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Ingeborga Turina pie Kanta kapa Kaliningrada
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Pasaules muzejos un izstazu zales pedéja
desmitgadé daudz vairak neka jebkad agrak tiek
pieversta uzmaniba sievietem maksliniecem.
Atskarsme par sievieSu neesamibu iepriekSéjo
gadsimtu makslas vesturé un nepiecieSamiba
parvertét jau uzrakstito un kanonizéto makslas
vesturi parliecinosi izskanéja 1972. gada amerikanu
makslas kritikes Lindas Nohlinas raksta “Kapéc
nav bijis izcilu makslinieCu?” Feministiska
misdienu makslas pasauli un makslas vésturi, kas,
marginalizéjot sievietes, bija radijusi “virieSu —
geéniju” makslas kultu.

Lakojoties uz Latvijas Nacionala makslas

muzeja vesturi nu jau gandriz 120 gadu garuma

un muzeja notikuSo sieviesu maksliniecu
personalizstazu proporciju pret virieSu makslinieku
personalizstadeém, iezim€jas attieciba 20% pret

80%. Tomer dazados vésturiskos posmos ta atskiras.

Vismazak sievieSu personalizstaZzu notikusas no
1918. [1dz 1940. gadam — tikai tris jeb 5,7% no
kopéja personalizstazu skaita. Parsteidzosi, ka laika
no 1945. lidz 1990. gadam tikai 8,2% maksliniecu
personalizstaZu sasniedza muzeja izstazu zales.
Maksliniekiem tas bija 256, bet maksliniecém — 21.
Tatad prieksstats, ka Latvijas maksla sievietém, Tpasi
padomju perioda, bijusas lidzvértigas iespéjas ka
viriesiem, ir klidains. Sads priek3stats ir padomju
propagandas iespaids, kas sludinaja, ka dzimumu
vienlidziba de facto jau pastav.

Sodien kuratori un kuratores visa pasaulé
pastiprinati pievers uzmanibu sievieSu makslai.

Péc kustibas #MeToo uzliesmojuma 2017. gada,
feministisks aktivisms ieguva jaunu spéku, radot
feminisma ceturto vilni, kas pievérsas ne tikai
milzigo apmeéru seksualas vardarbibas problémai,
bet no jauna rosinaja sieviesu politisko, ekonomisko
un socialo aktivitati. Feminisms — Sis ietekmigais
politiskais un intelektualais spéks — 20. un 21.
gadsimta sapldst ar citam aktualam socialpolitiskam
paradibam. Kop$ feminisma otra vilna 20.

gadsimta 60. gados feminisma joma sazarojusies
un ietver sevi filozofijas, etnologijas, semiotikas,
psihoanalizes, socialas antropologijas, kultaras

sociologijas, makslas véstures un citu nozaru atzinas.

Latvija ilgstoSa noskirtiba no Rietumu intelektualas
domas bremzejusi feminisma izpratni. Feminisms

ka apzinata akadémiska disciplina pie mums sakusi
veidoties tikai 20. gadsimta nosléguma. Pétnieces
un pétnieki pieversas sieviesu vestures studijam,
pakapeniski veidojot izpratni arT par Austrumeiropas
specifiskajiem apstakliem, kas noteikusi sieviesu
apzinas veidosanos dzimtes konteksta. Vélesanas
sistémiski stradat ar feminisma jautajumu pétniecibu
Latvija apliecina 1999. gada pirmais izdotais
almanahs “Feministica Lettica”, kas veltits feminisma
aspektiem latvieSu kultlra®. 2008. gada klaja naca
art enciklopédija “100 Latvijas sievietes kultdra un
politika”2. Pedejas desmitgades Latvijas maksla
rodas darbi, kuri kritiski interpreté stereotipus par
sievietes lomu sabiedriba. Savukart agrakos gados
drizak jaruna par sava veida latentu feminismu

jeb “feminismu bez feministém”, kad, pievérsoties
sievieSu dzives attélojumam, makslinieces to
nekonceptualizéja ka sociali apspriezamu temu.
Izstade “Tikai neraudi!”, izmantojot dzimtes diskursu,

Latvijas makslai pievérsas feministiska interpretacija.

Nosaukums “Tikai neraudil” ietver aizliegumu paust
emocijas un lidz ar to — viedokli. Tas atgadina un
ironizé par padomju okupacijas perioda kultiveto
varonigas padomju sievietes télu, kura nekurnot
tiek gala ar visam dzives gratibam. Stipras sievietes
stigma un aplamais padomiju sievieSu lepnums

par spéeju dzivot smagos apstaklos, ir bremzéjis
kritisku attieksmi pret dzives problémam un sociala
aktivisma garu, un 3is psihologiskais mantojums
Latvija ir jutams art vél Sodien.

Sesdesmitajos gados Rietumu pasaulé bija
nobriedusi situacija feminisma otrajam vilnim. Jau
bija publicetas un kluvusas popularas Virdzinijas
Vulfas “Sava istaba” (1929), Simonas de Bovuaras
“Otrais dzimums” (1949), Betijas Fridanas “Mistiska
sieviskiba” (1963). Cilvektiestbu kustiba, feminisms,
kontrkulttiras uzplaukums, seksuala revoltcija un
virkne politisku notikumu tricinaja Rietumu pasauli.
Cik liela méra Sis laikmeta gars sasniedza Latviju,

vai ir iespejams identificét kadas feministiskas
izpausmes Latvija jau seSdesmitajos, laika, kad

Sis cunami aizsakas pari Atlantijas okeanam? Péc
komunistiska reZima represivajiem piecdesmitajiem,
seSdesmitajos gados Latvija radas ceriba uz
socialismu ar “cilvécigu seju”. Lai ka socialisma
nometné tika blokéta “naidiga” Rietumu ideologija,
informacija pa dazadiem kanaliem tomér pienaca.
Jedziens “60. gadu jauniesu kulttra”, kas radtts
Rietumu kultdras teorija un ietvéra hipiju kustibu,
seksualo revoldciju, sievieSu emancipaciju un
kontrkultdru, savas izpausmes rada ari otrpus
dzelzs priekskaram. Jaunibas energija kluva par
visas desmitgades energiju. Latvijas péckara baby-
boom paaudzes sievietes ir 60. gadu jaunietes,
lielaka dala guvusas izglitibu, daudzas interesgjas
par literatru, dzeju, teatri, kino, makslu, maziku,
jauniesi draudzgjas ar lidzigi domajo3ajiem, no
padomju ideologijas bégosajiem, pasauli iepazit
griboSajiem, ar tiem, kas sprieda par makslam,
kuras bija rodams radoSums un briviba. ArT Latvija
klaustjas The Beatles, Bobu Dilanu, The Rolling
Stones, lasija DZeka Keruaka, Alena Ginsberga,
Aleksandra SolZenicina literatiru. Paaudze, ko
fotograféjusas Mara BraSmane, Sarmite Kviesite
un Zenta Dzividzinska, veidoja Latvijas 60. gadu
jaunieSu kultdru. Vinu 60.—70. gadu fotografijas
kameras fokuss itin bieZi pievérsts laikabiedreneém
— jaunam, aktivam intelektualém. BraSmane,
fotografija fikséjot mirkli, lauj savam lidzgaitniecém
bat tieSi tadam, kadas tas ir sava socialaja loka.
Redzam draugu un draudzenu kopabusanu Rigas

urbanaja vide, legendarajas kafejnicas “Putnu darzs”,

“Kaza”, “Karlis”, romantisku vietu apmekl&jumos

— pastaigas pa kapsétam, celojuma pie Kanta

kapa, arheologiskajos izrakumos, Janos. Tas nav
majsaimnieces, kas tira un kopj, vai ir piemiligas
sievas saviem viriem. Intrigéjo3u, iespéjams,
feministiskas analizes vértu niansi piespél€ fakts,

ka daudzam Brasmanes fotografétajam sievietém
bijusas puisu iesaukas: Mara Brasmane — Pilots, leva
BraSmane — Klingers, Tamara Dobrova — Mika, Inara
Eglite — Toms, Dace Pétersone — DZeksons, Mudite
GaiSevska — Mji, Dace Beinarovica — Langlua.
lesp&jams, identificeSanas ar maskulinaku télu deva
lielaku drosmi, pieskira tiesibas, kadas patriarhalaja
sabiedriba dotas virieSiem — brivi rikoties, izdarit
savas izveles, uzdroSinaties parkapt kadas
sabiedribas normas?

Mara BraSmane, Sarmite Kviesite un arf Zenta
Dzividzinska bija nedaudzas sievietes, kas jau 60.
gados bija iestajusas fotokluba “Riga”, kur pamata

darbojas tikai viriesi. Dzividzinskas skatijums uz
sievieti Latvijas 60. gadu fotografija ir netipisks, pat
radikals. Fotografes skats neatbilda kanonam, kas
kultivéja sievieti ka estetizétu, seksuali iekarojamu
objektu. Dzividzinska plasaja darbu sérija “Maja
upes krasta” (1965-1975) momentuznémumos
fikséjusi gimenes ikdienas brizus lauku majas
pagalma. Uzneémumi lauj ieltkoties privatas dzives
zona, ikdiena ar bérniem vai gimenes locekliem,
kur sievieti varéja redzet intima, neizskaistinata
tuvplana.

So tris autoru fotografijas paver priekskaru uz
sievieSu emancipacijas procesu, kas fermentéjas art
Latvija. Vai So fotografiju tapSanu var uzskatit par
feministiskas apzinas inspirétu? Mara BraSmane
saruna atzina: “Man rdp, kas notiek ar sievietem,
man vienmer ir ripéjis!”* PaSapzinas celsana
(consciousness rising), kas bija viena no feminisma
kustibas izpausmém, ir vél petama lappuse Latvija.
Par ko gan sievietes sprieda, par ko runaja “virtuves
sarunas”?

Annas Brigaderes trilogija “Dievs. Daba. Darbs”
(1926) ir sava veida latviskas morales paraugs,
krietnu, garigi célu un latvisku meitenu dzives
atzinu kratuve. Tie, kuriem bijusi saskare ar dzivi
Latvijas laukos 20. gadsimta (un arf tagad), varétu
5o nosaukumu parfrazét “Darbs. Darbs. Un vélreiz
darbs”. Vika Eksta Brigaderes “Dievs. Daba. Darbs”
izvélejusies ka nosaukumu inscenétu fotografiju
Sérijai. Vina pati iejutas pamestas lauku majas
saimnieces dzive — nes udens spainus, auklé
bérnu, lapa un revide drebes, dara citus ikdieniskus
un smagus darbus. Inscenétajos skatos valda
klaustrofobiska izolacijas sajdta, divvietulibu —
sieviete un maja — raksturo monotons darbs, nav
kontaktu ar citiem cilvékiem un pasauli vispar.
Ekstas fotografijas radita sajata sasaucas ar belgu
kinoreZisores Santalas Akermanes filmam, kuras
vina pieversas sievietes majas dzives pieredzei.
1975. gada lenté “Zanna Dilmana, Tirgus krastmala
23, Brisele 1080” attélotais pacietigais, distancétais
majsaimnieces rutinizétas ikdienas tvérums ar Ekstas
darbu sabalsojas tadéjadi, ka sievietes savas majas
ir ka izsuttjuma, kura nav paredzeétas parmainas.

Pievérsanas sievietei ieraditajiem majas darbiem
ka feministiskas kritikas tematam Rietumu maksla
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notika 70. gados. Daudzas sievietes izjuta frustraciju
par savu majas dzivi. Rietumu makslinieces maju
saka uzlukot kritiski — ka noskirtibas, depresijas,
garlaictbas un nebeidzamas stradasanas vietu
(Tobin 2018, 96).

Socialisma apstaklos sieviete bija nodarbinata valsts
darba un vienlaikus gimenes modelis joprojam bija
patriarhals ar tradicionalajiem lomu iedalijumiem.
Daudzi viri smagi dzéra un bija vardarbigi. Ja Rietumu
sievietes vélgjas izklat no majsaimnieces sprosta, tad
padomju sievietei “bija ta laime” stradat divus pilnas
slodzes darbus — valsts darba un majas. Padomju
valsts audzinaja sievieti — varoni. Socialistiska
realisma maksla (efektivs padomju propagandas
instruments) pastavéja padomiju cilvéka — varona/
varones kults. Padomju varoni raksturo stingra

griba, célas moralas kvalitates, griitibu parvarésana,
subjektivu emociju noliegums. ST propaganda ieedas
padomju sievieSu apzina, un vinu stradigums nesa
vinam slavu. Padomju apstaklos ruditas sievietes
lepnums ir dzivs joprojam. SievieSu darbu “poézijas”
demitologizacija Latvijas maksla spilgti paradijas
Intas Rukas 80. gados aizsaktaja sérija “Mani lauku
laudis”. Antropologiska interesé par lauku cilvékiem
Ruka pieversas Balvu apkaimes iedzivotajiem.
LatvieSu maksla [1dz tam neviens tik mérktiecigi
nebija veltijis uzmanibu sievietei, kas “vienkarsi”
dzivo majas, visu mizu kopj lopus, laukus, darzus un
ripéjas par gimeni. Lidz 3im tas nebija uzskatits par
makslas objekta cienigu narativu, fotografu (viriesu)
skatienu drizak piesaistija aktrises, makslinieces,
rakstnieces. Rukas realistiskais skatiens fokuséjas uz
sejam, kas bijusas skaistas, tacu kluvusas skarbas.
Lauku sieviete nemédz smaidit, vinai nav laika,
vienmeér darbs gaida. Ruralas dzives idealizacija,

ko kultiveja Ulmanlaiku jaunsaimnieku vilnis,

vai darba varonu kults, ko pieprasija socialisms,
astondesmitajos bija sabrucis. Sejas ir lasama
dzives pienemsana, tada ka samierinasanas ar
eksistencialu nolemtibu. Ruka pievérsas Sim lauku
sievam delikati, fotografée ar milestibu un cienu.
Musu priekSa séz personibas, uz kuram agrak nekad
neviens ta nav skatijies. 9o. gadu beigas Ruka Saja
Sérija ienesa ari socialo kontekstu, fotografijam
pievienojot lakoniskas dzivesstastu epizodes.

Maja var klut art par radoSuma vietu. Tiesi to
VirdZinija Vulfa apceréja eseja “Sava istaba”.
Rakstniecei vajag nedaudz naudas un pasai savu
istabu, lai vina varéetu radit (Vulfa 2002). Bt pati ar
sevi, savam pardomam un garigajiem centieniem.
Maija KurSeva 50 “savu istabu” izveidojusi instalacija
“Rataina karttha”(2016). Ta ir darbnicas aina —
galds, dators, printeris un vina pati, kas animéta
Ziméjuma parvietojas starp Sim lietam. Varétu likties,
ka maksliniece nedara neko. Sez, piecelas, staiga

no vienas vietas uz citu. Sava istaba vina “vienkarsi
rada” un Sis process pieprasa garigu piepdali, laiku,
profesionalas prasmes, kas viss ir DARBS.

“Savas istabas” radoSo garu ka sava dzivesveida

un garigas prakses vietu atklaj art maksliniecu
duets Skuja Braden. Fantasmagorisks porcelana
panno, kas bija dala no instalacijas “Tirgot adeni
upes mala” Venécijas makslas biennalé 2022.
gada, veidots ka maksliniecu gulta, kuru parklaj
visaptvero3a udens matérija. Udens izmantots

ka simbols, kas vieno visas dzivas bitnes un ir
sakotne dzivibai. Radita krasna mitologiska aina,
kura lidinas makslinieces pasas. Kopa ar vinam
levité vinu milotais suns, kardinoSu auglu koks,
eksotiskas zivis, medizas, clska, gliemezvaki,
udensrozes, Budas figiras, mirongalvas. Sirrealais
skats turpina plesties arpus panno robezam,
stkdalu objektiem parmemot ari telpu. Saja sadzives,
filozofisko uzskatu, garigu interesu (makslinieces
atsaucas uz budisma idejam par esibas mainigajam
izpausmém), fantazijas un humora sajaukuma, kas
veidots, izmantojot kica stilistiku, ir vieta arT divu
sievieSu intimajai dzivei un erotiskam detalam, kas
tiek manifestéta, konfrontéjoties ar homofobiskas
sabiedribas aizspriedumiem Latvija. Skuja Braden
porcelana instalacija ieklauj jebko, kas vinas kaut
kada veida uzrunajis un savu maju/dzivi parada ka
gesamtkunstwerk, ko izdzivo sievietes, partneres ka
dzive, ta maksla.

Kapéc feminisms vispar apspriez sieviesu darbu?
Varbit darbs ir kaut kas parliecinosi objektivs,
kvantitativi izmérams, caur kuru aplakot attiecibas

ar pasauli? Sievietes musdienas strada daudz, bieZi
vien sareZgitos apstaklos, un tas lielu dalu sievie3u
vieno. |deja par sievieSu ekspluataciju un apspiesanu

saistiba ar vinu majas darbiem, ka art apmaksato
darbu, nak no marksisma. Apgalvojums tiek balstits
marksistiska izpratné par ekonomisku nevienlidzibu.
Tiek uzskatits, ka ta izriet no sievieSu nevienlidzigas
pozicijas darba tirgli un majsaimnieciba (Ferguson,
Hennessy 2010). Talak to attistija socialistiskais
feminisms — darbs majas, bérnu apripe un lauliba
— tie ir veidi, ka patriarhala sistéma ekspluaté
sievieti, pienacigi nevertgjot ne vinu pasu, ne vinas
darbu. Socialistiskais feminisms tiecas pec plasam
izmainam visa sabiedriba. Feminisma otrais vilnis
Sai zina ir panacis lielas izmainas, tomeér Sodienas
Latvijas ekonomiskais konteksts joprojam lauj runat
par sievietém ka neapmaksatu vai létu darbaspéku
aprupé, majsaimnieciba, apkalpojosajas sféras un
humanitarajas profesijas.

Feminisma pétniece Jana Kukaine, rakstot par
matiskibu ka kultdras konstrukciju, aplakojusi art
sieviesu genealogijas dazadas interpretacijas.
Aprakstot psihoanalitiskos un sociologiskos
pétijumus — Zigmunda Freida, Helénes Deicas,
Simonas de Bovuaras, Nensijas Codorovas, Elisones
Stounas dazadas pieejas, vina atziméjusi, ka tas
visas vieno “viens un tas pats motivs: mates-meitas
attiecibas ir sarezgitas“ (Kukaine 2016, 170).

Genealogiskas saites veidojas jau no zidaina
vecuma, sieviesu priek3stati saknojas psihiskas
struktdras un notiek bérniba izveidoto attiecibu
atkartosanas. Sievietes to apzinas, bet nevar art no
tam izvairities. Feministiskas psihoanalizes parstaves
vélejas mainit agrinas bérnibas pieredzi un gimenes
attiecibas, ka art lingvistiskos modelus, kas meitam
liek atkartot no matém parnemto attiectbu modelus.
Sievie3u genealogiska lmija latviesu maksliniecu
darbos paradas vairakkartigi, noradot uz sim
saitém. Makslinieces apliecina gan piekersanos, gan
atkaribu no savam matem.

Maija KurSeva sesu sietspiedes darbu cikla

“Mates lmija I-VI” (2014) veidojusi savas dzimtas
sievieSu portretus — savu, tad mates, vecasmates,
vecvecmates un talak lidz sestajam augumam.
Mates linijas senako sencu portretiskas iezimes ir
zudusas — vienu seju aizsedz biezs matu pinums,
bet pasai senakajai pirmmatei ieziméti tuksi acu
dobumi un galvu apnem etnografiskas rotas. Divos
senakajos télos redzams sirreals arhetipiskums,
kaut kas nedefin€jams, kolektivas bezapzinas lauka

eksistéjoss. VirdZinija Vulfa eseja “Sava istaba” par
rakstniecém teica sadi: “(..) sieviete rakstidama,
raugas pagatné caur savam senmatém” (Vulfa
2022, 114). ArT Liga Purmale glezna “FLASHBACK I1”
(2012) blakus savam paSportretam novietojusi mazu
fotografiju no 20. gadsimta sakuma, no kuras raugas
vinas vecamate. Paaudze, kuras bérniba Latvija
veidojas vairakas desmitgades péc Otra pasaules
kara, bieZi vien uzauga pie vecmaminam, jo matém
bija jastrada. Vecmaminas paildzinaja pagatné
mantoto modelu saglabasanu. Daloties pardomas
ar savas paaudzes sievietém, kuru bérniba ritgjusi
20. gadsimta 60.—70. gados, varu secinat, ka tiesam
liela dala no mums ir vecmaminu uzaudzinata un
atbildes par savu dzivi més mekléjam pagatnes
psihologiskajas struktaras. Pieraduma balstitie
attiectbu modeli, stereotipi, tikumi meitam tiek
nodoti mantojuma no vecmammam un matém.
Attiectbu komplicétiba meitas ne vienmeér ir
pateicigas par pagatnes mantojumu, tas var bat art
sarezgitu notikumu pilns un savstarpéji neizrunats,
un no ta nav iespéjams bat brivam.

Diana Tamane videodarba “Gimenes portrets”
(iesakts 2013) filmé savas gimenes sievietes — sevi,
mati, vecomati un vecvecmati. Darbs iesakts 2013.
gada un turpinas joprojam. Kad visas satiekas,
maksliniece sasédina savas genealogiskas sences
rinda uz divana, apsé€zas lidzas ari pati un tiek
filmeta ilgstoSa nekustiga busana lidzas. Vinas séz
klusejot. Vai ta ir dzives pienemSana, problemu
nokluseSana, emociju apvaldisana, vai art absolita
savstarpéja sapratne, kurai vardi nav nepiecieSami,
vai, iespéjams, visu 50 elementu sajaukums?

Ar Rasa Sulca, kas sava gleznieciba sistematiski
pieversas sievietes psihologiskajiem stavokliem,
darba “Neviens neko neteica” (2015) izce| bezvardu
komunikaciju. Gleznas anotacija maksliniece
norada: “Kopabsana runa pati par sevi. Sievietes
ir kadas neredzamas, intimas un personiskas
saiknes saistitas. Nedefingjamas, bet spécigas,
kas stravo caur paaudzem, caur atminam, domam,
pieskarieniem. Saites, kuras veido sievieSu
attiecibu siltums un trauslums, netveramu emociju
nospriegojumes. Saites, nevis statiskas, nopulétas
un nogludinatas, bet joprojam tapsanas procesa,
provocéjot impulsu visu laiku meklét talak. Talak,
jo ir kaut kas, kas vél jaatrod.” “SievieSu masibas”
tému izce| arT Katrina Neiburga. Vinas video
instalacija “Lietu atmina” (2012), atskiriba no

jau minétajiem darbiem, klusumu nomaina
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aktiva komunikacija. Neiburga lauj skatitajam
klaustties privatu atminu stastos, vérot gimenes
sievieSu ikdienas kopigos ritualus — sarunajoties
un gatavojot est, smekéjot, pat veicot pedikiru.
Maksliniece pati, vinas mamma rakstniece Andra
Neiburga un vecmamina Astrida Neiburga atklaj
kopabtsanas pieredzi, kur tuviba un savstarpéja
sapratné izcelas gimenes sievie3u attiecibu vértiba.

Lielaka dala sievieSu klust par matem. Matiskiba
ir kontrapunkts sieviesu tiesibu, [idztiestbas un
diskriminacijas jautajumos.

Feminisma diskurss mates stavoklim pieiet analitiski.
Matiskibas pieredzi un tas filozofiskas interpretacijas
analizéjusi Jana Kukaine gramata “Dailas mates”
(Kukaine 2016), kas sniedz padzilinatu izpratni

par matiskibas kermenisko aspektu. Idealizétais
matiskibas reprezentacijas veids — madonna ar
bérnu — feminisma maksla tiek mainits. Atspogulojot
matiskibas pieredzi, ta tiek paradita ka kermeniska
realitate, kas ietver arf sarezgitas attiecibas ar
bérniem — rlpes un raizes, nogurumu un skumijas,
izmisumu un pat aizkaitinajumu.

Matiskibas temats latvieSu maksla atrodams biezi.
Trijos no izstades darbiem interpretéta Marijas
pasludinasanas aina, un visos Sajos darbos valda
bailu gaisotne un baisas priekSnojautas. Lilijas
Dineres glezna “Vésts” (1990) Jaunavu Mariju kada
(liktena) roka no debesim sapigi sagrabusi aiz
matiem. leva lltnere Marijas pasludinasanas ainu
“Marija, Tev bls bérns!” (2002) glezno ka régaini
baisu viziju, un Zentas Dzividzinskas fotomontaza
“Zemenu lauks I” (1971) sievieti apdraud gigantisks
plésigs putns, kas ka sparnots radijums ir gan vésts
neséjs, gan bailu un Saubu iemiesojums.

LatvieSu maksla ir virkne ierastu matiskibas
gleznojumu, kur redzamas harmoniskas maminas
ar saviem mazuliem, tomer art gluzi tradicionalas
kompozicijas dazkart paradas sadziviskas raizes,
kas Saja téma ienes vairak 1stenibas. Biruta Delle
par gleznu “PaSportrets ar bérnu” (1970) stasta, ka
septindesmito gadu sakuma Latvijas Makslinieku
savientba $o gleznu aizvedusi uz Maskavu, lai
ieklautu kada lielaka vissavienibas izstadé. Tomeér
darbs netika izstadits, jo bijis par drimu. “Man te
ir kaZzoks mugura. Mums dzivoklis bija pilnigi bez
értibam un bija loti auksts. Bet man tacu jaglezno!
Bérns uz rokas, un es gleznoju.”* Maksliniece Laima

Eglite darba “Pie loga” (1981) glezno noguruma un
miega trikuma ainu, turot mazuli klepT.

Bérna iznésasanas un dzemdibu pieredzes
kermeniskos aspektus un emocionalos afektus,
izmantojot kaila kermena spécigi manifestejoso
valodu, izstade lietojuSas Rasa Jansone, Aija Zarina
un Daina Dagnija.

Zarinas agrina perioda darbs “Mate ar bérnu”

(1985) ir makslinieces pasportrets ar tikko dzimuso
meitu. Jaunas maminas kaila figlira ar mazo zidaina
vistokliti rokas nostajusies skatitaja prieksa, vinas
acis ir ieplestas bailés un nezina, izcelts grutniecibas
izmainttais kermenis, padomju dzemdibu
pazemojosos apstaklus atgadina sejas maska, bet
sievietes, kas dzemdéjuSas 8o. gados, var atceréties
art citus nehumanus noteikumus un apstaklus
padomiju slimnicas.

Daina Dagnija mates afektivos pardzivojumus
ietvérusi emblematiski veidota glezna “Kliedziens”
(ap 1986). Ar 3is gleznas variantu, nodrukatu uz
plakata, Dagnija redzama fotografija, piedaloties
SievieSu makslas savienibas demonstracija Nujorka
1986. gada (Ansone 2021). Sarunas Dagnija biezi
dalijas sava ka mates, Skirtenes, imigrantes pieredze
Amerikas Savienotajas Valstis 60.—80. gados,
uzsverot tiesi sievietes emocionala, profesionala un
finansiala stavokla sarezgitibu.s

Tomeér ne vienmeér sievietes vélas vai var klat par
matém. Feminisms ietver art reproduktivo tiesibu
jautajumu, kas ir dala no cilvektiesibam. Ikvienai
sievietei ir tiesibas lemt paSai par savu kermeni, tai
skaita, gan klat, gan neklat par mati. Sis izvéles ir
cieSi saistitas ar fizisko, garigo un socialo labklajibu.
Savas kermeniskas izvéles maksla izmanto Métra
Saberova. Divdesmit Cetru gadu vecuma vina veica
olvadu nosieSanas operaciju Taizemé, savukart
2016. gada veica hiména atjaunosanu. Vinas
pieredzes klust par publisku platformu, lai runatu
par politiskiem un socialiem jautajumiem, kas skar
sievietes, un LGBTQ+ tiestbam. Glezna “Vai 5t nav
sieviete?” (2015/2022—2023) Saberova aproprigjusi

belgu sirrealista René Magrita darbu “Attélu
nodeviba” (1929), kura attélota pipe, bet teksts zem
tas pavesta Ceci n’est pas une pipe (This is not a pipe
/ ST nav pipe). Saberova savu kailo kermeni ieglezno
PIpé un uzdod jautajumu: “Vai ST nav sieviete?”.
Magrits noradija, ka lietu reprezentacija nav tas

pats, kas pati lieta. Saberova jauta, vai vinas veiktas
izvéles sabiedribas acis vinu parvers par kaut ko citu
neka sievieti?

Anda Magone 2006. gada aizsaka foto sériju
“Dvines” (2006—2022). Satiekoties ar Vacija
dzivojoSo draudzeni, vinas nofotograféjas kailas, lai
gadu gaita verotu, ka abu ada noveco un ka mainas
pasas. SeSpadsmit gadu garuma sérija izvertusies
divu atskirigu kermenisko pieredzu stasta. Anda
pardzivojusi krlts vézi, bet draudzene kluvusi par
nebinaru personu: “Més nomainijam vardus vai
uzvardus, més Skiramies un precéjamies, mums
dzima bérni; viena no mums parvacas uz lielpilsétu,
otra uz laukiem; Saja laika més gan iemiléjamies,
gan piedzivojam naves bailes. Més sanémam
hormonterapiju — brivpratigi vai arstésanas noldkos.
Tika eksperimentéts ar dzimuma identitati un
uzvaréts krats vezis”, raksta Anda®.

Feminisma teksti liela méra ir pievérsusi sieviesu
uzmanibu pasam sev. Jau 70. gados saka paradities
gramatas, kas apltkoja sievieSu seksualitati,
reproduktivo veselibu, kontracepciju un menopauzi.
Nozimiga kluva 1973. gada publiceta ASV “Bostonas
sieviesu kolektiva veselibas gramata “Our Bodies,
Ourselves”. Ta mudinaja un iedroSinaja sievietes
paremt pasam kontroli par savu kermeni. Elina
Braslina plastilina sikfigtru grupa “Kailais ierocis:
Devini vingrinajumi feminisma diskursa” (2016)
veidojusi animacijas formata stastu — ka sieviete
reflekté par savu kermeni. Braslinas “teorétiski
pamatota pasrefleksija” atbildes meklé feminisma
“obligataja literatlira”, kas ir noderigs paligs, lai
dotu sievietei iespéju apzinaties un izvéléties savas
sajutas un vajadzibas attieciba uz savu kermeni.

Feminisma otraja vilnT nozimigs ir 1968. gads, kad
Nujorkas radikalo sievieSu grupas — cilvéktiesibu,
jauno kreiso un pretkara kustibas aktivistes —
sarikoja protesta demonstracijas pret Miss America
konkursu Atlantiksitija. Demonstracijas saskanojuma
véstulé Atlantiksitijas méram dzejniece Robina

Morgane rakstija: “Demonstracijas mérkis ir protestet
pret Miss America konkursu, kas demonstré sieviesu
telu, kuru daudzas amerikanu sievietes uzskata par
neveiksmigu: uzsverot kermeni, nevis smadzenes,
jaunibu, nevis briedumu, komerciju, nevis
cilvecigumu”.®

Plakati un saukli “No Miss America” (Mis Amerikai
—neé), “Freedom Trash Can” (Brivibas atkritumu
urna), kura tika izmesti “sievieSu spidzinasanas
instrumenti” — skaistumkopsanas lietas, krasturi
un augstpapézu kurpes, zurnali Cosmopolitan un
Playboy, un vél performance ar aitas kronésanu,
pievérsa mediju un sabiedribas uzmanibu. ArT ta
laika pilsétas méra izteikums, ka sievietes speks nav
vinas intelekts vai ekonomiskais ieguldijums, bet
gan pievilciba, izraisija feministu sasutumu. Dainas
Dagnijas glezna “Miss America 1922” (1969), kura
attélotas pirma konkursa Cetras finalistes, tapis 50
protesta demonstraciju iespaida.

VirdZinijas Vulfas iebildumi, ka sievieSu prata spé&jas
sabiedriba netiek augstu vértétas, Simonas de
Bovuaras eksistenciali visaptverosas brivibas alkas,
Betijas Fridanas cina ar hegemonisko seksismu
Amerikas 20. gadsimta vidus sievieSu dzivé — tas viss
bija milzigs ieguldijums sievieSu apzinas veido3ana,
parmainu fermentacija un ieviesana. Dzimumu
binaro attiecibu modeli sieviete ieglist savu vértibu
atkariba no fiziska skaistuma un pievilciguma
virietim, ir padeviga, seksuali paklaviga, maiga un
klusa, bet sievietes arvien vairak izvéléjas realizét
sevi art arpus Sim pieskirtajam lomam, klat par
rakstniecém, filozofém, maksliniecém, zinatniecém
un daudzu citu profesiju parstavém.

Tomeér joprojam art 21. gadsimta stereotipi “kadai
jabat Tstai sievietei” pastav. Sievietes téré daudz
laika un energijas, lai atbilstu sabiedribas stereotipu
un modes industrijas prasibam. Toksiskais
sieviskigums (toxic feminity) (Weber 2019, pp.

