]ik dienas vardi pazud|
Maikls Harts par milestibas politiku

|every day words disappear|
Michael Hardt on the politics of love

LV Makiavelli 1515. gada konstatéja, ka princim izdevigakas ir pavalstnieku bailes neka milesti-
ba. Pagajis 500 gadu, un Maikls Harts, politikas filozofs un gramatas Impérija, palis, sadraudziba
autors, vaica, ka butu, ja politiskas sistémas pamata batu milestiba, nevis bailes.

Ka parveidot sabiedribu, kuru aizvien vairak definé pastavigs, bailu industrijas kultivéets
kara stavoklis? Ka istenot paradigmu mainu, kada nepiecieSama, lai daritu galu realitatei, kas
atkariga no cilvéku ekspluatacijas un sabiedrisko resursu privatizacijas? Harts meklé atbildi
“kopigaja” (‘the commons”), ar to saprotot ne vien dabas resursus, bet ari musu raditas valodas un
kopigi veidotas attiecibas.

Distopiskaja pilsétvalsti Alfavila Godara tada pasa nosaukuma filma (Alphaville) aizliegti
visi vardi un jédzieni, kas attiecas uz milestibu un sirsnibu. Kad aktrise Anna Karina Natasas fon
Braunas loma mégina izteikt jltas, vinai vardi jaizgudro no jauna, jo milestibas jedziens vinai ir
svess. Lidzigi filmas Alfavila varonei Harts uzskata, ka mums ir jaatjaunina instrumenti, ar kadiem
més kopa veidojam politiku. Vins Lko identificét parveidojoSos spékus nebeidzamaja cina par
demokratijas uzlabosanu. Saja cina vins “kopigaja” saskata zales sabiedribai, ko vada bailes, un
no ta gust iedvesmu paradigmai, kuras pamata butu dialogs un sadarbiba.
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EN In 1515, Machiavelli stated that it would be better for the Prince to be feared than
loved. Some 500 years later, Michael Hardt, political philosopher and co-author of Empire,
Multitude and Commonwealth, asks what it would mean to base a political system on love,
rather than on fear.

How can we transform a society that is increasingly defined by a permanent state of
war cultivated by an industry of fear? How can we realise the paradigm shift necessary to
move away from a reality that depends on the exploitation of people and the cult of privatising
public resources? Hardt looks for an answer in what he calls “the commons", by which he refers
not only to natural resources but also to the languages we create and the relationships we
conceive together.

In the dystopian city-state Alphaville, in Godard's film of the same name, all words and
concepts relating to the ideas of love and affection have been banned. When the actress Anna
Karina (as the character Natacha von Braun) tries to express her feelings, she has to reinvent the
words, for the concept of love is foreign to her. Like the protagonist in Alphaville, Hardt suggests
that we need to redefine our tools for acting politically together. Hardt embarks on a journey to
identify the transformative powers of the ongoing struggle to re-invent democracy. Within this
struggle he understands “the commons” as an antidote to a society run by fear, an inspiration for
a paradigm that is based on dialogue and cooperation.

LV Johana Grimonpré darbi guvusi gan EN Johan Grimonprez's work has received
makslas, gan kino kritiku atzinibu. Vairakas critical acclaim both in the art and cinema
vina filmas, tostarp dial H-I-S-T-O-R-Y (1997), worlds. A number of his films, including
Double Take (2009), Shadow World (2016) un dial H-I-S-T-0-R-Y (1997), Double Take (2009),
Blue Orchids (2017), ieguvusas prestizus ap- Shadow World (2016) and Blue Orchids (2017),
balvojumus. Vina darbi ieklauti Zorza Pompidi  have won prestigious awards. His work is
centra Parizé, 21. gadsimta laikmetigas mak- part of the collections of the Centre Georges
slas muzeja Kanazava, Tate Modern galerija Pompidou, Paris; the 21st Century Museum of
Londona un citas kolekcijas. Contemporary Art, Kanazawa; and Tate Mod-

ern, London, among many others.
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L L
2016-2017
Sas kla HOllm kVIStI Video instalacija, HD video, 22"00 | Arabu, serbu, anglu

un zviedru valodas ar anglu subtitriem |
E lle n N y m a n Ar maksliniecu atlauju/
] Video installation, HD-video, 22"00 | Arabic, Serbian,
English and Swedish spoken with English subtitles |

Cori na Oprea Courtesy of the artists

Drosiba/Sicherheit

LV Kinoinstalacija Sicherheit (“droSiba” — vacu val.), kas ir Saskijas Holmkuvistas, Ellenas Nimanas
un Korinas Opreas kopprojekts, uzsvérta kolonialas modernitates konstruésana zviedru iztele.
Pétniecibas procesa, kas ir reizé sistematisks un parafiktivs, veikts gan arhivos, gan lauka
apstaklos, autores tiecas pieskirt Zviedrijas ierocu rupniecibai jaunu kontekstu, sasaistot to ar
cilvékiem un vietam, kas nozimigi ierocu razo$anai, tai skaita Karlsktgu, Luleo un Géteborgu.

Terminu Sicherheit lieto sociologi Zigmunts Baumans un Ulrihs Beks, raksturojot to, ka
droSibas problému pastiprinata risinasana rada bailu kulttru, kura var viegli rasties un saas-
inaties konflikti un kura galu gala apdraud pasu demokratiju, jo atstaj iespaidu, ka cilvékiem
jaizdara izvéle starp drosibu un demokratiju.

Rékinot uz vienu iedzivotaju, Zviedrija ir viena no pasaules lielakajam ierocu eksportéta-
jam. Taja pasa laika ta sevi reklamé ka vienu no neitralakajam un miermiligakajam valstim. Filma
Sicherheit norada uz zviedru attiecibam ar karu un ierocu rapniecibu, pétot, ka tas izpauzas
individualaja limeni. Filma redzamie objekti ir novirziti klusa periférija, tacu tie ir nozimigi globa-
lajai brunojuma rupniecibai, piedavajot darba iespé&jas, nodrosinot valsts aizsardzibu, finansialo
un tehnologisko attistibu, kolonizaciju, miera uzturéSanas spéekus, stabilitates trakumu, migrac-
iju un navi. Narativa autores veido viena no Zviedrija vispopularakajiem vieglajiem ierociem
- Carl-Gustaf - kopiju.

EN The film installation Sicherheit (German for “security”), made collaboratively by Saskia
Holmkuvist, Ellen Nyman and Corina Oprea, stresses the construction of colonial modernity in
the Swedish imaginary. Through a research process that is both systematic and para-fictional,
carried out in archives and on the ground, the authors seek to endow the image of the Swedish
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weapon industry with a contextual agency by linking it to people and places of importance to

the production of weapons, including Karlskoga, Luled and Géteborg.

The term “Sicherheit” is used by the sociologists Zygmunt Bauman and Ulrich Beck to

describe how an increase in security solutions creates a culture of fear in which conflicts can

easily arise and escalate and that ultimately endangers democracy itself, as it leaves people in

the perceived position of having to choose between their security or democracy.

Per capita, Sweden is one of the world's largest weapon exporters. At the same time, it

promotes itself as one of the foremost alliance-free, peace-making nations in the world. The film

Sicherheit points to the Swedish relationship with war and the weapons industry by examining

how it is expressed at an individual level. The sites in the film are silent and peripheral reverber-

ating a global manufacturing society which creates employment opportunities, national security,

financial and technological development, colonisation, peacekeeping troops, instability, migra-

tion and death. Intertwined in the narrative, the authors are building a replica of one of Sweden's

most sold hand-held weapons, the “Carl-Gustaf”.

LV Saskija Holmkvista ar interaktivitates un perfor-
mances starpniecibu rada darbus par tulkosanu, star-
pniecibu un stridigu vésturi. Hibridiska realisma forma
dokumentala zanra stratégijas tiek parstradatas ar
performativas mijiedarbes palidzibu, pievérsoties ver-
balam spekulacijam. Laika aplveida raksturs un bezla-
icigums tiek izmantots, lai parskatitu neseno samezglo-
to vésturi caur zestu, atminu un diskursu. Protagonisti
Saja procesa tiek aicinati mijiedarboties performativas
sadursmes, inscenéjumos un improvizacijas.

LV Ellena Nimane (SE) ir aktrise, rezisore un vizuala
maksliniece. Vinas pétijumi un prakse starpdisciplinari
koncentréjas uz inscenéjumu un melnumu perfor-
mances un vizualaja maksla. Nimane ir doktorante
Stokholmas Makslas universitaté, ka ari piedalas Tre-
isija Letsa lugas Mérija Peidza Marlova méginajumos.
Luga tiek iestudéta Zviedrijas Karaliskaja dramas teatri

LV Korina Oprea kops$ 2019. gada ir Linternationale
Online (internationaleonline.org) galvena redaktore.
Pirms tam vina bija Konsthall C makslinieciska vaditaja
(2017-2018), kur vadija programmu par Ziemelu
dekolonizaciju. Opreai ir doktora grads no Lofboro
Universitates, kur vina aizstavéjusi disertaciju Kuratora
gals: kuratora darbiba ka zindsanu kolektiva razosana.
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EN Saskia Holmkvist's work draws on interactivity and
performance to instigate work on translation, agency
and contested history. In a hybrid form of realism, doc-
umentary strategies are retooled with performative in-
teraction to focus on verbal speculation. Circularity and
timelessness are used in revisiting history and place by
looking at site, intertwined recent history by means of
gestures, memory and discourse. The protagonists are
invited along the process to interact through performa-
tive encounters, direction and improvisation.

EN Ellen Nyman (SE) is an actor, director and visual
artist. Her research and practice bear an interdisci-
plinary focus on performativity and blackness within
performing and visual art. Nyman is currently a Ph.D.
candidate at Stockholm University of the Arts and is
rehearsing for the upcoming staging of playwright
Tracy Letts' Mary Page Marlowe at the Royal Dramatic
Theatre, Sweden.

EN Corina Oprea has been the Managing Editor of
LInternationale Online (internationaleonline.org) since
January 2019 and is the former Artistic Director of Kon-
sthall C (2017-2018), where she ran a programme on
“Decolonization in the North”. She holds a PhD from the
University of Loughborough in the UK, having written a
thesis on “The End of the Curator: On curatorial acts as
collective production of knowledge"



Althi na Ka kh i dze Eg;a‘(;)di medliji: fotografijas, kolazas un zim&jumi

uz papira un auduma, 50 x 35 cm | Survival Kit 11
pasutijums | Ar makslinieces atlauju/

Mixed media: photos, collages and drawings on
paper and fabric, 50 x 35 cm | Commissioned by
Survival Kit 11 | Courtesy of the artist
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Augi nenogalina cits citu uzreiz/
Plants Don’t Kill Each Other At Once

LV Alevtina Kahidze atsaucas uz augu pasauli, metaforiski iedzilinoties musu politiskas real-
itates sarezgitaja problematika. Kahidze pieskir augiem subjektivitati un ierosina cilvéku viedokli

aizvietot ar augu viedokli.

EN Alevtina Kakhidze refers to the world of plants, reflecting metaphorically upon the complex
problems of our political reality. Kakhidze gives plants subjectivity and suggests replacing the

human viewpoint with those of plants.

LV 1973. gada Doneckas apgabala Zdanovka
dzimusi Alevtina Kahidze tagad dzivo Muzicos
Ukraing, 26 kilometrus no galvaspilsétas
Kijevas. Ar oglraktuvém bagataja Donecka
uzaugusi maksliniece piedzivojusi peksnas un
haotiskas parmainas, kas Ukraina notikusas
péc PSRS sabrukuma lidz pat nestabilitatei,
ko izraisijis nepieteiktais kars starp Krieviju un
Ukrainu, kurs turpinas vel musdienas. Kop$
2018. gada Kahidze bijusi ANO tolerances
véstniece Ukraina. 2008. gada vina ieguva Ka-
zimira Malevica balvu, bet 2002. gada izcinija
pirmo prémiju Jauno kuratoru un makslinieku
konkursa, ko rikoja Laikmetigas makslas cen-
trs NaUKMA Kijeva.

EN Born in 1973 in Zhdanovka, Donetsk re-
gion, USSR, Alevtina Kakhidze is now based in
Muzychi, Ukraine, 26 kilometres from the capi-
tal city of Kyiv. Having grown up (since 1991) in
the Donetsk region of Ukraine, known for its
coal mining, she has experienced the abrupt
and chaotic changes that have taken place in
Ukraine, from the days of the USSR to the im-
balanced environment that followed and the
undeclared war between Russia and Ukraine
that it is still going on today. She has been a
United Nations Tolerance Envoy in Ukraine
since 2018. She was awarded the Kazimir
Malevich Artist Award in 2008, and in 2002
won first prize in the Competition for Young
Curators and Artists organised by the Center
for Contemporary Art at NaUKMA in Kyiv.
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Kl.a ra Kéllstr(")m 2015-2020

Instalacija/fotografija |

n s Ar makslinieku atlauju/
& Thobias Faldt nstalation, Photography|

Courtesy of the artists

P S5

MON TREES

NO

- GARDENERS

(2015/06/23
2015/07/06

25 citronkoki, neviena darznieka/
25 Lemon Trees, No Gardeners

LV Sava darba 25 citronkoki, neviena darznieka Klara Selstréma un Tobiass Felds izmanto mediju
versiju par krizi Griekija, turpinot stradat pie projekta, ko 2011. gada aizsaka darbs Eiropa, Griekija,
Aténas, Akropole.

Izejas punkts darbam 25 citronkoki, neviena darznieka ir viltus zina, ko parpublicéjusi
vairaki ievérojami Eiropas zinu avoti. Virsrakstos apgalvots, ka Aténu slimnica Evangelismos gan
nodarbinati 45 darznieki, tacu tur nav bijis darza, un ta kluva par idealo metaforu stereotipam
par grieku izskérdibu, kas it ka bijusi viens no iemesliem Griekijas ekonomiskajai krizei. Tacu
patiesiba slimnicai gan nebija darza, bet nebija ari darznieku. Tuvak izpétot, izradijas, ka aug
tomer 25 citronkoki.

2015. gada 27. junija agra rita Griekijas premjerministrs Aleksis Ciprs pazinoja, ka tiks rikots
referendums par to, vai valstij vajadzétu pienemt glabsanas pasakumu noteikumus, ko Troika
bija izteikusi 25. junija. Eiropas mediju publicétas aptaujas liecinaja, ka neparprotami uzvarés at-
bilde “ja". Tacu tas negaiditi izradijas kludainas, jo ar milzigu balsu parsvaru uzvaréja “né". Tomer,

“o =

pateicoties kops senseniem laikiem pazistamiem pielausanas panémieniem “né" tika parvérsts
par “ja" un tika ieviesta stingra ekonomiska politika.

2015. gada pirmaja pusé mediji zinoja par iesp&jamu un ticamu Grexit. Pec Griekijas
glabsanas referenduma uzmaniba parsviedas uz béglu krizi - tas ir, lidz 2016. gada 23. janijam,

kad Apvienota Karaliste nobalsoja par Brexit. Nosleédzot projektu, 25 citronkoki, neviena ddrznieka

49



ievietots Brexit dienas fotoattéls — Sélstréma un Felds todien atkal atradas Griekija, Soreiz Kav-
alas osta, kur iepriekséja gada laika krasta bija izkapusi tukstosiem béglu. 2020. gada 31. janvari
spéeka stajas Brexit un beidzas Apvienotas Karalistes daliba ES. Taja pasa diena Apvienotaja
Karalisté tika apstiprinats pirmais koronavirusa gadijjums.

EN In 25 Lemon Trees, No Gardeners, Klara Kallstrom and Thobias Faldt follow up on the media
depiction of the Greek crisis, continuing an ongoing project that started with Europe, Greece,
Athens, Acropolis in 2011.

The vantage point for 25 Lemon Trees, No Gardeners is a fake news story concocted by a
number of major European news outlets. The headlines exclaimed that the Evangelismos Hos-
pital in Athens had 45 employed gardeners but no garden, and this came to be a perfect met-
aphor for a stereotype of Greek wastefulness, one of the presumed reasons behind the Greek
economic crisis. The truth of the matter was that the hospital indeed had no garden, but neither
did it have any gardeners. Upon closer inspection, it did however have 25 lemon trees.