202, 206—7) un sekli definéta sievietes veértiba,

kas atkariga tikai no fiziskas pievilcibas, izspéléta
Métras Saberovas performance “Pimpin’ yo mama
crib” [“Uzkile mammu/ratinus”] (2015), kur jauna
mamina mazga bérnu ratinus, vienlaicigi censoties
bt erotiski izaicinoSa, demonstré savu kermeni,
ieziepéjas un lidzas mates barotajas funkcijai
nopdlas bat seksiga. Kristianas Dimiteres darbos
sievieSu téli nereti irilgu un skumju parmemti.
“Egiptes Marija” (2009) ir viena no vinas nedaudz
groteski atainotajam, ar stereotipiski sieviskigam
kermena formam apveltitajam vientulajam butnem,
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kas dzivi pavada virieSa gaidisana ka istas laimes
apsolijuma. ST domagana ka galvenais pilnvértigas
dzives garants patiesiba sagrauj neskaitamu sieviesu
dzives, izraisot skumjas par neatbilstibu pilnvértigas

sievietes standartam.

Feminisma filozofe DZudita Batlere rakstija: “Dzimte
sava zina ir nemitiga lomu spéle” (Batlere 2012, 7).
Socialaja realitate spélétas lomas mums ir visapkart.
Vika Eksta darba “Ty4u kak moou” [“Makoni

ka cilveki”] (2019) izspélé farsu ar “feminisma
nesabojatas” Austrumeiropas sievietes télu, kas
atdarina popkultara kultivetu stereotipiski sieviskigu
uzvedibu. Blonda NataSa performé blokmaju rajona
90. gadu otras puses krievu popgrupas /vanushki
International dziesmas pavadijuma, atdarinot
iestudétas izaicinoSas pozas un kustibas.

Lai pétitu cilveku uzvedibas modelus, Katrina
Neiburga uz neilgu laiku kluva par taksisti. Ar slépto
kameru filmétas sarunas ar pasaZieriem virieSiem
tika izmantotas videodarba “Satiksme” (2003).
Sarunas braucienu laika virza antropologiska
zinkare, bet komunikacija ar virieSiem atklajas
nepiecieSamiba turét profesionalu distanci, lai
atvairitu intimus piedavajumus. Filmas otraja dala
Neiburga interve sievietes, kas ikdiena strada saja
profesija. Redzams, ka 21. gadsimta sakuma Latvija
dzimumiem iedalitas lomas vai profesijas nav
striktas, taCu vienlaikus sarunas arvien ieskanas
bazas par fiziska vai étiska rakstura apdraudéjumu
sievietei taksistei.

|zteikta dzimumu lomu daliSana raksturiga binarai
sabiedribai. Ka piktogramma $adai sabiedribai
veidots Aijas Zarinas diptihs “Vins un vina” (1986).
Sievietes un viriesa figtiras gleznotas katra uz
atseviskas plaknes, spécigam kontram, melnbalti
sarkana kontrasta. Zarina Saja darba demonstré
spriedzi. Abas figras ir lidzigas. 20. gadsimts

devis iespéju sievietei klut daudz neatkarigakai un
patstavigakai, un justies lidzvertigas varas pozicijas,
kas dzimumu lomu stereotipu dé| gadsimtiem nebija
iespéjams. Zarinas 80. gadu otras puses maksla
domine sievietes un virieSa attiecibas izteikta

binara modela ietvaros, ar vizualiem panémieniem
maksliniece Sajos darbos radijusi milestibas,
vardarbibas, kaisles un maiguma zimes. Savstarpéjo
attiecibu sareZgitiba, kas rada daudz emocionalu
afektu, izstadé paradas art vairakos Helénas
Heinrihsones darbos.

L1dz ar Lindas Nohlinas retorisko jautajumu “Kapéc
nav bijis izcilu maksliniecu?” sievieSu atbrivosanas
kustiba izvirzija vél kadu jautajumu: “Vai ir kada
neparprotami sieviskiga estétika?”. Izradijas, ka ir
problematiski definét feminisma estétiku. Tomér
Dzudija Cikago un Mirijama Sapiro atziméja, ka
sievieSu maksla paradas téli, kuru krokainas aprises
veido vaginam lidzigas formas, kuras vinas nosauca
par feminisma makslas “centralo kodolu” (Chicago,
Shapiro 1972). Vinas pasas, ka arf Hanna Vilke, Karoli
Snimane un citas, 60.—80. gados eksperimentéja ar
Sim formam, lai izceltu sievietes atSkiribu, manas un
sajutas, un vinu noluks bija politisks.

LatvieSu maksla “centrala kodola” ikonografiju

lieto Skuja Braden porcelana objektos un Sabine
Vernere tusas gleznojumos. Vernere Sis formas saka
veidot no antropomorfiem elementiem, no kuriem
grup€jas cilvekbltnu formas, kas arvien vairak
ikonografiski saka tuvinaties vaginu krokojumiem.
Dabas un Tpasi ziedu formu salidzinaSana ar
sievietes dzimumorganiem maksla ir plasi izplatita,
un te, protams, jaatsaucas uz DZordzijas O’Kifas
makslu. Savas gleznas “Liesmojosa” apraksta
Heléna Heinrihsone norada: “Preciza rozes studija

ir erotiska. Skaidra anatomiska uzbave, kas tik
lidziga cilvéka kermenim!” Sievietes seksualitates
un “centrala kodola” attélojumi maksla nereti
savienojas, plistosi pariet vai konceptuali tiek saistiti
ar dabas formam. Ideja par sievietes tuvibu dabai
veido sasaisti ar ekofeminismu. Jaatzist, ka sievietes
salidzina3ana ar dabu ka patriarhalas ideologijas
asociacija tikusi paSu feministu apSaubita.

Sodien pastav vairakas ekofeminisma izpausmes.
No zalo vides aktivistu kustibas 70. gados lidz
posthumanismam, kad tiek risinatas cilveku
attiecibas ar dzivniekiem un dabu. Posthumanisms
aicina atteikties no antropocentrisma un parstat
uzskatit sevi par parakiem, un pienemt sevi ka dalu
no dabas. Futdristisku virtualu darbu “Semina futuri”
(“Nakotnes sékla”) posthumanisma gara veidojusi
Linda BolSakova. No retas Latvijas orhideju sugas
Cypripedium calceolus séklas uzplaukst sieviete, no
“centrala kodola” formas sieviete kltst par ziedu.
Sékla ir veidojusies vides piesarnojuma un genétisko
modifikaciju rezultata “tum3aja ekologija” (Morton
2016), proti, ekologiskas krizes izraisitajos apstak|os.

Ta uzplaukst pamestos, bet sava dazadiba bagatos
biotopos. Darbs rosina spriest par zalo politiku, génu
inZenieriju, vides piesarnojumu, sugu izdzivosanas
un pielagosanas iespéjam. Serija “Semina futuri”
spekulé par iesp&jamo cilveka un augu dzives
[Tdzaspastavésanu nakotné un starpsugu rasanos.

Ekofeminisms sakotngji saka veidoties ka feminisma
kustibas atzars 20. gadsimta 70. gados. St kustiba
péc batibas ir feminisma un zalas kustibas hibrids.
Sis paraléles ietver, bet neaprobeZojas ar to, ka
sievietes un dabu patriarhala sabiedriba uzskata par
Tpasumu, ka art to, ka virieSi dominé par sievietém
un cilveki par dabu. Vides problémas rada pie varas
es03a, uz pelnas gusanu orientéta virieSu sabiedriba,
kas nespéj noteikt citas — visu dzivo radibu un dabu
saudzéjosas globalas prioritates. 1970. gada 22.
aprili vides aktivisti pirmo reizi sarikoja Zemes dienu,
kas kluva par jaunas globalas ekologiskas kustibas
sakumu. Péc iespaida no grandiozas manifestacijas
Nujorka, Dagnija radija darbu “Zemes diena” (1971),
kura gleznoja mati ar bérnu gazmaskas.

Dagnijas maksla, sakot ar septindesmitajiem
gadiem, arvien noteiktak attisttjas ekofeministiska
ievirze. Sieviete pati ka daba — raditaja un barotaja
— gleznota Dainas Dagnijas divpadsmit gleznu cikla
“Sieviete un govs” (1982—-1985). Cilvéces nezéligas
un izmantojosas attiecibas ar dabu feminisma tiek
salidzinatas ar parmeérigiem sievieSu regulésanas
centieniem. Cikls “Sieviete un govs” Dagnijas
maksla iezimé pavérsienu no kultdras, politisko un
socialo notikumu konteksta 60.—70. gadu darbos uz
sievietes attélojumu sasaisté ar dabu un mitologiju.
80. gadu vidl vinas maksla paradijas emblematisks
sievietes téls, kas manifestéja matiskibas
emocionalos afektus un ikonografiski izmantoja
ikonografiju, izcelot dzemdi, kratis, menstrualo
ciklu, arvien vairak virzoties gariga vai kulttiras
ekofeminisma diskursa. Karolina Mer¢ante atsaucas
uz garigo ekofeminismu ka “kulttiras ekofeminismu”,
kura, péc vinas domam, kultaras ekofeminisms

“svin attiecibas starp sievieti un dabu, atdzimstot
seniem ritualiem, kuru centra ir dievietes pielugsana,
méness, dzivnieki un sievieSu reproduktiva
sistema”(Merchant 2005, 193—221). Daba, senie
rituali un sieviete ka to dala velak attistijas plasos
Dagnijas ciklos ,Sencu ezeri” (1987-1995), ,Radisana
un evoldcija” (1985—2013), ,Dabas spéki” (1996—
2013), kuros realizéta art makslinieces ticiba, ka
Zeme ir dziva un visas bitnes un procesi taja ir
saistiti holistiska sistéma.

Amerikanu autore un ekofeministe Sarlina Spretnaka
ir piedavajusi ekofeminisma virzienus iedalit tris
kategorijas: viens no tiem saistits ar daba balstitu
religiju izpéti, paréjie divi — ar politisko teoriju,
veésturi un vides aizsardzibu (Spretnak 1990).

Viens no feminisma centieniem veidot art sievieSu
vesturi ka trakstoSo dalu visparéjai vesturei,
apltkojot pagatnes norises no sievietes skatupunkta
un noradot, ka paraléli history (vésture jeb

his-story — vina stasts) ir jaraksta art her-story
(vinas stasts), iedvesmoja ielukoties ari sena
VEStUré. 1974. gada iznaca lietuvieSu izcelsmes
amerikanu arheologes un antropologes Marijas
Gimbutienes pétijums “Vecas Eiropas dievi un
dievietes 7000—3500 gadu pirms mdsu éras. Miti,
legendas un kulta téli”. Pétfjums tika balstits
apjomiga arheologiska materiald. Gimbutiene
vadija izrakumus Eiropas Dienvidaustrumos, pétija
simtiem atrasto priekSmetu, tostarp sievieSu
figlrinas, un secinaja, ka pirmsvéstures perioda
Eiropa pastavejusi civilizacija, kura tika pieltigtas
sievieSu kartas dievibas. Tas bija saistitas ar auglibu,
zemi, navi un atdzimsanu. Publikacija analizéja
civilizaciju pirms patriarhata. ledvesmojoties no
Gimbutienes atklajumiem, radas feminisma kustibas
atzars “Dievietes kustiba”, kas izcéla sievietes
fertilitati (Villendorfas Venéra), spécigo saikni ar
savu kermeni, zemi un dabu. Makslinieces savos
darbos ieklava auglibas simbolus —véderu, dzemdi,
nabu, kratis. Dagnija Sis formas ievietoja mandalu
kompozicijas, sievietes véderu radot ka pasaules
dzimSanas, naves un atdzimsanas cikla centru.

Religiska rituala forma, ticiba pardabiskiem
spékiem, pasakam, mitologijai, lig3anas vai
varblt piebursanas motivs saistits ar raganismul.
Viduslaiku un jauno laiku Eiropa daudzas sievietes
tika apstidzetas magijas piekop3ana un uzskatitas
par raganam. Aizdomas turétas ari tika padzitas,
nogalinatas un dedzinatas uz sarta. Eiropas
raganu pravas agrinaja modernaja perioda izraisija
desmitiem ttikstoSu navju. Daudzas no burvestibas
apstdzétajam bija tautas dziednieces vai vecmates.
Feministiska kritika un makslas vésture parskata
sievietes-upura lomu un reabilité raganas télu,
apspriezot sievietém nodaritas netaisnibas
gadsimtu gaita. Sim tematam pievérsas levas
Balodes videoinstalacija ar ritualu bursanas ainu.
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Balode darba anotacija raksta: ,Lai gan Skiet, ka
videoklips piedava ainas no talas pagatnes, mées
taja redzam masdienu sievieti, kas tiek parprasta,
marginalizéta un démonizéta tapat ka senatné
raganas, tikai Sodien vinai ir cits vards: feministe.”
Sava veida bursana vai ligSana notiek arT Lienes
Mackus veidotaja instalacija “Altaris ol3tnai (Trea
diena)” (2023). Maksliniece izveidojusi auglibas
pieltgsanas kapelu, kura ka ligsanu svétbildes
izvietoti Zim&jumi ar augiem, kas zinama méra
sasaucas ar raganu zinasanam par augu pasaules
magisko spéku. Latviesu kultdras tradicija dzili
saknojas mitologija. Maksla mitologiskie stasti
tiku3i izmantoti gadsimtiem. Mitologijas shémas
var izskaidrot pasauli no gadalaikiem lidz Visuma
izcelsmei, beidzot ar dzivibu un navi, mitologija liela
meéra konstru€ ari sievietes, dzimumu un seksualitati.
Antikie miti vai paganiskie ticgjumi tiek izmantoti
arm misdienu feminisma ieskatu izpété. Raganibas
mistérijas izstadé paradas art Lidijas Auzas darba
»Raganu nakts” (1969), levas Kraules-Kinas ,Hot-
Babas” (2020-2023) un llzes Avotinas glezna
,Bezgaligais dancis” (2017).

Lilija Dinere ir no tam Latvijas maksliniecém, kas
kopS 90. gadiem regulari piedalas Bonnas SievieSu
muzeja (Frauen Museum) projektos. Glezna “Ligava”
(2016) tika eksponéta izstade, kas veltita Katarinai
fon Borai ka reformacijas laika feministisko centienu
personibai. Reformacija ir viens no pagrieziena
punktiem, kad paradas sievieSu emancipacijas
centieni. Bora no piecu gadu vecuma dzivoja klosterr,
bet 1523. gada kopa ar citam mikeném izbéga un
ieradas Vitenberga. 1525. gada kluva par reformacijas
[[dera Martina Lutera lidzgaitnieci un sievu.

(Vacija izstades veidotaji Dineres darbam deva
nosaukumu “Makenes atmoda” (,Das Erwachen der
Klosterfrau”)).

'Feministica Lettica. Sast. Cimdina A. — Riga: Zinatne. 1999.

Karls Gustavs Jungs, pétot religiskos simbolus un
mitus, pieversas arhetipiskiem seno dievieSu téliem,
kas varétu palidzét izprast un aptvert sievietes
batibu. Balstoties uz Junga interpretacijam, tika
definéts Junga Dievietes feminisms (Wehr 2017).
DaZadu dievieSu arhetipiskajas Tpasibas tika mekléta
atbilstiba misdienu sievietém. Jungianisma teorijas
nozime, bezapzinas arhetipu vizualizacija, vérsanas
pie cilveces pieredzes kratuves antikajos mitos
regulari atrodama Dineres darbos. levas, Salomes
un Judttes téli sapludinati glezna “Bibeles motivs”
(1990). Eiropas nolaupianas Ziemelu mitologijas
versija redzama darba “Vitra” (1990).

Dineres triptihs “Aizmirsta ainava”, “Vertikalais
horizonts” un “Altaris” (1998) tika radits izstadei
“Izebele — praviesa Elijas pretiniece” (Bonnas
sievieSu muzeja), kas bija veltita Vecas Deribas 1.

un 2. Kéninu gramatas aprakstitajiem notikumiem,
kuros saduras divu pretéju pasaules uzskatu cina. Tie
ir Izraélas kéniniene, Baala un Astares priesteriene
Izebele un monoteisko uzskatu paudgjs, Jahves
priesteris Elija. Maksliniece pievérsas kolizijam, kad
patriarhala vara aizliedza matriarhalo, daudzdievibu
nomainot ar monoteismu. Triptihu Dinere iesak

ar pasaules radisanas ainu, kad Universa rodas
zemes mateérija, horizonts vél nav nostajies sava
vieta, tomeér sak ieziméties formas un veidoties
arhetipi, pasaules veidoSanos parnem viriskie

spéeki un politeistisko sakotnéjo pasauli parnem
monoteistiska viena Dieva pieligsana, kura pasaulé
sievieSu dievibam vietas vairs nav.

Izstades “Tikai neraudi!” plasais darbu apkopojums
sniedz priekSstatu par feminisma temata sazarotibu,
daudzveidigo kontekstu, kas inspiréjis dazadas
makslinieces pievérsties sievietei ka galvenajam
makslas darba subjektam. Temata pétnieciba nav
viegls uzdevums, jo nav viena feminisma, pasu
feministu vida pastav dazadi atzari ar at3kirigiem
uzskatiem. Latvija feminisma makslas vesture vél
nav uzrakstita, un cerams, ka izstade “Tikai neraudi!”
sniegs ierosmes plasakai tas pétniecibai.

2100 Latvijas sievietes kultdra un politika. Sast. Cimdina, A. — Riga: Latvijas Universitate, 2008.

3Saruna Elitai Ansonei 2022. gada septembri.

4No Elitas Ansones sarunas ar Birutu Delli 2023. gada janvari.
5Sarunas Elitai Ansonei laika no 2009. lidz 2012. gadam.
¢Makslinieces komentars izstades “Tikai neraudi!” anotacija.

7Boston Women’s Health Book Collective (Our Bodies Ourselves). United States. — Boston: Simon&Schuster, 1973.
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Over the past decade, museums and exhibition
halls across the world have been paying more
attention to women-artists than ever before. The
realisation that women are absent from the art
history of earlier centuries and the necessity to re-
evaluate this established and canonised art history
was compellingly put forward by American art critic
Linda Nochlin’s 1972 article Why Have There Been
No Great Women Artists?. Her feminist analysis took
the courage to set course on a critical relationship
with the contemporary art world and art history
that had created the cult of art by “male geniuses”,
marginalising women.

Looking at the almost 120-year history of the

Latvian National Museum of Art and the proportion
of personal exhibitions by female artists against
male artists, a ratio of 20% versus 80% emerges.
Nevertheless, there are differences among historical
periods. The lowest number personal exhibitions by
women took place between 1918 and 1940 — only
three, or 5,7% from the total number of personal
exhibitions. Surprisingly, from 1945 to 1990 only
8,2% of the personal exhibitions that reached the
museum’s exhibition halls were by women artists.
Male artists had 256, while women-artists — 21.
Thus the perception that in the Latvian art scene
women have had equal opportunities to men,
especially during the Soviet period, is mistaken. Such
a perception is inherited from Soviet propaganda,
which proclaimed that gender equality already de
facto exists.

Today, male and female curators across the world
devote increased attention to women’s art. Following
the emergence of the #MeToo movement in 2017,
feministic activism gained new force, creating the
fourth wave of feminism which turned not only to the
widespread problem of sexual harassment, but also
reinvigorated women’s political, economic and social
activity. Feminism — this influential political and
intellectual force — in the 20th and 21st centuries
merges with other current socio-political processes.
Since feminism’s second wave in the 1960s, it

has branched to include ideas from philosophy,
ethnology, semiotics, social anthropology, sociology
of culture and art history among other fields. In

Latvia, the prolonged separation from Western
intellectual thought has hindered the understanding
of feminism. Feminism as a conscious academic
discipline only started to take shape here towards
the end of the 20th century. Female and male
researchers have taken up women’s history studies,
gradually also building an understanding about

the specific conditions in Eastern Europe that have
determined the formation of women’s consciousness
in the context of gender. Existence of systemic
research of questions related to feminism in Latvia
is demonstrated by the almanac Feministica Lettica,
first published in 1999, which is devoted to aspects
of feminism in Latvian culture.! The encyclopaedia
100 Latvijas sievietes kultdra un politika [100

Latvian Women in Culture and Politics] was released
in 20082 In recent decades, works that critically
interpret stereotypes about women’s role in society
are being made in Latvian art. In the preceding years
however we must rather talk about a kind of latent
feminism, or “feminism without feminists”, when
women artists dealing with the depiction of women’s
lives did not conceptualise it as a broad problematic
requiring a public discussion. Employing gender
discourse, the exhibition Don’t Cry! looks at Latvian
art from a feminist interpretation.

The exhibition’s title, Don’t Cry!, implies a prohibition
to express emotions and hence opinion. It recalls
the image cultivated during the Soviet occupation

of the heroic Soviet woman who overcomes all life’s
difficulties without complaining and subjects it to
irony. The stigma of the strong woman and Soviet
women’s misguided pride in their ability to live under
harsh conditions has hindered a critical perspective
towards everyday problems and a spirit of social
struggle, and this psychological heritage can still be
felt in Latvia today.

In the sixties, the situation in the Western world
was ripe for the second wave of feminism. Virginia
Woolf’s A Room of One’s Own (1929), Simone de
Beauvoir's The Second Sex (1949), Betty Friedan’s
The Feminine Mystique (1963) had already been
published and acquired popularity. The civil rights

movement, feminism, the heyday of counterculture,
sexual revolution and a row of political events
shook the Western world. To what extent did this
zeitgeist reach Latvia and is it possible to identify
any feminist manifestations in Latvia already in

the sixties, when this tsunami broke across the
Atlantic Ocean? Following the repressive fifties
under the communist regime, a hope for socialism
with a human face arose in Latvia in the sixties.
Despite all the efforts in the socialist camp to block
“hostile” Western ideology, information nevertheless
seeped through a variety of channels. The term
“youth culture of the 60s”, which originates from
Western cultural theory and encompasses the
hippie movement, sexual revolution, women’s
emancipation and counter-culture, also found its
expressions on the other side of the Iron Curtain.
The energy of the youth became the energy of the
entire decade. The women of the Latvian post-war
baby-boom generation are the young women of the
19605, most of whom were educated, many were
interested in literature, poetry, theatre, cinema, art,
music, they made friends with similarly-minded
young people, those running from Soviet ideology,
those wanting to learn about the world, those who
discussed the arts with the creativity and freedom
that they offered. People in Latvia also listened to
The Beatles, Bob Dylan, The Rolling Stones and read
the works of Jack Kerouac, Allen Ginsberg, Aleksandr
Solzhenitsyn. The generation photographed by Mara
BraSmane, Sarmite Kviesite and Zenta Dzividzinska,
were part of Latvian youth culture of the 1960s. In
their photos from the 1960s-70s, the camera often
focuses on their contemporaries — young, active
female intellectuals. In seeking out the right moment
to photograph, BraSmane lets her contemporaries
be just the way they are among their social circle.
We see friends spending time together in the urban
space of Riga, in the legendary cafes Putnu Darzs,
Kaza, Karlis, on visits to romantic places — walking
in cemeteries, visiting the grave of Kant, during
archaeological excavations or the celebration of
Jani. These are not housewives who spend time
cleaning and caring, or charming wives to their
husbands. Or, if they have become mothers, they

do not give up their passion for the arts (Portrait of
Ruta Kreica). An intriguing nuance worthy of feminist
analysis arises from the fact that many of the women
photographed by BraSmane had boys’ nicknames:
Mara BraSmane — Pilots, leva BraSmane — Klingers,
Tamara Dobrova — Mika, Inara Eglite — Toms, Dace
Pétersone — DZeksons, Mudite Gaisevska — Mjd,
Dace Beinarovi¢a — Langlua. Perhaps identification

with masculine personages gave greater courage,
gave rights that, in patriarchal society, belong to men
— to act freely, to make their own choices, to dare to
break societal norms?

Mara BraSmane, Sarmite Kviesite as well as Zenta
Dzividzinska were the only women who already

in the 1960s had joined the photo club Riga,
which otherwise consisted of men. Dzividzinska’s
perspective on women is untypical, even radical
for Latvian photography of the 1960s. The
photographer’s perspective did not conform to the
canon which cultivated women as aestheticised,
sexually desirable objects. In her extensive series
House Near the River (1965—1975) Dzividzinska has
gathered snapshots from a family’s everyday life in
the yard of a rural homestead. These photographs
offer a look into the private sphere, everyday life
involving children or family members, where a
woman could be seen in an intimate, unvarnished
close-up.

The photographs of these three artists lift the curtain
on the process of women’s emancipation which

was also fermenting in Latvia. Can the making of
these photographs be seen as having been inspired
by a feminist consciousness? In an interview Mara
BraSmane admitted: “I care about what is happening
to women, | have always cared!”? Consciousness-
raising, which was one of the manifestations of the
feminist movement, is a page that remains to be
researched in Latvia. What did women discuss, what
did they talk about in their “kitchen conversations”?

Anna Brigadere’s trilogy Dievs. Daba. Darbs [God.
Nature. Work] (1926) represents an example of
Latvian morality, a repository of life’s lessons for
honourable, spiritually noble and properly Latvian
girls. Those who have witnessed life in the Latvian
countryside in the 2oth century (as well as today)
could paraphrase this title as Work. Work. And
More Work. Vika Eksta has chosen Brigadere’s

God. Nature. Work as the title for a series of staged
photographs. She tries on the life of the owner of an
abandoned rural homestead. The woman settles into
rural life — she carries buckets of water, tends to her
child, mends and sorts clothes, does other ordinary
and physically demanding tasks. These arranged
scenes are dominated by a claustrophobic sense
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of isolation, this double solitude — the woman and
the house — is characterised by monotonous work,
there is no contact with other people or the outside
world. The mood created in Eksta’s photographs is
reminiscent of Belgian director Chantal Akerman’s
films in which she deals with women’s experiences
of home life. The patient, distanced depiction of the
repetitive everyday life of a housewife in her 1975
work Jeanne Dielman, 23 quai du Commerce, 1080
Bruxelles has parallels with Eksta’s work in the way
women appear exiled in their own homes with no
chance of change.

This turn to women’s household chores as a

subject of feminist criticism took place in Western
art in the 1970s. Many women felt frustrated with
their domestic life. Western women-artists started
seeing the home critically — as a site of separation,
depression, boredom and endless work (Tobin, 2018,
96).

Under socialism, women were employed in official
work and at the same time the family still followed

a patriarchal model with traditional separation of
gender roles. Many husbands drank heavily and were
violent. If Western women wanted to escape from the
trap of the housewife, the Soviet woman “had the
privilege” to do two full-time jobs — official work and
housework. The Soviet state was preparing women-
heroes. In socialist realist art (an effective instrument
of Soviet propaganda) there was a cult of the Soviet
individual as hero. The Soviet hero is characterised
by a strong will, noble moral qualities, triumph over
difficulties, rejection of subjective emotions. This
propaganda penetrated into the consciousness of
Soviet women while their diligence brought them
fame. This pride of the woman who survived under
Soviet conditions remains alive. A demythologisation
of the “poetry” of women’s occupations appeared
forcefully in Latvian art through Inta Ruka’s series
People | Know, which she began in the 1980s.
Through her anthropological interest about

people living in the countryside, Ruka turned to

the residents of the environs of Balvi. Before her,

no one in Latvian art had so consistently devoted
attention to women who “simply” live at home, tend
animals, fields, gardens and care for their families.
It had not been considered a narrative worthy of a
work of art, the camera of male photographers was
instead directed towards actresses, artists, writers.
Ruka’s realist gaze focused on faces that once were
beautiful but had become harsh. The rural woman
does not smile, she has not time, there is always
work to be done. By the 1980s, the idealisation of
rural life, which was cultivated by the wave of new

landowners during the Ulmanis period, or the cult

of heroes of labour demanded by Socialism, had
collapsed. The faces display acceptance of life, a kind
of existential resignation. Ruka approaches these
rural women delicately, she takes their photographs
with love and respect. We are facing individuals who
had never been seen from this perspective before.

In the late 19905, Ruka brought social context into
this series by accompanying the photographs with
laconic episodes from her subjects’ life stories.

The home can also be a place of creativity. That

is what Virginia Woolf reflected upon in her essay

A Room of One’s Own. The writer needs a small
amount of money and a room of her own in order to
be able to create (Woolf, 1977). To be with herself,
her reflections and spiritual efforts. Maija KurSeva
has built such a “room of one’s own” through her
installation Checkered Order (2016). Itis a scene
from the studio — a desk, a computer, a printer and
the artist herself moving between these things in an
animated drawing. It might seem that the artist is
doing nothing. She sits, stands up, moves from one
place to another. In her room she “simply creates”
and this process demands mental effort, time,
professional skills which, taken together, represent
WORK.

Artist duo Skuja Braden also present the creative
spirit of “a room of one’s own” as the site of

their way of life and spiritual practice. The
phantasmagorical porcelain panel, which was part
of the installation Selling Water by the River at La
Biennale di Venezia in 2022, is shaped as the artists’
bed enveloped in the element of water. Water is used
as a symbol that is common to all living beings and
is the origin of life. This is a rich mythological scene,
in which the artists themselves float. Levitating with
them is their beloved dog, a tree bearing tempting
fruits, exotic fishes, medusas, a snake, seashells,
water lilies, Buddha figurines, skulls. The surreal
scene expands beyond the panel, with multi-part
objects also stretching into space. Among this mix
of everyday life, philosophic positions, spiritual
interests (the artists refer to Buddhist ideas about
the changeable manifestations of existence), fantasy
and humour, realised using kitsch stylistics, there is
also space for two women’s intimate life and erotic
details, manifested through confrontation with

the prejudices of Latvia’s homophobic society. In
their porcelain installations Skuja Braden include
everything that they find appealing in some way,
presenting their home/life as a gesamtkunstwerk
that is experienced by women who are partners in
both life and art.

Why does feminism even deal with women’s work?
Perhaps work is something undeniably objective,
quantitatively measurable through which to look at
the relationships with the world? Today’s women
work hard, often in difficult circumstances, and
that unites a large part of them. The idea about
women’s exploitation and oppression in relation

to their household duties as well as in paid labour
comes from Marxism. The claim is based on a
Marxist understanding of economic inequality.

It is held that this is a consequence of women’s
unequal position in the labour market and at home
(Ferguson, Hennessy, 2010). It was further developed
by socialist feminism — household chores, childcare
and marriage are the ways in which the patriarchal
system exploits women without adequately
acknowledging them or their work. Socialist
feminism sought far-reaching changes in the entire
society. The second wave of feminism has achieved
considerable progress in this regard, yet today’s
economic context in Latvia still makes it possible
to speak about women as unpaid or cheap labour
in carework, household, the service sector and
professions related to the humanities.

Writing about motherhood as a cultural construct,
feminist researcher Jana Kukaine has studied the
various interpretations of women’s genealogy.
Describing psychoanalytic and sociological research
— the diverse approaches of Sigmund Freud, Helen
Deitch, Simone de Beauvoir, Nancy Chodorow, Alison
Stone, she remarks that all of them share “the same
motif: the mother-daughter relationship is complex®
(Kukaine, 2016, 170).

Genealogic links form already since infancy, women’s
perceptions are rooted in psychic structures and

the relationships established during childhood

are being repeated. Women recognise it yet are
unable to avoid them. Representatives of feminist
psychoanalysis sought to change early childhood
experiences and relationships in the family as well as
the linguistic models which make daughters repeat
the relationship models inherited from their mothers.

The genealogical line of women repeatedly appears
in the works of Latvian women-artists, pointing

to these bonds. The artists demonstrate both
attachment to and dependency from their mothers.
In her cycle of six screenprints Mother’s Line |-VI
(2014) Maija Kurseva presents portraits of the
women of her family — her own, followed by her
mother’s, her grandmother’s, great-grandmother’s
and so on reaching six generations deep. The
features of the oldest matrilineal ancestors have
been lost — one face is blocked by a thick mane of
pleated hair, while the oldest female ancestor has
empty eye sockets and her head is adorned with
ethnographic jewellery. The two oldest images show
a surreal archetypicallity, something which cannot
be defined, which exists in the field of collective
subconscious. In her essay A Room of One’s Own,
Virginia Woolf says that: “(..) a woman writing thinks
back through her mothers.” (Woolf, 1977, 105). In her
painting FLASHBACK Il (2012), Liga Purmale likewise
places next to her self-portrait a small photograph
from early 20th century showing her grandmother
looking into the camera. The generation whose
childhood in Latvia took place several decades
after World War Il, often grew up with their
grandmothers, since their mothers had to work.
These grandmothers extended the preservation of
the models inherited from the past. In exchanging
reflections with women of my own generation,
whose childhood passed in the 1960s-70s, | can
conclude that many of us indeed were brought up
by our grannies and that we are looking for answers
regarding our lives in the psychological structures
of the past. Relationship models based on habit

as well as stereotypes, virtues are passed on to
daughters from grandmothers and mothers. In
terms of complexity of relationships, daughters are
not necessarily grateful for this heritage, which may
also be full of difficult experiences and matters left
undiscussed, and it is impossible to break free from
them.

In her video work Family Portrait (begun in 2013),
Diana Tamane films the women of her family —
herself, her mother, her grandmother and her
great-grandmother. The work was begun in 2013
and is ongoing. When they all gather, the artist
seats her genealogical predecessors in a row

on a sofa, sits down next to them and films a
continuous, motionless being-together. They sit in
silence. Is it the acceptance of life, keeping their
problems to themselves, suppression of emotions or
absolute mutual understanding in which words are
unnecessary, or, perhaps, a combination of all these
elements?
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In her work Nobody Said Nothing (2015), Rasa Sulca,
who systematically deals with the psychological
states of women in her painting, also highlights
non-verbal communication. The artist points out
that: “Togetherness speaks for itself. Women are
connected by an invisible, intimate and personal
bond. Undefinable yet strong, running through
generations, through memories, thoughts, touches.
Bonds, consisting of the warmth and fragility of
women’s relationships, the tension of fleeting
emotions. Bonds that are neither static, nor polished
and even, but still in the process of becoming,
eliciting the impulse to constantly continue
searching. Continue, because there is something that
still remains to be found.” The subject of “women’s
sisterhood” is also highlighted by Katrina Neiburga.
In her video installation Memory of Things (2012),

in contrast to the above-mentioned works, silence

is replaced by active communication. Neiburga

lets the viewer listen to private recollections and
observe the shared daily rituals of the women of

her family — in talking and cooking, smoking and
even doing pedicure. The artist, her mother, the
writer Andra Neiburga, and her grandmother, Astrida
Neiburga, reveal the experience of being together,
with the value of relationships of the family’s women
becomes clear through their closeness and mutual
understanding.