In the early morning of June 27, 2015, the Greek Prime Minister Alexis Tsipras announced
that a referendum was to be held on whether the country should accept the bailout conditions
proposed on June 25 by the Troika. The polls published by the European media prior to the
referendum showed a clear lead for the “Yes" vote. However, they were all unexpectedly proven
wrong, as “No”" won by a landslide. Regardless, with some good old strong-arming, the “No" was
turned in to a “Yes", and austerity was implemented.

During the first half of 2015, the media reported on the presumed likelihood of a Grexit. Af-
ter the Greek bailout referendum, the focus shifted to the refugee crisis—up until June 23, 2016,
that is, when the UK voted for Brexit. Concluding the project, 25 Lemon Trees, No Gardeners car-
ries a photograph taken on the day of Brexit, when Kallstrém and Faldt found themselves anew
in Greece—this time at the port of Kavala, where thousands of refugees had set foot throughout
the preceding year. On January 31, 2020, Brexit came into force and the UK membership of EU
ended. On the same day, the first case of COVID-19 in the UK was confirmed.

LV Balstoties fotografijas medija un iz- EN Grounded in the medium of photography

mantojot ka stratégiju dokumentalismu, and deploying the documentary as strategy,

Klaras Sélstrémas un Tobiasa Felda darbi
saistiti ar vietam, kur notiek paradigmu
mainas, un luko aktivizét vesturiskos slanus un
nedro$ibas un iespéjas jédzienus, lai pievéerstu
uzmanibu plaisai starp to, kas ir redzams, un
par ko tiek stastits. Vairak neka desmit gadus
vini izdevusi gramatas B-B-B-Books un nodar-
bojas ar attéla izplatisanu, tai skaita art ar savu
galeriju FG2 Géteborga Zviedrija.

Klara Kallstrom and Thobias Faldt's work
relates to places undergoing paradigmatic
changes and seeks to activate historical layers
and notions of uncertainty and chance in
order to draw attention to the gap between
what is visible and what is told. They have
been self-publishing work at B-B-B-Books for
more than a decade and are engaged in the
distributed and networked image, including
through their own gallery project, FG2, in
Gothenburg, Sweden.



Polina Kanis

2020

Video instalacija, krasa, skana, 17"00 | Krievu un anglu valoda ar anglu
valodas subtitriem | Ar makslinieces atlauju | Attéla autortiesibas:
Draudzibas koka darza muzejs, Dmitrenko L.M./

Video installation, color, sound, 1700 | Russian and English spoken
with English subtitles | Courtesy of the artist | Image copyright:
Friendship Tree Garden Museum, Dmitrenko L.M.

1, Cemiter] ¢ cpe2o Kopi {nozBON).
2, Uepenok JuMona (DpHBOH),
3. LlaTox ¢ HouKOH AAA TPUBKBKN.

4, Tpunicroit centet.

180u, TIT0. 19,03.90, 2671—1000. MA 17685,

Bezzobaina pretestiba 1/
Toothless resistance 1

LV Saja projekta aplikota ideja par maksligo ainavu ka riku, ar kuru pétit priviligéto stabilas,
normalizétas un globalizétas sabiedribas attélojumu. “Maksliga ainava” aja konteksta ir ainava,
kuru liela méra veidojusi cilvéka iejauksanas. Tas pamata ir varas strukttras, kas darbojas sa-

biedriba un saknojas vésturiskajos varas neséjos; kaut gan tai aréji piemit struktira, ta patiesiba

ir ar tuksu vidu.

Mutacija ir galvenais veids, kada $is struktiras adaptéjusas sabiedriba, kas balstita véstur-
iska varas kontrolé. Kadi ir procesi, ar kuru palidzibu radita stabilitates iluzija? Projekta siiluzija ir
atsauce uz “nemirstigo varoni” (kas ir radniecigs tipiskajam datorspélu varonim ar neierobezotu
skaitu dzivibu) vai mitisku télu, kas laika gaita ta nostiprinats, ka skiet nesagraujams. Illuzors
droSums un stabilitate figuré starptautiska méroga neoliberalaja, globalizétaja sabiedriba ar tas
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neokapitalistisko sistému - jo notiek méginajumi nostiprinat ideju par izturigumu un drosibu

bezprecedenta saimnieciska sabrukuma, socialo pretiskibu un politisko satricingjumu apstaklos.

Projekta tiek parjautats, ka Sis struktiiras, kas ir reizé globalas un lokalas, nostiprina

savu varu ar ainavu starpniecibu un méginajumiem regulét dabu. Ka ainavas adapté&jusas vai

parveidojusas, lai pielagotos Sim konkrétajam, loti maksligajam vajadzibam? Ka ainava pati par

sevi parstav varu?

EN This project looks at the idea of artificial landscape as a tool with which to explore the

privileged representation of the illusion of a stable, normalised and globalised society. “Artificial

landscape” in this context designates a landscape that has been extensively shaped by human

intervention. It is based on structures of power that operate within society, rooted in historical

brokers of power; while it retains this outer structure, it is actually hollow.

Mutation enters as a main means by which these structures have adapted within society

based on the historical control of power. What are the processes through which they have creat-

ed an illusion of stability? The project refers to this illusion as an “immortal hero” (akin to the typ-

ical computer game hero endowed with unlimited lives), or a mythical image that has been so

built up over time that it appears unbreakable. The safety and stability of this illusion operates

on an international scale in neoliberal, globalised society with its neo-capitalistic system in that

it tries to perpetuate an idea of solidity and strength amidst unprecedented economic collapse,

social divides and political upheavals.

The project questions how these structures, at once both globalized and local, cement

their power through landscapes and by trying to regulate nature. How have landscapes been

adapted, or mutated to adapt to, these specific, very artificial needs? How does the landscape

itself represent power?

LV Polina Kaniss dzimusi 1985. gada Lenin-
grada un 2011. gada absolvéjusi Rod¢enko
Makslas skolu. Taja pasa gada vina ieguvusi
Kandinska Makslas balvu jauno makslinieku
kategorija ar savu video Olas. Maksliniece
piedalijusies daudzas solo un grupu izstadés
un videoseansos; dazi pieméri ir per-
sonalizstade Haus der Kunst Minhené (2017),
VISIO programma Palazzo Strozzi Florencé
(2019), Manifesta 10 paralélaja programma
un 2015. gada Uralu Industrialaja laikmetigas
makslas biennalé.

EN Polina Kanis was born in 1985 in
Leningrad and graduated from the
Rodchenko Art School, Moscow, in 2011.
That same year, she was awarded the
Kandinsky Art Prize in the Best Young Artist
category for the video Eggs (2010). Her work
has been featured in numerous solo and
group exhibitions and screenings, including
a solo show in Haus der Kunst Munich (2017),
the VISIO program in Palazzo Strozzi in
Florence (2019), the parallel program of
Manifesta 10 and the 2015 edition of the
Ural Industrial Biennial of Contemporary Art.



u u
2018
Yaza n Kh a I'I l'l Krits uz tafeles, dazadi izméri | Ar makslinieka atlauju/

Chalk on blackboard, dimensions variable | Courtesy of the artist

Dzives centrs/Centre of Life

LV Saja projekta skatiens pievérsts sistematiskajai vardarbibai un tam, ka ta darbojas ar
ikdienas dzives struktiru starpniecibu. Tiek apSaubita ideja par Jeruzalemi ka “dzives centru”
un tiek parjautats, cik likumiga ir “piederiba” Sai pilsétai. Jeruzaleme tiek pétita nevis ka vieta,
bet gan ka juridiskie procesi un dokumenti. Tiek uzdots jautajums, ka pilséta manevré cau-

ri juridiskajam proceduram un kadi lemumi cilvékam dzive japienem, lai nodrosinatu pieeju
pilsétai un spétu taja dzivot. Ja Jeruzalemi uzskatam par dzives centru, tad rodas jautajums, ko
pilséta nozimé aparteida un sagraves apstaklos. Kadi lietiskie pieradijumi jasavac, lai pieradi-
tu savas tiesibas uz 3o pilsétu? Saja projekta parskatiti dzives materialie aspekti: dokumenti,
rékini, nodokli, kur novietota adata, kafijas smarza no rita, kur novietota masina, vai tev pieder

televizors un ar ko esi precéjies.

EN This project looks at systematic violence and how it operates through the structures of
everyday life. It does so by questioning the notion of Jerusalem as a “centre of life” and by look-
ing into the legality of “belonging” to the city. It explores Jerusalem not as a place but as legal
processes and paperwork. It asks how the city manoeuvres through legal procedures, and what
the life decisions are that one must make in order to ensure access to and one's ability to live in
the city. Considering Jerusalem as a centre of life raises questions about what a city means in a
time of apartheid and destruction. What becomes evidence to be marshalled in order to prove
one's right to the city? This project probes the materiality of life: documents, bills, taxes, where
the needle is put, the smell of coffee in the morning, where the car is parked, whether you have a
TV, and to whom you are married.
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LV Jazans Halili dzivo un strada Palestina
un arpus tas. Vina darbi ieklauti vairakas
nozimigas izstadeés, tostarp Jauna fotografija
(New Photography, MoMA, 2018), Jeruzaleme
dzivo (Jerusalem Lives PalestinieSu muzejs,
2017) un Sanhajas biennalé (2016). Savos
darbos Halili péta ainavas, institlcijas un
sabiedriskas un tehnologiskas paradibas ka
politizétas vienibas. Arhitekta izglitiba vinam
lauj uzlukot ainavu kritiski, dekonstruéjot
kolonialo vizualo diskursu ap Palestinas aina-
vu. Sava darbiba vins iesaistas polemika, kas
saistita ar iecelotajiem un kolonizaciju, vai tas
attiektos uz Palestinu vai citam vietam.

EN Yazan Khalili lives and works in and out
of Palestine. His works have been exhibited

in several major exhibitions, including, among
others: New Photography, MoMA 2018; Jerusa-
lem Lives, Palestinian Museum, 2017; and the
Shanghai Biennial, 2016. Yazan Khalili's prac-
tice frames landscapes, institutions, and social
and technological phenomena as politicised
entities. His background in architecture allows
him to look at landscape in a critical manner,
deconstructing the colonial visual discourse
around the Palestinian landscape. His practice
engages with the settler-colonial question,
whether in Palestine or elsewhere.
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L]
2016-2017
o m a r M Is m a r Video instalacija | HD video, 54”00, spogulteksta skulpttra 23 x 511 cm,

ieraméts sausanas mérkis, 61 x 91 cm | Videomontaza: Rebeka Sekmane |
Skana: Sams Bairs | Ar makslinieka atlauju/

Video installation | HD video, 54"00, mirror text sculpture 23 x 511 cm,
framed shooting target 61 x 91 cm | Video edited with Rebecca Scheckman |
Sound mixing by Sam Bair | Courtesy of the artist

~

Smits,tu un es/Schmitt, You and Me

LV Meinas stata Soukiganas pilsétina Mismars apmekléjis vieté&jo Saujamierocu veikalu, uzturot
draudzigu kontaktu ar veikala ipasnieku Brusu un vaditaju Beiliju. Abi pédéjie ar laiku aizvedusi
savu jauno draugu uz poligonu, atri apmacot Saujamo lietoSana un mérkésana. Apmaina Mis-
mars jautajis Briisam un Beilijam, vai vini bitu ar mieru palasit izvilkumus no Karla Smita 1932.
gada teksta Politiska jedziens, kur vins pauz viedokli, ka politiskais ir vienkarsi drauga noskirsana
no ienaidnieka, kas ekstremos gadijumos paraug kara.

Briisa un Beilija izpildijuma teksts iegiist jaunu dimensiju - viniem griiti tikt gala ar Smita
arhaisko valodu, ta¢u vini pilda Smita mérkus. Abiem $iem varoniem lasot un parlasot Smita
tekstu, més, skatitaji, sajitam slazdu, kura miis Sodien notver Smita teksts - tas pats strupcels,
kura nonak Briiss un Beilijs. Galu gala vini ir spiesti pajautat: “Vai Smits kaut ka atrisina konceptu
“draugs-ienaidnieks-kara-iespéja"?”

EN In the town of Skowhegan, Maine, Mismar frequented a local gun shop, hanging out with its
owner Bruce and shop manager Bailey. The two eventually took their new friend to a shooting
range, giving him a crash course on guns and aiming. In turn, Mismar asked Bruce and Bailey

if they would read excerpts from Carl Schmitt's 1932 text The Concept of the Political, where he
identifies the political as boiling down to the distinction between friend and enemy, and the
extreme case of conflict between the two as going to war.
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With and through Bruce and Bailey, the text finds temporary protagonists who find

difficulty uttering Schmitt's archaic language but nevertheless speak Schmitt's intentionality.

As the protagonists read and re-read Schmitt's text, we viewers sense the entrapment that

Schmitt's text creates for all of us today, a cul-de-sac that Bruce and Bailey admittedly encoun-

ter themselves. In the end, they are compelled to ask: Does Schmitt provide a solution to the

friend-enemy-possibility-of-war concept?

LV Omars Mismars ir starpdisciplinars
makslinieks no Beirltas. Mismara darbus, kas
veidoti ka projekti, ietekmeéjusi konceptuala
maksla, kritikas studijas un dizains. Sava
makslinieciskaja darbiba vins klist pa kadu
pilsetu, parazitiski pielipot dazadam situaci-
jam un kontekstiem, kur vins veido pagaidu
savienibu ar sastapto telpu un publiku. Savos
darbos vins péta, ka maksla savijas ar politiku
un katastrofas estétiku, 1pasi pievérsoties
performativam netieSumam, atkartojumiem
un interpretacijam.
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EN Omar Mismar is an interdisciplinary artist
based in Beirut. Influenced by conceptual

art, critical studies and design, Mismar's work
is project driven. His process entails drifting
through a given city, clinging parasitically onto
different frameworks and situations, wherein
he forms temporary alliances to the space
and the publics he encounters. His work
explores the entanglement of art and politics
and the aesthetics of disaster via a particular
interest in performative obliqueness, rehears-
al, and translation.



Katrina Neiburga

Instalacija no véja slotam, video, skana | Mainigas
dimensijas un garums | Survival Kit 11 pasttijums |
Ar makslinieces atlauju/

Installation made of “wind besoms", video, sound |
Dimensions and duration variable | Commissioned
by Survival Kit 11 | Courtesy of the artist

Transformacijas / Transformations
Raganas slota/Witches’ broom
Véja slota/ Thunderbesom

LV Druidu magiskais augs bija baltais amulis (Viscum album), ko pie mums sauc ari par véja
slotu. Vasaras saulgriezos galvenais priesteris nogrieza to no svéta ozola/bérza/priedes ar zelta
sirpi/nazi/sképu.

Véja slota nokrita uz sniegbalta palaga, ko apaksa turéja divas ¢etras nevainigas meitenes.
Sis augs, péc druidu domam, spéja izarstét jebkuras kaites.

Augs janes majas, jatur énainas vietas. Peéc nedélas izgatavo véja slotas novarjjumu,
maziem malkiem lieto, pirms aizsvilina smarzzales, pieméram, lavandu vai skujas, vai kadiki,
aizver acis un uzklaj uz tam zida Salli vai kabatlakatu. Kermeni novieto uz véja slotas. Lidzas jabut
neaizdegtam gaismeklim. Nav jacensas apzinati meklét atbildes, bet jaatslabinas un jagremde-
jas tumsa, iztelojoties to ka tuneli, kas pilns ar Gdeni, pa kuru japeld.

Var gulét vai snaust, lidz liksies, ka spéjat uztvert padomu, - piecelieties seédus un aizd-
edziet gaismekli.

Lakojieties ta spilgtaja gaisma, péc tam atkal nodzésiet, un tad skatisit redzéjumus - ka-
das ainas - vai pat dzirdésit balsis, kas atbildés uz jus mokoso jautajumu.
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Ja esam piemirsusi, tad vélos atgadinat, ka véja slotas jeb raganu slotas ir zaru sabiezina-
Jjumi vai saaugumi koka vainaga zaros, kas radusies genetiskas mutacijas rezultata, iznemot lapu
kokus, kam véja slotu veidoSanos ierosina sénite - véjslotséne tafrina (Taphrinaceae) -, lidz ar to
ta ir slimiba, nevis genétiska novirze. Reizém véja slotas sasniedz pat vairakus metrus diametra.