Majority of women become mothers. Motherhood

is the counterpoint in questions regarding women’s
rights, equality and discrimination.

Feminist discourse approaches the condition of
being a mother analytically. The experiences of
motherhood and its philosophical interpretations
have been analysed by Jana Kukaine in her book
Dailas mates [Lovely Mothers] (Kukaine, 2016),
which provides a deeper understanding of the
corporeal aspects of motherhood. The idealised form
of representation of motherhood — a madonna with
a child —is being altered in feminist art. In reflecting
on the experience of motherhood, it is shown as

a corporeal reality which also includes complex
relationships with children — cares and worries,
tiredness and sadness, despair and even irritation.

The subject of motherhood is frequently represented
in Latvian art. Three of the exhibition’s works
interpret the scene of the annunciation of Mary, and
all of these works are dominated by an atmosphere
of fear and apprehension. In Lilija Dinere’s painting
Annunciation (1990) a (fate’s) hand from the sky has

painfully grabbed Virgin Mary by her hair. leva Iltnere
paints her scene of the Annunciation of Mary, Mary,
Thou Art with Child! (2002) as a dreadful, ghostly
vision, while in Zenta Dzividzinska’s photomontage
Strawberry Field | (1971) the woman is threatened

by a gigantic bird of prey, which, being a winged
creature, is both the bringer of the message and an
embodiment of fear and doubt.

Latvian art includes a row of typical paintings of
motherhood that show harmonious mums with their
babies, yet even entirely traditional compositions
sometimes reveal everyday concerns that bring

more realism to this subject. About her painting
Self-portrait with a Child (1970), Biruta Delle says
that in the early 1970s the Artists Union of Latvia had
taken this work to Moscow for it to be included in a
larger all-union exhibition. Yet the work had not been
exhibited because it was found to be too gloomy.
“Here | am wearing a fur coat. Our apartment was
without any amenities, and it was very cold. But |
have to paint! | put the child on my arm, and paint.”
In her work By the Window (1981), artist Laima Eglite
paints a scene of tiredness and lack of sleep with the
infant on her lap.

The physical aspects and emotional affects of the
experience of carrying and giving birth to a child
are showed in the exhibition by Rasa Jansone,
Aija Zarina and Daina Dagnija, who employ the
expressive language of the naked body.

Woman and Child (1985), a work from Zarina’s early
period, is the artist’s self-portrait with her new-born
daughter. The naked figure of the young mother
holding the tiny bundle of the infant in her hands
stands in front of the viewer, her eyes wide from fear
and uncertainty, the transformations wrought on the
body by pregnancy are underlined, the humiliating
conditions of Soviet maternity wards are suggested
by the facemask, while women who have given birth
in the 1980s will also recall other inhumane rules
and conditions in Soviet hospitals.

Daina Dagnija has captured the affective experience
of a mother in the emblematically conceived
painting The Scream (ca 1986). With a variant of this
painting printed on a poster, Dagnija can be seen in
a photograph participating in the Women’s Caucus
for Art demonstration in New York in 1986 (Ansone,
2021). In conversations Dagnija often shared her
experience of being a divorced immigrant mother in
the United States in the 19605s-80s, underlining the
complexity of woman’s emotional, professional and
financial situation.>

Yet women do not always want or are able to
become mothers. Feminism also includes the
question of reproductive rights, which is part of
human rights. Every woman has the right to make
decisions about her body, including, on becoming
or not becoming a mother. These choices are closely
linked to physical, mental and social wellbeing.
Métra Saberova uses choices regarding her own
body as material in her art. At the age of twenty-four
she had tubal ligation surgery in Thailand while in
2016 she underwent hymen reconstruction surgery.
Her experiences have become a public platform from
which to talk about political and social questions
that concern women as well as LGBTQ+ rights. In her
painting /s This Not a Woman? (2015/2022-2023)
Saberova appropriates Belgian surrealist René
Magritte’s work The Treachery of Images (1929) that
shows a pipe while the text below announces Ceci
n’est pas une pipe (this is not a pipe). Saberova
paints her naked body inside a pipe and asks: “Is
this not a woman?”. Magritte pointed out that the
representation of a thing is not the same as the thing
itself. Saberova asks whether, in the eyes of society,
her choices make her into something other than a
woman.

In 2006, Anda Magone began her photo series Twins
(2006—2022). Upon meeting her friend who lives in
Germany, they photographed themselves naked, in
order to record how their skin ages over the years
and how they themselves change. Over sixteen
years the series has developed into a story of two
different bodily experiences. Anda survived breast
cancer while her friend has become a non-binary
individual: “We changed names and surnames, we
got divorced and married, we gave birth to children;
one of us moved to a metropolis, the other to the
countryside; over this period, we fell in love as well
as experienced fear of death. We received hormonal
therapy — either voluntarily or as part of treatment.
There were experiments with gender identity and a
breast cancer was defeated”, writes Anda®.

Feminist texts have to great extent directed women’s
attention to themselves. Already in the 1970s,

books appeared dealing with women’s sexuality,
reproductive health, contraception and menopause.
An important role was played by the health book

published in the USA in 1973 by the Boston Women'’s
Health Book Collective (Our Bodies, Ourselves) 7. It
urged and encouraged women to take control over
their bodies. With her group of plasticine figurines,
The Naked Gun: Nine Exercises in Feminist Discourse
(2016), Elina Braslina has created an animated story
about a woman reflecting on her body. Braslina’s
“theoretically grounded self-reflection” looks for
answers in feminist “required reading”, which is

a useful guide to give women the opportunity to
recognise and choose their feelings and needs
regarding their own bodies.

An important role in the second wave of feminism
was played by 1968, when New York’s radical
women’s groups — activists from civil rights, the new
left and anti-war movements — organised protest
demonstrations against Miss America pageant in
Atlantic City. In the letter to the mayor of Atlantic City
requesting permission to hold the demonstration
poet Robin Morgan wrote: “The purpose of the
demonstration is to protest the Miss America
Pageant in Atlantic City, which projects an image of
women that many American women find unfortunate:
the emphasis being on body rather than brains, on
youth rather than maturity, and on commercialism
rather than humanity”8. Posters and slogans No
Miss America, Freedom Trash Can for disposing of
“instruments for the torture of women” — beauty
products, bras and high-heel shoes, Cosmopolitan
and Playboy magazines, as well as a performance

of a coronation of a sheep drew the attention of the
media and the public. The then-mayor’s statement
that a woman’s power lies neither in her intellect
nor economic contribution but in her attractiveness
also caused feminist outrage. Daina Dagnija’s
painting Miss America 1922 (1969), which shows four
finalists from the first pageant, was made under the
impression of these protest demonstrations.

Virginia Woolf’s objection that women’s mental
capacity is not highly regarded in society, Simone

de Beauvoir’s existential, all-encompassing desire
for freedom, Betty Friedan’s struggle against the
hegemonic sexism in the lives of American women in
the middle of the 20th century — all of these were an
enormous contribution to the formation of women’s
consciousness as well as the fermentation and
implementation of changes. In the binary model of
gender relations, a woman acquires value depending
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on her physical beauty and attractiveness for a man,
she is subordinate, sexually submissive, tender

and quiet, yet women increasingly chose to search
for self-realisation outside their allocated roles, to
become writers, philosophers, artists, scientists and
representatives of many other professions.

Yet even in the 21st century stereotypes of “what a
real woman must be like” continue to exist. Women
waste a lot of time and energy to conform to the
demands of societal stereotypes and the fashion
industry. Toxic femininity (Weber, 2019, pp. 202,
206-7) and the shallowly-defined woman’s worth
that depends only on physical attractiveness is
played out in Métra Saberova’s performance Pimpin’
Yo Mama Crib (2015), where a young mother washes
a pram, attempting at the same time to be erotically
provocative, shows off her body, soaps herself

and, alongside her function of a nurturing mother,
tries to be sexy. In Kristiana Dimitere’s works,

female characters are often consumed by longing
and sadness. Mary of Egypt (2009) is one of her
somewhat grotesquely depicted, solitary creatures
endowed with stereotypically feminine bodies, who
spend their lives waiting for the arrival of a man as a
promise of true happiness. This manner of thinking
as the main guaranty of a fulfilled life in fact ruins the
lives of countless women, bringing sadness about
their inability to reach the standard of a proper
woman.

Feminist philosopher Judith Butler wrote: “ (..) gender
is a kind of persistent impersonation” (Butler 1999,
xxviii). We are surrounded by roles that are played
out in social reality. In her work Tyqu kak ntoou
[Clouds as People] (2019), Vika Eksta performs a
farce with her character of the Eastern European
woman “unspoilt by feminism”, who imitates the
stereotypically feminine behaviour cultivated by
popular culture. The blonde Natasha stages her
performance in a housing estate, accompanied by
the song Tyqu kak nodu from the late-1990s Russian
pop band /vanushki International, mimicking learned
provocative postures and movements.

To investigate peoples’ behavioural models, Katrina
Neiburga briefly became a taxi driver. Filmed with

a hidden camera, her conversations with male
passengers were used in her video work Traffic
(2003). The conversations during the trips were
motivated by anthropological curiosity, while the
communication with men reveals the necessity

of maintaining a professional distance in order to
rebuff their advances. In the second part of the

film, Neiburga interviews women who work in this
profession in their daily lives. It can be seen, that
the roles and professions allocated to genders in
early 21st century Latvia are not rigid, yet at the
same time the concerns are repeatedly raised in the
conversations about a physical or ethical threats to
the female taxi driver.

A strict separation of gender roles is characteristic
of a binary society. Aija Zarina’s diptych He and She
(1986) is conceived as a pictogram of such a society.
The female and male figures are each painted on

a separate plane, with strong outlines and black-
white-red contrasts. In this work, Zarina has depicted
tension. Both figures are similar. The 20th century
has brought women the opportunity to become
much more independent and self-sufficient, and to
experience equal positions of power which, owing
to gender stereotypes, had been impossible for
centuries. Zarina’s art of the late 1980s is dominated
by female-male relationships under a clear binary
model, with the artist using visual means to create in
these works symbols of love, violence, passion and
tenderness. The complexity of relationships, which
carry many emotional affects, also appears in the
exhibition in several works by Heléna Heinrihsone.

Alongside Linda Nochlin’s rhetorical question

“Why Have There Been No Great Women Artists?”
the women’s liberation movement put forward
another question: “Is there such a thing as definably
feminine aesthetic?”. It turned out that defining a
feminist aesthetic is problematic. Nevertheless, Judy
Chicago and Miriam Shapiro remarked that there
are images in women’s art whose folded forms
resemble vaginas, which they called the ‘central
core’ of feminist art (Chicago, Shapiro 1972). In the
19605-80s these artists, alongside Hannah Wilke,
Carolee Schneemann and others, experimented
with these shapes in order to underline women’s
difference, their sensations and feelings, and their
aim was political.

In Latvian art, this iconography of the central core is
used by Skuja Braden in their porcelain objects and
Sabine Vernere in her Indian ink paintings. Vernere

began making these forms from anthropomorphic
elements, gathering them into humanoid forms

that increasingly began, from an iconographical
perspective, to resemble the folds of vaginas. The
comparison of natural forms, especially flowers, with
female genitalia is widespread in art, and here it is,
of course, necessary to refer to the oeuvre of Georgia
O’Keeffe. In the description of her painting Flaming,
Heléna Heinrihsone points out: “An accurate study of
a rose is erotic. A clear, anatomical structure that is
so similar to the human body!” Depictions of female
sexuality and the central core in art often merge
with, seamlessly transform into or are conceptually
linked to forms of nature. The idea of a woman’s
proximity to nature builds a link to ecofeminism.
Admittedly, this comparison of women to nature

has been questioned by feminists themselves as an
association that comes from patriarchal ideology.

Today there are several manifestations of
ecofeminism. From the green environmental activist
movement in the 1970s to posthumanism, which
deals with human relationships with animals and
nature. Posthumanism calls for the abolition of
anthropocentrism and for us to stop considering
ourselves superior and accept our being part of
nature. In a posthumanist spirit, Linda BolSakova
has produced a futuristic virtual work, Semina futuri
(Seed of the Future). The seed of the rare Latvian
orchid species, Cypripedium calceolus, blossoms
into a woman, from the shape of the “central core”
the woman turns into a flower. The seed is the result
of pollution and genetic modifications through dark
ecology (Morton, 2016), namely, the conditions
arising from the ecological crisis. It blossoms in
abandoned biotopes that are nevertheless rich

in their diversity. The work invites reflection on
green policy, gene engineering, pollution, the
possibility of survival and adaptation of species.
The series Semina futuri speculates about the
possible coexistence of human and plant life and the
emergence of interspieces.

Originally, ecofeminism started to develop as a
branch of the feminist movement in the 1970s. This
movement in essence is a hybrid of feminism and
the green movement. These parallels include but are
not limited to the fact that patriarchal society sees
both women and nature as property, as well as the
dominance of men over women and of humans over
nature. Environmental problems are caused by the
ruling, profit-driven male society, which is unable to
set other global priorities oriented towards caring

for nature and all living creatures. On 22 April 1970,
environmental activists held the first ever Earth Day,
which set off a new global ecological movement.
Influenced by the impressive manifestation in New
York, Dagnija created the work Earth Day (1971), in
which she painted a mother and child wearing gas
masks.

Beginning from the 1970s, an ecofeminist trend

in Dagnija’s art has been gaining conviction. The
woman as nature itself — creator and nurturer — is
depicted in Daina Dagnija’s cycle of twelve paintings
Woman and Cow (1982—1985). In feminism,
humanity’s cruel and exploitative relationship to
nature is compared to the attempts at excessive
regulation of women. The cycle Woman and Cow
marks a turning point in Dagnija’s art from the
context of cultural, political and social events in the
works of the 1960s—70s to the depiction of woman
in connection with nature and mythology. In the
mid-1980s, emblematic image of a woman appeared
in her art, manifesting the emotional affects of
motherhood and using iconography to highlight
the uterus, breasts, menstrual cycle, increasingly
moving towards the discourse of spiritual or cultural
ecofeminism. Carolyn Merchant refers to spiritual
ecofeminism as “cultural ecofeminism”, in which,
according to her, cultural ecofeminism “celebrates
the relationship between women and nature
through the revival of ancient rituals centered on
goddess worship, the moon, animals, and the female
reproductive system.” (Merchant, 2005, 193—221)
Nature, ancient rituals and woman as part of them
were later developed in Dagnija’s extensive cycles
Ancestor Lakes (1987—-1995), Creation and Evolution
(1985—2013), Forces of Nature (1996—2013), which
also manifest the artist’s conviction that Earth

is alive and all creatures and processes on it are
related in a holistic system.

American author and ecofeminist Charlene Spretnak
has proposed dividing ecofeminist movements

in three categories: one of them is connected

to research of nature-based religions, the other

two — with history of political theories, history and
environmental protection (Spretnak, 1990).

One of feminism’s struggles, to establish women’s
history as the missing part of history in general by
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taking a look at the past from a woman’s perspective
and pointing out that, next to history (his-story), her-
story should also be written, served as an inspiration
to take a look at ancient history. In 1974, Lithuanian-
American archaeologist and anthropologist Marija
Gimbutiené’s study The Goddesses and Gods of

Old Europe, 7000 to 3500 BC: Myths, Legends and
Cult Images was released. Her research was based
on extensive archaeological material. Gimbutiené
lead excavations in South-Eastern Europe, studied
hundreds of found objects, including female
figurines, and concluded that in prehistoric Europe
there was a civilisation that worshiped female
deities. These were related to fertility, soil, death and
rebirth. The publication analysed civilisation before
patriarchy. Gimbutiené’s discoveries served as an
inspiration for a branch of feminism known as the
Goddess Movement, which highlighted woman’s
fertility (Venus of Willendorf), strong connection to
her body, the earth and nature. In their works, artists
included symbols of fertility — the belly, uterus,
navel, breasts. Dagnija placed these forms in the
compositions of her mandalas, showing the belly of
a woman as the centre of the world’s cycle of birth,
death and rebirth.

The form of a religious ritual, belief in supernatural
forces, fairy-tales, mythology, the motif of the
prayer or even magic is related to witchcraft. In the
Europe of the Middle Ages and early modern period
many women were accused of practicing magic

and considered to be witches. The suspects were
banished, killed or burned at the stake. European
which-hunts in the early modern period caused tens
of thousands of deaths. Many of those accused of
practicing magic were folk healers and midwives.
Feminist criticism and art history revisits the role of
the woman-as-victim and rehabilitates the character
of the witch, discussing the injustices inflicted on
women over the centuries. This subject is taken

up in leva Balode’s video installation showing a
scene of ritual magic. In the annotation of her work
Balode writes: “Although it may seem the clip shows
scenes from the distant past, what we see is a
contemporary woman who is being misunderstood,
marginalised and demonised like witches in the

old times, only today she has a different name:
feminist.” A kind of magic or prayer also takes place
in Liene Mackus’ installation Altar to the Egg (2023).
The artist has made a chapel for fertility worship
where drawings of plants are arranged like icons

for prayers, also echoing witches’ knowledge of the
magic power found in the world of plants. Latvian

cultural tradition is deeply rooted in mythology.
Mythological tales have been represented in art for
centuries. Mythological schemes can be used to
explain the world, from the seasons and the origin of
the Universe to life and death, and mythology also,
to a large extent, constructs women, gender and
sexuality. Ancient myths and pagan beliefs are also
used in studying the perspectives of contemporary
feminism. The mysteries of witchcraft also appear

in the exhibition in Lidija Auza’s work Night of the
Witches (1969), levas Kraule-Kiina’s Hot-Babas
(2020—2023) and llze Avotina’s painting The Endless
Dance (2017).

Lilija Dinere is among those Latvian artists who since
the 1990s have regularly taken part in the projects
of the Frauen Museum in Bonn. Her painting Fiancée
(2016) was included in the exhibition dedicated to
Katharina von Bora, a key figure in feminist struggles
at the time of the Reformation. The Reformation

is one of the turning points, in the endeavours
towards women’s emancipation. From the age of
five, Bora had been living in a convent, but in 1523,
together with other nuns, she escaped and arrived
in Wittenberg. In 1525, she became a collaborator
and wife to the leader of the Reformation, Martin
Luther. (In Germany, the exhibition’s organisers gave
Dinere’s work the title Das Erwachen der Klosterfrau
[The Awakening of the Nun].

In his research of religious symbols and myths, Carl
Gustav Jung turned to archetypal ancient female
deities, which could be of help in understanding
and mapping the essence of a woman. Based

on Jung’s interpretations, Jungian Goddess
Feminism was defined (Wehr, 2017). The archetypal
characteristics of different goddesses were scoured
for correspondences to contemporary women.

The significance of Jung’s theory, the visualisation
of unconscious archetypes which draws on the
repository of humanity’s experience in the ancient
myths, regularly appears in Dinere’s works. The
characters of Eve, Salome and Judith are fused
together in the painting Biblical Motif (1990). A
version of the Rape of Europa from the perspective
of Nordic mythology can be seen in the work Vitra

(1990).

Dinere’s triptych Forgotten Landscape, The Vertical
Horizon and Altar (1998) was created for the
exhibition Jezebel — Opponent of Prophet Elijah
(“Isebel — Die Gegenspielerin des Propheten Elia” at
the Frauen Museum in Bonn), which was dedicated
to the events described in the Old Testament in 1 and

2 Kings, in which two opposing worldviews clash.
These are Queen Jezebel of Israel, the priestess of
Baal and Astarte, and Elijah, priest of Jehovah and
adherent to monotheist views. The artist draws
attention to the collisions that take place when

the patriarchal powers prohibited the matriarchal,
replacing polytheism with monotheism. Dinere
starts her triptych with a scene of the creation,

when earth’s matter appears in the Universe and
the horizon is yet to settle in its place, yet forms are
beginning to take shape and archetypes form, the
formation of the world is subsumed by masculine
forces and what was originally a polytheistic world is
succeeded by the worship of a single monotheistic
God, in whose world female deities no longer have a
place.

The broad selection of works gathered in the
exhibition Don’t Cry! gives an overview of the
heterogeneity of the subject of feminism, its diverse
contexts, which have inspired different artists to
turn to women as the main subject of their works
of art. Research of this subject is not an easy task,
since there is no single feminism and even among
feminists themselves there are different branches
with divergent views. The history of feminist art in
Latvia is yet to be written and it is hoped that the
exhibition Don’t Cry! will prove to be an inspiration
for its more extensive study.

*Feministica Lettica. Sast. Cimdina A. — Riga: Zinatne. 1999.

2100 Latvijas sievietes kultara un politika, sast. Cimdina, A. — Riga: Latvijas universitate, 2008.
3In interview with Elita Ansone in September 2022.

4From Elita Ansone’s conversation with Biruta Delle in January 2023.

5In conversations with Elita Ansone over the period from 2009 to 2012.

5The artist’s commentary for the annotation of the exhibition Don’t Cry!

7Boston Women'’s Health Book Collective (Our Bodies Ourselves). United States. — Boston: Simon&Schuster, 1973.
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Mara Brasmane

leva BraSmane un Dzintra Kocina, 1982
Tintes druka / Inkjet print, 40 x 40 cm
Autores Tpasums / Courtesy of the artist
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Maras BraSmanes un Sarmites Kviesites
1965.-1982. gada fotografiju kolaza
izstadei “Tikai neraudi!”

1965 — 1982 photo collage of Mara
BraSmane and Sarmite Kviesite for the
exhibition Dont Cry!
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Mara Brasmane

Mudite GaiSevska

Ap 1965-1966 / ca. 1965-1966

Tintes druka / Inkjet print, 57 x 37 cm
Autores Tpasums / Courtesy of the artist
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Sarmite Kviesite

”

Teatra kostimu maksliniece Baiba Puzinas un Arnolds Plaudis. “Véja
Theater Costume Designer Baiba Puzinas and Arnolds Plaudis, 1965
Tintes druka / Inkjet print, 38 x 58 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

» 1970

Kimele

ara

/ Director M

Tintes druka / Inkjet print, 53 x 35 cm

D

ReZisore Mara Kimele

Autores TpaSums / Courtesy of the artist
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Mara Brasmane

Maksliniece Ruta Kreica, Augustins Delle, x, Luba, x,
Tonija Pudane / Artist Ruta Kreica, Augustins Delle,
X, Luba, x, Tonija Pudane, 1971

Tintes druka / Inkjet print, 36 x 55 cm

Autores Tpasums / Courtesy of the artist

Maija Tabaka

Sievietes / Women, 1974
Audekls, ella / Oil on canvas, 185 x 210 cm
LNMM / LNMA

43



Sandra Krastina

Veltijums / Dedication, 1986
Audekls, ella / Oil on canvas, 200 x 150 cm
LNMM / LNMA
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Liga Purmale

FLASHBACK Il, 2012
Audekls, ella / Oil on canvas, 140 x 100 cm
Zuzanu kolekcija / Zuzans Collection




Maija Kurseva

Mates linija I-VI / Mother’s Line |-VI, 2014
Sietspiede / Silkscreen, 59,5 X 42,5 cm
LNMM / LNMA

49



50

&R



“Ir labi dzivot laukos. Paskaties, ka pa pilsetu
iet. Cik huliganu! Tie jaunie tak negrib stradat
ka mes sava laika. Dazas ziemas sniegs meza
bija tik dzils, ka zirgi negaja. Sakravam vezuma
balkus. Un vilkam pasi.”

“It's so good to live in the countryside. Look at
the goings-on in the city! So many hooligans,
so much crime! It's because the young ones
nowdays surely don’t want to work as we did in
our time, when snow in the forest was so deep
some years that you couldn’t use horses. Then
we loaded the logs on carts and dragged them
ourselves.”

Tekla Bulina

Inta Ruka

Tekla Bulina. No sérijas “Mani lauku laudis”

Tekla Bulina. From the series “People | Know”, 1984
Sudraba Zelatina kopija / Silver gelatin print, 35,7 x 34,1 cm
LNMM / LNMA

53



54

“Es stradaju par slaucéju Recu ferma netalu no
majam. Ferma simtu divdesmit govis, man bija
jaripejas par trisdesmit. Celos cetros, gaju uz
fermu, slaucu. Jau sesSos govis dzina ganos. Vakara
slaucu velreiz. Ziema darba bija vairak. Uajadzeja
vel salikt sienu, saknes, miltus govim. Zootehniki
parbaudija, ka lopi tiek kopti. Tagad es jau pensija.”

“l used to work as a milkmaid at the Reci farm not
far from home. There were one hundred and twenty
cows at the farm, | had to look after thirty. | woke
up at four, went to the farm, milked them. Already
at six the cows were driven to the pasture. In the
evening | milked them again. In the winter there
was more work. We also had to put hay, roots, flour
for the cows. Livestock specialists checked how the
cattle were kept. Now | am already retired.”

Matrjona Vasiljeva

Inta Ruka

Matrjona Vasiljeva. No sérijas “Mani lauku laudis”
Matrjona Vasiljeva. From the series “People | know”, 1986
Sudraba Zelatina kopija / Silver gelatin print, 39 x 37,5 cm
LNMM / LNMA
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Vika Eksta

No sérijas “Dievs. Daba. Darbs”

From the series “God. Nature. Work”, 2013-2015
Arhiva papirs, pigmenta tintes druka / Colour
inkjet print on archival paper, 45 x 45 cm

LNMM / LNMA
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Evelina Dei¢cmane

Zupas &daja / The Soup Eater, 2007
Video, 28:05 min

Skana / Sound: Jasmine Guffond
Autores TpaSums / Courtesy of the artist

Sarmite Kviesite

PiRara kundze atgaka! no izsatljuma Sibirija
“Mrs Pipara back from exile in Siberia; 1968
Tintes druka / Inkjet.print, 40.x 52 cm
Autores Tpasums / Geurtesy of the artist
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Sarmite Kuiesite

Pareizticiga / The Orthodox, 1972 g
Sudraba’Zelafl ifa"/ S.ilte‘r.ﬁelatin copy, 11,6 X 9,
LNMM /LNMA « & :

-

Krista Dzudzilo

Skaidriba / Clarity, 2015
Video, 3:11 min
LNMM / LNMA



Rasa Sulca

Neviens neko neteica

Nobody Said Nothing, 2015

Audekls, ella / Oil on canvas, 177 x 270 cm
Autores ipaSums / Courtesy of the artist




Diana Tamane

Gimenes portrets / Family Portrait

lesakts / Started in 2013, Video, 21:32 min

Autores Tpasums / Courtesy of the artist
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Zenta Dzividzinska

Zemenu lauks | / Strawberry Field |, 1971
Sudraba Zelatina kopija / Silver gelatin
print, 56,7 x 42,7 cm

LNMM / LNMA

leva lltnere

Marija, Tev biis bérns!

Mary, Thou Art with Child!, 2002

Audekls, ella / Oil on canvas, 140 x 190 cm
LNMM / LNMA

67



68

Rija Zarina

Sieviete un bérns / Woman and Child, 1985
Kartons, ella / Oil on cardboard, 134 x 48 cm
Zuzanu kolekcija / Zuzans Collection

Daila Rotbaha

Laimes reZims / Happiness Schedule, 1983

16 mm, 8:00 min

Latvijas Nacionala arhiva Latvijas Valsts kinofotofonodokumentu arhivs
Latvian State Archive of Audiovisual Documents,

National Archives of Latvia
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Rasa Jansone

Laba roka V. No sérijas “Laba roka”

Right Hand V. From the series “Right Hand”, 2019
Audekls, ella / Oil on canvas, 250 x 180 cm
LNMM / LNMA
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lenta Dzividzinska

No sérijas “Maja upes krasta” / From the series “House Near the River”, 1968
Sudraba Zelatina kopija / Silver gelatin print, 31,94 x 25,13 ¢cm, 15 x 16,3 cm,
15X 21,18 €M, 15 X 20,93 €M, 15 X 17,59 €M

LNMM / LNMA




74

leva Epnere

No sérijas ‘““Mammas” / From the series “Moms”, 2011-2012
Arhiva papirs, pigmenta tintes druka
Pigment inkjet print on archival paper, 60 x 40 cm Biruta DE"C

Autores Tpasums / Courtesy of the artist
Pasportrets ar bérnu / Self-portrait with a Child, 1970

Audekls, ella / Oil on canvas, 100 x 80 cm
LNMM / LNMA
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Zenta Dzividzinska

Laime. Maksliniece Laima Eglite

Happiness. Artist Laima Eglite, 1968

Sudraba Zelatina kopija / Silver gelatin print, 18 x 24 cm
LNMM / LNMA

Laima Eglite

Pie loga / By the Window, 1981
Kartons, ella / Oil on cardboard, 87 x71 cm
LNMM / LNMA
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Pamela Malone un Daina Dagnija Sieviesu
makslas savienibas demonstracija,
1986. gada 27. septembris

Pamela Malone and Daina Dagnija at the
Women’s Caucus for Art demonstration,
27 September 1986

SievieSu makslas savienibas demonstracija
“Now You See Us”, Nujorka,
1986. gada 27. septembris

Women’s Caucus for Art demonstration
“Now You See Us”, New York,
27 September 1986
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Daina Dagnija

Kliedziens / The Scream, 1986
Audekls, ella / Oil on canvas, 188 x 167 cm
LNMM / LNMA

2023. gada vasara Latvijas Nacionala makslas
muzeja lielaja izstazu zalé tiek atklata izstade “Tikai
neraudi!”. Tas mérkis ir feministiska interpretacija
pieverst uzmanibu Latvijas makslai no 20. gadsimta
60. gadiem lidz masdienam, aptverot vairakas
makslinieu paaudzes. Sis ir pirmais $ada méroga
notikums Latvijas maksla, un, bidama pirmatklajgja,
izstade dodas nezinama virziena, saskaroties ar
virkni izaicingjumu. Feministiska maksla Latvija

[idz Sim pétita sporadiski, un, saliekot kopa esosos
zinaSanu gabalinus, iegatais rezultats ne tuvu
neatgadina kopainu, bet drizak iedod smalkus
pavedienus, kuri Sketinami talak. Pats feministiskas
makslas jédziens ari nav viennozimigi skaidrs, turklat
bieZi vien tas lietots nevieta — Latvijas sabiedriba
sastopamais stereotipiskais skatijums uz sieviesu
tiestham un bailes no feminisma, kuras jau vairakkart
aprakstitas (RepSe 1993, Traumane 2012, Kukaine
20223, 2022b), feminisma uztveri Latvijas makslas
vidé sadulko vel vairak.

Arm makslas vesturé sastopamas atskirigas pieejas:
kada feminismu skaidro drizak ka noteiktu makslas
virzienu, vienu no “-ismiem”, kas saistits galvenokart
ar paradibam angloamerikanu kulttra 20. gadsimta
otraja pusé€. Cita pievérs uzmanibu metodém,

ka art tematiskiem un stilistiskiem risinajumiem,
kas lauj parvarét pirma skatijuma temporalos un
geografiskos ierobeZojumus un piedava daudz
plasakas jedziena lietojuma iesp€jas. Tacu vairums
feminisma domataju uzsver, ka feministiska
maksla nav jaskaidro formalas makslas véstures
kategorijas — ta ir socialas kritikas veids, jaunu
estétisko iespéju mobilizacija (Ziarek 2012) un
vieta, kur feministiska politika satiekas ar makslas
radisanas praksém (Robinson and Buszek 2019).
Feministiskas makslas rado3o stratégiju klasts

var bt plass un daudzveidigs, ietverot “novirzes,
sazarojumus, marsruta mainu, sagrozisanu,
nelikumigu piesavinasanos, nolaupisanu un cita
veida noveérsanu no ierasta cela” (Kokoli 2016).
Tadeéjadi feministiska maksla “izjauta un izaicina

kultdru ka veselumu, izgaismojot tas aizspriedumus
un vértibu hierarhijas” (Broude and Garrard 1994),
savukart tas afektivais un iztéli rosino3ais potencials
tiek izmantots, lai vizuala, materiala vai telpiska
forma parliecinoSi izteiktu idejas un jédzienus,
kuriem var bt sabiedribu transforméjoss efekts
(Meskimmon 2020). So efektu var panakt dazados
veidos: gan piedavajot izteikti kritisku saturu (kas
atmasko un atsvesina, ka ari palidz Sketinat varas
un paklausanas attiecibas, uzradot ideologijas
nosacitibu un dabas vesturiskumu), gan konstruéjot
utopijas un iezimeéjot alternativas (vingrinajums
iztéloties citadu sabiedribu, cilvéci, nakotni), gan
postkritiski izkopjot afektivas reakcijas, kas prasibai
péc kritiskas distances pievieno tuvumu un tuvibu,
laujoties sajdsmai un valdzinajumam (Felski and
Anker 2017), ka arT no jauna atklajot makslas baudu
un skaisto (Brand 2000). Visbeidzot, feministiska
maksla lauj art parvarét traumas un dziedinat

ka individuala, ta kolektiva liment (Best 2016).
Atskirigas stratégijas var darboties vienlaicigi, un to
lietojums var mainities jaunos kontekstos.

Feministiska teorija iedvesmo, skaidro un nostiprina
feministiskus skatijumus maksla, aptverot plasu
temu loku un iesaistoties aktualajas diskusijas par
kermeni, seksualitati, reproduktivajam tiestbam,
jaunam darba formam, tehnologijam, vides

politiku, migraciju, valodu, kultdru un subjektivitati
(Goodman 2019). Uzskats, ka feminismam rlp
“tikai” sievietes, raksturo jédziena izpratni drizak

19. gadsimta, un Sis priekSstats ir visai tals no
masdienu spraigajam feminisma teorijas un makslas
diskusijam. Tiesa, Latvija vairums So diskusiju ienem
akademiski un makslinieciski marginalu vietu,

tikai pakapeniski pieversot plasakas sabiedribas
uzmanibu. Izstade “Tikai neraudi!” ir viens no So
diskusiju nepiecieSamajiem posmiem, savukart
kuratores Elitas Ansones izvélétais vadmotivs —
aizliegums raudat — piesaka feministiskas afektu
teorijas un emociju politika balstitas makslas darbu
interpretacijas.
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Ka jus zinat, ka jus kads mil? Ka jus zinat, ka kads
par jums rapéjas? Atsauciet atmina mazos milestibas
Zestus, kuri likusi jums justies apriipétiem. Atsauciet
atmina tas reizes, kad jutaties labi, kad sajutat
emocionalo siltumu, ko rada citu cilvéku klatbdtne.
Kur$ jums radija So sajutu? Kurs gadaja, lai jus justos
droba, miléti un atbalstiti? Sos jautajumus savas
gramatas “Vini to sauc par milestibu. Emocionalas
dzives politika” ievada uzdod Alva Gotbija (Alva
Gotby). Tiesa, varda “gadat” vieta vina lieto citu —
“stradat”, lai vérstu uzmanibu uz milestibu un gadibu
ka reproduktiva darba piemériem, kuriem ir izskirosi
svariga loma musdienu kapitalisma apstak|os
(Gotby 2023). Reproduktiva darba uzdevumi ir
nodroSinat cilvéku spéju stradat un reizé justies labi
vai vismaz cieSami, lai cik garlaicigi, nemotivéjosi,
nogurdinoSi batu vinu profesionalie pienakumi un lai
cik cietsirdigs btu optimisms — parfrazéjot afektu
teorétiki Lorenu Berlani (Berlant 2011), — kura tie rod
ceribu labas dzives mérki kadreiz tomér sasniegt.

Reproduktiva darba idejas feministiskas teorijas
tiek formulétas jau 20. gadsimta 60. gados, liela
méra iebilstot klasiskajam marksismam, kurs
neievéroja darba daltljumu péc dzimuma principa.
So diskusiju rezultata radas teorétisks ietvars, lai
par darbu atzitu art ikdienas dzives uzturésanai
nepieciesamas darbibas, ka art pasas dzivibas
radisanu un rtpes par to. Lidzas terminam “dubulta
slodze”, kas apzimé sievieSu ikdienas pienakumus,
kad, parnakot majas no darba, vinas gaida “otra
maina”, pieméram, vakarinu saripésana, augu
aplaistiana un kaka kastites tirisana, afektiva
darba jédziens apzimé ripes par gimenes loceklu
labsajatu. Ideju, ka emocijas var tikt parvérstas par
preci, izcel 1976. gada publicétais Arlijas Ho3cildas
(Arlie Hochschild) darbs “Parvaldita sirds. Cilvéku
jatu komercializacija”, kas apltko tolaik izteikti
feminizéto stjuartes profesiju. Afektiva darba
jédziens noderigs ka patriarhalas, ta kapitalistiskas
iekartas kritikai, jo abas ir sava starpa ciesi
saistitas. To ilustre italu feministes Silvijas FederiCi
spilgtais 1975. gada raksts, kura autore norada, ka
kapitals ir nopelnijis un turpina gut pelnu uz “masu
gatavosanas, smaidisanas un drasanas rekina. (..) No
tik daudziem smaidiem musu sejas ir sasSkobijusas.
No tik lielas milestibas més esam zaudéjusas jutas.
Parmeériga seksualizacija ir padarijusi mis pilniba
deseksualas” (Federici 1975/2012, 19—20). Federici

un vinai lidzigi domajosie uzskata, ka kapitalisms

ir izdevigs tikai dazam sabiedribas grupam, kuras
izmanto bezmaksas pakalpojumus. Novérsot
ekspluataciju, pieméram, maksajot majsaimniecém
algu, sabiedriba bis spiesta atzit, ka kapitalistiskais
organizacijas modelis nemaz nav tik veiksmigs.

Afektiva darba iezimes ir cieSi ievijusas pienemtajas
idejas par sieviskibu, nereti klustot par “labas
sievietes” merauklu. Feministi un marksisti MiSels
Hards (Michael Hardt) un Antonio Negri (Antonio
Negri) norada, ka ikviena sieviete, kura nealkst
veikt afektivo darbu péc pieprasijuma — pienacigi
pasmaidit, pievérsties sapinatajam jatam, aust
socialas attiecibas un visparigi sniegt riipes un
atbalstu — tiek uztverta ka briesmone. Autori
secina, ka sieviesu dubulta slodze, kas ietver ka
profesionalo darbu, ta neapmaksato majas veikto un
reproduktivo darbu, arvien batiski ierobezo sieviesu
iespéjas gt labaku izglitibu un atrast labaku, tostarp
labak apmaksatu darbu (Hardt and Negri 2009,
134). Tacu afektivais darbs, iespéjams, ir vél mazak
pamanams par pagatavotajam vakarinam, jo, ka
raksta Gotbija, pastav noturigs uzskats, ka laipna,
sirsniga un milosa attieksme ir vienkarsi cilveka
autentiska “es” izpausme. Tas ir tas, kas cilveks

ir, nevis vina afektivas identitates konstituésanas
process, kas notiek apzinatas piepiles rezultata.

Reproduktivais darbs ir ari mates darbs. Tas

ietver grtniecibu, dzemdibas, bérnu aprapi

un audzinasanu, ka art ikdienas darbus ka ést
gatavoSanu, tirisanu, mazgasanu. Matiskas pieredzes
pétnieces atspéko pienémumu, ka gratnieciba ir
pasivs bezdarbibas process, laiska vai monotona
“gaidisana”. Méginajumi domat par matiskibu

ka darbu ne tikai atsvabina no skattjuma, kas
apripes aktivitates trakté ka iedzimtas, universalas,
instinktivas vai esencialas sieviska subjekta iezimes,
bet lauj izvertet matiskibu ka apzinatu izveli, piepali
un moralu ricibu, ko var traktéet, pieméram, ka
davanu. Sada izkartojuma rodams vél viens atbalsta
punkts sievieSu reproduktivajam tiesibam, saskana
ar kuru nav étiski pienemami piespiest cilveku
stradat pret vina gribu vai pasniegt otram davanu, ko
vins pats nav izvelgjies.

ArT attiecibu veidoSana un rupes par citiem
sabiedribas locekliem ir afektiva darba piemérs,
kas ietver mérki uzmundrinat noskumusos un
mierinat dusmigos, ka ar, radot majiguma un miera
sajltu, sargat pavarda siltumu. Sads reproduktivais
darbs ne tikai palidz veikt razoSanas darbu, proti,

pildit kapitalisma sabiedribas uzliktas vai izvelétas
saistibas, bet arT nostiprina noteiktu subjektivitati,
kas sastav no vairakiem elementiem. Viens no tiem
ir dzimte — Rietumu sabiedriba neproporcionali
lielu reproduktiva darba apjomu veic sievietes.
Darba tirgt tas atspogulojas ta devétajas “sieviesu
profesijas”, kas saistitas ar apripes darbu un,

ka ierasts, ir sliktak atalgotas, ka art klasiskajos
priekSstatos par idealo sievieti, kurai bieZi tiek
piedévetas matiskas Tpasibas — verigums pret citu
vajadzibam, dasnums un nesavtiga milestiba, kuras
varda var klusét.

Feminisma makslas vésturé viens no spilgtakajiem
skattjumiem uz sievieSu veikto reproduktivo darbu,
kas parasti paliek nepamanits, nenoveértéts un
nepietiekami apmaksats, ir makslinieces Merles
Leidermanes Jikelisas pieteikta apkopes! jeb
uzturé3anas makslas ideja (maintanace art).

1969. gada sarakstita manifesta Jukelisa uzrada
makslinieku, makslas darbu un kulttrras institQciju
atkaribu no neskaitamu stradnieku neredzamajam
rokam, kuras noslaucis puteklus, sagatavos
atskaites, izlabos neuzmanibas kltdas un izmetis
smirdosus atkritumus. Jukelisa uzsver, ka art
sabiedribai kopuma nepiecieSamas riipes — ta

ir atkariga no cilvékiem, kuri saklaj gultas, aiziet
uz veikalu, nomaina bérniem autinbiksites un
satira ielas nakamaja diena péc revolcijas. Tacu
uzturésanas praksém — pretéji radisanas aktam,
progresam un avangardam — ir zems statuss,

un dala sievieSu 5o darbu dara bez maksas. Ta

ir garlaiciga nodarbe, kas “panem visu sasodito
laiku” (Jukelisa 2021, 312). Jikelisas darbi ne tikai
sniedz atjautigu institucionalas kritikas risinajumu,
bet arT paplasina izpratni par to, kas ir maksla. So
paplasinajumu iezimé makslinieces kanoniskie

vardi: “Esmu maksliniece. Esmu sieviete. Esmu sieva.

Esmu mate. (Nejausi izvéléta seciba.) Es daru nejéga
daudz mazgasanas, tirisanas, ést gatavosanas,
atjaunosanas, atbalstiSanas, saglabasanas u.c.
darbus. (L1dz im laikam atseviski) es “daru” art
Makslu. Kops ST briza es vienkarsi turpinasu ikdienas
uzturéSanas darbus, ielaidiSu tos sava apzina un
izstadisu ka Makslu (Ukeles 1969). Cie3a mijiedarbé
ar feministiskas makslas praksém So 70. gados
inovativo pieeju misdienas talak attista attiecibu
estétika, ka ar teorijas, kuras péta ikdienas dzives
materialitati, kermeniskumu un afektus, ka art
subjekta konstituesanas paradumus, pieméram,
autoteorija.

Atsauces uz sieviesu tradicionalo rlpju darbu
(carework) saskatamas arf vairakos izstades “Tikai
neraudi!” darbos. VistieSaka vizuala saikne ar
Jukelisas idejam redzama Kristas Dzudzilo video
“Skaidriba” (2015), kura sieviete bezgaligi ilgi mazga
nebeidzamu kapnu posmu. Sis motivs izmantots
ariviena no slavenakajam 1973. gada Jukelisas
performancem, kura vina, lidzigi nometusies uz
celiem, apmeklétaju darba laika mazga Vadsvortas
Ateneuma makslas muzeja kapnes un izstazu zalu
gridas. Tomer atskiriga ir Dzudzilo makslas darba
temporalitate — ja Jukelisas darbibas ir parskatamas,
tam ir sakums un beigas vismaz vienas dienas
ietvaros, tad Kristas vientula gridas mazgataja

ir “iestrégusi” bezgaliba. Gridas lupata, spainis

un sievietes rokas redzamas ari Daces Dzerinas
“Laimigaja zemé” (2008). Darba nosaukums vedina
uz pazistama makslas filma dzirdamo dziesmu par
mazigo celu zem kajam, kurs ved uz “zemi laimigo”.
Tomér DZerinas interpretacija vardam “majas”
pieskirta cita nozime. leejas bilete laimigaja zemé

ir sp€ja ilgstosi un mérktiecigi mazgat, tirit un

berzt, lai putekliem un zimeklu tikliem noaugusr,
auksta un neviesmiliga pamesta maja varétu klut
par laimes solijumu. LTdzigu intervenci pamestas
lauku majas dzives forma izpilda Vika Eksta, savas
inscenétas gaitas un ikdienas ritualus dokumentéjot
fotografiju sérija “Dievs. Daba. Darbs” (2013—2015).
Taja maksliniece paradas gan ka pamestas majas
iedomata saimniece, gan ka nelugta viesna, kas
tiecas izdibinat vecas majas glabatos noslépumus.
Eksperimentéjot ar atrastajam lietam, maksliniece
necensas radit majiguma un siltuma efektu, bet
drizak saglaba atsveSinajumu, lai reflektétu par
masdienu dzivesveida mainu, ekonomiskam un
socialam problémam, ka arT ar dazadam dzives
formam saistitajam prasmém, zinasanam un
vértibam, to kontinuitati vai parravumiem masdienu
sabiedriba.

Lai gan interese par pamestam majam Latvijas
laikmetigaja maksla ir izplatita (sk., pieméram, Ivara
Drulles un Kristapa Epnera darbus), Daces DZerinas
un Vikas Ekstas centieni apdzivot “norakstitu” un
Skietami nevienam nevajadzigu maju interpretejami
no feministiskas makslas teorijas, izcelot sieviesu
vésturisko saisttbu ar majiskuma (domesticity) ideju.
Majiskuma ietveras vairakas konflikt€joSas nozimes,
kuram netieSi pieskaras ar citi izstades darbi. Tas

ir tradicionali patriarhalais skatijums uz privato
telpu ka sievietes pienacigo vietu, ko papildina
“dabiskais” pienakums gadat, lai istabina batu
“silta un jauka”, veltot afektiva darba stundas citu
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gimenes locek|u labsajdtai. M3jas ir skatuve laimigas
gimenes uzvedumam, kura ietvertas arf vientulibas,
izmisuma un vilsanas ainas. Reizumis majas klust art
par bistamu vietu, par ko liecina pétijumi — daudz
lielakas iespéjas saskarties ar vardarbibu sievietei ir
nevis tumsajas pilsétas ielas, bet pasai savas majas
(Kern 2021, 145). So majiskuma nozimes spektru

var saskatit, pieméram, Laimas Eglites glezna
beigusas. (Triptiha Ill dala)” (1978), ka arf Helénas
Heinrihsones “Bezmiegs. (Gulamistaba)” (2012), kura
nakts sarunas pasai ar sevi materializ€jas istabas zilo
sienu asimetriskaja ritma.

Tacu majiskums ietver ari citus aspektus: tas var bt
patverums, kas sniedz rictbspéjas un pretosanas
potencialu, ka arT drosmes, miera, neatkaribas

un jaunrades iespéju, kam VirdZinija Vulfa devusi
par feminisma klasiku kluvuSo apziméjumu “sava
istaba”. Sadu interpretaciju piedava izstade
atlasitas fotografijas no Zentas Dzividzinskas
sérijas “Maja upes krasta” (1968) — to sadzives
ainu télojumi iegtst noteiktu ritmu, kura filozofisku
tvérumu sniedz ikdienas dzives estétika. Katrinas
Neiburgas instalacija “Lietu atmina” (2012) vésta
par sievieSu kermenisko saikni trijas paaudzes,
bet Evelinas Deicmanes fotografiju sérija “Melnas
pasakas” (2007), kas palikusi izstadei ieceréto,
tomer neieklauto darbu saraksta, izgaismo majas
ka mistérijas un transformacijas vietu. lespg&jams,
tiesi vesturiski tapusas dzimtes un telpas attiecibas
izskaidro — lai arf Sada pienémuma patiesums
bltu janostiprina izvérstaka kvantitativa analizé —,
kapéc atskiriba no virie3u kolégiem Dace DZerina
un Vika Eksta veidojusas iemiesotu, kermeniski
tieSu un intimu pamesto maju pieredzi, nevis tas
saskaitljusas un klasificéjusas. Lai art uzturésanas,
tapat ka paréjie reproduktiva darba uzdevumi ir
nogurdinoSi, monotoni un Skietami nebeidzami —
Simona de Bovuara tos pielidzina Sizifa darbam,
taCu ar at3kiribu, ka Sizifs ir sengrieku varonis, bet
sievietes ir “tikai” sievas un mates — pieversanas
Sai nenovertétajai dzives dalai, tas izgaismoSana
un apjégsana sniedz bagatigas iespéjas izjautat
iedibinatas socialas, politiskas un makslas
hierarhijas, ka art bagatinat makslas jaunradi

un tas analizi ar ikdienas dzivotaja pieredzé un
materialitaté balstitiem skatijumiem.

1984. gada nak klaja hrestomatisks otra feminisma
vilna darbs “Sieviskiba”, kura Sjuzena Braunmillere
analize izplatitakos sieviska subjekta konstruesanas
panémienus, kas ietver kermeni, balsi, apgérbu,
balsi, adu, ambicijas, kustibu, ka arf emocijas.
Braunmillere atsaucas uz 1970. gada veikto
pétijumu, kura ekspertu grupa veica sievieSu un
viriesu psihologiska profila analizi. Eksperti nonaca
pie sleédziena, ka visizteiktaka sievieSu rakstura
iezime ir “loti viegli saraudinama”. Talak sekoja

apziméjumi: “loti emocionala”, “uztraucas par

stkumiem”, “viegli apvainojas”, “neatskir domas no
jatam”, “nelogiska” un “viegli ietekméjama”. Virie3u
profils ietvéra tadus apgalvojumus ka “viegli pienem
lemumus”, “loti logisks”, “tie3s” un “nekad neraud”.
Ekspertu slédziens bija, ka virieSu emocionalais
reZims liecina par spéju ieklauties sabiedriba un
demonstré emocionalo briedumu, ko nevar teikt

par sievietém piedévéto iezimju klastu, kas sniedz
diezgan negativu grupas portretéjumu. Raksturigas
sievieSu emocionalitates izpausmes ietver art
sentimentalitati, empatiju un ievainojamibas
atzisanu, ka art latentu matiskumu, par ko liecina
teju instinktivas sp€jas ripéties par citiem
(Brownmiller 1985, 207—218). ST latenta matiskiba

ir saistita ar jau aprakstito “noslieci” veikt afektivo

darbu.

Lai gan masdienas psihologijas pamatnostadnes,
visticamak, ir maintjusas, tomer citétais pétijums
rosina domat par afektivu kontinuitati, kas
masdienas veido dzimté balstitu emocionalo
politiku. Sievietes bieZak neka viriesi tiek mudinatas
“kartigi izraudaties”. Sérojoss, bédu sagrauzts
sieviesu téls ir Rietumu klasiskaja maksla biezi
sastopama figlira. Tas spilgtaka izpausme ir Mater
Dolorosa, “pasaules nelaimigaka sieviete” (Beauvoir
2011, 762), kuras skumjajas un lidzcietibas pilnajas
acis mirdz asaras. Simona de Bovuara norada, ka
asaru apspiesana ir viena no “vardarbibas stundam”,
kas zéniem jaapgust, [idz ar spéju paciest sitienus
un nicinat sapes (ibid., 341), savukart paradums
lauties asaram meiteném attistas jau bérniba un tiek
saglabats ari brieduma gados “lielakoties tapéc, ka
vinam patik télot upuri: tas vienlaicigi ir gan protests
pret skarbo likteni, gan veids, ka klat milam citiem”
(ibid., 385). Teikto Bovuara ironiski ilustré ar katolu
priestera Dipanld kunga novérojumu: “Mazam
meiteném tik loti patik raudat, ka esmu redzgjis tas
raudam spogula prieksa, lai gtu divkarsu baudu”

(ibid.). Asaras ir viens no sievieSu protesta veidiem,
ieroCiem un baudas avotiem, reizé veidojot noteiktu
sieviskas afektivitates modalitati.

Masdienas pienémums, ka sievieSu raudasana ir
saisttta ar menstrualo ciklu, nav guvis zinatnisku
pamatojumu, tacu ir noskaidrots, ka sievietes raud
vairak par virieSiem — ST tendence sak paradities

no 11 gadu vecuma. lemesls varétu nebat saistits ar
sievieSu “paaugstinato” emocionalitati, bet ar to, ka
virieSiem ta tiek “pazeminata”, Bovuaras vardiem
runajot, vardarbibas macibas stunda apspiezot
raudasanas impulsu zéniem. Braunmillere norada,
ka dazas emocijas tiek uztvertas ka “viriskigas”,
pieméram, dusmas, savukart “milestiba pret
zZidainiem” ir izteikti “sieviskiga” (Brownmiller 1985,
210—214). MUsdienu pétijumi par dzimtes ietekmi
uz emocionalitati atklaj, ka virieSi biezak pauz
emocijas, kas ir saistitas ar spéka vai naidiguma
izradisanu un vini ir neiecietigaki pret emocijam ka
“vajuma izpausmeém”, pieméram, skumjam, bailém
vai kaunu. levainojamibas emocijas tiek rezervétas
“vajajam dzimumam”. Sis iezimes tiek apgatas jau
bérniba, lai gan liela loma ir arT kulttrai, sabiedribas
labklajibas [imenim un individualajiem uzskatiem par
raudasanas lietderibu (Sharman et al., 2019). Tomeér
ir gadijumi, kad asaras nav vélamas ari sievietém

— to ilustré Bovuaras izcelta epizode Koletes

stasta “Nagene”, kad galvena varone uzmundrina
draudzeni, kura satraukusies pirms tiksanas ar savu
izredzeto. Kad draudzenes acls pamirdz asaras,

tas tiek ripigi noslaucitas, piekodinot: “Lai kas art
notiktu, tikai neraudi. Par katru cenu nedod valu
asaram!” (citéts no: Beauvoir 2011, 665). Parak agra
konfrontacija ar vaja dzimuma spécigajam emocijam
var aizbiedét potencialo ligavaini, turklat asaru dél
notecés ari skropstu tusa.

Raudasana ir ne tikai afektivas dzimtes identitates
apstiprinajums, bet ari sarunas veids, kas no sarunas
biedra prasa zinamas iemanas. DaZi pétnieki asaras
pat déve par paravalodu, kuras izteiksmes liecinot
par intensivu pardzivojumu un ietver netieSu noradi,
ka ir noticis kaut kas svarigs. Tacu asaru vestijums
nav viennozimigs, tas var bat gan “palidzi man!”,
gan “liec mani miera!”. Vairums pétnieku gan piekrit,
ka vismaz Rietumu kulttras asaras biezi vien tiek
uztvertas ka pretmets viriskibai, tomér atbalstosa
vide iespé€ja, ka virieSi paudis art “neviriskigas”
jatas, ir lielaka (Warner and Shields 2007). Tapat
novérojama tendence neuzticéties sievieSu asaram,
uzskatot tas par manipulacijas veidu (Lutz 1999).

Sis noverojums saskan ar Dipanla kunga uzskatiem.

Lai arf sievietém raudat ir pienemami, tomer tas
nenozimé, ka sarunu biedrs vélétos saskarties ar
sadam emociju izpausmém. Tikai nekltsti bérniskiga,
neesi tik emocionala, nesatraucies par stkumiem,
neapvainojies, nejauc domas ar jitam, neesi
nelogiska un jutiga... tikai neraudi! Pasmaidil

Attieksmé pret sievieSu raudasanu veidojas pretruna.
No vienas puses, ta tiek atzita par raksturigu sievieSu
afektivas identitates iezimi. No otras puses, pretéji
citam sieviskajam “vajibam” So tomeér ir vélams
ierobeZot — vismaz daZos gadijumos. So pretrunu
skaidro atskiriga attieksme pret sieviska subjekta
izpausmem. Ja, pieméram, dasnums, rpju un
milestibas pilna uzmaniba, ka art paklausiba gtist
pozitivu vertejumu, tad tada Tpasiba ka “viegli
saraudinama” ir viena no sieviskibas kaitinosajam,
tumsSajam pusém. Ta atgadina par sievietes
mezonigo, lidz galam nesavaldito dabu, vinas
gratibam “bez atlikuma” ieklauties kultlras pasaulé
un pienemt socialas normas, proti, iegtt emocionalo
briedumu. Nav neka iracionalaka par sieviesu
asaram — Siem siltajiem strautiem, kuri aizskalo

ne tikai skropstu tusu un paderi, bet ar7 binaras
opozicijas balstitu subjekta izpratni, pludinot ta
kermeniskas un socialas robezas, apSaubot stingrus
dalijumus un jaucot riebumu ar valdzinajumu.

Izstadé redzam divus raudo3u sievieSu portretus.
Abu litografiju autore ir Heléna Heinrihsone. Darba
“Asaras pari kritim”, kas tapis 1998. gad3, sievietes
seja izzudusi visi vaibsti, iznemot raudo3as acis,
kuras sapliduSas viena atveré — sprauga, no kuras
gazas tdenskritums. Sejas vaibstu transformacija
iezimé asaru transgresivo funkciju — tas nojauc
robezu starp “ieksa” un “ara”, padarot sievietes
kermeni par atvertu, transkorporalu materialitati
(Alaimo 2010), kura, sekojot siltajam asaru
straumem, spéj pastavet ar “arpus sava kermena”.
Ja asaras ir paravaloda, tad Saja valoda subjekta
un objekta pozicijas ir savstarp€ji mainamas,

“es” ir reizeé “tu” un “citi”. Avotu sievietes seja var
interpretét art ka struklaku, rodot virkni atsaucu uz
laikmetigas makslas vésturé senakam striklakas
interpretacijam. Tomeér lejup verstais virziens ir
atskirigs no huliganiska entuziasma, kas raksturo,
pieméram, DiSana slaveno 1917. gada “Straklaku” —
kuras autore, saskana ar dazu makslas vésturnieku
domam, varétu bat vacu dzejniece un maksliniece
baronese Elza fon Freitaga-Loringhovena (Gammel
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2002, Hessel 2022) — vai Brisa Naumana
optimistiska viegluma, ko redzam paSironiskaja
1966. gada “PaSportreta ka striiklakai”. Heinrihsones
asaras ir smagas, atgadinot, ka svars ir svarigs jeb
matter matters, ka to formulé jauna materialisma
filozofe Karena Barada (Barad 2003). Lai kads batu
raudaSanas afektivais impulss, tas iedarbojas ka
fiziska intensitate, kas palaujas zemes gravitacijas
spékam.

ArT Heinrihsones 1998. gada litografija “Emocijas”
redzama raudo3a batne, par kuras kermeni —
lidzigi ka ieprieks aprakstitaja darba — plust gan
lielakas asaru straumes, gan mazakas tércites.
Lejupvérstajam plusmam maksliniece pretstatijusi
kustibu uz augsu — sievietes pret debesim paceltas
rokas atpazistam ka klasisku izmisuma Zestu.
Sievietes acis ir aizvértas, bet no pavértas mutes
plast skanas, kuras més, protams, nedzirdam.
SievieSu vaimanas ilgstosi tika uzskatitas par
nediskursivu, apolitisku praksi. Rietumu filozofijas
un literataras klasiki sievieSu raudas uztverusi ka
kaut ko iracionalu un haotisku, ar zemapzinu un
instinktiem saistitu, asaras pretstatot legitimai
politiskai platformai, proti, sakartotajai un logosam
paklautajai runai. Uzlukojot So interpretaciju

no dzimtes viedokla, redzams, ka ta balstas
tradicionalaja binaraja opozicija, kur prata gaisma,
sp€ja lemt un rikoties atvéléta virietim, bet emociju
“nekontrolétais” speks — sievietei, kura nesp€j mainit
notikumu gaitu, tikai to apraudat. Feministiska
filozofija So uzskatu ir parskatijusi. Pieméram,
antikas literatlras pétniece un teorétike Bonnija
Honiga, analizéjot Sofokla lugu un slaveno Antigones
raudu dziesmu, norada uz taja ietverto politisko
nozimi: Antigones “vaimanas” ir valdosas politiskas
iekartas kritikas piemérs, 1pasi asi vérsoties

pret despotisko valdnieku Kreontu. Antigones
monologs gan parodé netaisnigus likumus, tostarp
patriarhalu apspiesanu un sieviesu diskriminaciju,
kas valda antikaja sabiedriba, gan nosoda Kreontu
ka cietsirdigu un netaisnigu valdnieku, kurs
neieklausas savas valsts iedzivotajos, bet Tsteno
“lielgabalu galas” politiku (Honig 2013). Sada
skattjuma Antigone klast par politiski aktivu télu —
no marginalizétas un feminizétas “emociju tumsas”,
kuru neviens neuztver nopietni, vina piesavinas
agoras, proti, publiskas runas privilégijas.

SievieSu asaras lauj iztaujat politiska robezas. Vai
politika ir tikai daliba demonstracijas un runasana
no valdibas tribines, un ka varam iztéloties sievieti
ka politisku subjektu? Vai vinai parmetis sieviskibas

zaudéSanu, vai vinas dusmiga seja tiks izsmieta un
parodeéta, bet dedzigas intonacijas tiks nosauktas
par histériskam? Uz lidzigiem jautajumiem vedina
vél viena Heinrihsones “neérta sieviete”, proti, 2020.
gada tapusais “Pasportrets”. Saja darba redzam
gaisu sievietes siluetu — gluzi ka balta tautumeita
no latvieSu tautasdziesmam. Rokas vina tur cirvi

— latvisku atribdtu —, tacu ta asmens ir ietriekts
vinas mugura. Cirtiena vieta asino — sarkana upe

ka formali, ta konceptuali sasaucas ar 1998. gada
litografijas redzamajiem asaru tdenskritumiem,
tikai Soreiz krasa un kermena vieta ir cita. Kermena
atveres, tapat ka dazadie Skidrumi minétajos darbos
materializé sievietes ievainojamibu, izsakot afektu
kermeniska parravuma: brtcé, no kuras izplast kaut
kas silts — dziviba.

Sieviska subjekta materiala fluiditate — pliSana

pari malam ka upei pavasara palu laika — ir kas
vairak par ekokritiska skattjuma balstitu metaforu,
kas apliecina materialo spéku agenci. Feminisma
filozofija So skatTjumu 20. gadsimta 70. un 8o.
gados nostiprina Ldsa Irigaraja, kura raksta par
subjektivitates nenoteiktibu, saskatot tas analogiju
ar sievietes kermena morfologiju — sieviskais
subjekts ir fragmentars un plurals, ar mazak izteiktu
un visai apSaubamu noskirumu starp “viens” un
“divi”, “es” un “ne-es” (Irigaray 1985). Subjekta
robezas un to caurlaidibu izvaica daudzas feminisma
teoretikes, iebilstot pret pasSpietiekamu un
hermétisku cilvéka izpratni, kas balstita autonomija
un individualisma. Asaru, asinu un citu kermenisku
Skidrumu filozofiskas Tpasibas psihoanalitiska
griezuma apraksta Jdlija Kristeva, ietérpjot tas ideja
par pretigo jeb abjektu. Abjekts norada uz nespéju
pilntba norobeZoties no riebumu raisosa un subjektu
apdraudosa objekta, kurs Skietami atrodas arpuse,
bet reizé ar tiek internalizéts (Kristeva 1982).
Abjekta jédziens, kurs signalizé par kermeniskas
esamibas pretrunigumu, ka art robezu un noskirumu
nestabilitati, ir parocigs riks feministiskas makslas
interpretacijas, kas pievéersas riebumam, bailém un
kaunam it Tpasi kermena pieredzes konteksta.

Viens no feministiskas estétikas uzdevumiem kops
20. gadsimta 9o. gadiem ir analizét Rietumu makslas
kanona piedavatas sieviesu reprezentacijas tradicijas
un ar tam saistito ideju par idealo sievieti, saskatot
paraléles starp “augsto” makslu un kermena

politiku plagaka nozimé. Sajos pétijumos uzmaniba
tiek pievérsta arf ar makslu Skietami nesaistitam
paradibam, pieméram, popkultdrai, pornografijai,
skaistuma kultam un biotehnologijam, ka art

Rietumu kultdra arvien jitamajiem somatofobijas
(jeb bailém no kermena) simptomiem. Maksla ir
viens no kermena kontroles un disciplinas veidiem,
kas sabiedribai sniedz fantaziju par “drosibu,
paskontroli, pienem3anu, imunitati pret sapém un
ievainojamibu” (Bordo 2003, xxi). Rietumu klasiskais
akts, kas seksuali objektivizé baltadainas un
tradicionali bezpalidzigas jaunas sievietes kermeni,
liek uzdot neérto jautajumu gan par makslas Zanra
lidzdalibu izplatitaja vardarbibas normalizéSana, gan
ieguldijumu noteiktas erotiskas gaumes izkopsana
un skaistuma izpratnes veidosana. Idealajam
sievietes kermenim jabat sakartotam, nogludinatam
un “aizzimogotam” (Nead 1992, Eaton 2012), ta
robezam — skaidram, parskatamam un uzraudzitam,
padarot S0 “mezonigas dabas” dalu par maskulina
génija meistardarbu.

Makslas teorétike Linda Nida norada, ka sievietes
kermena makslinieciska “sakartosana” ir saistita
tostarp ar sievietes seksualitates kontrolésanas
praksém. STiemesla dé| Rietumeiropas vecmeistari
aktu gleznojumos ir centusies “aizslégt” sievietes
kermeni, lai noverstu iespéju, ka “marginala materija
Skersos robezu, kas kermena iekSpusi noskir no
arpuses” (Nead 1992, 6). Kermena robeZas ir sociali
un politiski noslogotas, jo kermena atveres simbolizé
ievainojamas vietas, kuru nozime ciesi saistita

ar citam kultdra pienemtajam robezam. Parkapt

So robezu nozimé parkapt kadu socialu normu,
pieméram, sagraut fantaziju par idealo kermeni vai
apSaubit par dabisku un passaprotamu pienemtu
afektivo identitati.