EN Viscum album, mistletoe, was the magic plant of the druids, and in Latvia is also called
“wind besom” or “wind broom". At summer solstice the main priest would cut it off the oak/
birch/pine with a golden sickle/knife/sword. The mistletoe would fall on a snow-white sheet
held by two to four virgins. According to the druids, the plant could cure any malady.

The plant should be brought home and kept in the shade. After a week, make a potion of
the wind besom. Consume it in small sips before igniting scented herbs, for instance, lavender,
pine, or juniper. Then, close your eyes, covering them with a silk scarf or handkerchief, and lie
down on the mistletoe. An unlit lantern should be placed nearby. You should not consciously
look for answers but simply relax and delve into the darkness, imagining it as a water-filled
tunnel through which you must swim. You can then sleep or doze until the realisation strikes that
you should sit up and light the lantern. Look into the bright light, then turn it off again, and then
you will see visions—scenes—or even hear voices that will answer the question that has been
tormenting you.

For those who may have forgotten, | would like to remind you that witches' broom or
thunderbesom, or wind besom is a thickening of branches in the crown of a tree resulting from a
genetic mutation—except in the case of deciduous trees, where the phenomenon is caused by
a fungus, Taphrinaceae, which means that it is a disease and not a genetic deviation. Sometimes
the diameter of a witches' broom can reach several meters.

LV Katrinai Neiburgai maksla ir paklauta EN For Katrina Neiburga, art is subordinate
ilgam péc jatam, autentiskuma un dzivas at- to a yearning for emotion, authenticity and the
minas saglabasanas. Ta ir dzeja, kas darbojas preservation of living memory. It is poetry that
uztveres un jatu liment: atkailinata lidz kaulam,  operates at the level of perception and feel-
piepildita ar patiesibu, dzelosa un skaista. ing: pared to the bone, saturated with truth,
Viens no Neiburgas galvenajiem izteiksmes searing and beautiful. One of Neiburga's chief
lidzekliem ir vinas dzili personiga ikonofgrafi- means of expression is her deeply personal
Jja, kas atklajas vinas videoinstalacijas gan iconography, which is evident in her video
izstadés, gan teatra dekoracijas. Vinu interesé installations, both when they appear within
sociologija un iepriek$ pienemtu prieksstatu exhibition contexts and when incorporated
par lietu dabu izpete. into theatre sets. She is interested in sociology

and investigating preconceptions about the
nature of things.
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PEROU
Video, 28”35, krasa, skana | Francu valoda ar anglu subtitriem |

Frac Franche-Comté kolekcija, ar PEROU atlauju/
Video, 28"35, color, sound | French spoken with English subtitles |
Collection Frac Franche-Comté, courtesy of PEROU

Nemot véra ticamibu, ka 3$adi
notikumi var atkartoties

Considering that it is plausible that such
events could be repeated

Consideérant qu'il est plausible que de tels événements
puissent a nouveau survenir

LV 2013. gada 3. aprila agra rita Risoranzisa pie valsts nozimes cela Nr. 7 (40 km no Parizes)
buldozeri sagrava graustu rajonu, kur dzivoja 140 rumanu tautibas Eiropas Savienibas pilsoni.
ledzivotaji, arhitekti, makslinieki un pétnieki bija pielikusi ne mazums pulu $o graustu rajonu
celot, dejojot taja un parveidojot gan to, gan prieksstatus par to. Nemot véra ticamibu, ka sadi
notikumi var atkdrtoties ir filma dzejolis, kas uznemta si notikuma centra un vérsta pret valdoso
aklumu. 2013. gada uznemta filma ir manifests, kas cildina Sis vietas skaistumu un apliecina

nepiecieSamibu to atjaunot.

EN In the early morning of April 3, 2013, on the edge of Route Nationale 7 in Ris-Orangis (40
km from Paris), bulldozers crushed a slum where 140 European citizens of Romanian nation-
ality were living. Residents, architects, artists and researchers had tirelessly built, danced

in, and transformed the space of the slum, as well as many representations related to it.
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Considering that it is plausible that such events could be repeated is a film-poem shot in the heart

of this action, against the blindness that governs. This manifesto film was made in June 2013 to

celebrate the beauty of what was built and to affirm the need to build again.

LV PEROU (Péle d'Exploration des Ressources
Urbaines) jeb Urbano resursu izpétes centru
(Francija) 2012. gada nodibinaja politologs
Sebastjans Tjeri un ainavu arhitekts Zils
Klements. Tas organizé akcijas ar arhitektu,
makslinieku un pétnieku piedalisanos, lai radi-
tu masu pilsétas un musu iztelé viesmiligas
vietas. Seviski Roma, Parizé un Briselé PEROU
Sobrid koordiné aicinajumu, lai UNESCO atzitu
viesmilibu par dalu no Cilveces nemateriala
kulttras mantojuma.
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EN PEROU-Urban Resource Exploration
Center-(France) was founded in 2012 by the
political scientist Sébastien Thiery and the
landscape architect Gilles Clément. It leads
actions with architects, artists and researchers
in order to make spaces for hospitality in our
cities as well as in our imaginations. Today,
between Rome, Paris and Brussels in particu-
lar, PEROU is coordinating a request to have
the act of hospitality recognised by UNESCO
as part of the Intangible Cultural Heritage

of Humanity.



.
Katarina 2000 i i -
Instalacija ar sapléstu stiklu, asinim, pelniem, ziepem, taukiem, fotografijam,

tekstu, audio anglu valoda, mainigas dimensijas | Ar makslinieces atlauju/

L u
PI ra k SI kku Installation with smashed glass, blood, ash, soap, fat. photo, text, audio

English spoken, dimensions variable | Courtesy of the artist

e

Tvériens/Dollet (Grasp)

LV Darba Dollet maksliniece péta pati savu pieredzi, jautajot, vai bédas iespéjams mantot. Mak-
sliniece méginajusi sevi nomérit un pievienot savu vardu sarakstam, ko gramata Zviedrijas lapu
antropometrija ievietojis genétikis Sténs Valunds. Kaut gan vina nespé&j mainit pagatnes situaciju,
vina ievieto sevi lidzigos apstaklos, lai izprastu, ko ta nozimé. Mérinstruments, ko izmanto mak-
sliniece, ir tas pats, ko 1923. gada lietojis rasu biologs, kurs piedalijies Zviedrijas Rasu biologijas
institlta izpétes brauciena uz Zviedrijas ziemeliem. Saja ekspedicija mérits makslinieces viratévs.
Darba skanu celins vésta par gimenes vésturi.

EN Dollet is a piece in which the artist explores her own history and questions whether sorrow
can be inherited. By measuring herself, she has sought to add her own name to the list found
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in Anthropometry of the Swedish Lapps, a book by the Swedish human geneticist Sten Wahlund.

Even though she cannot change the moment in history to which this book belongs, she has tried

to put herself in the same situation as those whose were recorded in it, in order to understand

what it means. The instrument that the artist is seen using in the image is the same one that

was used by a race biologist in 1923. The race biologist worked on an expedition to the north of

Sweden organised by the Swedish State Institute for Racial Biology. During the same expedition,

the artist's father-in-law was also measured. The sound of the piece tells her family history.

LV Maksliniece Katarina Piraka-Siku dzivo
Jokmoka. 2005. gada Umeo Universitaté

vina ieguva magistra gradu télotajmaksla.
Piraka-Siku pieversas galvenokart zimésanai
un fotografijai. Daudzi vinas darbi saknojas
tekstos. Pedé€jo gadu laika vina iepazinusies
ar vésturiskiem rases pétijumiem biologija.
Vina velas saprast, kas isti notika. 20. gadsimta
20. gados Zviedrijas Rasu biologijas instituts
veica plasu aptauju samu tautas vida. Mak-
sliniece uz to Llukojas no pétijuma objektu
puses. Ar savu kritikas augsti vertéto izstadi
Nammaldhpdn Umeo Bildmuseet 2014. gada
vina gribéja padarit So stastu par savéjo, no
objekta klustot par subjektu. Piraka-Siku savos
darbos nereti pieversas bédam, identitatei,
varai un etniskajai piederibai.

EN Katarina Pirak Sikku is an artist living

in Jokkmokk. In 2005, she graduated with a
Master of Fine Art from Umea University. She
works mainly with the techniques of drawing
and photography. Many of her works are text
based. In recent years, she has researched
historical studies of race within the field of
biology. She wants to know what happened.
The Swedish State Institute of Racial Biology
conducted a large survey among the Sami
people in the 1920s. She is now taking the
perspective of those on the other side of the
survey: those who were examined. In her
acclaimed 2014 exhibition Nammaldhpdn at
the Bildmuseet in Umed, she wanted to make
the story her own, to go from being an object
to becoming a subject. Pirak Sikku's works are
often about grief, identity, power and ethnicity.
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Sauli Sirvio

63

Lai elpotu, mums vajag naftu/

We need oil to breathe | 2018

Reljefo attélu papildina varpsta ka dala no dizelmo-
tora darbinatas ventilacijas sistémas publiskas
patvertnes, kas izmantojamas gadijumos, ja rastos
vajadziba péc skabekla./

This photograph depicting a terrain (with traces) is
accompanied by a shaft that is meant to be used
as part of a diesel motor ventilation system in
public community shelter spaces in case of a need
for oxygen.

Krasots térauds, tintes izdruka uz stikla Skiedras
tapetes, 400 x 200 cm, rokturis (atrasts Turku 2018.
gada) | Ar makslinieces atlauju/

Painted steel, inkjet print on glass-fibre wallpaper,
400 x 200 cm, shaft (found in Turku 2018) |
Courtesy of the artist

Divi ménesi melnu plastmasas maisu mikstaras 11/
Two months of black plastic bags mixture Il | 2018
Avizu papirs, organiskais stikls, sintétiska

gumija (atrasta Parizé 2018. gada), térauds,

15 X 127 X 127 X 165 cm | Ar makslinieces atlauju/
Newsprint, Plexiglas, synthetic rubber (found in
Paris 2018), steel, 15 x 127 x 127 x 165 cm |

Courtesy of the artist

Raséjumu sudraba istaba/

Blueprints silver room | 2020

Metala turetajs avarijas Sahtam (atrasts Turku
2018. gada), lazerdruka uz projektora filmam,
pasama krasa, 10 x 21.5 X 6 cm (biezums) |

Ar makslinieces atlauju/

Metal holder for emergency shafts (found in
Turku 2018) laser print on overhead projector
films, spray paint, 10 x 21.5 x 6 cm (thickness) |
Courtesy of the artist



Lai elpotu, mums vajag naftu/
We need o0il to breathe

Divi méneSi melnu plastmasas maisu mikstdras II/
Two months of black plastic bags mixture II

Raséjumu sudraba istaba/
Blueprints silver room

LV Siinstalacija atklaj Sirvié makslas procesu un témas, kas vinu nodarbinajusas gadu gaita:

vietu vésture, pamestas infrastrukttras, analogas un digitalas pasaules saskarsmes punkti un

informacijas izzusana. Sirvie vac informaciju, darbojoties ka “vietu hakeris’, kam vina makslinieka

prakse ir butiska loma.

EN This installation sheds light on Sirvid's process and reflects on the themes he has been

exploring over the years: histories of places, dilapidated infrastructures, the intersection of ana-

logue and digital worlds, and the evanescence of information. Sirvié collects information using

the method of place-hacking, which plays a key role in his artistic practice.

LV Sauli Sirvié péta neparastas vietas.
Vina darbi ir sava veida eksperimentals
"dokumentalisms”, kas top, novérojot, petot,
vacot un arhivéjot. Sirvié ir studéjis fotograf-
iju Lahti Dizaina institata, pabeidzis magis-
trantdru Helsinku Makslas akadémija 2015.
gada. Sirvié ir viens no makslinieku telpas
SIC dibinatajiem Helsinkos.

EN The artist Sauli Sirvio is an explorer of
unusual places. His works are forms of experi-
mental “documentarism” created by meth-
ods incorporating observation, exploration,
collection and archiving. Sirvid's background is
in photography, which he studied at the Lahti
Institute of Design before taking up master's
studies at the Academy of Fine Arts in Hel-
sinki, from which he graduated in 2015. Sirvio
is a co-founder of the artist-run space SIC in
Helsinki, Finland.
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Liga Spunde
Multimediju instalacija, mainigas dimensijas |

Survival Kit 11 pasttijums | Ar makslinieces atlauju/
Multimedia installation, dimensions variable |
Commissioned by Survival Kit 11 |

Courtesy of the artist

Video veidots sadarbiba ar Lasmu Beértuli,

Andri Kudoru, Unu Egliti, Maru Uzulinu,

Alvi Misjunu, Kristapu Pincanu, Kasparu Greizi,
Uldi Snikeri un Klavu Melli

Si darba producésanu atbalsta

Valsts Kulturkapitala fonds/

Video made in collaboration with Lasma Bertule,
Andris Kudors, Una Eglite, Mara Uzulina,

Alvis Misjuns, Kristaps Opincans, Kaspars Greizis,
Uldis Snikers and Klavs Mellis

Production of this work is supported by the
State Culture Capital Foundation

Neviena svétiba par launu nenaks/
There’s No Harm In Any Blessings

LV Neesmu religioza, bet naku no milosas gimenes.

Reiz péc 16 pareizticigo dziedajumiem pieskandinatam stundam, kas tika pavaditas
Skietami bezgaliga rinda, lai klatiené piedzivotu Tihvinas dievmates ikonu, jautaju mammai, ko
meés te daram. Uz to vina diezgan igni, tacu parliecinosi atbild€ja: “Tici man, neviena svétiba
par launu nenaks.”

Neviena svétiba par launu nendks ir multimediju instalacija, kas reflekté par attiecibam,
droS$ibas sajutu, parlieku lielu vélmi pasargat un ticibu pardabiskajam ka aizsardzibas stratégiju.

Lidzas personiskiem stastiem instalacija izmantoti motivi no Deivida Vetera (David Vetter,
The Bubble Boy) neparastas dzives, kas vél Sodien turpina raisit diskusijas par notikusa eksperi-
menta etiskumu.

Deivids Veters piedzima 1971. gada 21. septembri ASV. Kop$ dzimSanas zéns cieta no
smaga kombinéta imundeficita sindroma (SCID), kas vina izredzes izdzivot arpus sterilas vides
padarija neiesp&jamas. Lidz ar Deivida nakSanu pasaulé vina vecaki pienéma lemumu zénu iev-
ietot speciali veidota izolatora, lidz tiks atrasts risingjums imunitates iegtsanai. Prognozéto dazu
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ménesu vieta absoluti sterila un izoléta telpa Deivids pavadija 12 gadu jeb visu savu dzivi. Lai ar
Deividam tika nodrosinati izdzivoSanai vajadzigie apstakli, dzive izolatora spécigi iespaidoja vina
uztveri un attiecibas ar arpasauli.

Tapat ka es, ari Deivids naca no milosas gimenes, bet vina vecaki bija ari religiozi. Ticiba
brinumam kluva par vina dzives centralo motivu, tapat ka vecaku pienemtais lemums pasargat
zénu no skarbas un nedrosas pasaules.

EN I'm not religious, but | come from a loving family.

One time, after sixteen hours filled with Orthodox chants and spent in a seemingly endless
line to experience the Theotokos of Tikhvin first hand, | asked my mom what we were doing
there. Her somewhat irked, yet firm reply was: “Believe me, there's no harm in any blessings.”

There's No Harm In Any Blessings is a multimedia installation that is a reflection on rela-
tionships, sense of security, overprotection, and faith in the supernatural as a defense strategy.

In addition to personal stories, | have used motifs from David Vetter's, “the Bubble
Boy's", unusual life, which to this day continues to give rise to questions about the ethics
of the experiment.

David Vetter was born on September 21, 1971, in the USA. Since birth, he suffered from
severe combined immunodeficiency (SCID), which made his survival impossible outside a sterile
environment. As soon as David was born, his parents made the decision to put him in a special
germ-free chamber until a solution for him acquiring immunity could be found. Instead of just a
few months, David spent 12 years, i.e. his entire life span, in the chamber. Even though David was
provided with conditions conducive for his survival, life in the "bubble” had a powerful impact on
his perception of and relationship with the outer world.

Just like myself, David too came from a loving family, but, unlike mine, his parents were
religious. Faith in a miracle became the central motif of his life, and so did his parents' decision
to protect him from the harsh and unsafe world.

LV Liga Spunde (1990, Riga) 2016. gada
absolvéjusi Latvijas Makslas akadémijas
Vizualas komunikacijas nodalu. Vinas darbi
veidoti ka multimediju instalacijas, kuras
personigi stasti ir ciesi saviti ar rupigi kon-
struétu fikciju. Tajas interpretacijas un atpazist-
amu télu izmantojums kalpo par personiskas
pieredzes paplasinajumu, aizsniedzoties

lidz visparzinamam patiesibam. Visbiezak
darba saturs nosaka ieceres fizisko veidolu,
tapéc instalacijas izmantoti visdazadakie
mediji un materiali.

EN Liga Spunde (1990, Riga) graduated in
2016 from the Department of Visual Commu-
nication of the Latvian Art Academy. Her works
are multimedia installations, where personal
stories are closely intertwined with a carefully
constructed fiction. The interpretations and
use of recognizable characters serve as an ex-
tension of her personal experiences, tapping
into general truths. Usually, the content of the
work determines the physical form of the con-
ception, so a variety of media and materials
are used in the installations.



Imogen
Divkanalu (sinhronizéta) videoinstalacija, 14"30, krasa, stereo skana |

. Anglu, zviedru un arabu valoda | Ar makslinieces un Matts Gallery,
St I dwo rt hy Londona, un AKINCI, Amsterdama, atlauju/
Two-screen (synchronised) video installation, 14”30, colour, stereo sound |
English, Swedish and Arabic spoken | Courtesy of the artist, Matts Gallery,
London and AKINCI, Amsterdam

Irisa [fragments]/Iris [A Fragment]

LV Darba Irisa [fragments] centra ir zviedru terapeite un rakstniece Irisa Johansone. Johansone
iemacijas runat tikai 12 gadu vecuma, bet, ka vina pati saka, “es vienmér busu autistiska” un pa
dalai arm neverbala. Savos nerunasanas gados Johansone lielu dalu laika pavadija arpuskermen-
iska telpa, kuru vina déve par “realo realitati” jeb “aru”. Johansones tévs - un vélak ari vina pati

- pielika lielas pdles, lai vina klutu par dalu no “parastas realitates”. Budama aptuveni divpadsmit
gadus veca, vina saka trenéties, lai uzvestos ka citi, petot gan apkartéjos cilvékus, gan kinoakti-
erus, stundam pie spogula praktizéjot vinu sejas izteiksmes un zestus. Sie trenini nevis iero-
beZoja vinas esibas veidu, bet gan nobrugéja celu uz socialajiem kontaktiem, péc kuriem vina
ilgojas. lemacijusies “normalu” uzvedibu, vina vairs cilvékos neiedarbinaja “bailu mehanismus".
Irisa [fragments] ir rezultats Imogenas Stidvortijas ilgstosajiem pétijumiem “uz valodas robezas”
- méginot izprast, ka attiecibas un jégas apzina tiek ietekméta vai pat izmainita, saskaroties ar
dazadiem verbalizacijas un esibas veidiem. Vinas pétjjumos Irisa Johansone figuré ka starp ver-
balajam un neverbalajam esibas formam. Sis darbs filméts Dahaba, Egiptes Sinaja pussalas dien-
vidos, kur Johansone katru gadu vairakus ménesus dzivo un strada, ka ari vinas maja Fagersta
Zviedrija. Divu ekranu instalacijas centra ir Lizuma bridis, kad Johansonei bija 10 gadu un tévs
vinu konfrontéja ar vinas attélu spoguli.
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EN Iris [A fragment] focuses on the Swedish therapist and writer Iris Johansson. Johansson was
non-verbal until she learned to speak at the age of 12, but as she says, ‘I will always be autis-
tic", and part of her will always be non-verbal. In her pre-verbal years, Johansson was much of
the time in a mind-out-of-body space she calls the “Real reality” or “Out". Her father—and later,
Johansson herself—worked hard to connect her with the "ordinary reality”. At the age of around
twelve she started to train herself to behave in conventional ways, studying people around her
and actors on the cinema screen, practicing their expressions and gestures for hours in front

of her mirror at home. This training was not so much a limiting of her way of being, as a route to
making possible the social contact she longed for. By learning “normal” behaviour, she triggered
the "fear mechanisms" in people around her. Iris [A fragment] comes out of Imogen Stidwor-
thy's long-term research into voicing “on the borders of language"—into how relationship and
sense-making are affected, perhaps even changed, in the “rub-up” with different forms of voic-
ing and modes of being. In her research Iris Johansson figures as a go-between between verbal
and non-verbal being. This work was filmed in Dahab, South Sinai (Egypt), where Johansson lives
and works for several months each year, and her home in Fagersta (Sweden). The two-screen
installation focuses on a formative moment when, at the age of 10, Johansson'’s father confront-

ed her with her own reflection in the mirror.

LV Imogena Stidvortija péta dazadas
vokalizacijas formas, kuras vardi nav dots
lielums. Kadas jégas formas paradas uz
valodas robezas, un ka tas ietekme socialas
attiecibas, sevis apzinu un binaro domasanu,
kas saistita ar valodu? Vinas darbi atklaj
komunikaciju spraugas starp valodam, ko var
veidot gan kulttras prakse, gan tadi stavokli
ka afazija un neverbalais autisms, ka ari paver
celu jaunam socialo attiecibu formam. Sadas
balsis iesaista mus citos klausiSanas veidos
un uzrada musu attiecibas ar personigo meli
jaunos, parsteidzosos veidos.

EN Imogen Stidworthy investigates different
forms of voicing in which words are not a
given. What other forms of meaning emerge
at the borders of language and how do they
affect social relationships, senses of self, and
the binary thinking that language holds in
place? Her work involves communication in
spaces between languages, whether shaped
by cultural practices or conditions such as
aphasia and non-verbal autism, and opens
the way to new forms of social relationship.
These voices engage us in different modes of
listening and reflect our relationship with our
own tongues in new and surprising ways.



Pilvi Takala

Video, 1520, krasa, skana | Anglu valoda |

Ar Carlos/Ishikawa un Helsinki Contemporary atlauju
Video, 15"20, color, sound | English spoken | Courtesy
of Carlos/Ishikawa and Helsinki Contemporary

Glastitaja/The Stroker

LV Glastitgja ir vienkanala videoinstalacija, kuras pamata ir Takalas divu nedélu ilga intervence
Second Home, moderna kopstrades telpa jaunajiem uznémeéjiem un uznémumiem. Intervences
laika Takala izlikas par labsajutas konsultanti, varda Nina Niminena, kuru ka progresivas firmas
Personnel Touch dibinataju Second Home vadiba noalgojusi pieskarienu izdalasanai darbavieta.
Nina staigaja pa Second Home, draudzigi sveicinadama sastaptos cilvekus un viegli tiem piesk-
ardamas. Tas izraisa tenkas, un, balstoties uz kopigo apjukumu, tenkotaji redzami veido ciesakas
attiecibas cits ar citu. Savukart Nina tiek pie iesaukas Glastitaja.

Reakcijas uz “pieskarieniem” ir loti dazadas. Vairums cilvéku izturas pieklajigi, tacu ir tadi,
kuru kermena valoda liecina par diskomfortu - iespéjams, vienkarsi tapéc, ka tiek parkaptas per-
sonigas telpas robezas, bet varbut iemesls ir iekséjais konflikts, kads rodas, kad cilveks nespéj
patiesi vai atklati reagéet. Nespé€jot izteikties, kermeniskas izpausmes var aizstat vardus.

Kustibu nianses rada, ka cilvéki tiek gala ar saviem aizskartajiem kermeniem sociala
spiediena apstaklos un ka Sis reakcijas kontrolé nerakstitas vieno$anas par to, kas uzskatama par
“pienemamu uzvedibu”. Glastitdjas atvertaja domu telpa més klustam par lieciniekiem, ka fiziski
tiek parvarétas robezas, kuras it ka nemaz neeksisté.

EN The Stroker is a single-channel video installation based on Takala's two-week-long interven-
tion at Second Home, a trendy East London coworking space for young entrepreneurs and start-

ups. During the intervention, Takala posed as a wellness consultant named Nina Nieminen, the
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founder of cutting-edge company Personnel Touch, who were allegedly employed by Second
Home to provide touching services in the workplace. Nina strolled around Second Home being
friendly to everyone, greeting and lightly touching people as she passed them by. It gets the of-
fice talking. Workers gossip amongst themselves, visibly bonding over their common confusion.
She was nicknamed “The Stroker".

The responses of the “touches” varied widely. Most were polite, but there were those
whose body language registered a visible discomfort—perhaps simply due to the cultural
context of this invasion of personal space, or perhaps as a result of the inner conflict that arises
when one does not feel able to truthfully or openly react. When unable to assert oneself, this
kind of embodied negotiation may take the place of words.

The nuances of movement demonstrate how people negotiate the dilemma of being
mediated bodies under social pressure, and how such responses are controlled by the tac-
it conventions governing what is deemed to be "acceptable behaviour”. In the clear-walled,
open-thinking space of The Stroker, we witness a physical negotiation of boundaries where there
seemingly are none.

LV Pilvi Takala dzivo un strada Berliné un EN Pilvi Takala is an artist living and working
Helsinkos. Vinas videodarbu pamata ir per- between Berlin and Helsinki. Her video
formativas intervences, ar kuram vina péta works are based on performative interven-
konkrétas kopienas, lai parbauditu to socialo tions in which she researches specific

struktlru un to, ka normativi un realitate ietek- ~ communities in order to process social
mé musu uzvedibu dazados kontekstos. Vinas structures and question the normative rules

darbi rada, ka biezi vien iesp&jams noskaidrot and truths of our behaviour in different
nerakstitos likumus sabiedriskas situacijas contexts. Her works show that it is often
pamata, tos apzinati parkapjot. possible to learn about the implicit rules

of a social situation only by its disruption.
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2017
M a rtta Tu o m aa l'a Videoinstalacija ar lidzdalibu, 60”00, krasa, skana | Somu

valoda ar anglu subtitriem | Ar makslinieces atlauju/
Participatory video installation, 60”00, color, sound | Finnish
spoken with English subtitles | Courtesy of the artist

FinnCycling-Soumi-Perkele! Vol. 2

LV Perkele somu valoda ir lamuvards, ar kuru piesauc velnu. Suomi somu valoda ir “Somija”,
tacu vispar neko nenozimé. FinnCycling-Soumi-Perkele! ienirst Somijas tumsaja puse. Ta ir politi-
kas, melna humora un protesta repa kombinacija iekstelpu ritenbrauksanas vingringjuma forma:
tas ir sievietes skarbais protests pret viriesu ieviesto askétisma politiku.

Videoinstalacija atgadina vienkarsu treninprogrammu, taja ieklautas ritmiskas repa dzies-
mas un instrukcijas iekstelpu ritenbrauksanai. Skatitaji/dalibnieki var mities visu programmas
laiku, bet maksliniece ir projicéta uz ekrana. Maksliniece darbojas ka fitnesa instruktore - vina
izkliedz savus monologus, iejaucoties dziesmu tekstos, ka ari mudinot publiku piedalities un
dziedat lidzi. Te ir agresija, niknums un tragikomédijas elementi, maksliniecei svistot, lamajoties
un minoties no visa spéka, protestéjot pret patriarhalismu.
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Darbs sakotnéji radits ka protests pret Somijas iepriekséjo valdibu ar premjerministru Juhu
Sipilé Uuha Sipild, 2015-2019) prieksgala. Taja pétiti aktuali globali jautajumi: bezdarbs, slikti dar-
ba apstakli stradniekiem, vardarbiba, kas versta pret noteiktu dzimumu, un augosa nevienlidziba
vietéja konteksta.

EN Perkele is a cursing word in Finnish and refers to the devil. Suomi means “Finland” in Finnish,
but Soumi means absolutely nothing. FinnCycling-Soumi-Perkele! dives into the dark side of
Finland. It is a combination of politics, dark humour and protest rap in a form of an indoor cycling
exercise: one woman's gritty protest against all-male austerity politics.

The video installation resembles a basic workout program, in that it includes rhythmic rap
songs and instructions for indoor cycling. The viewers/participants can cycle through the pro-
gramme with the artist projected on the screen. The artist herself serves as the fitness instructor,
spouting her own monologues, interfering with the lyrics by shouting and also encouraging the
audience to take part and sing along. Aggression and rage as well as tragicomedy are present

as the artist sweats, swears and pedals for her life against patriarchy.

The artwork was originally created as a statement against Finland's previous government,
led by the Prime Minister Juha Sipila (2015-2019). The piece explores burning global topics—
such as unemployment, precarious conditions for workers, gendered violence and increasing

inequality—in a local context.

LV Marta Tuomala (MA, 1983) ir maksliniece
no Helsinkiem, kas aktivi darbojas daudzas
nozarés. Tuomala koncentréjas uz dazadiem
kino formatiem, video un instalacijam. Vinas
darbos sastopami sociali angazétas makslas
un kareivigu pétijumu elementi. Raksturigakas
témas ir stradnieku ikdienas dzive, individu
un kopienu problémas un varas launpratiga
izmantosana. Tuomala ar saviem makslas
darbiem piedalijusies dazados starptautiskos
festivalos un izstadés.

EN Martta Tuomaala (MA, b. 1983) is a multi-
disciplinary artist based in Helsinki. Tuomaala
focuses on various forms of film, video and
installation. Her artistic practice involves
elements of socially engaged art and militant
research. Common themes in her artworks
include workers' everyday lives, the struggles
of individuals and communities, and the abuse
of power. Tuomaala's artworks have been
exhibited in various festivals and exhibitions
internationally.
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2020
EV I ta VaSI LJ eva Interaktiva vietai pielagota instalacija: skana, gaisma,

elektriba, kustibu sensori | Survival Kit 11 pasutijums |
Darba producésanu atbalsta Mondriaan Fund,
Niderlande | Ar makslinieces atlauju

Interactive site specific installation: sound, light,
electricity, movement sensors | Commissioned

by Survival Kit 11 | The production of the work is
supported by Mondriaan Fund, The Netherlands |
Courtesy of the artist

Maksliniece izsaka pateicibu:

Skanas un gaismas padomdevéjs: Agris Lidaks
Tehniskais padomnieks: Jurgis Peters
Transports un asistésana: Aleksandrs Vasiljevs,
Edgars Murans/

The artist would like to thank:

Sound and light advisor: Agris Lidaks
Technical advisor: Jurgis Peters

Transport and assistance: Aleksandrs Vasiljevs,
Edgars Murans

Impulss (J jeb Imp)/ Impulse (J or Imp)

LV Es uzaugu maza pirma stava dzivokliti Lermontova iela Agenskalna. Devindesmitajos gados
noziedziba bija normala paradiba. Musu dzivokli aplaupija divreiz. Abas reizes panéma
televizoru un VHS pleijeri. Kadu dienu, kad biju iegajusi maja uz trim mintatém, jo vajadzéja
curat, tika nozagts mans jaunais kalnu divritenis ar 21 atrumu - tas bija piesliets tieSi zem

musu loga. Mate teica, ka neko nav redz€jusi. Tas man Skita loti divaini. Man bija jasaglaba
modriba, nekad nedrikstéja atlaist nervus, vienmeér bija apkartne japatur acis un jaatceras, ka,

lai kur es butu, var ienakt neredzams svesais. Apkartnes uzmanisana kluva par manas
personibas dalu.

Kaimins bija gudraks. Vinam zem loga stavéja sarkans zigulis. Kolidz nakti kads tuvo-
jas masinai, vina gulamistaba iedegas spoza gaisma. Tas uz mani atstaja milzu iespaidu. Ta es
uzzinaju par fotodetektoriem.