Sadus sieviedu “ieslégumus” varam saskatit vairakos
izstades darbos. Métras Saberovas glezna “Vai S
nav sieviete?” (2015/2022—2023) interpreté René
Magrita formuléto paradoksu, parskatot sarakstu ar
Tpasibam, kas kadu batni lauj identificét ka sievieti.
Klasifikacijai ka kontroles mehanismam pievérsas
Dainas Dagnijas (1969), Monikas Pormales (2009)
un Olgas Silovas (2010) darbi, kur sievietes tiek
“sakartotas”, proti, izstaditas apskatei ka eksotiski
Tpatni, lai gan otra vilna feminisma retorika

tika lietots arT termins “galas gabali”. Savukart
Franceskas Kirkes “Danaja” (2009) ir atgrieSanas
pie sieviesu aktu glezniecibas tradicijas caur
modes zZimolu nosaukumiem, kuri idealo sievietes
kermeni novieto luksusa precu aprité. “Atsledzot”
robeZas un laujot valu kermeniskai materialitatei,
kermeniska “noplude” — asaras — rada nopludes art
makslas darba jegas lauka, ka art ta sociali politiska
Zesta izpratné. Raudo3as sievietes ir neértas ne
tikai tapéc, ka asaras varetu liecinat par kontroles
zaudésanu, novérsanos no prata un iegremdésanos
iracionalitates plastoSajos tdenos. Neértibas sagada
ar atteikums veikt afektivo darbu — atteikums
pasmaidit.

Asaram ka parejosiem afektivas identitates
markieriem ir grti uzbaveét pieminekli, tomér
Sarmite Malina to ir izdarijusi. Izstadé ieklauta
vinas instalacija “Asaras” (2018), ko veido divi viegli
sarti stikla ovali, kuri nostiprinati melna granita
postamentos ar iegravéjumiem “Pukes” un “Es”.
Milestiba pret ziediem, tapat ka pret zidainiem, ir
Vel viena paredzama sieviska subjekta iezime, tacu
stiklu caurspidigums rada manigu iespaidu, ka Sis
subjekts ir caurskatams: “es” runa caur pukém un
pazud varda “pukes”. Asaru aizmiglota skatiena
satiekas pretmeti — granita pamatigums un stikla
vieglums, kapakmens aukstums un asinu siltums,
maZiba un mirklis. Instalacija piedava méginajumu
atglties no “lielas milestibas” — sieviesu afektivo
identitati veidojosa parametra — un atgriezties pie
smaidu neparveidotas sejas, kura paradas séras un
skumjas, dusmas un bailes, pieredzes un zinasanu
pédas, ka art trauslu ceribu izteiksmes. Vai un kada
méra asaru raditas novirzes, sazarojumi, marsruta
mainas, sagrozisanas, nelikumiga piesavinasanas,
nolaupisana un cita veida novérsana no ierasta cela
izgaismos Latvijas makslas hierarhijas un vértibas, ka
art mobilizés jaunas estétiskas iespéjas, pagaidam
nav zinams, tacu izstades apmeklétajiem fraze “Tikai
neraudi!” tagad bls ieguvusi jaunu nozimi.

tLai arf antologija “Manifests. No futdrisma lidz misdienam” Jukelisas maksla tulkota ka “apkope”, veiksmigaks skiet “uzturé3anas”
variants, uzsverot “turét”, nevis “kopt” nozimi, reizé veidojot skaidrak iezimétu pretstatu tadiem jédzieniem ka attistiba un progress.
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In the summer of 2023, the exhibition Don’t Cry! will
be opened at the Great Hall of the Latvian National
Museum of Art. Its aim is to highlight Latvian art from
the 1960s until today from a feminist perspective,
covering several generations of artists. This is the first
event of such scale in Latvian art, and, being a pioneer,
the exhibition heads into uncharted territory, facing

a string of challenges. So far, feminist art in Latvia

has been studied sporadically, and the combination
of these existing fragments of knowledge hardly
resembles an overview, instead providing promising
threads that must be further unwrapped. The notion
of feminist art in itself also is not unambiguously
clear, moreover, it is often misused — the stereotypical
view on women’s rights and the fear of feminism that
exists in Latvian society has already been described
on multiple occasions (Rep3e 1993, Traumane

2012, Kukaine 2022a, 2022b), further muddying the
perception of feminism in the Latvian art scene.

Different approaches can also be encountered within
art history: one explains feminism as akin to an art
movement, one of the isms, which is mostly related to
the processes in Anglo-American culture in the second
half of the 20th century. Another draws attention to
methods as well as thematic and stylistic approaches,
which makes it possible to overcome the temporal

and geographic limitations of the first view and offers

a considerably broader scope for the use of the

term. Yet the majority of feminist thinkers stress that
feminist art should not be explained in formal art-
historical categories — it is a form of social critique,

a mobilisation of devalued possibilities of aesthetics
(Ziarek 2012, 173), and the site where feminist politics
and the domain of art-making intersect and constantly
work upon each other (Robinson and Buszek 2019).
The spectrum of creative practices of art informed by
feminism can be diverse including deflection, diversion,
rerouting, distortion, misuse, misappropriation,
hijacking, or otherwise turning something aside from its
normal course or purpose (Kokoli 2016). In this manner
feminist art presents deep-seated shifts of sensibility

that alter the whole terrain of art-making (Broude

and Garrard 1994, 10) and brings new tests of use,
relevancy, and significance to bear upon our evaluation
of what constitutes a work of art (Broude and Garrard
2018, 14).

Art historian Marsha Meskimmon highlights art’s
particular affective and imaginative potential to
articulate ideas and concepts through compelling
visual, material, and spatial forms that is pivotal to
effecting transformative and lasting socio-political
change (Meskimmon 2020, 1). This effect can be
achieved through a variety of means: by providing
distinctly critical content (which unmasks and
alienates, and helps to untangle relationships of power
and domination, demonstrating the arbitrariness of
ideology and the historicity of nature), by constructing
utopias and staking out alternatives (an exercise in
imagining an alternative society, humanity, future), by
post-critically nurturing affective reactions that add
closeness and proximity to the demand for critical
distance, embracing excitement and enchantment
(Felski and Anker 2017), as well as by rediscovering
the pleasure and beauty of art (Brand 2000). Finally,
feminist art also makes it possible to overcome
traumas and fosters both individual and collective
healing (Best 2016). These different strategies may
function simultaneously and their use may change
under new contexts.

Feminist theory inspires, explains, and strengthens
feminist perspectives in art, encompassing a broad
range of subjects and engaging in current discussions
about the body, sexuality, reproductive rights, new
forms of labour, technologies, environmental policies,
migration, language, culture and subjectivity (Goodman
2019). The view that feminism is “only” concerned with
women, is more characteristic of the understanding

of the term in the 19th century and this perception

is rather distant from today’s fierce debates within
feminist theory and art. Admittedly, in Latvia majority of
these debates occupy an academically and artistically
marginal position only gradually gaining the attention
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of the broader public. The exhibition Don’t Cry!'is a
necessary step in these debates, while the main motif
chosen by its curator, Elita Ansone — the prohibition
of crying — proposes an interpretation of the exhibited
works that is based on the feminist theories of affect
and emotional politics.

How do you know you are loved? How do you know
someone cares for you? Think about the small gestures
of love — all the little things that have made you feel
cared for. Think about the times that felt nice, when
you experienced the emotional warmth of being with
other people. Who was creating that feeling? Who was
working to make you feel safe, loved, and supported?

These are the questions put forward by Alva Gotby

in the introduction of her book They Call It Love: The
Politics of Emotional Life drawing attention to love

and care as examples of reproductive labour which

is a decisive but often devalued aspect of capitalist
societies (Gotby 2023). The tasks of reproductive
labour are to make sure people are able to work and
at the same feel good or at least content, no matter
how tedious, unmotivating and tiring their professional
duties might be and no matter how cruel the optimism
— to paraphrase affect theorist Lauren Berlant (Berlant
2011) — through which they find hope of eventually
reaching the aim of the good life.

The ideas underpinning reproductive labour were
formulated in feminist theory already in the 1960s,
largely objecting to classical Marxism which ignored
labour division by gender. As a result of these
discussions, a theoretical framework arose to recognise
as work the actions necessary for the maintenance of
everyday life as well as the very creation and nurturing
of life. Alongside the term “double day”, which denotes
women’s daily chores, when, having returned home
from work, they are faced with a “second shift”, for
example, preparing dinner, watering the plants and
cleaning the cat box, the notion of affective labour
denotes care about the wellbeing of family members.
The idea that emotions can be turned into a product is
highlighted by Arlie Hochschild’s work The Managed
Heart: Commercialization of Human Feeling, published
in 1976, which looks at the then-particularly feminised
profession of the stewardess. The concept of affective
labour is useful in the critique of patriarchal and
capitalist systems, since both are intimately linked.
This is illustrated by Italian feminist Silvia Federici

in her pivotal article in 1975 in which she points

out that capital has made and continues to make
money out of “our cooking, smiling, fucking. (..) Our
faces have become distorted from so much smiling,
our feelings have got lost from so much loving, our
oversexualization has left us completely desexualized”
(Federici 1975/2012, 19—20). Federici and like-minded
authors believe that capitalism is only beneficial for
certain groups of society who take advantage of free
services. If exploitation were eliminated, for example,
by paying housewives a salary, the society would

be compelled to admit that the capitalist model of
organisation may not be so successful after all.

Characteristics of affective labour are closely entwined
with the accepted ideas of femininity, often becoming
the yardstick of being “a good woman”. Feminists and
Marxists Michael Hardt and Antonio Negri point out that
every woman who does not wish to perform affective
labour on demand — to smile properly, to attend

to hurt feelings, to weave social relationships, and
provide care and support in general — is perceived as
a monster. The authors conclude that women’s double
day, which includes both professional work and unpaid
reproductive labour carried out at home, continues to
considerably limit women’s ability to acquire better
education and find a better, also better-paid, work
(Hardt and Negri 2009, 134). Yet affective labour is
perhaps even less noticeable than the cooked dinner,
since, in the words of Gotby, there is an enduring view
that a kind, warm and loving attitude is simply the
manifestation of the person’s authentic “me”. It is what
that person is and not the process of constitution of
their affective identity taking place through conscious
effort.

Reproductive labour also includes maternal work.

It includes pregnancy, childbirth, childcare, and
upbringing as well as such daily tasks as cooking,
cleaning, washing. Researchers of motherhood rebut
the assumption that pregnancy is a passive process

of inactivity, an idle or monotonous “expectation”.
Attempts at thinking about motherhood as work not
only free us from the view that interprets activities
related to care as inherited, universal, instinctive, as
well as essential traits of the female subject, but make
it possible to treat motherhood as a conscious choice,
an effort, and a moral action that can be interpreted,
for example, as a gift. Such a constellation offers
another point of support for women’s reproductive
rights, according to which it is ethically unacceptable to
force someone to work against their will or to give a gift
the recipient did not choose.

Likewise, the building of relationships and the care for
other members of society is an example of affective
labour, which encompasses the goal of encouraging
the dejected and comforting the angry, as well as
creating a sense of homeliness and calm, guarding the
warmth of the hearth. Such reproductive labour not
only helps in performing productive labour, that is, the
fulfillment of obligations set or chosen by the capitalist
society, but also reinforces a certain subjectivity, which
consists of several elements. One of these is gender —
in Western society, a disproportionately large portion
of reproductive labour is carried out by women. In the
labour market, it is manifested through the so-called
“women’s professions”, which are related to care work
and, as usual, are less well-paid, as well as the classical
notions about the ideal woman, which are frequently
bound up with maternal qualities — attention to the
needs of others, generosity and selfless love in the
name of which it is possible to remain silent.

In the history of feminist art, one of the most striking
perspectives on women’s reproductive labour, which
usually remains unnoticed, unappreciated, and
insufficiently remunerated, is artist Mierle Laderman
Ukeles’ idea of maintenance art. In her 1969 manifesto,
Ukeles highlights the dependence of artists, artworks,
and cultural institutions on the invisible hands of
countless workers which clear away the dust, prepare
the reports, correct the oversights, and take out the
foul-smelling rubbish. Ukeles stresses that society

as a whole also requires care — it is dependent on
people who make the beds, go to the shops, change
the nappies, and clean the streets on the day after the
revolution. Yet the practices of care — in contrast to
the act of creation, progress, and the avant-garde —
have a low status, and often women perform this work
without pay. It is a tedious activity that “takes all the
fucking time” (Ukeles 1969). In her work, Ukeles not
only advances feminist institutional critique but also
expands the understanding of what is art, outlined by
her canonical words: “l am an artist. | am a woman.

| am a wife. | am a mother (random order). | do a

hell of a lot of washing, cleaning, cooking, renewing,
supporting, preserving etc. Also (up to now separately)
| “do” Art. Now, | will simply do these maintenance
everyday things, and flush them up to consciousness,
exhibit them, as Art” (ibid.). In close dialogue with
feminist art practices, this innovative approach from
the 1970s is today being developed further by relational
aesthetics and theories investigating the materiality

of everyday life, corporeality, and affects as well as

practices of subject constitution, such as, for example,
autotheory.

References to women’s traditional carework can also
be found in several works in the exhibition Don’t Cry!.
The most direct visual link to Ukeles’ idea can be

seen in Krista Dzudzilo’s video Clarity (2015), in which
a woman endlessly washes a repeating segment of
stairs. This motif also appears in one of the best-
known performances by Ukeles, from 1973, in which
she, similarly kneeling down, washes the stairs and
exhibition halls at the Wadsworth Atheneum Museum
of Art during its opening hours. Yet the temporality

of Dzudzilo’s work is different — if Ukeles’ actions are
delimited, they have a beginning and an end, at least
in the course of a single day, Krista’s solitary floor
washer is stuck in eternity. A floorcloth, a bucket and
woman’s hands are also present in Dace Dzerina’s
The Land of Happiness (2008). The title of the work
suggests a reference to a well-known song in Latvian
from the fantasy film “Spriditis” (1985, directed by
Gunars Piesis). The story of Spriditis is a curious
mixture of nationalist ideas, didactics, and masculine
heroism, where the small boy leaves his home in the
search of the “land of happiness” while in the end,

he discovers that “the endless road underfoot” leads
back home. Yet, in DZerina’s interpretation, the word
“home” is given another meaning, moreover, the main
character’s gender is feminine. Here, the entry ticket
to the land of happiness is the ability to engage in
prolonged and determined washing, cleaning, and
scrubbing, so that the dust- and spiderweb-covered,
cold, and uninviting abandoned house transforms into
a promise of happiness. A similar intervention in the
world of an abandoned country house is carried out
by Vika Eksta, who documents her staged activities
and everyday rituals in the series of photographs God.
Nature. Work (2013—2015). In it, the artist appears
both as the imaginary keeper of the abandoned house
and an uninvited visitor trying to uncover the secrets
kept by the old house. In her experiments with found
objects, the artist does not strive to create the effect of
homeliness and warmth, instead retaining a distance
to reflect on today’s transformed way of life, economic
and social problems as well as the skills, knowledge
and values related to different forms of life, their
continuity or disruption in contemporary society.

Although interest in abandoned houses in Latvian
contemporary art is widespread (see, for example,

the works of Ivars Drulle and Kristaps Epners), Dace
DZerina and Vika Eksta’s endeavours to inhabit a
seemingly unwanted house can be interpreted from the
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perspective of feminist theory, highlighting women’s
historical association with the idea of domesticity,
which nonetheless may encompass several conflicting
meanings that are indirectly touched upon also by
other works in the exhibition. In traditionally patriarchal
view, home and the private sphere is regarded as
woman’s proper place, accompanied by the “natural”
duty to dedicate hours of affective labour to the
well-being of other family members. While home

is the site for the performance of a happy family, it

can also include scenes of loneliness, despair, and
disappointment. Sometimes the home becomes a
dangerous place, as demonstrated by research —

for women, there is a considerably greater risk of
encountering violence in their own homes than there is
in the dark city streets (Kern 2021, 145). This spectrum
of meanings of domesticity can be observed, for
example, in Laima Eglite’s painting The Broken Plate
(1982), Biruta Baumane’s The Feast is Over (Part Il of
the Triptych) (1978) as well as Heléna Heinrihsone’s
Insomnia (Bedroom) (2012), in which nightly and
disturbing conversations with herself materialise in the
asymmetrical rhythm of the room’s blue walls.

Yet domesticity also includes other aspects: it can

act as a refuge providing the potential of agency

and resistance as well as that courage, peace,
independence, and creativity for which Virginia Woolf
coined the term that has become a feminist classic — “a
room of one’s own”. This interpretation is represented
by the photographs selected for the exhibition from
Zenta Dzividzinska’s series House Near the River (1968),
whose particular embodied rhythms of daily routines
can be framed by everyday feminist aesthetics. Katrina
Neiburga’s installation Memory of Things (2012)
reveals a bodily connection between women across
three generations, while Evelina Dei€mane’s series

of photographs Black Fairy-Tales (2007), which will

stay on the list of works intended for the exhibition

but ultimately not included, highlights the home as a
place of mystery and transformations. Perhaps it is a
historically constituted relationship between gender
and space that explains — although the accuracy of
this assumption remains to be ascertained through a
broader quantitative analysis — why, unlike their male
colleagues, Dace Dzerina and Vika Eksta have produced
an embodied, corporeal, and intimate experience of
abandoned homes, instead of counting or classifying
them. Although maintenance work, like other tasks

of reproductive labour, is tiring, monotonous, and
seemingly endless — Simone de Beauvoir even calls

it Sisyphean, with the distinction that Sisyphus is an
ancient Greek hero, while women are “merely” wives

and mothers — to pick up this undervalued part of
life, to illuminate and comprehend it, provides rich
opportunities to question established social, political
and artistic hierarchies, as well as to enrich artistic
practice and its analysis with perspectives based on
lived daily experience and materiality.

In 1984, the paradigmatic second-wave feminist work
Femininity was released, in which Susan Brownmiller
analyses the most common approaches to the
constitution of the female subject, including body,
clothing, voice, skin, ambitions, movement as well as
emotion. Brownmiller refers to research conducted in
1970, where a group of experts conducted an analysis
of women’s and men’s psychological profiles. The
experts came to the conclusion that women’s most
pronounced character trait is “Cries very easily”.
Additional characteristics included: “Very emotional”,
“Very excitable in a minor crisis”, “Feelings easily
hurt”, “Unable to separate feelings from ideas”, “Very
illogical” and “Very easily influenced”. The male profile
included statements such as “Can make decisions
easily”, “Very logical”, “Very direct” and “Never

cries”. The experts concluded that men’s emotional
profile testifies to their ability to adapt to society

and demonstrate maturity, which cannot be said
about the range of traits attributed to women, giving

a fairly negative portrait of the group. Characteristic
manifestations of women’s emotionality also include
sentimentality, empathy, and admission of vulnerability
as well as latent motherliness, demonstrated by the
almost instinctive ability to care for others (Brownmiller
1985, 207—218). This latent motherliness is related to
the above-mentioned tendency to perform affective
labour.

Although the basic assumptions of contemporary
psychology have most likely changed, the quoted study
invites reflections on affective continuity, which today
forms a gender-based emotional politics. More often
than men, women are encouraged to “cry themselves
out”. A mourning, grief-stricken female character is a
common figure in classical Western art. Its most striking
expression is Mater Dolorosa, “the unhappiest woman
in the world” (Beauvoir 2011, 762), with tears glistening
in her sorrowful and compassionate eyes. Simone de
Beauvoir points out that the suppression of tears is

one of the severe lessons of violence (ibid., 341), which
boys must learn from the earliest age, along with their
capacity to take blows and deride pain. Little girls, on
the contrary, develop the habit of letting the tears flow
which is also retained in adulthood “largely because

they love to play the victim: it is both a protest against
the harshness of their destiny and a way of endearing
themselves to others.” (ibid., 358). Beauvoir illustrates
this point ironically with the observation of catholic
priest Monsignor Dupanloup: “Little girls love to cry

so much that | have known them to cry in front of a
mirror in order to double the pleasure.” (ibid.). Tears
are among women’s forms of protest, weapons, and
sources of pleasure, at the same time forming a specific
modality of female affectivity.

Today the assumption that women’s crying is related to
the menstrual cycle has not found scientific proof, yet it
has been established that women cry more often than
men — this tendency can be observed from 11 years of
age. The reason for it may be not so much women’s
“heightened” emotionality, but the fact that for men

it is “lowered” through suppressing the impulse to

cry, i.e., learning the lessons of violence, in Beauvoir’s
words. Brownmiller points out that certain emotions
are perceived as masculine, such as anger, while “love
for babies” is distinctly feminine (Brownmiller 1985,
210—214). Current research on the influence of gender
on emotionality reveals that men more frequently
express emotions related to the display of power or
hostility and they are less tolerant towards emotions
as displays of weakness, for example, sadness, fear,

or shame. Emotions of vulnerability are reserved for
the weaker sex. These traits are learned already in
childhood, although a considerable role is played by
culture, society’s level of prosperity, and individual
attitudes towards the usefulness of crying (Sharman

et al.,, 2019). Yet there are cases where tears are also
undesirable for women — as illustrated by the episode
Beauvoir highlights from Colette’s story Le képi, in
which the main hero comforts her friend who is anxious
before a meeting with her beloved. When tears glisten
in her friend’s eyes, they are carefully wiped away with
the advice: “At all costs, don’t let yourself give way to
tears” (as quoted in: Beauvoir 2011, 665). An untimely
confrontation with the powerful emotions of the weaker
sex may scare away the potential fiancé, besides, tears
may also cause the mascara to run.

Crying is not only an affirmation of affective gender
identity, but also a form of conversation, which
requires certain skills from the conversation partner.
Some researchers describe tears as a para-language
whose displays are said to be a testament of an
intense experience and contain an indirect signal that
something significant has occurred. Yet the message

of tears is not unambiguous, it may be “help me!” as
well as “leave me alone!”. While majority of researchers

agree that, at least in Western culture, tears often are
seen as the opposite of masculinity, the likelihood
that men will also display unmanly feelings increases
in a supportive and safe environment (Warner and
Shields 2007). Likewise, there is a tendency not to
trust women’s tears, seeing them as a means of
manipulation (Lutz 1999). This observation corresponds
to the views of Dupanloup. While it is acceptable for
women to cry, it does not mean that the conversation
partner might want to encounter such displays of
emotions. Don’t be childish, don’t be so emotional,
don’t overreact, don’t feel hurt, don’t mix thoughts and
feelings, don’t be illogical and sensitive... don’t cry!
Smile!

A contradiction arises in the attitude towards

women’s crying. On the one hand, it is recognised as a
characteristic trait of women’s affective identity. On the
other hand, in contrast to other feminine “weaknesses”,
it is nevertheless preferable to limit this one — at least
in some cases. This contradiction can be explained by
the differing attitudes towards the manifestations of the
female subject. If, for example, generosity and loving
and caring attention as well as subservience earn a
positive assessment, such trait as “cries very easily” is
one of the irritating dark sides of femininity. It refers to
women’s wild, not entirely tamed nature, their difficulty
to be inscribed to the world of culture without surplus
and accept social norms, namely, attain emotional
maturity. Nothing is more irrational than women’s tears
— these warm streams that wash away not only the
mascara and powder but also the understanding of the
subject that is based on binary oppositions, blurring
bodily as well as social boundaries, questioning strict
divisions and mixing disgust with enchantment.

In the exhibition, we see two portraits of crying women.
The author of both lithographs is Heléna Heinrihsone.
In Tears Over the Chest, made in 1998, all features
have disappeared from the woman’s face, except her
crying eyes which have merged into a single opening
— a slit producing a waterfall. The transformation of
facial features marks the transgressive function of
tears — they dismantle the boundary between “inside”
and “outside”, turning the woman’s body into an
open, transcorporeal materiality (Alaimo 2010), which,
following the warm streams of tears, is also able to
exist “beyond the body”. If tears are a para-language,
the positions of subject and object in this language
are interchangeable, “me” is at the same time “you”
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and “others”. The stream in the woman’s face can
also be interpreted as a fountain that, according to
Beauvoir, metamorphoses the woman into a complaint
or a stormy sky (Beauvoir 2011, 734), but also brings
up a series of references to earlier interpretations

of fountains in the history of contemporary art. The
downward direction nevertheless differs from the
subversive enthusiasm that is characteristic of, for
example, Duchamp’s famous Fountain from 1917

— whose author, according to some art historians,
may be German poet and baroness Elsa von Freytag-
Loringhoven (Gammel 2002, Hessel 2022) — or the
optimistic ease of Bruce Nauman in his self-ironic
1966 Self-Portrait as a Fountain. Heinrihsone’s tears
are heavy, reminding us that matter matters, as
formulated by new materialist philosopher Karen
Barad (Barad 2003). Irrespective of the affective
impulse behind crying, it is manifested as a physical
intensity subjected to Earth’s gravitation.

The 1998 lithograph Emotions also shows a crying
person over whose body — in a manner similar to

the above-described work — tears flow in both larger
streams and smaller rivulets. The artist has contrasted
the downward flows with an upward movement — we
recognise the woman’s arms raised towards the sky as
a classical gesture of despair. The woman’s eyes are
closed, while her open mouth produces sounds that
we, naturally, cannot hear. Women’s wailing has long
been seen as a non-discursive, apolitical practice.
Western classics of philosophy and literature have
understood women’s wails as something irrational
and chaotic, linked to instincts and the subconscious,
contrasting tears to a legitimate political platform,
namely, ordered speech that is subordinated to

the Logos. Looking at this interpretation from the
perspective of gender, we see that it is based on the
traditional binary opposition where spiritual light and
the capacity to make decisions and act are left to
man, while the “uncontrolled” power of emotions — to
women who cannot influence the course of events,
merely to lament. Feminist philosophy has revised this
view. For example, in her analysis of Sophocles’ plays
and the well-known Antigone’s lament, theoretician
and scholar of classical literature Bonnie Honig, points
to the political meaning that these include: Antigone’s
“wails” are an example of criticism of the ruling
political system, turning particularly harshly against the
despotic ruler Creon. Antigone’s monologue parodies
unjust laws governing the ancient society, including
patriarchal oppression and discrimination against
women, as well as condemning Creon as a cruel and
unjust ruler who does not listen to the inhabitants of

his country, instead carrying out a policy of “cannon
fodder” (Honig 2013). From this perspective, Antigone
becomes a politically active character — from the
marginalised and feminised emotional periphery which
cannot be taken seriously she assumes the privileges
of the agora, namely, public speech.

Women’s tears have the capacity to question the
boundaries of the political. Does politics consist only
of taking part in demonstrations or speaking from the
government podium, and how can we conceptualise
woman as a political subject? Will she be accused of
losing her femininity, will her angry face be ridiculed
and parodied, while her passionate intonations are
labelled hysterical? Similar questions are suggested
by another of Heinrihsone’s difficult women, namely,
the 2020 Self-portrait. In this work, we see a light
silhouette of a woman — just like the good-hearted
maiden from Latvian folksongs. She is holding an
axe — a traditional Latvian attribute — yet its blade is
lodged in her back. The site of the cut is bleeding —
the red river both formally and conceptually echoing
the waterfalls of tears from the 1998 lithographs, yet
this time their colour and body part is different. The
bodily orifices, as well as the various liquids in these
works, are materialisations of women’s vulnerability,
expressing affect through a bodily rupture: a wound
issuing forth something warm — life.

The material fluidity of the feminine subject —
overflowing like a river in spring floods — represents
more than a metaphor based on an eco-critical
perspective, which testifies to the agency of

all material forces. In feminist philosophy, this
perspective was established in the 1970s and 8os by
Luce Irigaray, who writes about the indeterminacy

of subjectivity, recognising its analogy with the
morphology of the woman’s body — the feminine
subject is fragmentary and plural, with a less
pronounced and fairly disputable separation between
“one” and “two”, “me” and “not-me” (Irigaray 1985).
The subject’s boundaries and their permeability are
guestioned by many feminist theoreticians, objecting
to the self-sufficient and hermetic understanding of
humans based on autonomy and individualism. The
philosophical properties of tears, blood, and other
bodily fluids are described from a psychoanalytical
perspective by Julia Kristeva, enveloping them in

the idea of the abject. The abject points towards

the inability to fully distance from the object that is
causing disgust and threatening the subject, which
seemingly is external but at the same time becomes
internalised (Kristeva 1982). The notion of the abject,

which signals the ambivalence of bodily existence as
well as the instability of boundaries and distinctions,
is a useful tool in feminist interpretations of art, that
turns to disgust, fear, and shame, especially in the
context of bodily experience.

One of the tasks of feminist aesthetics since the
19905 is the analysis of the tradition of women’s
representation offered by the Western art canon and
the related concept of the ideal woman, locating
parallels between “high” art and body politics in a
broader sense. This research also draws attention

to phenomena that are seemingly unrelated to art,
such as pop culture, pornography, the cult of beauty,
and biotechnologies as well as the symptoms of
somatophobia (or fear of the body), which are still
perceptible in Western culture. Art is among the
forms of controlling and disciplining the body, giving
the society a fantasy of safety, self-containment,
acceptance, and immunity from pain and hurt
(Bordo 2003, xxi). The classical Western nude, which
sexually objectifies the body of a white, traditionally
helpless young woman, invites the uncomfortable
question about the role this artistic genre plays in the
normalisation of the ubiquitous violence as well as
its contribution to the cultivation of a particular erotic
taste and the establishment of a vision of beauty.
The ideal woman’s body must be controlled, artfully
arranged and sealed (Nead 1992, Eaton 2012), its
boundaries — precise and unambiguous, turning this
element of untamed nature into a masterpiece of a
masculine genius.

Art theorist Lynda Nead points out that artistic
arrangement of the woman’s body is linked, among
other things, with practices that control women’s
sexuality. This is the reason West European old masters
in their nude paintings have endeavoured to seal the
woman’s body in order to prevent the possibility of
“marginal matter from transgressing the boundary
dividing the inside of the body and the outside” (Nead
1992, 6). The boundaries of the body are socially and
politically charged, since bodily orifices symbolise
vulnerable places whose meaning is closely linked to
other culturally set boundaries. To cross this boundary
means to transgress a social norm, for example, to
destroy the fantasy of the ideal body or to question
the affective identity that is taken for natural and self-
evident.

We can identify such enclosings of women in several
works in the exhibition. Métra Saberova’s painting

Is This Not a Woman? (2015/2022—2023) interprets
René Magritte’s paradox by running through a list

of characteristics that make it possible to identify a
person as a woman. Classification as one mechanism
of control is the subject of the works by Daina Dagnija
(1969), Monika Pormale (2009) and Olga Silova (2010),
in which women are ranked, that is, put on display as
exotic specimens, although in second-wave feminist
rhetoric, this practice is compared to slicing the

beef, comparing female bodies to cattle. Meanwhile,
Franceska Kirke’s Danae (2009) represents a return
to the tradition of female nude painting through

the names of fashion brands, locating the ideal
woman’s body in the flow of luxury goods. Unlocking
the boundaries and giving a free reign to the body’s
materiality, its corporeal outpourings — tears — create
leakages in the work’s field of meaning as well as its
understanding as a socio-political gesture. Crying
women are difficult not only because tears might
suggest loss of control, turning away from the mind,
and immersion in the flowing waters of irrationality.
Discomfort is also caused by the refusal to perform
affective labour — the refusal to smile.

While building a monument to tears as transient
markers of affective identity might be a challenge,
Sarmite Malina has succeeded. The exhibition includes
her installation Tears (2018), which consists of two
light-red glass ovals, fastened in black granite bases
with engravings that read “Pukes” [Flowers] and

“Es” [Me]. Love towards flowers, just like towards
infants, is another predictable trace of the feminine
subject, but the transparency of the glass creates the
misleading impression that this subject is transparent
too: the me/“es” communicates through flowers and
disappears in its word (“pukes”).