Klasiskaja mehanika impulss (J jeb Imp) ir spéka F integralis laika intervala t, kura

Sis spéks darbojas. Ta ka spéks ir vektors, ari impulss ir vektors. Kddam objektam

pielietots impulss rada ekvivalentu vektora izmainu ta linedraja inercé un

taja pasa virziend. *

Citiem vardiem, impulss ir laupitajs (speks, F), kas tuvojas masinai (laika intervala t) un
iedarbina fotoelektronisko ierici, kas iesledz gaismu kaimina gulamistaba (J jeb Imp). Citiem
vardiem, skatitajs ir impulss. Citiem vardiem - tas ir sarezgiti.

leejot kada istaba, es iedarbinu sensorus. Ar acim izskaitu logus, fikséju lenki, kada gaisma
krit uz gridas, ieejas augstumu un platumu, cik talu varu ieiet telpa un cik stipri man jaatvainojas,
lai virzitu savu vektoru uz izeju. Kad més ieejam kada telpa, i telpa ienak musos. Ta ir abpusé-
Jja lidzatkariba starp kermeni (F), ta kustibu telpa un laika (t) un abu neredzamajam attiecibam
vienam ar otru (J jeb Imp).

*Impulse (physics). Wikipedia.
Pieejams tieSsaisté: https://enwikipedia.org/w/index.php?title=Impulse_(physics)&oldid=956577290
(skatits 22.06.2020.).
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EN | grew up in a tiny apartment on the ground floor on Lermontova street, Agenskalns, Riga. In
Q0s, crime was the norm. Our home was robbed twice. Both times, the TV and VHS player

were taken. Another day, while | spent three minutes inside to pee, my brand-new mountain
bike with 21 gears was stolen from in front of our window. Mother claimed to have seen

nothing. It seemed very mysterious to me. | had to learn to stay alert, never relax, keep an eye
on everything around me and always keep in mind that, wherever | may be, an invisible
someone might enter. Monitoring my surroundings became part of my personality.

Our neighbour was smarter. He had a red zhigul (xurynb) parked in front of his window.
Whenever someone got close to his car at night, a bright light turned on in his bedroom. It left a
tremendous impression on me. That's how | learned about photodetectors.

In classical mechanics, impulse (J or Imp), is the integral of a force, F, over

the time interval, t, for which it acts. Since force is a vector quantity, impulse is also a

vector quantity. Impulse applied to an object produces an equivalent vector change in

its linear momentum, also in the same direction. *

To put it in other words, impulse is the burglar (force, F), approaching the car (interval in
time, t) and triggering the photoelectric device to turn on the light in the neighbour's bedroom (J
or Imp). To put it in other words, a viewer is an impulse. To put it in other words, it's complicated.

When | enter a room, | turn on my sensors. | count with my eyes the number of windows,
the angle of light falling on the floor, the height and the width of the entrance, how far | can go
in the space and how many excuses | have to make to move my vector quantity towards the exit.
When we enter the space, space enters us. Its a circular co-dependency between body (F), its

movement in time and space (t) and their invisible relationship to each other (J or Imp).

LV Evita Vasiljeva (1985) ir latvieSu mak-
sliniece, kas dzivo Amsterdama un Riga un
parsvara strada télniecibas un instalaciju
zanra. Vinas veidotie objekti ir izgatavoti no
pamatmaterialiem, kadi tiek izmantoti celt-
nieciba, vecas elektroniskas iericés un citos
urbanas ainavas reliktos. To nozime ir noslépu-
maina un ir atkariga no interpretacijas, bet
formali tie telpa veido skatuves, uz kuram
mijiedarboties sava starpa un ar savu apkartni.
Patlaban vina ir Fiminco Foundation rezid&éjosa
maksliniece Parize.

EN Evita Vasiljeva (b. 1985) is a Latvian artist
based in Amsterdam and Riga who works
primarily in sculpture and installation. The
objects she creates are made from basic ma-
terials used in construction, old electronics,
and other relics of the urban landscape. Their
significance is cryptic and up to interpretation,
while formally they set up stages in space on
which to interact with each other and their
surroundings. Currently, she lives and works
as an artist in residence at the Fiminco Foun-
dation, Paris.

L Impulse (physics). Wikipedia.

https://enwikipedia.org/w/index.php?title=Impulse_(physics)&oldid=956577290 (accessed June 22, 2020.)



Sigrid Viir

Birojs, milas majas/Office Sweet Home | 2019
Fotoinstalacija | leraméta, pigmentéta druka, 15 fotograf-
iju serija, dazadi lielumi, iegraveéts teksts, izSuts teksts,
metala balsti, galds, 3 terases krésli, neaizmirstules,
ieramétas puku séklas, 29,5 x 37 cm | Ar makslinieces un
Temnikova & Kasela Gallery atlauju/

Photo installation | Framed pigment print, series of 15
photos, various sizes, engraved text, embroidered text,
metal supports, table, 3 deck chairs, Forget Me Not, framed
flower seeds, 29.5 x 37.5 cm | Courtesy of the artist and
Temnikova & Kasela Gallery

&‘ ENOTSIONAALNE
TOO

Viltus atputnieka suveniri/

Souvenirs of the False Vacationer | 2019

47 suvenirskivji, teksts uz stikla un sienas,
dazadi izméri, turpinas | Ar makslinieces un
Temnikova & Kasela Gallery atlauju/

47 souvenir plates, text on glass and wall,
different sizes, ongoing | Courtesy of the artist
and Temnikova & Kasela Gallery

Birojs, milas majas/Office Sweet Home

Viltus atpitnieka suveniri/
Souvenirs of the False Vacationer

LV Izstades Viltus atpltnieks nosaukums aizguts no Rolana Barta esejas Rakstnieks atvalind-
Jjuma, kura autors apliko rakstniekus no burzuju viedokla - viltus stradnieki, kuri lidz ar to var
bat ar tikai viltus atputnieki. Zinasanas balstitaja ekonomika robezas starp darbu un atpatu klast
komplicétakas, radosais darbs kluvis nesaraujami saistits ne vien ar kulttras jomu, bet ari citam,
un ir nepiecieSamas lielas pules, lai pat mirkli varétu atrauties no profesionalas vai darba dzives.
Laikmetiga darba kultlra prasa, lai cilvéki butu nepartraukti pieejami. Rietumos stradasa-
nai ir spécigs moralais aspekts, lidz ar to nestradasana ir zime, ka cilvéks ir nopietni slims vai ari
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kaut kada zina izvirtis. Lidz ar to - lai ari més to varblt nepamanam - més pavadam savu brivo
laiku stradajot, mekléejot darbu, gatavojoties darbam, domajot un raiz€joties par darbu. Robezas
starp darbu un atputu kluvusas izpludusas ari tapéc, ka biroju interjeri kluvusi aizvien értaki un
patikamaki, izplatas ari darbavietas majas. Sis telpiskas izmainas rada vésaku, dzestraku gaisotni,
bet vai si briviba ko dod darbiniekam, vai ari ta ir tikai ilGzija?

Darba Birojs, milds madjas centra ir darba neredzamie aspekti, par pieméru nemot laik-
metigo biroja vidi. Darbs pie sérijas Viltus atputnieka suveniri turpinas. Ta ir ideju un atslégvardu
kolekcija no dazadiem tekstiem par darbu un atvalingjumu.

(https:./www.ekkm.ee/naitused/i-exhibition-19/)

EN The name of the project False Vacationer came from the Roland Barthes essay “The Writer
on Holiday", in which he looked at writers as the bourgeoisie might see them—as false workers,
who by the same token can also only be false holiday-makers. In the knowledge-based econo-
my, the borders between work and leisure time have become more complicated, creativity has
become an integral part of more than just the cultural field, and it takes a concerted effort to
disengage even for a moment from one's professional or working life.

Contemporary work culture requires people to be on call at all times. In the West, working
has a strong moral side, so not working sends a signal that the person must be seriously ill or
that they are somehow deviant. And so, even though we might not notice it, our free time is
spent working, looking for work, getting ready to do work, thinking and worrying about work. The
borders between work and leisure are also blurred by the fact that the interior design of offices
has become increasingly comfortable and pleasant and that home offices have become wide-
spread. These spatial changes create a cooler, chiller atmosphere, but is that freedom empow-
ering for the worker or just an illusion?

Office Sweet Home focuses on the invisible aspects of work within the example of a
contemporary office environment. Souvenirs of the False Vacationer is an ongoing artwork. It is a
collection of ideas and keywords from various texts about work and holidaying.

(https:./www.ekkm.ee/naitused/i-exhibition-19/)

LV Sigrida Vira (1979) ir foto un instalaciju
maksliniece, kas dzivo un strada Tallina. Savos
darbos vina péta socialos kontraktus, moralas
normas un noteikumus: ierastos “ikdienas
instrumentus”, kas tiek izmantoti, lai sabiedri-
ba varétu funkcionét, kaut gan to lietosana
nereti netiek ievérota, jo notiek Skietami
organiski. Maksliniece gan veido atseviskus
projektus, gan piedalas Visible Solutions
makslinieku kolektiva.

EN Sigrid Viir (1979) is a photo and installa-
tion artist based in Tallinn. As an artist, she is
interested in social contracts, moral norms
and rules: the default “everyday tools” that are
used to make societies function, though their
use often remains unnoticed because of their
ostensible naturalness. In addition to her solo
projects, she is also a member of the Visible
Solutions LLC artists collective.



E m m a wo lf- H a ug h iz%:lécija/lnstallation

Karogi kviru cruising vietam/

Flags for queer cruising sites | 2018

Aplikacija, samts, mébeldrana, atlass, kokvilna, lente,
austa lente, dzinsu audums, mainigas dimensijas |
Ar makslinieces atlauju/

Appliqué, velvet, upholstery fabric, satin, cotton,
ribbon, woven ribbon, denim, dimensions variable |
Courtesy of the artist

Kviru cruisers apgéerbs/

Clothes for queer cruisers | 2018

Aplikacija uz apgérba, mainigas dimensijas |
Ar makslinieces atlauju/

Appliqué on clothing, dimensions variable |
Courtesy of the artist

Dyke Action | 2018

Fotoserija, kas veidota sadarbiba ar Line Skywalker
Karlstrém performativa cruising akcija viriesu

cruising apkaimé netalu no Berlines Toifelzé |

Ar makslinieces atlauju/

Photographic series made in collaboration with Line
Skywalker Karlstrom in a performative cruising action
at the men's cruising area near the Teufelssee, Berlin |
Courtesy of the artist

Sekss sabiedriskas vietas/Sex in Public | 2018
Videokolaza ar skanu, 28"00 | Veidota sadarbiba ar
Terézu Strétgesu | Ar makslinieces atlauju/

Video collage, 28"00, color, sound | Developed in
collaboration with Theresa Stroetges | Courtesy of
the artist

Sekss sabiedriskas vietas/Sex in public

LV Sekss sabiedriskas vietds ir saskarsme starp kopigajam kviru pasaules prakseém, kuru mérkis
ir laut drosmigi uzplaukt kviru iekarei. Darbos tiek parvietota sabiedriska un privata telpa at-
tieciba uz seksu, kura mérkis nav vairosanas, bet tikai bauda.

Analogas sabiedriskas seksualas baudas vietas - publiskas tualetes/parku krumi/na-
ktsklubi/bari - tiek padaritas sanitaras augoso nomas maksu un cilvékkapitala intensifikacijas
dél, tas tiek padaritas par digitalu “nevietu” saskaré ar reproduktivo, mietpilsonisko tagadni, kuru
Hosé Estevans Munoss déve par “cietumu te un tagad”. Kur més varam baudit? Kviru intimitate
un iekare klust par regulétam darbibam, to izpausmes tiek pieskatitas ka privati, ta publiski.
Apspiestibas sistéemu krustcelés dziviba tiek apdraudéta uz ielas, gulamistaba un krimos,
to apdraud ari partneri. Ka saglabat telpu jutekliskai/seksualai baudai, ja tiek apdraudéta
personiga drosiba?

Glorija Ansaldua pazinoja, ka ir “eénu zvers', formu mainoss kvira kermenis, kasslid pa
seksualu kontaktu meklétaju pilno tumsu. Sekss sabiedriskds vietds ir Snacoss, gaistoss kviru pil-
nibas un potences mirklis, apvarsnis atstumtibas, nolieguma, traumas un vardarbibas apstaklos.
Ar $o radoSo mirkli Sekss sabiedriskds vietds luko aktivizeét kviru pretenzijas, vinu pieteikumu uz
telpas un tiklu Ipasumu kviru saudzé&josaja ekonomika.
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EN Sex in Public is a collaborative encounter between shared practices of queer world making
towards the blossoming of shameless queer desire. The works perform a repositioning of public
space and the private sphere in relation to the non-reproductive pleasures of getting off.

Analogue sites of social sexual pleasure—public toilets/park bushes/nightclubs/bars—
are becoming sanitised under the forces of rising rents and the intensification of human capital,
transposed into a digital non-place, rubbing up against a reproductive, domestic present, what
José Esteban Munoz calls the “prison house... of the here and now." Where do we get off? Queer
intimacy and desire are becoming regulated actions, their manifestations monitored in both
private and public realms. Lives at the intersections of systems of oppression are threatened on
the streets, by lovers, in the bedroom and in the bushes. How do we maintain spaces for shared
sensual/sexual pleasure and care when personal safety is at risk?

Gloria Anzaldua claimed herself to be the “Shadow Beast’, a shape-shifting queer body
slithering in the cruisy dark. Sex in Public is a hissing ephemeral moment of queer abundance
and potentiality, a horizon in the midst of deprivation, denial, trauma and violence. Through this
generative exercise, Sex in Public seeks to activate a colloquialism of queer reclamation, staking
ownership to spaces and networks under queer economies of care.

LV Emma Vulfa-Ho darbojas vizualaja maksla EN Emma Wolf-Haugh is a visual artist and

un izglitibas joma Berliné. Savidama kopa educator based in Berlin. Weaving together
instalaciju, performanci, izdevéjdarbibu un installation, performance, publishing, and
sadarbibas tehnikas, vina tiecas parorientét collaborative workshop techniques, she is in-
uzmanibu kulttras narativiu joma, un vinas terested in re-orienting attention in relation to

darbi veidoti, par pamatu nemot kviru teorijas cultural narratives and develops work from a

un feminisma jautajumus par to, kas iztrakst queer/feminist questioning of what is missing.
kulttra. Vinas iepriekséja pieredze teatri un Her previous experience in theatre and queer
kviru DIY klubos novedusi pie pastavigas DIY club scenes has led to a continuing en-
iesaistes klubu kulturas estétika lidz ar jauta- gagement with the aesthetics of club culture,
jumiem par telpas politiku un teatralismu ka along with questions of spatial politics and an
priekslikumu izteiksanas veidu. incorporation of theatricality as a means of
Teksta radisana sadarbojusies Daniels making propositions.
Bérmingams, Emma Vulfa-Ho un Imera Volsa Text written collaboratively by Daniel

izstadei Brinumainds slapes - ka tikt pie seksa Bermingham, Emma Wolf-Haugh and Eimear
deprivacijas diends (Miraculous Thirst - how to Walshe for theW exhibition Miraculous Thirst,
get off in days of deprivation), 2018. how to get off in days of deprivation, 2018.
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Terbatas iela 75 — no zivju konservu
rupnicas par garigo vertibu kratuvi

Laura Briede

LV Terbatas ielas 75 apbuves aizsakumi mekléjami 19. un 20. gadsimta mija.
Saja laika Riga bija viena no attistitakajam Krievijas impérijas pilsétam, un
jau 19. gadsimta 70.-80. gadi ir zinami ar ta saucamo Rigas “lielrapniecibas
eras” sakumu,* kam raksturigs straujs ripnieciskas razoSanas tempu pieau-
gums: jaunu rapnicu un manufaktiru celtnieciba notika gan visa Krievija,
gan - un it ipasi - Baltijas gubernas.

Parnemot o neviennozimigo nosaukumu, Survival Kit 11 téma saistas ar drosibas un politiskas
vardarbibas diskursu. DroSibas jeédziens ir piesatinats ar pretrunigu politisku, socialu, ekonomisku
un psihologisku nozimju kopumu. Parasti ideja par drosibu tiek asociéta ar bailu un nedrosibas
sajltu, kas savukart tiek pamatota ar gaidamam briesmam, ienaidnieku vai draudiem. DroSiba un
aizsardziba atrodas Sodienas politiskas iztéles centra un tiek izmantota, lai pamatotu karus, na-
cionalistiskas programmas, rasismu, nevienlidzibu un citus reakcionarus uzskatus un ideologiju.

Gadsimtu mijas strauja ripniecibas attistiba Riga veicinaja ari finansu apriti, kas savukart
radija idealus apstaklus buvniecibas pieaugumam. Tapa nozimiga pilsétas apbuves dala, kur
sevi izsméluso un parmeéribu nogurdinato historisma laiku nomainija stilizéta jugendstila vijigas
floras un faunas estétika, tomér turoties pie praktiska apbiives planojuma. Sis laika mantojums
musdienas Rigu lauj dévét par Ziemeleiropas jugendstila
metropoli. Si laika apbives specifika - ripnieciska un jigendstila arhitektira kopa veido “viena
laikmeta mozaikas dazadas dalas"?

Plasak aplukojot Rigas pilsétas industrialo mantojumu 19. gadsimta beigas un 20. gad-
simta sakuma, iesp&jams vien apbrinot rezultatus, kuri sasniegti dazadas tas nozarés. Ar Rigas
vardu saistas Krievijas velosipédu un automobilu baves pirmsakumi Leutner & Co velosipédu
un automobilu fabrika Russia. Krievu-Baltijas vagonu fabrika tika radits pirmais tanks un péc

1 Biedring, A. Latvijas industriala mantojuma celvedis = Guide to industrial heritage of Latvia/A. Biedrins, E. Liepins.
Riga: Latvijas Industriala mantojuma fonds, Valsts Kulttras piemineklu aizsardzibas inspekcija, 2002. 10. lpp.

2 Cinis, A. Rigas industrialais mantojums pilsétvide//Industrialais mantojums moderna pilsétvidé: starptautiska
konference, Riga, 2002. gada 20. septembri = Industrial heritage in the modern urban environment: International
conference, Riga, 20th of September, 2002: Katalogs/Sast. A. Biedrins. Riga: Rigas dome, 2003. 22. lpp.
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sérijveida projektiem tika blavétas kaujas lidmasinas. Viena no pazistamakajam Rigas fabrikam
ir Krievu elektribas sabiedribas Union komplekss (vélak Valsts elektrotehniska fabrika jeb VEF),
kas starptautisku popularitati ieguva ar unikalas konstrukcijas miniattiras fotokameras Minox
razoSanu.3 Musdienas ir visai grati iedomaties mérogu, kada pirms Pirma pasaules kara strada-
jusi francu-krievu gumijas razosanas sabiedriba Provodnik ([posodHuk). Krievijas méroga ta
bijusi lielaka gumijas izstradajumu razotne, un razoSanas kopéja apjoma zina $i rupnica ienéma
ceturto vietu pasaulé.* Tapat attistijas ari alus razosana. Riga bija vien devinas lielas alus darita-
vas, neskaitot 110, kas bija izvietotas paréja Latvijas teritorija. Pie Siem rUpniecibas gigantiem
pieskaitami vél vairaki citi. Rtpnieciskas razosanas attistibas talaku gaitu visai strauji partrauca
Pirmais pasaules kars ar rpnicu un darbaspéka evakuaciju uz lekskrieviju.

Lidzas vairakiem Konstantina Pékséna, Eizena Laubes, Jana Alkéna, Heinriha Séla un
Fridriha Sefela Tres namiem 1903. gada Térbatas iela 75 péc riipnieka, fabrikanta un filantropa
Leona Birmana (1863-1933) pasutijuma tika uzcelta skarda fabrika Birmans un Franks, kas Saja
adresé darbojas lidz Pirmajam pasaules karam.® Si laika industrialaja bivnieciba vél dominéja
eklektisma arhitektura, parsvara realizéta “kiegelu stila” fasadeés no neapmesta kiegelu mara.
Sadu paraugu iespéjams vérot ari Térbatas iela 75 - &kas logailas un dzegas joprojam redzami
vésturiska stila paraugi, kas veidoti, izmantojot kiegelu stila plastiskumu.

Péc 17 gadiem $aja pasa adresé no jauna saka darboties pirms nepilniem 40 gadiem
Tallina dibinata konservu un skarda precu fabrika Arnold Sérensen, kas Pirma pasaules kara laika
sarezgito apstaklu dél tika daléji evakuéta uz Krieviju.® Vélak, péc Otra pasaules kara, $aja adresé
atradas Rigas zivju un konservu kombinats Kaija, kas Sis adreses korpusos darbojas 64 gadus,
vélak parejot uz jaunam telpam Riga, Vecmilgravi.

Viena no laikraksta Rigas Balss 1985. gada numuriem zinots: "Kombinatam pagaidam véel
piederosa teritorija ir piellznota, telpas logi izdauziti, elektriskas instalacijas iekartas un apkures
sistémas izdemolétas. Vairakas dargas iekartas demontétas un pamestas liktena vara.” Laikrak-
sta Literatdra un Mdaksla 1986. gada 22. numura Janis Lejins raksta Gutenberga kunga grutdieni
min ari faku, ka $aja laika rupnicas korpusu komplekss ir bijis kultiras piemineklu aizsardzibas
saraksta,® tomér lidz misdienam tas tur nav noturéjies. Aktualaja Nacionalas kultiras mantoju-
ma parvaldes Industriala mantojuma saraksta si adrese nav atrodama.

3 Biedrins, A. Latvijas industriala mantojuma celvedis = Guide to industrial heritage of Latvia/A. Biedrins, E. Liepins.
Riga: Latvijas Industriala mantojuma fonds, Valsts Kultlras piemineklu aizsardzibas inspekcija, 2002. 15. lpp.

4 Biedrins, A. Latvijas industriala mantojuma celvedis = Guide to industrial heritage of Latvia/A. Biedrins, E. Liepins.
Riga: Latvijas Industriala mantojuma fonds, Valsts Kulttiras piemineklu aizsardzibas inspekcija, 2002. 16. lpp

5 Zaluma, K. Latvijas Nacionalds bibliotékas ékas simts gados (1919-2019)/Zin. red. A. Vilks. Riga: Latvijas Nacionala
bibliotéka, 2019. 86. lpp.

8 Rigas zivju konservu kombinats “Kaija": dokumentinformdcijas un literatdras raditdjs = Puxckuli p6I60KOHCep@Hsili
KkombuHam “Kalis": ykazamens dokymeHmHol uHpopmayuu u numepamypel/Sast. L. Rumba. Riga: Avots, 1988. 7. lpp.

7 Celms, |. Teritorija jasakopj savlaicigi//Rigas Balss, 1985. Nr. 91. 6. lpp.
8 Lejins, J. GUtenberga kunga gritdieni// Literatira un Maksla, 1986. Nr. 22. 11. lpp.
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Kad 1986. gada iepriekséjie kompleksa iemitnieki teritoriju bija sagatavojusi nodosanai,
dala no bijusajam kombinata Kaija ékam tika pieskirta Latvijas Nacionalajai bibliotékai (toreizéjai
V. Laca Valsts bibliotékai) ar noteikumu atbrivot Cetras €kas Vecriga un parvietot aptuveni 300
000 krajuma vienibu uz jaunajam telpam Térbatas iela 75. Atseviskos korpusos ar laiku tika veikts
kapitalais remonts, tomér kopéjie apstakli, gaidot gaisaku nakotni un sapnojot par Gaismas pili,
bibliotékas krajumu pagaidu glabasanai bija visai neatbilstosi - telpas bija bez apkures, tdens un
sanitarajiem mezgliem.® Turpmaka notikumu attistiba bija visai dramatiska — gramatu krajumos
milzu atruma izplatijas peléjuma sénites, nesekmigi notika vainigo meklésana un sauksana pie
atbildibas. Turklat 1990. gadu beigas €kai negaiditi paradijas mantinieks, kam bez dokumentara
pieradijuma ar Rigas apgabaltiesas [émumu tika nodota dala no teritorijas Térbatas iela 75.1°
Nacionala biblioteka éku kompleksu atstaja 2014. gada otraja pusé, kad ta parcélas uz jaunuz-
buvéto Gaismas pili Mukusalas iela 3.

Paraléli Nacionalas bibliotekas darbibai $aja pasa eku kompleksa 1989. gada rupnicas
tredaja korpusa Ilmars Elerts (1048-1991) izveidoja eksperimentalo jaunatnes teatri studiju
Apsésta maja,* kas skatitajiem piedavajusi vizualu, formas teatri amatieru un profesiona-

Lu aktieru izpildijuma, ietverot “nabaga teatra” ideju un diezgan krasi novérsoties no valsts
teatru ietekmes. Elerta studija, tapat ka citi amatieru teatra ansambli - Rigas kamerteatris,
trupa Kabata, Rigas Muzikali poétiskais teatris, Kustibu teatris, ka ari Térpu teatris -, 80.
gadu beigas valsts teatru tradicionalo repertuaru papildinaja ar jauna rakstura neformalas
skatuves uzvedumiem.

2014. gada uz vecajiem rupnicas korpusiem tika parvests Rakstniecibas un muzikas muze-
Jja krajums, kas pirms tam jau no 70. gadiem ka Raina Literattras un makslas muzeja krajums
Rigas pili ar vérienigu pastavigo ekspoziciju bija izkartots piecas zalés. Rakstniecibas un muzikas
muzejs, tapat ka bibliotéka, Térbatas iela atradas tikai starpposmat? - lidz 2020. gada 3. janvarim,
kad tas varéja uzsakt parcelsanos uz jaunajam telpam Riga, Pulka iela 8, turpinot pacietigi
gaidit, lidz tiks sagatavotas telpas muzeja pastavigas ekspozicijas ierikosanai Marstalu iela 6.

Turpat, preti toreizéja kombinata Kaija galvenajam korpusam, 1970. gada par godu
Vladimira Lenina simtajai dzim$anas dienai tika atklata péc Vissavienibas tipveida projekta
veidota Olgerta Kraukla projektéta Rigas Sporta pils. ST ikoniska biive uzcelta 50. gadu otra-

9 Zaluma, K. Latvijas Nacionalas bibliotékas ékas simts gados (1919-2019)/Zin. red. A. Vilks. Riga: Latvijas Nacionala
biblioteka, 2019. 86. lpp.

10 Turpat, 88. lpp.
" Punga, I. Ilmérs Elerts vada pirmo patstavigo teéatri Latvija//Laiks, 1990. Nr. 2. 3. lpp.

12 Zaluma, K. Latvijas Nacionalds bibliotékas ékas simts gados (1919-2019)/Zin. red. A. Vilks. Riga: Latvijas Nacionala
biblioteka, 2019. 88. lpp

13 Rakstniecibas un miizikas muzejs uzsak parcelsanos uz jaunajam telpam//Latvijas Avize, 2020. 3. janv. Pieejams:
https./www.la.lv/foto-rakstniecibas-un-muzikas-muzejs-uzsak-parcelsanos-uz-jaunajam-telpam (skatits
08.07.2020.).
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ja pusé ieceréta, bet nerealizéta panoramas kinoteatra un koncertzales vieta. Vélak Sporta

pils tika privatizéta un nesena pagatné, 2008. gada, nojaukta. Lai atkartoti ieviestu kvalitativu
funkciju jau degradétaja pilsétas kvartala, igaunu uznémums Roterman Group, kas nodarbojas

ar nekustamo Tpasumu attistiSanu, planojis izveidot taja izklaides, biroju un dzivoklu kompleksu
Rotermann Square. Saja konteksta vérts pieminét uznémuma jau realizéto projektu un vienu no
Tallinas pilsétas arhitektlras pérléem - slaveno Rotermana kvartalu, kura izcilas vértibas nozimiga
komponente ir ar ripibu saglabats autentiskais 19. gadsimta uznémuma Rotermann Factories
rapnieciskais mantojums. Kvartala restauracijas projektus izstradaja igaunu vadosie arhitektu
biroji, rtpniecibas korpusus apvienojot ar laikmetigiem arhitektoniskiem uzsvariem.

Sporta pils kvartala paredzétais apbuves projekts gan vél netiek realizéts, tomér kvarta-
la attistitaji Rotermann Latvia Sporta pils apkartni plano atdzivinat ar pagaidu projektu, kas
nupat sanémis Rigas pilseétas bluvvaldes apstiprinajumu, un, kamér vél nav sakti bavniecibas
darbi planotajam Rotermann skvéram, Seit planots realizét urbanos, mobilos pilsétas darzus,
reagéjot uz pilsétniekiem trukstosu sasaisti ar dabas vidi un radot iespé&ju pasiem audzéet
savus produktus. Pilsétnieku vajadziba péc iesp&jam pavadit laiku zalajas zonas ipasi
ieziméjas ari pandémijas laika.

Ar gadiem pilséttelpas tukSums, kas palicis pari no Sporta pils kvartala, realizéjot apbtves
projektu Rotermann Square, tiks aizpildits ar jaunu arhitektonisku saturu, kas atbildis aktualajiem
estétiskajiem pienémumiem un izpratnei. Savukart Terbatas ielas 75 turpmakas gaitas ir ne-
skaidras. ST adrese, tapat ka vairaki citi pilsétas bijusie riipnicu kompleksi, iezimé ne tikai Latvija,
bet ari citur Eiropa tipisku situaciju. Vésturiskas razotnes praktiski vairs nedarbojas, ir izveidoti
Jjauni uznémumi, kas veido nelielu dalu no agrakajiem industrialas rtpniecibas apjomiem. Pilséta
ir daudz pamestu, degradétu vésturisko (arf nesena vésturé celto) ripnicu €ku, jo tas nav funk-
cionali izmantojamas musdienu razosanai vai ari to pielago$ana (ar plasaka spektra vajadzibam)
prasa parak daudz resursu. Tomér Eiropas pilsétas meklé dazadas iespéjas, ka parveidot un
atdzivinat ripnicas jaunai izmantosanai. Rietumeiropa un Skandinavija vérojami piemeri, kur at-
sevisku objektu vai pat veselu regionu atjaunosana un atkartotas funkcijas piemérosana realizéta
veiksmigi, vienlaikus péc iespéjas saglabajot industrializacijas vesturiskas liecibas. Rupniecisko
objektu parveides principi Riga, salidzinot ar citam Eiropas pilsétam, ir visnotal lidzigi. Biroji un

14 Anteniske, A. Rigas industrialais mantojums Eiropas konteksta/Industrialais mantojums moderna pilsétvide:
starptautiska konference, Riga, 2002. gada 20. septembri = Industrial heritage in the modern urban environment:
International conference, Riga, 20th of September, 2002: Katalogs/Sast. A. Biedrins. Riga: Rigas dome, 2003. 29. lpp.
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veikali ir galvenas funkcijas, kas parnem agrakas ripnieciskas zonas.’* Tomér $eit vérts pieminét
interesantus industriala mantojuma piemérus Riga, kas ir neuzkritosa, steidzigam garamgaje-
Jjam nepamanita detala un ir dala no pilsétas identitates kodola. Funkcionals un nepavisam ne
nosnurcis industrials objekts ir Otra gazes fabrika Riga, Vagonu iela, kuru musdienas izmanto
AS Latvijas gdze, un tas tris gazes rezervuari ir veiksmigi restauréti un pasreiz pilda sakotnéjai
specifikai pietuvinatu funkciju. Savs stasts ir art Latvijas Nacionalas operas namam Aspazijas
bulvari. 19. gadsimta beigas starp operas namu un pilsétas kanalu tika izbuvéta Pirma Rigas
elektrostacija, kuras dala musdienas joprojam ir redzama. 2001. gada veicot restauracijas un
parbives darbus, tika saglabata pret kanalu vérsta elektrostacijas fasade un skurstenis. Sadas
nianses pilsétvidi padara par dzivu un stastosu organismu.