The gaze blurred by tears attracts the opposites —

the weight of granite and the lightness of glass, the
coldness of a headstone, and the warmth of blood,
eternity, and an instant. The installation proposes an
attempt to recover from too much loving and fucking —
activities determining women'’s affective identity — and
to reclaim the face undistorted by smiles, which in turn
shows the expressions of mourning and sadness, anger
and fear, traces of experience and knowledge as well
as hope. It remains to be seen whether and to what
extent the deflection, diversion, rerouting, distortion,
misuse, misappropriation, hijacking, or otherwise
turning something aside from its normal course or
purpose caused by tears will illuminate the hierarchies
and values of Latvian art and mobilise new aesthetic
possibilities, but for the exhibition’s visitors the phrase
“Don’t Cry!” will have acquired a new meaning.
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Anda Magone

Dvines / Twins, 2006—2022
Tintes druka / Inkjet print, 160 x160 ¢cm; 30 x 30 cm
Autores Tpasums / Courtesy of the artist
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Heléna Heinrihsone

Réta / The Scar, 1987

Audekls, ella / Oil on canvas, 160 x 120 cm
Latvijas Makslinieku savienibas kolekcija
Artists’ Union of Latvia Collection

Maija Tabaka

Arste Brake un medmasa Laima

Doctor Brake and Nurse Laima, 1974
Audekls, ella / Oil on canvas, 200 x 145 cm
LNMM / LNMA
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Métra Saberova

Vai 87 nav sieviete? / Is this Not a Woman?, 2015 / 2023
Audekls, ella / Oil on canvas, 140 x 170 cm
Autores TpaSums / Courtesy of the artist

Pimpin’ yo mama crib [Uztiné mammu/ratinus], 2015
Video, 1:15 min
Autores TpaSums / Courtesy of the artist
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Elina Braslina

Kailais ierocis: devini vingrinajumi feminisma diskursa
The Naked Gun: Nine Exercises in Feminist Discourse, 2016
Instalacija, plastilins / Installation, plasticine

Autores Tpasums / Courtesy of the artist
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Skuja Braden (Ingiina Skuja, Melisa Breidena)

Tirgot Gdeni upes mala / Selling Water by the River, 2022
Instalacija, porcelans / Installation, porcelain, 500 x 500 cm
Toposa Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art
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Daina Dagnija

Miss Amerika 1922 / Miss America 1922, 1969
Audekls, ella / Oil on canvas, 179 x 208 cm
LNMM / LNMA

Konkursantes pirmaja Miss Amerika
konkursa Atlantiksitija, 1921

Contestants in the first Miss America
pageant in Atlantic City, 1921
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Es atsaucos kuratores Elitas Ansones aicinajumam
rakstit So tekstu, kaut gan esmu viena no Latvijas
Nacionala makslas muzeja izstades “Tikai neraudi!”
dalibniecém. Ka gan man attaisnot savu piekrisanu?
Rakstosi makslinieki nav nekads parsteigums
Latvijas vizualas makslas pasaul€; rakstit vinus
spiedusi ne tikai apstakli, kuros jacinas par savas
vai savu kolégu makslas izdzivoanu, bet art
izbrins un dusmas par sava laika makslas kritiku
vai vésturnieku nespéju saredzét un kur nu vel
interpretét makslu, kas ir tepat, rokas stiepiena
attaluma, pagaidam vel dzivu autoru izpildijuma.

Ir kada téma, kas Latvijas vizualas makslas pasaulée
seviski veiksmigi izsprukusi no ieinteresétas
uzmanibas loka lidz pat nesenam laikam.
Maksliniecém, kuras nodarbojas ar matiskibas
jautajumiem, nacas rékinaties — ja vien Jana Kukaine
nekersies klat vinu darbu interpretacijai vai vienkarsi
pieminé3anai — tad darbiem, visticamak, netiks
pievérsta vispar nekada uzmaniba. Tas sakrita ar
nievajoso attiekmi pret ta saucamo sievieSu makslu
daudz plasaka nozimé, ne tikai saistiba ar matiskibu.
Vai 2023. gada organizéta feminisma makslai veltita
izstade Latvijas Nacionalaja makslas muzeja ir tiesi

laika — vai jau daudz par vélu? Varbat “Tikai neraudi!”

Sobrid izsmeloSi pierada, ka agrak tada apjoma

izstadei gluZi vienkarsi Latvija patiesam nebija vietas.

Feminisms, arT matiskiba, nebija nekada téma, kaut
gan maksliniecu darbos ta ir bijusi klateso3a. Lidz
nesenam laikam “par feminismiem” Latvijas maksla
neviens 1sti neko nav zingjis, jo pretestiba Sada veida
temam makslas interpretacija un analizé patieSam

ir bijusi reala, nevis paris maksliniecu (arf manis)
piesaukta vai izdomata.

Tad nu, apzinoties labo stilu nerakstit par izstadém,
kuras piedalos ar savu makslu, tomér riskesu. Stilu
parkapsu, piedavajot ieskatu madonnas un Médejas
télu iesp&jamajas interpretacijas, aplikojot “Tikai
neraudi!” matiskibas un mitologijas sadala izstaditos
darbus. Renesanses madonnu un mitisko Médeju

negrasos izmantot ka plusa un minusa zimes
melnbalta cinina, tieSi otradi — abu télu analizeé es
atklasu, ka madonnas zeltaina gaisma ms ne tikai
silda, bet spéj apdedzinat un ievainot, savukart
Médejai piedévétaja meZonibas valstiba ir iesp&jams
atrast jaunu, mierinoSu teritoriju. Optimistiskais
sauklis “bérni — sievietes spéka avots” ir jamégina
lasit bez vienvirziena pieejas, apzinoties, ka ta spéj
bt bistama tiedi pasam matém. Ja reiz méginam
apgalvot ko tadu, tad sareZgitaja bavé, ko rota sads
sauklis, ir jaizpéta katrs kakts. Ne tikai viesistaba, bet
ar parkarsusie bénini un pagrabs, kura nez kapéc
visu laiku ir izdegusi spuldzite.

Renesanses zeltaina madonna, jauna sieviete ar
bébiti pie krlits — nav iespéjams ignorét vai apiet
makslas vestures bagazu, kas skalak vai klusak liek
sevi manit ikviena no izstades matiskibai veltita
darbu klasta, seviski gleznotaju darbos. Rietumu
glezniecibas vésturi varétu apgtt caur madonnu
gleznojumiem vien, ka pélites partrikusa rozu
kront tas izripojusas no sen zudusu makslinieku
darbnicam un turpina ripinaties apkart véel arvien,
liekot jautat — ko gan Tsti més zinam par Dievmates
kanonu gleznieciba? Ka zinasanas par kanonu batu
sasaistamas ar musdienas tapuSajiem darbiem?
Vai Sodienas jauna mamina, noliekusies glezna vai
fotografija par savu mazuli, ir vai nav madonna?

Viens no Jaunavas Marijas pagodinajumiem Romas
katolu baznica ir Madonna Lactans — Musu Piena
kundze. Marijas ka baskajes zemnieces téls, kas
piesédusi paént pabarot zidaini tieSi uz zemes

vai uz kada celma, attistijas vélino viduslaiku un
agrinas renesanses Italija ka radikals pretstats daudz
senakajam Maria Regina telam, kas Italija ieceloja no
Bizantijas agrinas kristietibas laika. Sajas senakajas
bizantieSu mozaikas Marija tika attélota ka Debesu
valdniece grezna térpa, “ar perlém, milzigam ka
olam” (Warner 1976, 111), engelu un laicigo karalu
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ielenkuma. Ja vina tika télota ka mate, tad pieaudzis
Kristus, tikai proporcionali mazaks, stivi sedéja
Marijas klepr, turot roka kadu religisku simbolu vai
veroties mates seja (Yalom 1997, 41). Maria Regina
kanons bija loti stabils un gadsimtu gaita klatesoss
ar minimalam variacijam. Batiski, ka bizantiesu Maria
Regina kanons nostabilizéjas tad, kad kristietibai bija
nepieciesami neapgaZzami argumenti, kas tiesa veida
atklaja Baznicas ambicijas un legitiméja valdnieku
dieviSkumu. Gan laiciga, gan dieviska vara pieder
tam, kas art caur télveidi spéj pieradit, ka Dievs ir
vina pusé. Kuram katram tacu Marija grezna mozatka
blakus nesédeés? Kurs katrs tacu Sadai mozaikai pat
nevaréetu atlauties ziedot.

14. gadsimta sakuma Toskanas regiona Italija

rodas unikals fenomens — Jaunava Marija piedava
kailu krati mazajam Jezum. Sadi Marijas attélojumi
kristieSu maksla ir atrodami sakot jau ar 2. gadsimtu
péc Kristus, bet loti reti un izklaidus, un nekad
ieprieks Kristus netika attélots ka kriiti zZidoss,
alkatigs mazulis (ibid., 40). Agrina renesasne 3im
attélam piekeras, tas parmem Rietumu iztéli uz
daudziem turpmakajiem gadsimtiem un sadi attéli
sak rasties masveidigi. Amerikanu antropologe un
mitu pétniece Merilina Jaloma raksta: “Més, kas
esam pieradusi pie neskaitamam italu, francu, vacu,
holandieSu Jaunavam Marijam, nespé&jam iztéloties
ST tela novitati talaika pasaulé, kad tas pirmo

reizi paradijas. Un tomér mums nav cita cela — ir
jamégina iejusties vélino viduslaiku italu adas, laika,
kad lielaka dala no viniem, pieméram, nemacéja
lastt” (ibid.). Un vienigo attélu, ko sava dzivé vispar
redzéja, aplikoja baznica, religiska rita laika, slépjot
aiz muguras savas smaga darba deformeétas roku
locTtavas. Ko vini juta, veroties Jaunava Marija, kas
zida mazuli ka jebkura parasta sieviete?

Marija ar savu zidaintti tika gleznota arkartigi
sareZgitos apstak|os: talaika italu sabiedriba hroniski
cieta no nepietiekama uztura un neparejosiem

méra draudiem. Lidz pat 18. gadsimta vidum

méra epidémijas Eiropa uzplaiksnija apméram

reizi paaudzé, videjam iedzivotaju vecumam, kurs
Florence turejas virs trisdesmit gadu atzimes,
noslidot pat zem divdesmit gadiem. Italijas
pilsétvalstis regulari karoja ar Franciju un Vaciju, kars
nesa lidzi badu un pirmos sifilisa uzplaiksnijumus
Eiropa. Méri un sifilisu garidznieciba skaidroja ka
dieva dusmas un ierasti tajos vainoja gan ebrejus
(ebreju grautini Eiropa bija regulari; jau 1179. gada
Laterana koncils noteica, ka jadiem pilsétas jadzivo
no3kirti no kristiesiem) (Sennet 1996, 215-216), gan

sievietes (Miles 2008, 34-35). Dieva iemiesoSanas
virieSa (nevis sievietes) kerment jau automatiski
noteica viriesa dzimuma parakumu par sievieti.
TieSi tadel, ka virieSa dzimums ir dieviskigaks, tas
tik viegli nepaklaujas Satana kardinajumam. Kamer
virieSi tika iedroSinati sekot Kristus viriSkigumam,
tikmér starp Jaunavu Mariju un realo talaika sievieti
pastavéja neparvarama plaisa, kas ierobezoja
sievieSu nepastarpinatu identificeSanos ar Mariju
(Miles 2008, 46).

Tomer velino viduslaiku toskanietis, visticamak,
noteikti pamanija Marijas lidzibu ar jebkuru
vienkarsu sievieti, kas tirgus laukuma vai pie

vina paSa majas pavarda baro bérnu — tadéjadi
Madonna Lactans analizé nekada zina nav
iespéjams apiet ambivalenci, klajo pretrunigumu
un jégas daudzslanainibu, ko Sis vispazistamakais,
vispierastakais Rietumu glezniecibas téls sevi
iemieso. Jaunava Marija vienlaicigi bija un nebija
tada ka citas sievietes — un Sis apgalvojums prasa
stkakus paskaidrojumus.

Velino viduslaiku un agrinas renesanses ltalija, kad
nepastavéja nekadas dzesésanas vai pasterizésanas
sistémas un valdija ticejums, ka dzivnieku piens
bérnos rada atpalicibu, krats (arm Marijas krats)
varétu bat “jebkas, tikai ne abstrakts simbols” (Miles
2008, 8). Ta bija pati dziviba. lesakuma bija ne jau
Vards. Ka teikusi amerikanu vesturniece Merilina
Jaloma: “lesakuma bija krats” (Yalom 1997, 9). Ja bija
krlits piens, tad bérnam tika dota iespé€ja izdzivot
laika, kad bérnu mirstiba bija ikdieniska paradiba.
Ikviena cilvéciska bltne savu pirmo édienreizi un
baudu, ko ta sniedza, piedzivoja pie sievietes kratim
— ta bija izteikti fiziska, nepastarpinata, miesiska
pieredze. ST miesiska bauda, apvienota ar religisku
nozimi, kur Marijas krats reprezentéja kristiesa
palavibu uz Dieva ripém un atbalstu, veidoja loti
iedarbigu simbolu. Ne tikai Baznica, bet pats Dievs
tika konceptualizéts ka barojosa, sargajosa mate
visiem ticigajiem, un pestita dvésele pie 5is mates
kratim atduséjas ka zidainttis.* Vel vairak, lidz
zinamai pakapei ar Marijas télu varéja identificéties
ka sievietes, ta viriesi, jo, budami kristigi, visi ir
dzérusi no Marijas krats, un baznica, religiska

rita laika vini 5o savienibu, 5o mazigas barosanas
solijumu atjaunoja burtiska veida. Vélino viduslaiku
cilveki ticéja, ka uzlikosana, skatisanas (Sai
gadijuma — gleznojuma aplukoSana rituala laika) ir
pieskarsanas, nepastarpinata klatbttne. Tadejadi péc
baznicas pasatijuma raditajos gleznojumos Marija

ir paliekosi ieziméjusi dzili aizkustinoSu sievisko

klatbdtni. Jau ieprieks pieminéta pétniece Merilina
Jaloma uzmanigi izvers argumentu, ka Marija,
iesp&jams, ir vieniga paleolita laika dieviete, kurai
izdevies izdzivot cauri gadsimtiem. Gan Villendorfas
Venéras, gan Jaunavas Marijas atkailinata krats

ir simbols esencialam spékam, bez kura dziviba
gluZi vienkarsi nebitu iespéjama. Pirmskristietibas
aizlaikos tieSi barotspéjigas, nobriedusas sievietes
kermenis tikai piellgts un godats, un Marija, Jézus
mate, 50 seno tradiciju iepludina un kaut kada méra
pat atdzivina agrinajos modernajos laikos (ibid., 48).

Bet krilits ir ne tikai zelts, ta ir arT lasts. Marijas
pienam nenoliedzami ir dieviska izcelsme. Tas

rodas pats no sevis, ir tirs, jo rodas 3kista sievietes
kerment. TaCu labais piens spéj rasties tikai viena
vieniga kerment no visa sievieSu dzimuma, taja, kas
ir “nesabojats ar miesas greku”. Ta nu Jaunava Marija
vésturiskajos gleznojumos ir ne tikai mierinajuma
avots. Vienlaicigi vina ir neaizsniedzams ideals,

kas kalpo gan ka iedvesmas avots, gan ka stingras
subordinacijas, pat apspiesanas riks.

Sava pétijuma “Viena vieniga sava dzimuma.
Jaunavas Marijas mits un kults” britu makslas
zinatniece un antropologe Marina Varnere, analizéjot
plaso Rietumeiropas Marijas ikonografiju religiskajos
gleznojumos, atkartoti uzsver — neskatoties uz to, ka
agrina kristietiba piedavaja sievietém revolucionaru
domu, kas antikaja sabiedriba nebija iedomajama,
proti, ka masu visu, art sievieSu, dvéseles pieder
Dievam un var tikt glabtas, kristietiba cauri
gadsimtiem saglabajusi savu stingri mizogino dabu.
Sieviete paliek paklautiba un vinai nakas sadzivot ar
noliegumu un nicinajumu, kas pavada katru jaunas
dzivibas ienakSanu pasaulé, jo vinas kermenis

nekad nebus tads ka Marijas kermenis, kurs izdalija
tikai divas substances — pienu un asaras. Nereti
Marija Kristus dzimSanas aina katina tiek attélota
balta térpa, tur nav ne asinu, ne sapju, ne kadu citu
kermena izdalijumu. Dazados avotos garaja Baznicas
vésturé Marija tikusi raksturota ka “debesjuma
kapnes”, “noslégtais avots”, “aizzimogota struklaka”
vai “gramata, kuru nedrikst lasit” (Warner 1976,
62-63); Marija, pretstata visam paréjam sievietém,
bija ne tikai negrékojoss, bet ari vesels, pabeigts
kermenis un ka augstaka lietderiguma piemers un
paraugs vina tiek izradita visam sievietem.

Viena no Marijas téla visbatiskakajam Skautném ir
paklausanas, paklaviba. Marija bez ierunam sniedz
krati un glabinu savam bérmam un caur vinu — visiem
kristieSiem. Amerikanu religijas pétniece Margareta

Mailza uzsver, ka Saja nozimée krdtis sievietém nemaz
nepiederéja. Sievietes bija kriSu nésatajas, bet ne

to patiesas Tpasnieces. Publiskos tekstos un attélos
krlits vienmér bija kada saimnieka parvaldita, jo
seviski Jaunavas Marijas krats. Un tieSi Mailza spéjusi
trapigi formulét sarezgito daudzpakapju uzdevumu,
ko nacas pildit ikvienam religiskajam gleznojumam:
barojoSas Marijas attéli atgadina skatitajam par
sievietes biedé&jo5o spéku gan sniegt, gan ari — ja
vina ta vélas — liegt bartbu un patvérumu. Ja reiz
Marija ir sasniegusi tadu ietekmi (jo més tacu vinu
vél arvien pieminam), spéjot pabarot savu délu — kas
gan spétu aizkavet parastu sievieti sakt apzinaties
pasas spéeku; spéku, kura avots ir tiesi turpat, kur
Marijai — vinas kermenr, vinas kratr; spéku, kuru
respektéja arm Marijas pieaugusais déls? Barojosas
Dievmates attéls dod skaidru signalu par spé&ju
ienemt, pabarot, uzturét dzivibu laikos, kad cilveki
cieta no bada, méra un neparejosa sociala haosa

— ST spéja pavisam viegli varétu tikt nolasita ka
“kermena spéka visparliecinosaka reprezentacija”.
Sabiedriba, ko definéja un administréja viriesi,
barojoSas sievietes speku bija jaspéj parvaldit un
novirzit sociali vélamajas sliedés. Tadejadi darbs, kas
tika ieguldits Dievmates attélu radisana, bija arkartigi
sarezgits — sievietes bija japarliecina barojo3as
Dievmates télu pienemt, bet tieSi neidentificéties

ar Dievmates speku — potencialu fizisku un socialu
speku, kas rodams vinu kermenos (Miles 2008,
47—48). Citiem vardiem sakot — no sievietém tolaik
(un ka batu ar Sodienu?) bija atkarigs daudz, pat
parak daudz, tapéc par katru cenu vinas vajadzéja
atturét no parliecibas, “ka tu kaut kas esi, mila”.
Marijas télveide var tikt skaidrota caur izpratni par
sievietes vietu katra konkrétaja sabiedriba. Neviens
gleznojums neeksisté un nerodas vakuuma. Kads
tos rada. Kads mums iemaca, ka uz tiem skatities
(Miles 2008, 23). Kads tos salago ar mainigajam
sabiedribas gaidam un interesém visos laikos. Mazu
bérnu lolojo3as sievietes attéls vienmeér kalpo kada
interesém un, ka vesturiski pieradijies — visbiezak

ne vinu pasu interesem. Paturot prata Jalomas,
Mailzas un Varneres analizi, uzdroSinos apgalvot, ka
masu izpratné iesédies harmoniskais (garlaicigais,
apnikusais, uz katra stra sastopamais un parak
saldais) Jaunavas Marijas glezniecibas kanons nekad
patiesiba nav bijis harmonisks; Sie gleznojumi jau
raSanas bridr ir bijusi pretrunigi, draudigi, ar milzu
speku apveltiti sabiedriskas dzives ietekmétaji, ar
apbrinojamu meistaribu, ptlém un milestibu raditi
riki, kas turpina vienlaicigi sajasminat un ievainot
misdienu sievietes.
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Un tieSi Sai ievainoSanas zZimé es piedavaju

aplakot divus piemeérus no izstadé “Tikai neraudi!”
matiskibas sadala izstaditajiem darbiem. Latvijas
laikmetigaja gleznieciba levas lltneres, Sandras
Krastinas, Helénas Heinrihsones, Aijas Jurjanes, levas
Jurjanes, Aijas Zarinas un citu maksliniecu darbos

ir atrodami parsteidzosi, pirmaja pietuvinajuma
klusi, bet skaidri strukturéti protesti pret obligato
lietderigumu, kura zimé gadsimtiem ilgi ticis lasits
Marijas (proti, labas sievietes) kermenis — protesti
pret kermeni péc pieprasijuma, protesti pret

mates kermeni, kura pienam (glabinam, gatavibai
ziedoties, milét bez nosacijumiem) vajadzétu
rasties paSsaprotami un viegli. Jaatzimeé, ka visi Sie
gleznojumi Latvijas vizualaja maksla ir radusies,
sakot ar pagajusa gadsimta astondesmito gadu
otro pusi — laika, kad notika daZadas parbides un
makslinieki pakapeniski saka atlauties vairak un
plasak. Pats parsteidzosakais un art iepriecinosakais
(jo esmu maksliniece, nevis teorétike vai makslas
vésturniece) ir fakts, ka smalkjatigie un aspratigie
Marijas gleznojumi radusies vidé, kura nebija
neviena latviski rakstita (vai tulkota) feminisma
teorijam un vizualajai makslai veltita izdevuma,
pétijuma vai apcergjuma. NEVIENA. Makslinieces
loti preciza veida sava gleznieciba noradijusas uz
to, ka “kaut kas ar to Mariju nav kartiba” — tatad, lai
art intuitivi, vinas pret kanonu tomeér attiecas kritiski,
nevis vienkarsi atkartoja makslas véstures lekcijas
apguto ikonografiju. Un — pats galvenais — vinu
gleznieciba pierada, ka makslinieces “radot smel no
citiem apcirkniem, nevis teorijas”?, Marijas stasta
izdarot savas korekcijas un jaunievedumus tiesi zem
mila Dieva spurainas bardas.

Kaut kas ar Mariju nav kartiba hrestomatiskaja levas
lltneres gleznojuma “Marija, tev bas bérns!” (2002) 3
Aizkustinosa veida Marija ir attélota ka bérns, nevis
nobriedusi sieviete; nobijies bérnins, kas peksni

un pavisam negaiditi uzzina, ka ir stavokli. Pat ja S
zina ir prieka veésts sievietei, kas gatavojusies klat
par mati, vinai tik un ta naksies izciest Saubu un
nezinas pilnus brizus. Atklatakas no sievietém spéj
atzit, ka patiesiba vinas vispar nav domajusas, vai
un kapéc vajadzétu klat par mati, un “tagad [péc
bérna piedzimSanas] mani visvairak parsteidz tas,
ka es par to nedomaju vispar” (Donath 2017, 13).
Nereti matiskiba atklajas ka kaut kas tads, par ko

sievietes ne tik daudz doma, ka dara. Matiskiba ir
tada ka nedomasanas darisana. Parsteidzosa karta
abu dzimumu vecaki bieZi vien nezina, kapéc viniem
ir bérni. Tapec, ka visiem ir, tapec, ka berni mis
dara laimigakus — vecaku aptaujas izgaismo faktu,
ka domasana par potencialajiem bérniem drizak ir
saistita ar baudu, nevis ar pasaizliedzibu vai ripém
(Badinter 2010, 10-11). Tomér pari visam matiskiba
vienmer ir riciba, kurai ne tikai janotiek pareizi, bet
art jatiek attélotai, reprezentétai pareiza veida —
tadéjadi ir iespéjams apgalvot, ka Jaunavas Marijas
vesturiskie gleznojumi ir bijuSi pirmie manuali,
pirmie glancétie pamacibu Zurnali sievietém. Iltneres
Marija-bérnins ir anti-manualis; ta ir murgu aina,
kura bérna kermeni pie gultas piespiedis dieviskas
vests smagums — Sis kermenitis neizspruks; nezinas
un neparliecinatibas éna turpinas to pavadit. Marijai
pieaugot, naksies pasai vien noskaidrot, kur ir ta
difaza, gruti sataustama robeza, kas nosaka, kad
vinas kermenis pieder pasai, kad — sabiedribai,

kura burtiski pieprasa bérnus — tautas ataudzei,
pensiju fondiem vai gluZi vienkarsi nacionalas
valsts pastavésanas uzdevumiem, ko vissapigakaja
veida ir atklajis kar$ Ukraina, un kur tas pats
kermenis, novecojot, saslimstot, vai nesp€jot radit
pEcnacejus, tiek sabiedribas atmests ka nederigs.
Demons sievietes gulamistaba ielavas nemitigi,
tikai vina atnestas zinas ir citas. Zimigi, ka Iltneres
Marijai nav redzamas rokas. Vina ir savazota ar
segu bezpalidziga, sastingusa poza — ari tas 50
gleznojumu atskir no vesturiska kanona, jo tiesi
Marijas roku kustibu attélojums Pasludinasanas aina
bija stingri reglamentéets panemiens, ka gleznotaji
kvatrocentro laika sp&ja uzgleznot mazliet svarstigu
Mariju Saubas (Baxandal, 1972). lltnere savai Marijai
nelauj Saubtties pat ne sekundes simtdalu, Marija ir
spiesta pienemt zinu uzreiz.

Tads pats anti-manualis ir Aijas Zarinas “Sieviete
un bérns” (1985). Statiska, centréta sievietes

figlira uz spoZi dzeltena fona sava stinguma un
majestatiskuma atgadina Maria Regina bizantieSu
mozaiku. Uzgleznotais kermenis ir ka neapstridams
arguments, kam nav iesp&jams paiet garam, ta poza
ir kaut kas gandriz apsidzoss. Nav iedomajama
kaila Jaunava Marija, bet tieSi kailums pastiprina 51
kermena pausto apsudzibu. Ir zinama vél otra, loti
lidziga Aijas Zarinas gleznas variacija; ta savulaik
pardota, un darba atrasanas vieta patlaban nav
zinama. Atskiriba no “Tikai neraudi!” izstaditas
gleznas, otraja, niknakaja varianta Zarina jaunas
maminas acis ir uzgleznojusi ar biezu, melnu
kontdru ta, ka krasa veido vertikalus notecéjumus.

To var interpretét ka skropstu tuSu — un tusa notek
gan raudot, gan svistot fiziska piepdlé, bet tikpat
labi tas ir melnas, biezas asaras, nevis dzemdibas
izsmergjies skaistumkop3anas lidzeklis. Vina izraud
tumsu, Krusta klusuma noritas asaras, kas gadsimtu
gaita ir krajusas lidz savarijusas tumsa, lipiga
esencé. Nodirata Marija, kaila, ar Sausmas ieplestam
acim, ar vienu skatienam atklatu kriti tiesi ka Virgo
Lactans kanona, kas nereti licis domat, ka Madonnai
patiesam ir tikai viena krats, jo otras krats vieta, ko
apsedz zilais apmetnis, vienmer ir gluda un plakana
(Miles 2008, 45). Bet kriitsgals ir melns, ass — un
liekas, pati krats ir tukSa un bezspéciga. Jauna
mamina valka medicinisko masku, padomju laika
obligato prasibu ikvienai sievietei, kas slimnicas
telpas macijas barot savu mazuli. M&s neredzam
vinas mutes izteiksmi, bet es neticu, ka zem maskas
vina smaida. Ja vina grib&tu runat, ko vina teiktu?
Neko vina neteiktu. Jo vinai nav vardu. Ir sacies garais
bezvardu un klusuma periods, kura skanés vinas
mazula balss — apmierinata guldzésana, raudas un
smiekli, bet vina pati neteiks neko. Renesanses ideju
par Mariju ka milestibas gaisma izskistosu kermeni
[idz pilntbai attistija Freids, raksturojot mati ka btni,
kas vienlaicigi gan eksiste, gan neeksiste. Vina

rosas savu bérnu fong; vina ne tikai nav autonoma
persona, bet ari ietekmét vai pretoties savas
autonomijas zaudésanai vinai nekadi nav iespgjams
(Donath 2017, 76-78). Freida izpratne par matiskibu
to neparedz.

Tad ka gan 31 balva un statusa lieta (matiskibu

ka luksuspreci un savstarpéji izdevigu darfjumu
visaspratigakaja veida raksturo Métras Saberovas
“Pimpin’ yo mama crib” (2015) video — vispirms més
tev davinam sevi, un tikai tad varam sev pieprasit
tevi, pasaulit!4), kritiski sprieZot, kadu vél spéj
aizraut, iekardinat un parliecinat? IzraélieSu pétniece
Orna Donata sava gramata “Nozélojot matiskibu”
apraksta tadu jédzienu ka institucionala griba, kam
vairums sievieSu paklaujas, pat neiedomajoties,

ka varétu nodzivot dzivi bez bérniem. Vel vairak,
Ornas pétijums atklaja kadu parsteidzosu paradibu
— sievietes atzina, ka vinas negrib bérnus, reizém
nekad nav grib&jusas un apzinajusas to jau agrina
vecuma, bet vinam nav ienacis prata nopietni
apSaubit, ka varétu atlauties nedzemdeét. Vai nu

tu esi sieva, atraitne vai pamesta milaka, bet tev
vienmeér bls bérni. Vienalga — ka statusa lieta, ka
bagaza no sen izjukusam attiecibam, ka glabsanas
lidzeklis, lai beidzot sabiedriba liek tevi miera, ka
patvaliga kermena manifestacija, kas vienkarsi
notika, bet visbiezak ka paklausanas reakcija

sabiedribas spiedienam, kas piekopj iebiedé3anas
stratégiju “velak tu to noZélosi” manieré, nemitigi
turot sievietes spriedzé un aukstasinigi izmantojot
faktu, ka dzivé neapSaubami pienak bridis, kad
bérnu iznésat un dzemdét klust neiesp&jami Izraéla
31 stratégija izradijusies arkartigi iedarbiga, kur
masdienas vidéji katrai sievietei dzimst tris bérni,
dzimstibas koeficientam valstT saglabajoties stabili
augstakam neka paréjo OECD valstu vida (Donath
2017, xiv). Bet vai tiesam tas ir vienigais veids,

ka risinat demografisko jautajumu? Uz sievieSu
iebiedéSanas rekina? Kadel gan ne? Ja reiz tas ir
tik iedarbrgi. Vinas tacu ir baidijusas tik ilgi, vien
pédejos simt gadus atlavusas 5o to vairak; pie tam
par spiti savam bailém, nevis tadel, ka vairs nav no
ka baidities. Tad kadé| nepaciesties — atkal — kadu
augstaku mérku varda?

Kadas gan ir alternativas sievietei, kas, kluvusi par
mati, tomeér censas iebilst Freidam un atkarot savu
obligata karta zaudéjamo autonomiju? Driimas,

lai neteiktu vairak. Vina vairs neraud satumsusas,
sakompresetas Marijas asaras, vina raud asinis

— treSais darbs, ko piedavaju analizei, ir Dainas
Dagnijas “Médeja” (1992) — gleznojums, kas izstadée
ir ieklauts mitologijas sadala, bet, manuprat, $im
darbam pienakas sava vieta tieSi matiskibas garaja
rinda. NeapSaubami, Medeja ir burve, kas ar zalitem
un vardiem spéja atdzivinat pat miru3os, bet ne jau
ka burvi més vinu pieminam un ne jau ka ragana
vina gadsimtiem ilgi ir rosinajusi makslinieku iztéli. Ja
gribam Médeju atstat tikai raganas statusa, tad lieku
reizi apstiprinam faktu, pret kuru nemitigi iebildusas
feminisma teorétikes, ka neviens, Skiet, vispar

nav spéjigs Sis sievietes (sievietes, kas spéj bt
vardarbigas pret saviem bérniem) uztvert ka mates,
jo ““sievietes” ir spgjigas uz sadu ricibu, bet ne

jau nu “mates”” (Welldon 2004, 10). Kad dzejniece
un pazistama feminisma teoréetike Adriena Rica
1986. gada atteicas iznemt no savas gramatas “No
sievietes dzimis” parizdevuma nodalu “Vardarbiba:
matiskibas tumsas sirds”, vina saskaras ar milzu
nosodijumu art no masu puses, kas uzskatija 50
nodalu par nodevibu (Rose 2018, 53). Kad psihiatre
Estella Veldona 1988. gada izdeva pétijumu “Mate,
madonna, mauka. Matiskibas idealizacija un
degradacija”, gramata tika iznemta no feministu
gramatveikaliem, jo lasitajas 50 tekstu uztvéra ka
kartéjo vainas parliksanu uz masu pleciem (ibid.,
126). Kaut gan tas, uz ko feminsma domatajas ir
VEersusas uzmanibu, ir argumentéts izklasts,
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ka tieSi matiskibas nekritiska dieviskoSana ir slazds,
kas ilgtermina apdraud ne tikai mates, bet pasu
sabiedribu, jo ta nespéj atpazit ar matiskibu saistitus
robezstavoklus un kur nu vél sniegt palidzibu matém
vai vinu apdraudétajiem bérniem.

Musdienas radits Médejas gleznojums ir malduguns,
kas mirgulo tumsa; vina ir daudz izvairigaks un
mainigaks téls par jebkuru renesanses madonnu.

Ja madonnas téla dzimSanu saistiba ar kristietibas
formésanos un nostirpinasanos ir iespgjams
aptuveni datét, tad Médeja veras uz mums no
neatminamiem laikiem, no mitiskas pasaules paSiem
dzilumiem. Mits, ka atziméjusi britu antropologe un
lingviste DZeina Eléna Harisone, nav kaut kas tads,
kas tirs un skaidrs dzimst no iztéles. Drizak ta ir
atbilde apkartéjai videi, mijiedarbiba starp pratu un
arpasauli. Ta pauZ vajadzibu un ilgo$anos.® Vai nav
interesanti, ka sen pirms madonnas ikonografijas
izkopSanas Rietumu apzina ir ilgojusies péc enas
klistoSas mates-mezones tela? Ir zinamas Eiripida

un Senekas divas dazadas versijas par Médeju,

abas vina klust par savu bérnu slepkavu. Zinams,

ka pirms Eiripida pastavéjusas dazadas citas mita
versijas, viena no tam Médeja ir Cetrpadsmit, nevis
divu bérnu mate un nevienu vina nenogalé. 17.
gadsimta Korneijs izmanto vél kadu mita versiju

— Médeja izdara pasnavibu, sadedzinoties Heras
templi, bet viktorianis Viljams Moriss parvers Médeju
“sarkstosa, drebosa prerafaelitu kalponé, ko Jasona
neuzticiba parvertusi Snukstosa cupina” — katrs
autors parraksta Médeju sava laika gaisma.” Tomer,
jau sakot ar 19. gadsimta otro pusi, Médejas téls
piedzivo politiska lozunga dzivi — vina vairs nav aklas
greizsirdibas arhetips, vina ir pelnijusi lidzjutibu,
vina ir cietsirdigas pasaules upuris. Médejas tels ticis
izmantots 19. gadsimta otras puses sievieSu tiesibu
publiskajas debatés Lielbritanijas parlamenta, kad
1857. gada tika pienemts likums, kas lava Skirt laulibu
uz laulata neuzticibas un cietsirdibas pamata (Figes
2020).

Lai art kadi bijusi Médejas téla liklo¢i gadsimtu gaita,
ir jaatzime — virieSu daudzkart parrakstita Médeja

ta art ne reizi neizkapa arpus atriebigas firijas téla,
kuras rictba galvenokart ir saistita tiesi ar Jasonu,
tatad — ar virieti. Fundamentalas izmainas Médejas
rakstura notiek tikai tad, kad vinu maksla sak attélot
sievietes.

1998. gada amerikanu rakstniece Tonija Morisone,
raksturojot sava romana “Milota” galveno varoni
Setu, saka: “Seta neizdarija to, ko Médeja - vina
nenogalindja savu bérnu kaut kada tur zella dél”

(Rose 2018, 92). Morisone ir nomainijusi akcentus,
ievieSot radikalu izmainu Médejas téla — Médeja/
Seta nedara neko, kas klasiskaja mita izpratné tiek
saistits ar atriebibu neuzticigam viram (jo kas gan
cits sievieti spétu interesét, iznemot vinas viru?).
Médejas/Setas ricibai ir pilnigi citi motivi. Zaklina
Roza piedava Setas pienemto lemumu skatit ka

“an act of supreme care” (ibid.) — Seta nogalina savu
bérnu milot, jo nave ir labaka par dzivi verdziba.
Vina ir racionali domajoSa mate, vienigais téls,

kas romana spéjigs uznemties atbildibu galéji
cietsirdiga, nedzivojama pasaulé.

Savukart vacu rakstniece Krista Volfa 1996. gada
izdod gramatu “Médeja. Misdienu parstasts”, un
Saja versija Médeja nenogalina nedz savus bérnus,
nedz Jasona jauno ligavu Glauki, Korintas valdnieku
Kreontu vai savu jaunako brali Apsirtu. Médeja,
bldama vériga ienacéja no malas, atklaj Korintas
karalnama korumpéto varas piramidu, kas balstas
uz slepkavigu un sléptu cinu par varu. Istais Médejas
noziegums ir kolektivas nevainibas mita sasiposana.
Vina ir ta Cita, ta svesa, tumsnéja bégle, kas lien, kur
nevajag, kas uzzinajusi parak daudz; grékazis, viegli
vainojama pie ta, ka visi citi ir kladijusies. “Vini meklé
sievieti, kura pateiks, ka vini nav vainigi ne pie ka”
(ibid., 71), sievieti, kura viniem ne tikai laus, bet arT
palidzes dzivot, ka ierasts.

Ta nu pamazam Médeja ieziméjas ka domajosa,
Veriga, zinkariga mate, sieviete, kas uznemsies
riskus un aktivi rikosies, sieviete, kas spéjiga izdarit
secinajumus par apkart notiekoSo, sieviete, kas

loti skaidri saprot, ka jautajums par bérniem — ja
vien pietiek drosmes to attirit no lalinasanas,

piena smarzas un zelta oreola ap mazula un mates
savienibu — ir jautajums par varu. Kam pieder vara
par bérniem ka par ieguldijumu nakotné; kura
izredzéta vinus dzemdeés un, ne varda nebilzdama,
bis spiesta atkapties, ja partnerim bis radusies citi
plani prestizakas sievas veidola (Médejas dzimtene
bija Kolhida, kas seno grieku izpratné bija mezonigs
apgabals pasaules mala, kameér Glauke, Jasona
nakama ieceréta, bija griekiete, tatad civilizetajai
pasaulei piederiga). Galu gala — kura karalnama
bérni paliks dzivot un kurs vinus audzinas? Jasons,
ka zinams, grib piespiest Médeju doties prom no
Korintas un atstat bérnus vinam “pasu bérnu laba”.

Vai aiz baisa téla, aiz melnas mates, kas nogalina
savus bérnus, nav pasléptas kadas fundamentalakas
bailes, kads daudz lielaks potencialais launums?

Vai milzigais kontrasts starp Jaunavu Mariju un
Meédeju nav tieSi tam paredzéts — apZilbumam lidz

tadai akluma pakapei, lai neizSkirtu detalas un
neiedomatos, ka maigaks apgaismojums varétu
uzradit dazadus pustonus? Jaunava Marija neizaicina
hierarhijas vertikali, nav iedomajams, ka vina sava
zelta mates statusa to daritu — kamér Médeja savu
protestu Vers tiesi pret varu. Lik, no ka ir jabaidas.
Ne jau no ta, ka mirst bérni. Dazadas karalvalstis
bérnus ir galéjusas un turpina galét dazados veidos
ikreiz, kad vien tam tas ir bijis nepieciesams. Médeja
ir bistama savu délu navju dél, bet nesalidzinami
savu tumsnéjo roku péc ka tada, ar ko lidz tam
drikstéja rikoties tikai vara. Sabiedriba lemj ne tikai
par masu kermeniem, kratim vai dzemdem (ar
kontracepciju vai abortus reguléjosu likumdoSanu,
pieméram). Sabiedriba lemj arT par So masu
dzemdeétajiem bérniem (ar karaklausibas likumiem).
Lik, kade| Médejas télam bija jaklist patiesi baisam.
Vinas Tstais noziegums ir nekauniga prasiba rikoties
péc sava prata ar to, kas vinai nemaz nepieder — ar
pasas bérniem. Lai domu par patstavigu rikosanos
un l[Emumu pienemsSanu padaritu péc iesp€jas
riskantaku, nestabilaku, nedrosaku, matiskiba
ilgstosi tikusi veidota ka “nedomajama” joma, kurai
vajag vienkarsi lauties, kura instinkti, nevis sievietes
prats visu izdaris vinas vieta. Jo citadi bus ka Médejai
Dagnijas glezna — ar laiku naksies raudat asins
asaras.

Lai domu par bérninu laiSanu pasaulé padaritu péc
iespéjas skaistaku, bija nepieciesams Jaunavas
Marijas téls. Lai sievieti atturétu no iedzilinaSanas
par dzemdéto bérninu likteni pasaulé, kura tikai
izliekas par civilizétu, bija nepieciesams Médejas
téls. Nedomajo3o, nekaskigo mati dieviskojot, bet
kaskigo, domajoSo mati demonizéjot, var panakt
loti daudz — var turét sievieti spriedzé un likt vinai
pastavigi apSaubit savu sajltu un ricibspéjas
legitimitati; var piespiest sievieti ar seju pie stikla, aiz
kura vina redz sevi neprata darot pari pasas bérniem.
Stiedomu aina ir tik iedarbiga, tik Sausminoga,
uzladeta ar tik asu vainas sajutu, ka mate bas

miera ar |oti daudzam netaisnibam, piecietis loti
daudz ko, jo ir tikusi parliecinata, ka patiesais
drauds ir vina pati. Vina ka potenciala Medeja ir
ienaidniece pati sev daudz izteiktaka veida par
jebkuru neieinteresétu partneri vai pavirsu valsts
atbalsta sistemu. Bailes klut par Meédeju, par slikto
mati, spieZ vinu klat vel pacietigakai, piekerties

vél vairak pieticigas, labas mates télam, lai tikai
izbégtu no pasa launaka. Paniskas bailes vinai liedz
skaidri domat, liedz parvirzit izvaicajoso skatienu
uz kadu citu, arpus sevis. Médejas télam ir bijis

jaklust baisam, lai jebkura mate turétu aizdomas
vispirms jau sevi — tadéjadi matiskibai pakapeniski
parversoties par moku ratu, uz kura sieviete nist un
nolad pati sevi, neapgriitinot nevienu citu.

*k*k

Gandriz ikviena ar sievieSu tiestbam saistita mitina
vai protesta gajiena Latvija jau gadiem var ieraudzit
plakatu “Nabadzibai ir sievietes seja” — tik bieZi,

ka to uzlukot ir kluvis mokosi, kaut gan statistikas
dati turpina bt nepieltidzami. Bet varbat 5o saukli
ir iespéjams parinterpretét un traktét ne tikai
ekonomiska zina. Ne tikai reala, bet art uzgleznota
sievietes seja ar laiku sp€j nolieseét tiktal, ka pazid
no musu uzmanibas loka vispar — vai art klust

par kartejo uzgleznoto maminu, kas nedaudz
norlpéjusies veras uz savu bebiti. Nabadziba
Jaunavas Marijas vai Médejas téla lasisana vai
interpretésana paredz ieradit tam veco, labo, [idz
kaklam apniku$o vietu krietnas vai aizdomigas
mates skala. Varblt spéja ieraudzit madonnu ka
padomu sarakstu (pieméram, “10 lietas, ko tu vari
macities no madonnas”) glancéta dzivesstila Zurnala,
savukart Médeju — ka redzigu, bezbailigu mati, lautu
pavirzities soliti tuvak pretim jebkurai uzgleznotai
matei un vinas bérnam, beidzot ieklaujot to “sievieSu
padarisanu” vissaistosako, visdramatiskako un
visdzivako tému loka, ar kadu laikmetiga maksla un
tas nesena vésture Latvija jebkad ir stradajusi?

Tadé| pasas beigas es teikSu ka vélino viduslaiku
cilveks, kurs ticéja, ka gleznojuma uzlikoSana ir
dziva klatbatne un pieskarsanas — raudi, raudi droSi;
izraudi savas asaras un galva sakapusas asinis,
neslép tas no skatitajiem un, vél mazak, no saviem
bérniem. Varbit skats uz nepilnigo pasauli mazliet
apskaidrosies un nocels parmérigi smago nastu no
kadas nakotnes maminas pleciem.
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| took up curator Elita Ansone’s call to write this
text even though | am one of the artists taking part
in the Latvian National Museum of Art’s exhibition
Don’t Cry!. How should | justify my assent? Artists
who write are no surprise in the Latvian visual arts
scene; they have been compelled to write not only
by conditions, under which they must fight for the
survival of their own or their colleagues’ art, but
also the astonishment and anger at the inability of
art critics and historians of their time to see, not to
mention — interpret, art that is right here, close at
hand, produced by authors who are still alive.

There is a subject in the Latvian art world which,

up until recently, had evaded from the scope of
interested attention with particular success. Artists
who were dealing with questions of motherhood had
to bear in mind that — unless Jana Kukaine will take
up the interpretation or simple mentioning of their
works — their works, most likely, will not receive any
attention at all. It coincided with the disparaging
attitude towards the so-called women’s art in a
much broader sense, not merely in connection with
motherhood. Is the exhibition dedicated to feminist
art organised at the Latvian National Museum of Art
in 2023 right on time — or already much too late?
Perhaps at this moment Don’t Cry! demonstrates
beyond any doubt that earlier an exhibition of such
a scale quite simply did not have a place in Latvia.
Feminism, including motherhood, was not a proper
subject, despite the fact that it has been dealt with
in the work of artists. Until recently, no one in Latvian
art really knew anything “about feminisms”, since
resistance to such subjects in the interpretation and
analysis of art had indeed been real, and not merely
brought up or invented by a few artists (myself
included).

Thus, conscious of the good manners not to write
about exhibitions in which | participate with my
work, | will nevertheless take the risk. | will break
with the manners by providing a look at the possible
interpretations of the depictions of the Madonna

and Medea, seen in the works exhibited in the
section of Don’t Cry! that is devoted to motherhood
and mythology. | do not intend to employ the
Renaissance Madonna and the mythical Medea

as polar opposites in the struggle between black
and white, to the contrary — in the analysis of both
characters | will demonstrate how the golden glow
of the Madonna not only warms us, but can also
burn and wound, while a new soothing territory

can be found in the kingdom of savagery that is
associated with Medea. The optimistic slogan
“children — woman’s source of power” ought to be
read without a unidirectional approach, bearing in
mind it is dangerous for mothers themselves. If we
attempt to make such a claim, then each corner
must be investigated in the complex structure graced
by this slogan. Not only the living room, but also the
overheated attic and the cellar where somehow the
light bulb is always out.

The golden Renaissance Madonna, a young woman
with a baby at her breast — it is impossible to ignore
or bypass this burden of art history, which more or
less distinctly makes itself felt in each of the works
selected to represent motherhood in the exhibition,
especially in the works of painters. The history of
Western painting could be studied from paintings of
madonnas alone; like beads from a broken rosary
they have spilled out from the studios of long-

lost artists and continue to roll around to this day,
inviting the question — what exactly do we know
about the canon of the Mother of God in painting?
How can this knowledge of the canon be linked with
contemporary works? Is the today’s young mother,
leaning over her infant in a painting or photograph, a
madonna or not?

One of the honorifics of Virgin Mary in the Roman
Catholic Church is Madonna Lactans — Our Lady of
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the Milk. The image of Mary as a barefoot peasant
woman, seated in the shade, directly on the ground
or on a tree stump to feed her infant, developed

in late medieval and early Renaissance Italy as a
radical opposite to the much older image of Maria
Regina, which came to ltaly from Byzantium during
early Christianity. In these oldest Byzantine mosaics
Mary is depicted as the Ruler of Heaven in a splendid
costume, wearing “the egg-sized pearls of temporal
queens” (Warner 1976, 111), surrounded by angels
and earthly kings. While she was depicted as a
mother, a grown-up yet proportionally smaller Christ
sat rigidly on Mary’s lap, holding a religious symbol
or gazing at his mother’s face (Yalom 1997, 41). The
canon of Maria Regina was very stable and stayed
over centuries with minimal variations. Importantly,
the Byzantine canon of Maria Regina stabilised at

a time when Christianity needed incontrovertible
arguments which would explicitly reveal the
ambitions of the Church and legitimise the divinity
of rulers. Both earthly and divine power belongs to
those who are able to prove, including, through the
creation of visual images, that God is on their side.
Mary would not sit next to just anyone in a mosaic,
would she? Just anyone would hardly be able to
afford to donate to such a mosaic.

In the early 14th century, a unique phenomenon
appears in the Italian region of Tuscany — Virgin
Mary offers a bare breast to the infant Jesus. Similar
depictions can be found in Christian art starting
already from the 2nd century AD, yet they are very
rare and dispersed, and never before had Christ been
represented as a greedy infant sucking on a breast
(ibid., 40). Early Renaissance takes up this image, it
captures Western imagination for many subsequent
centuries and such images start appearing in large
numbers. American anthropologist and researcher
of myths Marilyn Yalom writes: “We, in the twentieth
century, familiar with the nursing Madonna from
innumerable Italian, French, German, Dutch, and
Flemish paintings, cannot imagine the novelty of
this image when it first appeared. We must try to put
ourselves in the skins of those late-medieval Italians,
most of whom could not read [..].” (ibid.). And the
only image they encountered in their entire lives,
they saw in church during a religious rite, hiding
behind their backs their wrist joints deformed by
heavy work. What did they feel gazing at Virgin Mary
who breastfeeds a baby like any ordinary woman?

Mary with her infant was being painted in an
extraordinarily difficult conditions: Italian society
of the time chronically suffered from malnutrition

and constant threat of the plague. Up until the
mid-18th century plague epidemics broke out in
Europe approximately once in a generation, with
the average age, which in Florence was above thirty,
even dropping below twenty. Italian city-states
were regularly at war with France and Germany,
and war brought famine and the first outbreak of
syphilis in Europe. The clergy explained the plague
and syphilis as God’s wrath and commonly blamed
both Jews (pogroms against Jews were regular in
Europe; already in 1179 Lateran Council ruled that
Jews in cities must live separately from Christians)
(Sennet 1996, 215-216) and women (Miles 2008,
34-35). The very incarnation of God in the body of a
man (and not a woman) automatically determined
the superiority of the male sex over women. And
exactly because the male sex is godlier, it does not
submit to Satan’s temptations so easily. While men
were encouraged to follow the masculinity of Christ,
an impassable rift existed between Virgin Mary and
the real women of that time, which limited women’s

unmediated identification with Mary (Miles 2008,46).

Yet the Late-Mediaeval Tuscan, most likely, did
notice Mary’s similarity to any ordinary woman
who feeds her child in the market square or at the
hearth of his own home — thus, in the analysis of
Madonna Lactans it is absolutely impossible to
avoid the ambivalence, open contradictoriness and
multiple layers of meaning embodied by this most
familiar, most common image in Western painting.
Virgin Mary simultaneously was and was not like
other women — and this claim requires further
explanations.

In late-medieval and early-Renaissance Italy,

in the absence of any cooling or pasteurisation
systems and with the belief that animal milk causes
retardation in children, the breast (including Mary’s
breast) would have been “anything but an abstract
symbol” (Miles 2008, 8). It was life itself. It was

not the Word that was in the beginning. In the
words of American historian Marilyn Yalom: “In the
beginning was the breast” (Yalom 1997, 9). If breast
milk was available, the child had the opportunity to
survive at a time when infant mortality was a daily
occurrence. Each human being had its first meal
and the satisfaction that it provided at a woman’s
breast — it was a distinctly physical, unmediated,
corporeal experience. This corporeal pleasure, in
combination with a religious interpretation where
Mary’s breast represented the Christian’s reliance on
God’s care and support, produced a very effective
symbol. Not only the Church, but God himself was

conceptualised as a nurturing, protecting mother to
all believers and the redeemed soul rested at the
bosom of this mother as an infant.! Moreover, to a
certain extent both men and women could identify
with the image of Mary, since, being Christians, all
had drank from Mary’s breast, and in church, during
a religious rite they renewed this communion, this
promise of eternal nourishment in a literal sense.
Late-medieval humans believed that casting a gaze,
looking (in this case — beholding a painting during a
ritual) represents touch, unmediated presence. Thus
in paintings commissioned by the church Mary made
a lasting imprint of a profoundly moving, feminine
presence. The above-mentioned Marilyn Yalom
carefully builds the argument that Mary is probably
the only Palaeolithic goddess who has managed to
survive over the centuries. The bare breast of the
Venus of Willendorf and Virgin Mary is a symbol of
an elemental power without which life quite simply
would not be possible. In pre-Christian prehistory it
was the body of a fully developed woman capable
of providing nourishment that was worshiped and
honoured, and Mary, the mother of Jesus, introduces
and to some extent even revives this ancient
tradition to the early modern period (ibid., 48).

Yet the breast is not only gold, it is also a curse.
Mary’s milk undeniably has a divine origin. It appears
by itself, it is pure because it originates from a chaste
woman’s body. Yet the good milk can be found in
one body only among the entire female sex, the one,
that is “unspoilt by the sin of the flesh”. Thus Virgin
Mary in these historical paintings is not only a source
of solace. She is also an unreachable ideal which
serves both as a source of inspiration and as a tool
of strict subordination, even oppression.

In her study Alone of All Her Sex. The Myth and the
Cult of the Virgin Mary, where she analyses the
Western European iconography of Mary in religious
paintings, British art historian and anthropologist
Marina Warner repeatedly stresses — despite the fact
that early Christianity offered women a revolutionary
idea unimaginable in ancient society, namely, that
all of souls, including women'’s, belong to God and
can be saved, Christianity has retained its strictly
misogynist nature through the centuries. The woman
remains subordinate and has to live with the denial
and scorn that accompanies each entry of a new

life into this world, since her body will never be like
Mary’s body, which emitted only two substances —
milk and tears. In the scene of Christ’s birth in the
shed, Mary is often depicted in white robes, there is
no blood, no tears, nor any other bodily secretion.

In different sources in the Church’s long history
Mary has been characterised as “the ladder in the
firmament”, “a spring shut up”, “a fountain sealed”
or the book “which was “sealed and could not be
read” (Isaiah 29:12).” (Warner1976, 62-63); Mary, in
contrast to all other women, was not only a sin-free,
but also a whole, complete body and as an example
and model of supreme usefulness she is presented
to all women.

One of the most significant aspects of the image of
Mary is submission, submissiveness. Mary offers
her breast and refuge to her child and through him
— to all Christians without any objections. American
researcher of religion Margaret Miles stresses that
in this sense breasts did not even belong to women.
Women were carriers of breasts but not their true
owners. In public texts and images, the breast was
always governed by an owner, especially the breast
of Virgin Mary. And it is Miles who has managed to
aptly formulate the complex multi-layered task that
each religious painting had to perform: the images
of the nourishing Mary remind the viewer about the
woman'’s terrifying power to provide as well as — if
she should wish — to deny nourishment and shelter.
If Mary has achieved such status (we still mention
her, don’t we), through being able to feed her son —
what would stop an ordinary woman from beginning
to realise her own power; the power whose source
is located exactly where it is for Mary — in her own
body, her breast; the power that was respected

by Mary’s adult son? The image of the nourishing
Mother of God sends a clear message about the
possibility of conceiving, feeding, sustaining life in
times when people suffered from famine, plague
and unceasing social chaos — this possibility

could very easily be read as “the most convincing
representation of the body’s power”. In a society
defined and administered by men, the power of the
feeding woman had to be kept under control and
reoriented on a socially-desirable path. Thus the
work that was invested in the creation of the image
of the Mother of God, was extraordinarily complex
— women had to be convinced to accept the image
of the nourishing Mother of God, without directly
identifying with the power of the Mother of God — a
potential physical and social power which can be
found inside their bodies (Miles 2008, 47—48). In
other words — much, even too much depended

on women at the time (and what about today?),
therefore they had to be prevented at all costs from
the conviction “that you are something, dear”.
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The visual representation of Mary can be explained
by understanding woman’s place in each particular
society. No painting exists and appears in a vacuum.
Someone creates them. Someone teaches us how
to look at them (Miles 2008, 23). Someone adjusts
them for the changing expectations and interests

of the society of any given period. The image of

the woman cherishing a small child always serves
someone’s interests and as history has shown —
mostly these are not her interests. With the analyses
of Yalom, Miles and Warner in mind, | venture to
claim that the harmonious (boring, worn, overused
and overly sweet) painterly canon of Virgin Mary
which is stuck in our understanding has never

in fact been harmonious; already at the time of
their creation these paintings were controversial,
threatening influencers of public life that are
endowed with enormous power, tools created with
remarkable mastery, effort and love, which continue
to simultaneously delight and wound contemporary
women.

And it is under this sign of wounding that | propose
to look at two examples from the works exhibited in
the section on motherhood in the exhibition Don’t
Cry!. In Latvian contemporary painting, the works of
leva Iltnere, Sandra Krastina, Heléna Heinrihsone,
Aija Jurjane, leva Jurjane, Aija Zarina and other
artists contain surprising, at first glance, muted, but
clearly structured protests against the mandatory
usefulness under which the body of Mary (i.e., a
good woman) has been read for centuries —protests
against a body on demand, protests against the
mother’s body in which milk (refuge, readiness

for self-sacrifice, unconditional love) should arise
naturally and easily. It has to be noted that all these
paintings appeared in Latvian visual art starting
from the late 1980’s — a time when various shifts
took place and artists gradually began to permit
themselves more and on a broader scale. What is
most surprising and also the most pleasing (since

| am an artist and not a theorist or art historian) is
the fact that these tactful and witty depictions of
Mary were produced in an environment in which
there were no publications, studies or surveys
about feminist theories and visual art written (or
translated) in Latvian. NONE. In their paintings the
women-artists have pointed out very accurately that

“something is not quite right with Mary” — that is,
although intuitively, they nevertheless regard the
canon critically, instead of merely repeating the
iconography learned in art history lectures. And —
most importantly — their painting demonstrates
that artists “in creating work draw on other stores
and not theory”?, making their own corrections and
innovations in the story of Mary right under the
rugged beard of dear Lord.

Something is wrong with Mary in leva Iltnere’s
canonical painting Mary, Thou Art with Child! (2002) 3
Movingly, Mary is depicted as a child, not as a
mature woman; a fearful young child who suddenly
and unexpectedly learns that it is pregnant. Even if
this is a message of joy to a woman who has been
preparing to become a mother, she nevertheless
will have to go through moments of doubt and
uncertainty. The most candid of women are prepared
to admit that they have actually never thought about
weather and why to become mothers — “what most
amazes me today is how didn’t | think about it.”
(Donath 2017, 13). Often motherhood is revealed

as something women not so much think as do.
Motherhood is a kind of doing without thinking.
Surprisingly, parents of both genders often do not
know why they have children. Because everyone has
them, because children make us happier — parents’
surveys highlight the fact that thoughts about future
children are connected with pleasure rather than
self-sacrifice and care (Badinter 2010, 10-11). Yet,
above all, motherhood always is an activity, which
not only has to proceed correctly, but also has to be
depicted, represented in a correct manner — thus

it is possible to argue that the historical paintings

of Virgin Mary have been the first manuals, the first
glossy instruction magazines for women. lltnere’s
Mary-child is an anti-manual; it is a nightmare scene,
where the child’s body is pressed against the bed by
the weight of the divine message — this little body
will not get away; the shadow of uncertainty and
lack of conviction will continue to follow it. While
growing up, Mary will have no choice but to find

out all by herself, where lies that diffuse, difficult

to grasp boundary that determines when her body
belongs to herself and when — to the society that
literally demands children — for the reproduction of
the nation, for pension funds or quite simply for the
tasks of sustaining a nation state, as demonstrated
in the most painful way by the war in Ukraine, and
where this very same body, through aging, illness or
being unable to produce offspring, is discarded by
the society as useless. The demon constantly sneaks
into the woman’s bedroom, only the message he

brings is different. It is noteworthy, that hands of
lltnere’s Mary are not visible. She is tied with the
blanket in a helpless, frozen posture — that is also
something that makes this painting different from
the historical canon, since the depiction of the
movement of Mary’s hands in the scene of the
Annunciation was a strictly reglamented means
through which quattrocento painters were able

to depict a vacillating Mary in doubt (Baxandal,
1972). lltnere does not let her Mary doubt even for
a hundredth of a second, Mary has no choice but to
accept the message at once.

Aija Zarina’s Woman and Child (1985) is a similar
anti-manual. A static, centred female figure on a
bright yellow background, petrified and majestic,
resembles a Maria Regina byzantine mosaic. The
painted body is like an incontrovertible argument
that is impossible to pass by, its posture contains
something almost accusatory. A naked Virgin Mary
is unimaginable, yet it is nudity that heightens the
accusation expressed by this body.

A second, very similar variation of this Aija Zarina’s
painting is known; it was sold and its current location
is not known. Unlike the painting exhibited in Don’t
Cry!l, in its second, fiercer variant Zarina has painted
the eyes of the young mother with a thick black
outline so that paint produces vertical runs. This

can be interpreted as mascara — and mascara runs
from crying as well as from sweat caused by physical
exertion, yet equally these are black, thick tears and
not a beauty product that runs during childbirth. She
cries out the darkness, the tears swallowed in the
silence of the Cross that have been accumulating
over centuries until they have brewed into a dark,
sticky essence. This is a skinned Mary, naked, with
eyes wide from horror, with one breast presented

to the view just like in the canon of Virgo Lactans,
which frequently lead to the belief that Madonna
indeed only has one breast, since the place of the
other breast, covered by the blue cloak, always was
smooth and flat (Miles 2008, 45). But the nipple

is black, pointed — and it seems that the breast
itself is empty and exhausted. The young mother

is wearing a medical mask, a Soviet requirement

for each woman who learned to feed her baby on
the premises of the hospital. We do not see the
expression of her mouth, but | do not believe that
she is smiling under the mask. If she wanted to
speak, what would she say?

She would say noting. Since she has no words.
The long period of speechlessness and silence has

begun, during which the voice of her baby will ring
out — the satisfied gulping, cries and laughter, but
she will say nothing herself. The Renaissance idea
of Mary as a body dissolving in the light of love was
developed to its conclusion by Freud, describing the
mother as a creature that both does and does not
exist. She is busy in the background of her children;
she not only is not an autonomous person, but

also has no possibility of influencing or resisting
her loss of autonomy (Donath 2017, 76-78). Freud’s
understanding of motherhood does not foresee that.

Then, critically thinking, how can this prize and
status object (motherhood as a luxury good and
mutually beneficial transaction is characterised in
the wittiest possible way by Métra Saberova in her
video work Pimpin’ Yo Mama Crib (2015) — first we
give you ourselves, and only then can we demand
you for ourselves, dear world!4) still captivate,

allure and convince anyone? In her book Regretting
Motherhood, Israeli researcher Orna Donath
described the concept of institutional will that most
women submit to without even thinking they could
live their lives without children. Moreover, Orna’s
research revealed a striking phenomenon — women
admitted that they do not want children, sometimes
have never wanted them and had been conscious of
that from a very early age, yet it had never occurred
to them to seriously consider taking the liberty of
not bearing children. Irrespective of whether you

are a wife, a widow or an abandoned lover, you

will always have children. Regardless — as a matter
of status, as baggage from a relationship that has
long-since fallen apart, as a means towards finally
being left alone by the society, as a spontaneous
manifestation of the body which simply happened,
yet mostly as a reaction of submission to social
pressure, which maintains a strategy of intimidation
in the form of “later you will regret it”, constantly
keeping women under pressure and cold-bloodedly
taking advantage of the fact that undeniably there
comes a moment in a woman'’s life when carrying
and delivering a child becomes impossible s In

Israel this strategy has proved to be extraordinarily
effective, with every woman today on average giving
birth to three children, and the birth rate consistently
remaining higher than other OECD countries (Donath
2017, Xiv). But is this really the only way of solving
the demographic question? At the expense of
intimidating women? Why not? If it happens to be
so effective. They have been in fear for so long, only
in the last one hundred years they have permitted
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themselves a little more; moreover, it is despite
their fears and not because there is nothing to fear
anymore. Then why not make an effort — again — in
the service of higher goals?

So what are the alternatives for a woman who,
having become a mother, nevertheless tries to object
to Freud and reclaim the autonomy she is required to
surrender? Dim, to say the least. She no longer cries
the darkened, compressed tears of Mary, she cries
blood — the third work | put forward for analysis, is
Daina Dagnija’s Medea (1992) — a painting that in
the exhibition is placed in the section on mythology,
yet, in my view, deserves a place straight in the

long line on motherhood. Without doubt, Medea is

a sorceress who, with the help of herbs and words,
was even able to bring the dead back to life, but

itis not as a sorceress that we remember her, and

it is not as witch that she has stimulated artists’
imagination for centuries. If we want to keep Medea
merely in the status of a witch, we will only confirm
the fact that feminist theoreticians have constantly
been arguing against, that there seemingly is no one
who is capable of seeing these women (women who
were capable of violence towards their children) as
mothers, since ““women” were seen as capable of
such actions, but not “mothers”” (Welldon 2004,
10). When poet and feminist theorist Adrienne Rich
in 1986 refused to remove the chapter Violence:

The Heart of Maternal Darkness from the reprint

of her book Of Woman Born, she faced enormous
condemnation also from the side of the mothers
who saw this chapter as betrayal (Rose 2018, 53).
When in 1988 psychiatrist Estela Welldon published
her study Mother, Madonna, Whore. The Idealization
and Denigration of Motherhood, the book was
removed from feminist bookstores, since the readers
saw this text as yet another shifting of blame on

the shoulders of mothers (ibid., 126). Despite the
fact that what these feminist thinkers have drawn
attention to is a coherent argument that this
uncritical idolisation of motherhood is a trap that

in the long term is dangerous not only to mothers
but to the society itself, since it is incapable of
recognising the border states related to motherhood,
not to mention of providing help to these mothers or
the children they endanger.

A contemporary painting of Medea is a will-0’-the-
wisp flickering in darkness; she is a considerably
more evasive and changeable presence than

any Renaissance madonna. While it is possible

to approximately date the birth of the image of

the Madonna in relation to the formation and

solidification of Christianity, Medea gazes at us

from times immemorial, from the very depths of the
mythical world. The myth, as remarked by British
anthropologist and linguist Jane Ellen Harrison,

is not something that is born clean and pure out

of imagination. Rather, it is a response to the
surrounding environment, an interplay between

the mind and the outside world. It expresses needs
and longings.® Is it not curious that long before the
elaboration of the iconography of the Madonna,
Western consciousness was longing for the character
of the mother-savage lurking in the shadows?

Two different versions from Euripides and Seneca
are known about Medea, in both she becomes

the murderer of her own children. It is known that
before Euripides there were various other versions
of the myth, in one of them Medea is the mother of
fourteen instead of two children and she does not
murder anyone. In the 17th century, Corneille uses
yet another version of the myth — Medea commits
suicide by setting herself on fire in the Temple of
Hera, while Victorian William Morris turns Medea
into “a blushing, trembling, Pre-Raphaelite maiden,
reduced to a weepy pulp by Jason’s infidelity” — each
author rewrites Medea in light of their own time”
Yet starting already from the second half of the 19th
century, the character of Medea acquires the life of
a political slogan — she is no longer the archetype of
blind jealousy, she deserves compassion, she is the
victim of a cruel world. The character of Medea was
used in late-19th-century public debates on women’s
rights in the British parliament, when in 1857 a law
was adopted allowing the dissolution of a marriage
on the grounds of a spouse’s infidelity or cruelty
(Figes 2020).

In spite of the many twists in the character of

Medea over the centuries, it must be pointed out
that, despite having been rewritten by men on

many occasions, Medea never once stepped out of
the character of a vengeful fury whose actions are
predominantly linked to Jason, namely — a man.
Fundamental changes in the character of Medea took
place only when women started to depict her in art.

In 1998, describing Sethe, the main protagonist of
her novel Beloved, American writer Toni Morrison
says: “Sethe didn’t do what Medea did and kill her
children because of some guy” (Rose 2018, 92).
Morrison has shifted the accents, introducing a
radical change in the character of Medea — Medea/
Sethe does not do anything that, in the classical
understanding of the myth, is connected with
vengeance to the unfaithful husband (since what

else could possibly interest a woman except her
husband?). Medea/Sethe’s act has completely
different motifs. Jagueline Rose proposes seeing
Sethe’s decision as “an act of supreme care” (ibid.)
— Sethe kills her child out of love, since death is
preferable to a life of slavery. She is a rationally
thinking mother, the only protagonist in the novel
who is capable of assuming responsibility in an
utmost cruel, inhospitable world.

Meanwhile German writer Christa Wolf in 1996
publishes her book Medea. Modern Retelling, and
in this version Medea murders neither her children
nor Jason’s new bride Glauce, neither Corinthian
king Creon nor her younger brother Apsyrtus. Being
an observant outsider, Medea discovers the corrupt
power pyramid at the court of Corinth, which is
based on murderous and hidden struggle for power.
Medea’s true crime is the rocking of the myth of
collective innocence. She is the Other, that foreign,
darkish refugee who puts her nose where she is
not supposed to, who has learned too much; a
scapegoat easy to blame for the fact that everyone
else was wrong. “They’re looking for a woman who
will tell them they are not guilty of anything” (ibid.,
71), a woman, who will not only let but also help
them live as usual.

Thus Medea gradually acquires the traces of a
thinking, observant, inquisitive mother, a woman
who will take risks and act decisively, a woman

who is capable of making conclusions about what

is going on around her, a woman who very clearly
understands that the question about children — if
she has the courage to cleanse it from the lulling, the
fragrance of milk and the golden glow surrounding
the union of infant and mother — is a question about
power. Who possesses the power over the children
as an investment in the future; who will be the
chosen one to give them birth and, without saying

a word, be forced to retreat, if her partner hatches
other plans in the guise of a more prestigious wife
(the birthplace of Medea was Colchis which, for
Ancient Greeks, was a wild region on the edge of the
world, while Glauce, Jason’s next fiancée, was Greek,
hence belonging to the civilised world). Ultimately

— in which court will the children live and who will
bring them up? Jason, as we known, wants to make
Medea forsake Corinth and leave the children to him
“for the good of the children”.

Is there not a more fundamental fear hidden behind
this horrifying image, behind the dark mother who
kills her children, a much greater potential evil? Is

it not the very purpose of the enormous contrast

between Virgin Mary and Medea — a dazzlement

to such a degree of blindness, as to not be able to
distinguish the details and even suspect that a softer
lighting might reveal a variety of shades? Virgin

Mary does not challenge the vertical hierarchy; it is
unimaginable that in her status of golden mother
she would do that — while Medea directs her protest
squarely against power. That is what has to be
feared. Not the fact that children are dying. A variety
of kingdoms have been slaughtering and continue
to slaughter children in any number of ways every
time they have seen fit. Medea is dangerous because
of the death of her sons, but she is incomparably
more dangerous because she dared to stretch her
darkish hand for something that until then had

been the prerogative of power. Society decides

not only about the bodies, breasts and uteruses of
mothers (for example, through legislation regulating
contraceptives or abortions). The society also
decides about the children born by these mothers
(through laws of conscription). This is why the
character of Medea had to become truly horrifying.
Her true crime is her shameless demand to act as
she pleases with something that does not in fact
belong to her — her own children. In order to make
the idea of independent action and decision-making
as risky, unstable, unsafe as possible, motherhood
has long been shaped as an “unthinking” sphere, to
which one simply submits, in which instincts and not
the woman’s mind will accomplish everything in her
place. Because otherwise she will end up like Medea
in Dagnija’s painting — with time she will have to cry
tears of blood.

In order to make the idea of bringing babies into the
world as beautiful as possible, the image of Virgin
Mary was necessary. In order to prevent women
from pondering the fate of the children they have
brought into a world which merely pretends to be
civilised, the image of Medea was necessary. A lot
can be achieved through idolising the unthinking,
unfussy mother, but through demonising the fussy,
thinking mother — it is possible to keep the woman
under pressure and make her constantly doubt the
legitimacy of her own feelings and ability to act; it

is possible to push a woman with her face against
the glass, behind which she sees herself harming
her own children in a fit of madness. This imaginary
scene is so effective, so horrifying, charged with such
sharp feeling of guilt that the mother will be content
with so many injustices, will put up with so much,
because she has been persuaded that she is the
real threat. As a potential Medea, she is an enemy
to herself in @ much more tangible manner than any
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uninterested partner or superficial state support
system. The fear of becoming Medea, the bad
mother, forces her to become even more patient,
to attach herself even more to the character of the
humble, good mother, just to escape the worst.
This panic fear prevents her from thinking clearly,
prevents her from directing her questioning gaze to
someone other than herself. The image of Medea
has had to become so horrifying, in order that any
mother would above all be suspicious of herself —
thus gradually turning motherhood into a wheel of
torture on which the woman hates and curses herself
without bothering anyone else.

*k*k

For years in almost every meeting or protest rally
related to women’s rights in Latvia it is possible to
see the poster “Poverty has a woman’s face” — so
frequently that it has become painful to behold,
although statistics continue to be implacable. Yet
perhaps it is possible to reinterpret this slogan and
read it not only in an economic sense. Not only a

real woman’s face but also a painted one has the
capacity of withering to such an extent over time that
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Médeja / Medea, 1992 Vésts / Annunciation, 1990
Audekls, ella / Oil on canvas, 169 x 127 cm Audekls, akrils / Acrylic on canvas, 73 x50 cm
Privatkolekcija / Private Collection Autores TpaSums / Courtesy of the artist
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TrTs vecas babas, neglitas riebigas babas.

Viena resna, tumiga putra - tumiga putra, ko berni
no ritiem negribigt ed. Grubulaina resna - tik resna,
ka berzi paskiras, tik resna, ka rudent putni
aizlaizas, jo nav vairs vietas, kad resna baba meza
apsezas starp bekam.

Otra aiz visslaikaka berza paslepusies. Het,
kaulaina! Ko tu tur pa enamniem kaktiem vazdjies, ko
slepies? Nac barina, nac uz barmiem, tu smuﬂa
baba adas zabacinos, melnos cimdinos!

uy! FUy!

Tu gaisma tik nesmuka, tu veca baba, kaulaina baba.
Ko tu bernus biede?

Tresa baba, spalvaina baba, tu nezver! Tu strada ka
versis un gaudo ka vilks pec savas taisnibas, tu
nezver! Skic! Skrien uz mezu ar savam spalvainam
kajam, tur tev vieta. Pie [atiem un vilkiem, tu moski,
tu nelabats gars!

Bet tad paradas kungs melna kleita, un uzsmaida
vins. Nakat babas, visas tris babas, 3aja omuliga
kaktina. Pasildaties skala gaismina.

SILTI
KARSTI
KAAAAAAAAAAAAAAAAAAAAARSTIIIIIIIIIIIIL

Degat vecenes, degat! Elles ugunts degat! Karstas
Baznicas liesmas lat plosa jisu kermenus ka jiisu
karstas domas plostjusas miisu meitenu morali,
miisu iedibinato kartibu, Dieva kartibu! Degat,
degat jiis babas!

Deg babas, deg kerment, bet idejas palick. Babu

sapni nedeg. Karstuma ka mkla vinu sapni riigst un
izcepas gardi klingert, gardi brivdomibas klingeri.
Nakat meitas un deli, kam onkuli melnas kleitas vel
nay tikust klat, tie kas vel nav vinu upe peldinati,
nakat! Edat masu babu klingert, dat babu
kermenus, lai barojas jtisu gars!

Three old babas, ugly old babas.

One as fat as bulging porridge - bulging porridge
unlike that which children reluctantly cat for
breakfast. Dumpy, bumpy - so large that birches
part, so large that btl’dsﬁcavc in Autumn as there is
no room lc%t when the fat baba sits down in the
forest amid mushrooms.

The second one is hiding behind the most slender of

c
birches. Hey bony! Why do you loiter in dark
corners, why do you hide in ‘the shadows? Join us
boys, boys in the bars, you hot baba in those
leather boots, in those black gloves!

EH! EW!

How ugly you are in light, you old baba, bony
baba. Why do you scare our children?

Third baba, hairy baba, oh, you beast! You work as
a bull and howl as a wolt for your truth, you beast!
Shoo! Run back to the forest with your hairy legs,
that is where your belong. With bears and wolves,
you demon, you hobgoblin!

But suddenly a nice man in a black dress appears
and reveals a smile. Come babas, all of you tchc
babas, join me in this cosy nook. Warm yourselves
in the light of kindling. ;

WARM
HOT
HOOOOOOO0O0O0O00000000000000T

Burn you old hags, burn! Bur in the flames of Hell!
The hot flames of Church will tear your flesh like
your hot ideas tore the morals out of our
daughters, the Order we have established, the
Order of God! Burn, burn you babas!

Babas are burning, their flesh is burning, but ideas
are fireproof. Thewr dreams do not burn. In the heat
they rise as dough and bake yummy pretzels,
yummy latitudinarian prctzdls, Come, our daugters
and sons, ones that have escaped the men in béck
dresses, ones not soaked in their rivers. Come! Eat
the pretzels of our babas, eat their flesh and feed
your souls!

leva Kraule-Kiina

Hot Babas I, 2023

MDF, krasa, organiskais stikls, keramika, lampas, elektribas vadi,
MDF, paint, organic glass, ceramics, lamps electric wires, 300 x 300 cm
Autores Tpasums / Courtesy of the artist

lize Avotina

Bezgaligais dancis / The Endless Dance, 2017
Audekls, akrils / Acrylic on canvas, 150 x 120 cm
Autores TpaSums / Courtesy of the artist
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Lidija Auza

Raganu nakts / Night of the Witches, 1969
Kartons, ella, PVA tempera, metéla skaidas, plastmasas korki

0il, polyvinylacetate tempera, metal shavings, plastic corks, 122 x 223 cm
LNMM / LNMA
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Bezmiegs (Gulamistaba) / Insomnia (Bedroom), 2012
LNMM / LNMA

Audekls, ella / Oil on canvas, 150 X 150 cm

Heléna Heinrihsone
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Inga Meldere leva lltnere

ANuans / Es, Lidija / |, Lydia, 2019 Matildes istaba / Matildes Room,

Audekls, UV druka, akrils, ella / UV print, Marija / Maria, 2020

acrylic, oil on canvas, 60 x 45 cm Audekls, ella / Oil on canvas, 140 x 220 cm; 40 X 30 ¢m
LNMM / LNMA LNMM / LNMA
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Anita Meldere

Pasportrets ar ptdernicu

Self-portrait with Powder Pot, 1981
Audekls, ella / Oil on canvas, 74 x 66 cm
Latvijas Makslinieku savienibas kolekcija
Artists’ Union of Latvia Collection

Dace Dzerina

Laimiga zeme / The Land of Happiness, 2008

Video, 12:24 min

Topo3a Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art

leva lltnere

Mani Démoni / My Demons, 2002
Audekls, ella / Oil on canvas, 140 x 190 cm
Autores Tpasums / Courtesy of the artist
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Anita Meldere

PasSportrets ar zalo 3alli /

Self-portrait with the Green Scarf, 1985
Audekls, ella / Oil on canvas, 60,7 x 50,5 cm
LNMM / LNMA

Heléna Heinrihsone

Emocijas / Emotions, 1998
Litografija / Lithograph, 63,5 x 46,8 cm
LNMM / LNMA
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Katrina Neiburga

Lietu atmina / Memory of Things, 2012

Instalacija, senas mébeles, dazadi priekSmeti, video
Installation, old furniture, various objects, videos
Skana / Sound: Andris Indans

LNMM / LNMA
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Ome:

“- Ko nozimeé bailes? Es negribétu cieSanas. Un nav jau ta, ka man gribétos nomirt.
Né, man negribas nomirt, bet.., ka es par to seviski satrauktos... Kad janomirst,
tad janomirst.

- Es domaju, ka dievins ir [emis, ka liktens ir |emis - ta jadzivo.

-Tair.

- To jau neviens nezin...

- Man vakar palika tik slikti.

- Un ko Tu Sodien darisi?

- Ja vin$ Tevi nemiletu, vin$ nebiitu greizsirdigs.

- Tu vipam tiesam esi ka aklai vistai grauds gadijusies. Dieva darbi!

- Vai dieninas, citam sievietém ir tris un cetri viri... Man jau ar tikai viens virs, bet
nevajag vinam to izradit, ka vigs ir tas vienigais un istais.

- Viscilvéciskakais - gulta péc seksualam attiecibam, tads milums un tada drosiba,
tada patvéruma sajiita.

-Tair.

- Galvenais - nekad nav par daudz teikt bérnam, ka Tu vigu mili un vips Tev ir galvenais.
Un, ka vigs ir gudrs un labs un spgjigs.

- Auksta gala augstakas kvalitates. Ka Tu jiities laimiga, ir man galvenais.
Cits man nav svarigs.

- Burkanini man ir, kartupeli ar man ir, maize man ir, sviests man ir.”
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“- Cilvéce jau pati sevi dzen boja ar visiem Sitiem izméginajumiem, jaunumiem,
jauninajumiem. Ta ir.

-Sausmigi maisini man zem acim, baisas krunkas.

-Man nav neviens tads kaimins, kas man teiktu, ka man ir skaists gimis.
Tair.

-Jadusmojas, cik cilveks ir stulbs kadreiz.

Tair.

-Nevar sagaidit, ka nevajadzeés neko vairs.

-Un ko Tu Sodien, Zakit, darisi? Ko Tu Sodien darisi?

-To jau neviens nezin, kur més biisim, vai mes biisim vai més nebiisim. To neviens nezin.

Tair.

-Vai més biisim vai més nebiisim.”

194

Gran:

“- What does it mean, fear? | wouldn’t want suffering. And it’s not as though | would
want to die. No, | don’t want to die, but... to say that I'm particularly concerned... If |
have to die, | have to die.

- | believe that what god has decided, what fate has decided - that’s how we will live.
- That's how it is.

- No one really knows...

- Yesterday | felt so ill.

- And what will you do today?

- If he didn’t love you, he wouldn’t be jealous.

- You really are for him like a grain for a blind hen. God’s work!

- What's the big deal, other women have three or four husbands... | also only had one
husband, but better not show him that he is the one and only.

- The most human thing - in bed after sexual intercourse, such tenderness and such
safety, such sense of shelter.

- That’s how it is.

- Most importantly - it is never too much to tell the child, that you love him and that
he is the most important thing for you. And that he is clever and good, and capable.

- Cold meat of the highest quality.
- That you are happy is the most important thing for me. Nothing else matters.

- I have carrots, | also have potatoes, | have bread, | also have butter.”
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“- It is humanity that is driving itself to extinction with all these experiments,
new things, innovations. That's how it is.

- I have dreadful bags under my eyes, horrible wrinkles.

-1 don’t have a single neighbour who'd tell me that | have a lovely face.
- That's how it is.

- It makes you angry that man can be so stupid sometimes.

- That's how it is.

- You cannot expect, that you won't need anything anymore.

- And what will you do today, darling? What will you do today?

- No one really knows, where will we be, whether we will be or not.

- That's how it is.

- Whether we will be or not.”

196




198

Izstades “Tikai neraudi!” darbu saraksts
List of works for the exhibition "Don't Cry!

Lidija Auza

Raganu nakts / Night of the Witches, 1969

Kartons, ella, PVA tempera, metala skaidas, plastmasas korki
0il, polyvinylacetate tempera, metal shavings, plastic corks
122 X 223 cm

LNMM / LNMA

Ilze Avotina

Bezgaligais dancis / The Endless Dance, 2017
Audekls, akrils / Acrylic on canvas, 150 X 120 cm
Autores Tpasums / Courtesy of the artist

leva Balode

Flesh to Flesh, 2018

Video instalacija, 16 mm filma, 4:51 min

skana, rituala objekti

Video installation, 16 mm film, 4:51 min
sound, ritual objects

Performance / Performance by Laura Feldberga
Autores TpaSums / Courtesy of the artist

Biruta Baumane

Dzires Beigusas. Triptiha Ill dala

The Feast is Over. Part lll of the Triptych, 1978
Audekls, ella / Oil on canvas, 92 x 117 cm
LNMM / LNMA

Biruta Baumane

Vientuliba / Loneliness, 1987

Audekls, ella / Oil on canvas, 81 x 100 cm
LNMM / LNMA

Linda BolSakova

Semina futuri / Nakotnes sékla

Papildinata realitate / Augmented reality, 8:39 min
Mazika: Anna Kirse

Animacija: Alvis Misjuns

Autores Tpasums / Courtesy of the artist

Elina Braslina

Kailais ierocis: Devini vingrinajumi feminisma diskursa
The Naked Gun: Nine Exercises in Feminist Discourse, 2016
Autores ipasums / Courtesy of the artist

Mara BraSmane

Klingers. leva BraSmane, 1970

Tintes druka / Inkjet print, 40 x 61 cm
Autores Tpasums / Courtesy of the artist

Mara BraSmane

Dzejniece Inara Eglite / Poet Inara Eglite, 1975
Tintes druka / Inkjet print, 32 x 48 cm
Autores Tpasums / Courtesy of the artist

Mara BraSmane

Maksliniece Anita Kreituse / Artist Anita Kreituse, 1975
Tintes druka / Inkjet print, 60 x 38 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Ingeborga Turina, 1970. gadu vidus / mid-1970’s
Tintes druka / Inkjet print, 33 x 49 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Inta Grinberga hepeninga “Jézus Kristus kazas”

Inta Grinberga at the happening “The Wedding of Jesus Christ”
1972

Tintes druka / Inkjet print, 37 x 47 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Fotografe Mara BraSmane / Photographer Mara BraSmane, 1965
Tintes druka / Inkjet print, 40 x 47 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Maksliniece Laima Eglite / Artist Laima Eglite, 1973
Tintes druka / Inkjet print, 34 x 50 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

leva BraSmane un Dzintra Kocina, 1982
Tintes druka / Inkjet print, 40 x 40 cm
Autores Tpasums / Courtesy of the artist

Mara BraSmane

Maksliniece Maija Tabaka / Artist Maija Tabaka, 1969
Tintes druka / Inkjet print, 50 x 31 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Ivonna Andersone, 1969

Tintes druka / Inkjet print, 62 x 41 cm
Autores Tpasums / Courtesy of the artist

Mara BraSmane

Maksliniece Ruta Kreica, Augustins Delle, x, Luba, x,
Tonija Pudane

Artist Ruta Kreica, Augustins Delle, x, Luba, x,
Tonija Pudane, 1971

Tintes druka / Inkjet print, 36 x 55 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Dace Saicanova (Beinarovica), Ap 1968 / ca. 1968
Tintes druka / Inkjet print, 49 x 73 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

ReZisore Mara Kimele / Director Mara Kimele, 1970
Tintes druka / Inkjet print, 53 x 35 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Dzejniece Inara Eglite, maksliniece Ruta Kreica,

Tamara Dobrova, Ivonna Andersone / Poet Inara Eglite,
artist Ruta Kreica, Tamara Dobrova, lvonna Andersone, 1968
Tintes druka / Inkjet print, 50 x 67 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Maksliniece Ruta Kreica / Artist Ruta Kreica, 1970
Tintes druka / Inkjet print, 45 x 70 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Ingeborga Turina pie Kanta kapa Kaliningrada
Ingeborga Turina at the Tomb of Kant, 1971
Tintes druka / Inkjet print, 49 x 30 cm
Autores Tpasums / Courtesy of the artist

Mara BraSmane

Ingeborga Turina, Ruta Kreica, x, leva BraSmene, 1971
Tintes druka / Inkjet print, 34 x 52 cm

Autores Tpasums / Courtesy of the artist

Mara BraSmane

Mudite GaiSevska, Ap 1965-1966 / ca. 1965-1966
Tintes druka / Inkjet print, 57 x 37 cm

Autores ipasums / Courtesy of the artist

Daina Dagnija

Médeja / Medea, 1992

Audekls, ella / Oil on canvas, 169 x 127 cm
Privatkolekcija / Private Collection

Daina Dagnija

Sieviete un govs. Nr. 1 / Woman and Cow. No. 1, 1982
Audekls, ella / Oil on canvas, 183 x 178 cm

LNMM / LNMA

Daina Dagnija

Miss Amerika 1922 / Miss America 1922, 1969
Audekls, ella / Oil on canvas, 179 x 208 cm
LNMM / LNMA

Daina Dagnija

Kliedziens / The Scream, 1986

Audekls, ella / Oil on canvas, 188 x 167 cm
LNMM / LNMA

Evelina Dei¢cmane

Zupas édaja / The Soup Eater, 2007
Video, 28:05 min

Skana / Sound: Jasmine Guffond
Autores ipasums / Courtesy of the artist

Biruta Delle

Pasportrets ar bérnu / Self-portrait with a Child, 1970
Audekls, ella / Oil on canvas, 100 x 80 cm

LNMM / LNMA

Lilija Dinere

Pie loga (Es un Roberts) / By the Window (Me and Robert), 1979
Papirs, akrils / Acrylic on paper, 13 x 23 cm

LNMM / LNMA

Lilija Dinere

Ligava / Fiancée, 2016

Audekls, akrils / Acrylic on canvas, 100 x 50 cm
Autores ipaSums / Courtesy of the artist

Lilija Dinere

Vertikalais horizonts / The Vertical Horizon, 1998
Fotografija, akrils / Acrylic on photography, 55 x 43 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Aizmirsta ainava / Forgotten Landscape, 1998
Fotografija, akrils / Acrylic on photography, 43 x 55 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Altaris / Altar, 1998

Fotografija, akrils / Acrylic on photography, 43 x 55 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Bibeles motivs / Biblical Motif, 1990
Audekls, akrils / Acrylic on canvas, 73 x 50 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Vittra, 1991

Audekls, akrils / Acrylic on canvas, 38 x 55 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Bildinajums / Marriage Poposal, 1990
Audekls, akrils / Acrylic on canvas, 50 x 65 cm
Autores Tpasums / Courtesy of the artist

Lilija Dinere

Vésts / Annunciation, 1990

Audekls, akrils / Acrylic on canvas, 73 x 50 cm
Autores Tpasums / Courtesy of the artist

Kristiana Dimitere

Egiptes Madonna / Egyptian Madonna, 2009

Koks, ella, putuplasts, sintétiska Spaktele, akrils,
sintétiskie mati

Oil on wood, foam plastics, synthetic putty, acrylic,
synthetic hair

131X 53 CM; 42 X 31X 27 CM

LNMM / LNMA

Kristiana Dimitere

Ziema / Winter, 1997

Papirs, zimulis, guasa, akrils

Pen, gouache, acrylic on paper, 56 x 63 cm
LNMM / LNMA

Zenta Dzividzinska

Laime. Maksliniece Laima Eglite

Happiness. Artist Laima Eglite, 1968

Sudraba Zelatina kopija / Silver gelatin print, 18 x 24 cm
LNMM / LNMA

Zenta Dzividzinska

Zemenu lauks | / Strawberry Field I, 1971

Sudraba Zelatina kopija / Silver gelatin print, 56,7 x 42,7 cm
LNMM / LNMA
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Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 30 x 50 cm
LNMM / LNMA

Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 31,94 x 25,13 cm
LNMM / LNMA

Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 15 x 16,3 cm
LNMM / LNMA

Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 14,48 x 21,18 cm
LNMM / LNMA

Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 15 x 20,93 cm
LNMM / LNMA

Zenta Dzividzinska

No sérijas “Maja upes krasta”

From the series “House Near the River”, 1968

Sudraba Zelatina kopija / Silver gelatin print, 15 x 17,59 cm
LNMM / LNMA

Krista Dzudzilo
Skaidriba / Clarity, 2015
Video, 3:11 min

LNMM / LNMA

Dace DZerina

Laimiga zeme / The Land of Happiness, 2008

Video, 12:24 min

TopoS$a Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art

Laima Eglite

Saplisusais Skivis / The Broken Plate, 1982
Kartons, ella / Oil on cardboard, 87 x 71 cm
LNMM / LNMA

Laima Eglite

Pie loga / By the Window, 1981

Kartons, ella / Oil on cardboard, 87 x 71 cm
LNMM / LNMA

Vika Eksta

No sérijas “Dievs. Daba. Darbs”

From the series “God. Nature. Work”, 2013-2015
Arhiva papirs, pigmenta tintes druka

Colour inkjet print on archival paper, 45 x 45 cm
LNMM / LNMA

Vika Eksta

Tyum Kkak nioau / Makoni ka cilveki
Clouds Are Like People, 2019

Video, 8:01 min

Autores Tpasums / Courtesy of the artist

leva Epnere

Mammas / Moms, 2011—2012

Arhiva papirs, pigmenta tintes druka

Pigment inkjet print on archival paper, 60 x 40 cm
Autores Tpasums / Courtesy of the artist

Heléna Heinrihsone

Réta / The Scar, 1987

Audekls, ella / Oil on canvas, 160 x 120 cm
Latvijas Makslinieku savienibas kolekcija
Artists’ Union of Latvia Collection

Heléna Heinrihsone

Asaras pari kriitim / Tears Over Chest, 1998
Litografija / Lithograph, 53 x 43,5 cm
LNMM / LNMA

Heléna Heinrihsone

Emocijas / Emotions, 1998

Litografija / Lithograph, 63,5 x 46,8 cm
LNMM / LNMA

Heléna Heinrihsone

Pasportrets / Self-portrait, 2020
Audekls, ella / Oil on canvas, 114 x 81 cm
Autores ipasums / Courtesy of the artist

Heléna Heinrihsone

Bezmiegs (Gulamistaba) / Insomnia (Bedroom), 2012
Audekls, ella / Oil on canvas, 150 X 150 cm

LNMM / LNMA

Heléna Heinrihsone

Liesmojosa / Flaming, 2021

Audekls, ella / Oil on canvas, 180 x 130 cm
Galerijas XO kolekcija un autores ipasums
Gallery XO collection and courtesy of the artist

leva Iltnere

Marija, Tev bis bérns! / Mary, Thou Art with Child!, 2002

Audekls, ella / Oil on canvas, 140 x 190 cm
LNMM / LNMA

leva Iltnere

Mani Démoni / My Demons, 2002
Audekls, ella / Oil on canvas, 140 x 190 cm
Autores Tpasums / Courtesy of the artist

leva Iltnere

Matildes istaba / Matildes Room, Marija / Maria, 2020
Audekls, ella / Oil on canvas, 140 x 220 cm; 40 X 30 cm

LNMM / LNMA

Rasa Jansone

Laba roka V. No sérijas “Laba roka”

Right Hand V. From the series “Right Hand”, 2019
Audekls, ella / Oil on canvas, 250 x 180 cm
LNMM / LNMA

Kristine Keire

Ejoss cilveks. Juris / The Walking Man. Juris, 1998
Audekls, ella / Oil on canvas, 180 x 125 cm

LNMM / LNMA

Franceska Kirke

Danaja / Danag, 2009

Audekls, ella / Oil on canvas, 160 x 180 cm
Privatkolekcija / Private Collection

leva Kraule-Kiina

Hot Babas I, 2023

MDF, krasa, organiskais stikls, keramika, lampas,
elektribas vadi

MDF, paint, organic glass, ceramics, lamps,
electric wires, 300 X300 cm

Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Dzejniece llze Binde / Poet llze Binde, 1967
Tintes druka / Inkjet print, 60 x 41 cm
Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Lenina iela 39. Neonilla Dadele

Lenina street 39. Neonilla Dudele, 1965
Tintes druka / Inkjet print, 34 x 52 cm
Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Makslinieces Sarmite Kviesite un Zenta Dzividzinska
Artists Sarmite Kviesite and Zenta Dzividzinska, 1966
Tintes druka / Inkjet print, 38 x 57 cm

Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Modele un operatori (Ivars Seleckis)

Model and Cameraman (lvars Seleckis), 1968
Tintes druka / Inkjet print, 30 x 30 cm
Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Fotografe Sarmite Kviesite. “PasSportrets”
Photographer Sarmite Kviesite “Self-portrait”, 1967
Tintes druka / Inkjet print, 39 x 51 cm

LNMM / LNMA

Sarmite Kviesite

Teatra kostimu maksliniece Baiba Puzinas un
Arnolds Plaudis. “Veja”

Theater Costume Designer Baiba Puzinas
and Arnolds Plaudis. “In the Wind”, 1965
Tintes druka / Inkjet print, 38 x 58 cm
Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Jauniete Vecriga / A Young Woman in Vecriga, 1972
Tintes druka / Inkjet print, 33 x33 cm

Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Pareizticiga / The Orthodox, 1972

Sudraba Zelatina kopija / Silver gelatin print, 11,6 x 9,5 cm
LNMM / LNMA

Sarmite Kviesite

Emma Binde un Mara Binde

Emma Binde and Mara Binde, 1973
Tintes druka / Inkjet print, 40 x 45 cm
Autores Tpasums / Courtesy of the artist

Sarmite Kviesite

Pipara kundze atpakal no izsatijuma Sibirija

Mrs Pipara after the Deportation in Siberia, 1968
Tintes druka / Inkjet print, 40 x 52 cm

Autores Tpasums / Courtesy of the artist

Maija KurSeva

Mates linija I-VI / Mother's Line [-VI, 2014
Sietspiede / Silkscreen, 59,5 x 42,5 cm
LNMM / LNMA

Sandra Krastina

Veltijums / Dedication, 1986

Audekls, ella / Oil on canvas, 200 x 150 cm
LNMM / LNMA

Maija KurSeva

Rataina kartiba / Checkered Order, 2016

Instalacija, sietspiede, video

Installation, silcscreen, video, 59,5 x 42, 5, 2:55 min
LNMM, autores TpaSums / LNMA, Courtesy of the artist

Antonija Lutere

Sarkanais bumbieris / The Red Pear, 1998
Audekls, ella / Oil on canvas, 61x 73 cm
LNMM / LNMA

Liene Mackus

Ziedin3 / Flower, 2020

Audums, krasa, lime, plastmasa

Fabric, paint, glue, plastic

Autores Tpasums / Courtesy of the artist

Liene Mackus

Altaris olstnai (Tresa diena)

Altar for the Egg (The Third Day), 2023

Instalacija, papirs, pastelzimulis, akrila sveki, krasa
Installation, pencil, acrylic resin, colour on paper
Autores Tpasums / Courtesy of the artist

Anda Magone

Dvines / Twins, 2006—2022

Tintes druka / Inkjet print, 160 X160 cm; 30 X 30 cm
Autores Tpasums / Courtesy of the artist

Sarmite Malina

Valoda / Language, 1996

Metals, spogulis, lipu krasas

Metal, mirror, lipsticks, 55 x 66 x 40 cm

Topo3a Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art

Sarmite Malina

Asaras / Tears, 2018

Grantts, stikls, tintes druka / Granite, glass, inkjet print,
LNMM / LNMA

Mazika / Music: Reigani. “Kapéc” / “Why”
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Anita Meldere

Pasportrets ar pidernicu

Self-portrait with Powder Pot, 1981
Audekls, ella / Oil on canvas, 74 x 66 cm
Latvijas Makslinieku savienibas kolekcija
Artists’ Union of Latvia Collection

Anita Meldere

PaSportrets ar zalo Salli

Self-portrait with the Green Scarf, 1985
Audekls, ella / Oil on canvas, 60,7 X 50,5 cm
LNMM / LNMA

Inga Meldere

A Nugus / Es, Lidija / |, Lydia, 2019
Audekls, UV druka, akrils, ella

UV print, acrylic, oil on canvas, 60 x 45 cm
LNMM / LNMA

Katrina Neiburga
Satiksme / Traffic, 2003
Video, 18:25 min

LNMM / LNMA

Katrina Neiburga

Lietu atmina / Memory of Things, 2012

Instalacija, senas mébeles, dazadi priekSmeti, video
Installation, old furniture, various objects, videos
Skana / Sound: Andris Indans

LNMM / LNMA

Ingrida Pi¢ukane

Tris masas / Three Sisters, 2016

Papirs, flomasters / Felt-tip pen on paper, 29,5 X 504 cm
Autores TpaSums / Courtesy of the artist

Monika Pormale

Miss pasaules / Miss Worlds, 2009

Tintes druka, 9 gaismas kastes

Inkjet print, g light boxes, 125 x 90 cm

Toposa Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art

Liga Purmale

FLASHBACK Il, 2012

Audekls, ella / Oil on canvas, 140 x 100 cm
Zuzanu kolekcija / Zuzans Collection

Daila Rotbaha

Laimes rezims / Happiness Schedule, 1983

16 mm, 8:00 min

Latvijas Nacionala arhiva Latvijas Valsts
kinofotofonodokumentu arhiva kolekcija
Latvian State Archive of Audiovisual Documents,
National Archives of Latvia collection

Inta Ruka

Matrjona Vasiljeva. No sérijas “Mani lauku laudis”
Matrjona Vasiljeva. From the series “People | know”, 1986
Sudraba Zelatina kopija / Silver gelatin print, 39 x 37,5 cm
LNMM / LNMA

Inta Ruka

Ligita Zalcmane. No sérijas “Zem tam pasam debesim”

Ligita Zalcmane. From the series “Under the Same