It ka passaprotamu, tomér butisku atzinumu min Juris Dambis, Nacionalas kulturas
mantojuma parvaldes vaditajs, sava promocijas darba 2010. gada: “Laikam ejot, sabiedribas
attieksme pret kulturvesturiskam vértibam mainas. Musdienu izpratné kulttiras mantojuma
jédziens ir ieveérojami paplasinajies, no atseviskam arhitekturas liecibam parejot uz pilsétu
vesturisko centru aizsardzibu. Tas, ko kadreiz noteikta sabiedribas dala ir uzskatijusi par “veciem
graustiem’, dazkart vélak tiek atzits par vértibu.”?® Lai biitu iespéjams pamatoti vértét un lidz ar to
saglabat un attistit talakai lietosanai kadu kultUras vertibu, $aja gadijuma industrialo mantojumu,
kura pétnieciba aizsakas salidzinosi nesen - 20. gadsimta 60. gados -, nepiecieSama butiska
detala - autentiska lieciba, kas vésti par savu laikmetu.

Lai, saglabajot kultiras mantojumu, veidotu harmonisku un kvalitativu arhitektaru,
svarigi atzimét tris nozimigas komponentes - fizisko apjomu un veidolu, emocionalas piesaistes
iedzivotaju uztveré, ka ari objekta vésturi un funkcijas. Runajot par Térbatas ielu 75, laikam ejot
un mainoties, nav iesp&jams izcelt viennozimigu autentisku vértibu kodolu ne attieciba pret
rupnicas Arnold Sérensen un kombinata Kaija laiku, ne Nacionalas bibliotékas vai Rakstniecibas
un mizikas muzeja pagaidu majvietam, vai pat Elerta eksperimentala teatra laikiem. Tomer sie
funkciju pretnostatijumi un kompleksa vésturiska savdabiba jutama katra vairakkart parplanotaja,
parbuveétaja un kapitali remontétaja bluves kiegeli un apputéjusu avizu rakstu klirigajas rindas.

lespéjams, ka tadi, lai gan islaicigi, tomér butiski notikumi ka laikmetigas makslas festivals
Survival Kit var atkal pieverst uzmanibu Sim industrialajam mantojumam, kopigi risinot diskusiju
par ilgtspéjigu, cilvékiem draudzigu pilsétas attistibu.

15 Dambis, Juris. Rigas centra arhitektoniski telpiskds vides kvalitate, 1995-2010: promocijas darba kopsavilkums/
Zin. vad. J. Brinkis. Riga: Rigas Tehniska universitate, 2010. 14. lpp.
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Terbatas iela 75: From a fish canning
factory to a repository of spiritual values

By Laura Briede

EN Construction first began at Térbatas 75 at the turn of the 2oth century. At
that time, Riga was one of the most developed cities in the Russian Empire.
The 1870s and 1880s saw the dawn of the “heavy industry era™ in Riga, char-
acterised by a rapid growth in manufacturing: new factories were being built
in Russia at large and in the Baltic gubernias in particular.

The rapid industrial development in Riga during this period also fostered the circulation of
money, which, in turn, gave rise to ideal circumstances for growth in construction. An important
part of the city was rebuilt during this period: its historicist architecture, by then devoid of new
ideas and exhausted by its own excesses, was replaced by buildings featuring the sinuous flora
and fauna of a stylised art nouveau aesthetic, though practicality in city planning still reigned.
This heritage has accorded Riga the title of the North European metropolis of art nouveau. Its
industrial and art nouveau architecture are now seen as “different parts of the mosaic of an era"?
Taking a broader view of the industrial heritage of Riga from the end of the 19th to the be-
ginning of the 20th century, one can only marvel at the results achieved in various sectors. The
first Russian bicycles and automobiles were built at the Leutner & Co. and Russia factories, re-
spectively. The first tank was created at the Russo-Balt rolling stock factory, where fighter planes
were also built according to serial designs. One of the most well-known factories in Riga includ-
ed the complex of the Russian electric company Union (later to become the State Electric-Tech-
nical Factory, known by its acronym VEF), which gained international popularity with its miniature
Minox camera.® Today it is rather difficult to imagine the scale at which the French-Russian
rubber company Provodnik (flpogodHuk) used to work: it was the largest rubber factory in Russia
and, in terms of its total production, the fourth largest in the world.# Beer brewing was also on
the rise. Riga's nine large breweries complemented the 110 located elsewhere in the territory of

1 Biedrins, A. and Liepins, E., Guide to industrial heritage of Latvia. (Riga: Latvian Industrial Heritage Foundation,
State Inspection for Heritage Protection, 2002), 10.

2 Cinis, A., Industrial heritage of Riga in the urban environment: Industrial heritage in the modern urban environment
(Riga City Council: International conference, 20th of September, Catalogue. Andris Biedrins, ed, 2003), 22.

3 Biedrins, A. and Liepins E., Guide to industrial heritage of Latvia. (Riga: Latvian Industrial Heritage Foundation,
State Inspection for Heritage Protection, 2002), 15.
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present-day Latvia. In addition to the above, there were a number of other gigantic production
units. This rapid industrial development was abruptly halted by the First World War, during which
factories and their workers were evacuated to the Russian mainland.

Next to several rental buildings designed by Konstantins Pékséns, Eizens Laube, Janis
Alksnis, and Friedrich Scheffel, the steel factory Birman und Frank was commissioned by the
industrialist and philanthropist Leon Birman (1863-1933) and constructed at Térbatas 75, func-
tioning at this address until the First World War? In the industrial construction of the era, eclectic
architecture was still dominant, usually expressed in “brick style” fagades without any plaster.

To this day one can see vestiges of this style at Terbatas 75; the plasticity of the brick style is
evident in the treatment of window openings and cornices.

Seventeen years later, the premises were taken over by the canned and steel goods
factory of Arnold Sérensen, which had been established 40 years prior in Tallinn and partially
evacuated, during the First World War, to Russia.® After the Second World War this company was
replaced by Kaija, a group of canned fish enterprises, which functioned at this address for 64
years, later moving to new premises in Vecmilgravis.

The newspaper Rigas Balss reported in 1985 “The territory still belonging to the group of
enterprises is littered with trash, windows have been broken, the power installation equipment
and heating systems have been demolished. Several precious pieces of equipment have been
disassembled and abandoned.” In an article published in the newspaper Literatdra un Maksla
in 1986, Janis Lejins mentions that, at the time, the factory complex was listed in the register
of protected cultural monuments.® Yet, it has not retained that status. The address is today
no longer found in the updated list of industrial heritage sites compiled by the Department of
National Cultural Heritage.

When, in 1986, the former inhabitants had readied the factory complex for transfer, some
of the former Kaija buildings were given to the Latvian National Library (then the Vilis Lacis State
Library) on the condition that it move about 300 000 units of its collection from four buildings
in the Old Town to the new premises at Térbatas 75. In time, major repairs were carried out on
some of the buildings, yet the overall conditions were completely unsuited to the temporary
preservation of the library collection: the premises were without heating, water or sanitary
facilities.? Subsequent developments were rather dramatic: mould spread through the books

“ Biedrins, A. and Liepins, E., Guide to industrial heritage of Latvia. (Riga: Latvian Industrial Heritage Foundation, State
Inspection for Heritage Protection, 2002), 16.

5Zaluma, K., The buildings of the National Library of Latvia in a hundred years (1919-2019),
(Riga: the National Library of Latvia, 2019), 86.

8 Rumba, L., Riga canned fish factory “Kaija”: index of document information and literature, (Riga: Avots, 1988), 7.
7 Celms, I, “Teritorija jasakopj savlaicigi Rigas Balss, No. 91. (1985): 6.

8 Lejing, J., “Gatenberga kunga gratdieni," Literatdra un Méksla, No. 22. (1986): 11.
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at lightning speed and an unsuccessful search for those responsible was conducted. In late
1990, an heir suddenly appeared and, without any documentary evidence, Riga Regional Court
ordered part of the territory at Terbatas iela 75 to be turned over to them.*® The National Library
moved out in the second half of 2014, when the newly built Castle of Light was opened for it at
Mukusalas iela 3.

Parallel to the functioning of the library, in Block 3 of this complex Ilmars Elerts (1948-
1991) established an experimental youth theatre studio Apsésta maja (“The Haunted House"),**
which offered a visual, form-based theatre performed by amateurs and professionals that
incorporated the idea of “poor theatre” and departed rather sharply from the influence of state
theatres. In the late 1980s, Elerts's studio—along with other amateur groups such as the Riga
Chamber Theatre, Kabata, the Riga Musical and Poetic Theatre, the Movement Theatre and the
Costume Theatre—supplemented the traditional repertoire of the state theatres with a new type
of informal stage performance.

In 2014, the collection of the Museum of Literature and Music—which, as the Rainis Liter-
ature and Art Museum, had occupied five rooms at Riga Castle since the 1970s—was moved to
the premises. Like the library, the museum only remained at Térbatas 75 for an interim period,*?
until January 3, 2020, when it could begin moving to its new premises at Pulka iela 8,3 where it
will have to patiently wait for space to be arranged for its permanent exhibition at Marstalu iela 6.

Across from what was then the main building of Kaija, the Riga Sports Palace was opened
in 1970 to commemorate the 100" anniversary of Lenin. This iconic building, designed by Olgerts
Krauklis according to an All-Union matrix, was constructed on the site that in the late 1950s
had been designated for the construction of a panorama cinema and concert hall, neither of
which were ever built. Later, the Sports Palace was privatised and, in 2008, razed. In order to
restore the degraded city block, the Estonian real estate developer Rotermann Group has plans
to construct Rotermann Square on the site—a complex of entertainment facilities, offices, and
apartments. In this context, it is worth noting another, already realised project by the Rotermann
Group: the famous Rotermann Quarter in Tallinn, the value of which is augmented by the careful-
ly preserved industrial heritage of the 19™"-century Rotermann Factories. The restoration projects
for the quarter were developed by leading Estonian architectural bureaus, adding contemporary

9 Zaluma, K., The buildings of the National Library of Latvia in a hundred years (1919-2019), (Riga: the National
Library of Latvia, 2019), 86.

10 |bid., 88.

" Punga, I, “Illmars Elerts vada pirmo patstavigo teatri Latvija," Laiks, No. 2. (1990): 3.

12 Zaluma, K., The buildings of the National Library of Latvia in a hundred years (1919-2019), (Riga: the National
Library of Latvia, 2019), 88.

13 Available: https://www.la.lv/foto-rakstniecibas-un-muzikas-muzejs-uzsak-parcelsanos-uz-jaunajam-telpam
(viewed 08.07.2020).

88



architectonic highlights to the old industrial buildings.

The project on the block where the former Sports Palace once stood is yet to be carried
out, but the developers, Rotermann Latvia, are planning to revitalise the area with a temporary
project that has just received approval from the Riga City Building Authority: before construction
begins on Rotermann Square, mobile urban gardens will be installed here, in response to the
desire of the city's residents to feel closer to nature and in order to provide them with the oppor-
tunity to grow their own fruits and vegetables. The pandemic made the need for time spent in
nature particularly acute.

In time, as the Rotermann Square project is carried out, the empty space that used to be
the Sports Palace quarter will be filled with new architectural content conforming to our current
aesthetic assumptions and understandings. Yet the future of Térbatas 75 is less clear. This ad-
dress highlights a situation typical not just of Latvia but also elsewhere in Europe. The historical
production units are no longer functional and have been replaced by new enterprises that pro-
duce much less than the gigantic volumes churned out by industries here in the past. There are
many abandoned and degraded factory premises (including some built relatively recently) that
either cannot be used for contemporary manufacturing or would require too many resources to
be adapted, even for other purposes. Yet European cities are looking for opportunities to trans-
form and revive factories for various new uses. Examples are to be found in Western Europe and
Scandinavia, where adaptations of function and the revival of whole regions have been realised
successfully while still preserving the historical evidence of industrialisation. Principles for the
transformation of industrial objects have been applied similarly in Riga as in other European
cities. Former industrial zones are now most often sites for offices and stores.** Yet there are a
number of interesting examples of industrial heritage in Riga that, though often unnoticed by
passers-by, nonetheless contribute to the city's identity. Gas Factory No. 2 on Vagonu iela is
nowadays used by AS Latvijas Gaze, and its three natural gas reservoirs have been successfully
restored and are used for purposes similar to those that were originally intended. The building
of the Latvian National Opera and Ballet at Aspazijas bulvaris 19 is another example. At the end
of the 19th century, the First Riga Electric Power Station was built between what is now the
opera house and the city canal, and a part of it is still visible today. In 2001, when restoration and

14 Anteniske, A., Industrial heritage of Riga in the European context. Industrial heritage in the modern urban
environment: International conference, Riga, 20th of September, 2002: Catalogue, Ed.. A. Biedrins,(Riga: Riga City
Council, 2003), 29.
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reconstruction work was done, the canal-facing fagade of the power station and its chimney
were preserved. Such nuances make the urban environment into a lively organism that is full of
interesting stories.

Juris Dambis, Head of the National Cultural Heritage Department, mentions what may
seem as a self-evident truism in his doctoral work in 2010: "As time passes, society's attitude to
cultural and historical values changes. In contemporary understanding, the notion of cultural
heritage has expanded from individual architectural evidence to the protection of the historical
centers of cities. That which a part of society used to consider ‘old dumps’' sometimes turns out
to be something to value® In order to evaluate and thus to preserve and develop a cultural
treasure—in this case, that of industrial heritage, on which research only began to be carried out
relatively recently, in the 1960s—an essential detail is necessary: authentic evidence of the era
when it served its function.

In order to produce harmonious and high quality architecture when preserving sites of
cultural heritage, it is important to take into account three important components: the physical
size and form, the emotional attachment of the city's residents, and the history and functions of
the site. As far as Térbatas iela 75 is concerned, it is impossible to highlight just one authentic
nucleus of value in its history, which spans the times of Arnold Sérensen and Kaija, the tempo-
rary housing of the National Library and the Museum of Literature and Music, and the period of
Elerts's experimental theatre. Yet the juxtaposition of these functions and the historical unique-
ness of the place radiate from every brick of the redesigned, rebuilt, and repaired complex and
the affectations of dusty newspaper articles.

It is possible that events like Survival Kit—short-lived yet important—can once again draw
attention to this historical heritage and contribute to discussions about the sustainable, peo-
ple-friendly development of the city.

15 Dambis, J., Rigas centra arhitektoniski telpiskas vides kvalitate, 1995-2010: The summary of the thesis,
Sci. adviser J. Brinkis (Riga: Riga Technical University, 2010), 14.
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Survival Kit Publiska programma/
Survival Kit Public Programme

KOMMUNALKA [
I COMMUNITY

LV Kommunalka-Community ir festivala Survival Kit 11 publiska programma, kas norisinas gan
festivala telpas, gan arpus tam ka raidijumu cikls radio Naba.

Nosaukums Kommunalka-Community iezimé jautajumus un problémas, kas Latvija pastav,
veidojot ieklaujosu sabiedribu. Biezi vien skiet, ka més esam kaut kur pa vidu — nevéloties
pienemt etniskas, rasu, seksualas minoritates, it ka So kopa sadzivoSanu joprojam uzspies-
tu padomju laika kommunalkas princips jeb komunalais dzivoklis, kura dazadiem cilvékiem
piespiedu karta nacas mitinaties viena majokli. Turklat, skiet, ka tikpat lielu pretestibu izraisa
ari no anglu valodas speciali netulkotais vards community jeb kopiena, kas aicina domat par
pozitiva un ieklaujosa mijiedarbiba balstitiem kopa dzivosanas formatiem. Kads tad ir un kads
varétu bt Latvijas sabiedribas modelis starp kommunalku un community? Saja telpa kopa kopa
ar uzaicinatajiem viesiem méeginasim saprast problémas, raisit diskusijas un meklét risingjumus
ieklaujosakas nakotnes sabiedribas veidosana.

Projektu Kommunalka-Community realizé LLMC sadarbiba ar Gétes institttu Riga. Projektu
atbalsta Vacijas Federativas Republikas Arlietu ministrija.

EN The public programme of Survival Kit 11 will take place both as a series of events at the
festival, and outside of it, as a series of broadcasts on Radio Naba.

The programme's title, Kommunalka-Community, points to the questions and problems we
in Latvia face in developing an inclusive society. It often seems that we are somewhere between
the two terms that it combines. In our reluctance to accept people belonging to ethnic, racial,
or sexual minority groups—it is as if some of us still feel that living together is once again being
forced upon us, as it was in the kommunalka or communal flat, where very different people
found themselves sharing living space during the Soviet era. At the same time, the English word
community seems to invite us to think about forms of shared life based on positive and inclusive
interactions. What is and what could be the model of Latvian society? In this space, we will try
to explore problems, encourage discussions and seek solutions for developing a more inclusive
future society.

The project Kommunalka-Community has been realised by the LCCA in collaboration
with the Goethe Institute in Riga. The project is supported by the Foreign Ministry of the Federal
Republic of Germany.
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LV 2.septembris | 20.00-21.00

Diskusija "Vai laikmetiga maksla
var sekmet pilsonisko lidzdalibu?"
festivala Lampa ietvaros

Facebook livestream

Dalibnieki: Ivars Drulle, Elina Kalnina,
Krista Burane, Inese Voika
Moderatore: Solvita Krese

4. septembris | 18.00-22.00

Festivala Survival Kit 11 atklasana
klatiené un parraide interneta radio
"Tirkultara" (www.tirkultura.net)

5. septembris | 15.00-03.00

Festivala Survival Kit 11
Baltas nakts programma

Ik stundu: ekskursijas ar LLMC makslas
véstnesSiem (ierobezotam cilvéku skaitam;
pieteikSanas pie ieejas izstadé)

15.00-03.00 | Audio-pastaiga pilsétvidée
15.00-03.00 | “Tirkulttras" audio galerija
(www.tirkultura.net)

15.00-16.00 | Urbanas ornitologijas darbnica
gimeném un bérniem

16.00-18.00 | “Lidzdalibas skola” - radosa
darbnica jaunieSiem un pieaugusajiem kopa
ar rezisori Kristu Burani

18.00-20.00 | Ritualistisks pikniks ar
makslinieci Katrinu Neiburgu

20.30-21.30 | Sarmas Gabrénas performance

9. septembiris | 18.00-20.00
Diskusija “Nedrosiba ka izvele”

Organize Laikmetigas kultlras nevalstisko
organizaciju asociacija
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EN September 2| 20.00-21.00

Discussion "Can contemporary art foster
civil participation?” within the framework
of Lampa festival

Facebook livestream

Participants: Ivars Drulle, Elina Kalnina,
Krista Burane, Inese Voika

Moderator: Solvita Krese

September 4 | 18.00-22.00

Opening of the Survival Kit 11 Festival
on-site and broadcasting at the internet
radio "Tirkulttra" (www.tirkultura.net)

September 5 | 15.00-03.00

White Night programme
of the Survival Kit 11 festival

Every hour: guided tours with LCCA
art mediators (limited attendance, please,
book at the entrance of the exhibition)

15.00-03.00 | Audio walk in the city
15.00-03.00 | Audio gallery of “Tirkultdra”
(www.tirkultura.net)

15.00-16.00 | Urban ornithology workshop
for families and kids

16.00-18.00 | Workshop for teens and
adults “School of Participation” with director
Krista Burane

18.00-20.00 | Ritual picnic with the artist
Katrina Neiburga

20.30-21.30 | Sarma Gabréna's performance

September 9 | 18.00-20.00
Discussion “Uncertainty as a Choice”

Organized by Association of Contemporary
Culture NGO's



11. septembris | 18.00-20.00
Dzordzo Agambena eseju

krajuma atversana un diskusija
"Kas ir laikmetigs?"

12. septembris | 18.00-22.00

Izrade “Atkapsanas”

13. septembris | 18.00-22.00

Izrade “Atkapsanas”

16. septembris | 18.00-20.30
klatiené un Facebook livestream
18.00-18.30

Unas Rozenbaumas stastijums par
komunalo dzivokli jeb kommunalku
18.30-20.30 | Diskusija
“*Kommunal-ka?: kopigas Latvijas nakotne”
Dalibnieki: Igors Gubenko, Lolita Tomsone,
Dzordzs Stils, Liesma Ose

Moderators: Deniss Hanovs

17. septembris | 18.00-20.00
klatiené un Facebook livestream
Dzejas lasijumi: Aleksandrs Delfinovs,
Jelena Glazova, Nikita Andrejevs,
Raimonds Kirkis un Marija Luize Melke
19. septembris | 14.00-17.00

Pikniks ar makslinieci Evitu Gozi

23. septembiris | 18.00-20.00

Vakarskolas lasiSanas
darbnica “Briviba un kontrole”

September 11 | 18.00-20.00

Opening of Giorgio Agamben'’s
collection of essays and discussion
"What is contemporary?”

September 12 | 18.00-22.00
Performance “Retreat”

September 13 | 18.00-22.00
Performance “Retreat”

September 16 | 18.00-20.30

on site and Facebook livestream
18.00-18.30

Lecture on communal flat or kommunalka
by Una Rozenbauma

18.30-20.30 | Discussion
"Kommunal-ka?: Common Latvia's Future”
Participants: Igors Gubenko, Lolita Tomsone,
DZordzs Stils, Liesma Ose

Moderator: Deniss Hanovs

September 17 | 18.00-20.00

on site and Facebook livestream

Poetry readings: Aleksandr Delfinoy,
Yelena Glazova, Nikita Andreev,
Raimonds Kirkis and Marija Luize Melke
September 19 | 14.00-17.00

Picnic with the artist Evita Goze

September 23 | 18.00-20.00

LCCA Evening school reading
workshop “Freedom and Control”



26. septembris | 14.00-17.00

Pikniks ar makslinieci Ligu Spundi
30. septembris | 18.00-20.00

klatiené un Facebook livestream
Diskusija “Es esmu latvietis,

bet vai Tu man lauj?”

Moderators: Miks Celmins, leklaujosas
sabiedribas fonda "Make Room" vaditajs
3. oktobiris | 16.00-18.00

klatiené un Facebook livestream
Diskusija “Neizmantotais potencials =
radikalizacija?”

Moderators: Miks Celmins, leklaujosas
sabiedribas fonda "Make Room" vaditajs
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September 26 | 14.00-17.00

Picnic with the artist Liga Spunde
September 30 | 18.00-20.00

on site Facebook livestream
Discussion “l am a Latvian,

but do you let me?”

Moderator: Miks Celmins, Director of
Inclusive Society Foundation “Make Room”
October 3 | 16.00-18.00

on site and Facebook livestream
Discussion “Unused potential =
Radicalization?”

Moderator: Miks Celmins, Director of
Inclusive Society Foundation “Make Room”



Gimenu dienas/
Survival Kids

v 6., 13, 20., 27. septembri 12.00-16.00

Urbanas ornitologijas darbnicas gimenem un bérniem

Visu festivala norises laiku aicinam pieteikt 1.-12. klasu skolénu grupas ekskursijam
festivala makslas véstnesa vadiba un radosajai darbnicai "Lidzdalibas skola"!

Vairak informacijas: https://lcca.lv/lv/survival-kit/survival-kit-berniem/

lepriekséja pieteikSanas obligata, zvanot +371 2958 6893 vai rakstot mara@lcca.lv
Dalibas maksa: ieejas bilete izstadée

EN 6,13, 20, 27 September 12.00-16.00
Urban ornitology workshops for kids and families

During the festival school groups from 1st to 12th grade are kindly invited to subscribe
for creative workshop "School of Participation” and guided tours, led by art mediators!

More information: https.//lcca.lv/lv/survival-kit/survival-kit-berniem/

Prior booking: Please contact +371 2958 6893 or mara@lcca.lv
Entry cost: valid festival ticket
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Survival Kit 11 kuratore/
Curator of Survival Kit 11

LV Katja Krupennikova ir V-A-C Fonda kuratoru komandas dalibniece Maskava,
HKU Makslas universitates docente Utrehta, Niderlandée un darbojas ka pétniece
makslas centra “BAK - basis voor actuele kunst”. 2019. gada Krupennikova bija viena
no Bergenas Asamblejas “Patiesiba mirusie nav mirusi’ (“Actually, the Dead Are Not
Dead") kuratorém. Krupennikova veido kritiskus makslas projektus, kuros méegina
parskatit un parveidot esosos socialos un politiskos nosacijumus un attiecibas.

EN Katia Krupennikova is part of the curatorial team at V-A-C Foundation, Moscow,
a docent for curatorial studies in the Fine Arts master's program at HKU University
of the Arts, Utrecht, and a fellow at BAK, basis voor actuele kunst, Utrecht. In 2019
she was a member of the core group at the Bergen Assembly 2019, Actually, The
Dead Are Not Dead. Through her projects, Krupennikova attempts to transform
existing social and political constructs into critical artistic models within which
existing relations can be mimicked, criticized, distorted, displaced, and revised.

Makslas vestnesi/
Art mediators

LV Festivala Survival Kit 11 izstadé var satikt makslas véstnesus, kuri ir atverti
sarunai par izstadi. Latvijas Laikmetiga makslas centra makslas véstnesi ir
visdazadako profesiju parstavji, kuri, balstoties katrs sava pieredzé un iedzilinoties
izstadé, sarunajas ar skatitajiem. Ja Jus vélaties parunaties par izstadi un tas
makslas darbiem, dalities ar iespaidiem, uzzinat vinu viedokli, pastridéties,

drosi ejiet klat — saruna vienmeér lauj no izstades apmekléjuma gut vairak.

EN Throughout Survival Kit 11, you will have the chance to meet and chat with

art mediators inside the exhibition. The Latvian Centre for Contemporary Art's art
mediators are representatives from a diverse range of professions who are open to
engaging in conversation with visitors based on their own experiences. If you are
interested in talking about the exhibition and its works, sharing your impressions,
hearing someone else's opinion or having an argument, feel free to approach
them. A conversation always lets you get more out of your exhibition visit.
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Par Survival Kit/ visk:

www.survivalkit.lv

About Survival Kit wwwlccaly

LV Survival Kit, ik gadu piesaistot vairak neka 10 000 apmeklétaju, ir verienigakais ikgadéjais
laikmetigas makslas notikums Baltija kops 2009. gada. Tas radas ka reakcija uz ekonomisko krizi
Latvija, un ta mérkis — rosinat sabiedribu reagét uz parmainam musdienu pasaulé un domat
par dazadam izdzivoSanas stratégijam. Katru gadu festivalam tiek izvéletas sabiedriba aktualas
un nozimigas témas. Ka festivala norises vietas tiek izmantotas Rigas tuksas ekas, lai pievérstu
cilveku uzmanibu to attistiSanas potencialam nakotné. Festivals Survival Kit 11 norisinasies bi-
jusaja Rakstniecibas un muzikas muzeja €ka Térbatas iela 75. Starptautisko laikmetigas makslas
festivalu Survival Kit organizé Latvijas Laikmetigas makslas centrs.

EN Established in 2009, Survival Kit is the largest annual contemporary art event in the Bal-
tics, attracting more than 10 000 visitors every year. It was organised in reaction to the global
financial crisis, 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. Empty buildings in Riga are used as festival venues, bring-
ing our attention to their potential future development. The 11th edition of the contemporary
art festival Survival Kit takes place in the former Literature and Music museum building on
Terbatas Street 75. The international contemporary art festival Survival Kit is organised by the
Latvian Centre for Contemporary Art.
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Starptautisko laikmetigas makslas festivalu
Survival Kit organize Latvijas Laikmetigas
makslas centrs

/

The International Contemporary Art Festival
Survival Kit is organized by the Latvian
Centre for Contemporary Art

LV Latvijas Laikmetigas makslas centrs (LLMC), starptautisku un nacionala méroga makslas
notikumu kurators un producents, ir viena no pamanamakajam Latvijas Laikmetigas makslas in-
stitlicijam. Kops 1993. gada tas péta un veido laikmetigas makslas procesus Latvija un starptau-
tiski, lai provocétu kritisku refleksiju par musdienu sabiedribas jautajumiem. Plasu ievéribu
guvusi LLMC rikotie pasakumi, ka vérienigakais ikgadéjais laikmetigas makslas notikums Baltija
Survival Kit, laikmetigas makslas izstades Latvijas Nacionalaja makslas muzeja, notikumi saistiba
ar izsludinato Hardija Ledina gadu un Latvijas parstavnieciba tados starptautiskos notikumos

ka Kochi-Muziris biennale, Venécijas makslas biennale, Sanpaulu biennale, Manifesta, Raumas
laikmetigas makslas biennale. LLMC parzina ir apjomigs Latvijas Laikmetigas makslas arhivs.

EN The Latvian Centre for Contemporary Art (LCCA) is the largest institution for contemporary
art in Latvia and curates and produces contemporary art events of national and international
scale. Since 1993, it has researched and curated contemporary art processes both in Latvia and
abroad in order to provoke critical reflection on issues that are topical to contemporary society.
We are widely recognized for our annual international contemporary art festival Survival Kit and
the regular exhibitions we organise at the Latvian National Museum of Art, as well as Latvia's
representation at the Venice Biennale, Manifesta, the Sao Paulo Art Biennial, the Kochi-Muz-

iris Biennale and the Rauma Biennale of Contemporary Art. LCCA holds extensive archive of
Latvian contemporary art.
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Laura Rositani
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27.11.2020-7.02.2021

Izstade “Neertas pagatnes.
Saistitas pasaules”

/

Exhibition Difficult Pasts:
Connected Worlds

Latvijas Nacionala makslas muzeja Kupola zale/
at the Cupola Hall of the Latvian National Museum of Art

LV Izstade izgaismos neértas, biezi noklusétas témas Baltijas un Austrumeiropas
regiona un pievérsisies sarezgitajam 20. gadsimta mantojumam, kas, lai gan
izstumts no kolektivas atminas, joprojam ietekmé Sodienas realitati.

Makslinieki: Lia Dostlijeva un Andrijs Dostlijevs, Vika Eksta, Kvinsijs Gario un
Jorgens Gario, Aslans Goisums, Zuzanna Hercberga, Jana Kokko, Ulo Pikkovs,
Paulina Pukite

Kuratores: leva Astahovska un Margareta Tali

Projektu atbalsta Valsts kulttrkapitala fonds, Foundation for Arts Initiative,
Adama Mickéviéa institats, Somijas laikmetigas makslas atbalsta fonds Frame.

EN The exhibition will shed light on difficult, often omitted subjects in the Baltic
and Eastern Europeanregion and turn to the complex legacies of the twentieth
century. Despite being suppressed in collective memory, these subjects and
legacies often continue to influence today's reality.

Artists: Lia Dostlieva and Andrii Dostliev, Vika Eksta, Quinsy Gario an Jérgen Gario,
Aslan Goisum, Zuzanna Hertzberg, Jaana Kokko, Ulo Pikkov, Paulina Pukyté
Curated by leva Astahovska and Margaret Tali

The project is supported by the State Culture Capital Foundation in Latvia,
the Foundation for Arts Initiative, the Adam Mickiewicz Institute and
Frame Contemporary Art Finland.



13.11.2020-31.01.2021

Izstade “Vel neuzrakstitie stasti -
sieviesu maksliniecu arhivi”

/

Exhibition Unwritten Stories -
Women Artists’ Archives

Péetniecibas un izstades projekts/Research and exhibition project
Latvijas Nacionalais makslas muzejs/Latvian National Museum of Art

LV Sis kolektivas pétniecibas projekts, kas pievérsas sieviesu makslinie¢u
intelektualajai vésturei 20. gs. otraja pusé un izgaismo mazak zinamus un
aizmirstus stastus.

Izstades kuratore: Andra Silapétere

Pétnieku grupa: Elina Dzelzkaléja, Rasa Jansone, Toms Kencis, leva Laube,
Evita Goze, leva Melgalve, Justine Savitska, Paula Stutina, Teréze Sulca,
Iliana Veinberga

EN The project is shaped as a collective research project focussing on the
heritage of women artists in the second half of the 20th century highlighting
lesser known and forgotten stories.

Curator: Andra Silapétere

Research group: Elina Dzelzkalé&ja, Rasa Jansone, Toms Kencis, leva Laube,
Evita Goze, leva Melgalve, Justine Savitska, Paula Stutina, Teréze Sulca,
Iliana Veinberga



Latvijas Laikmetigas makslas centrs
/
Latvian Centre for Contemporary Art

2020



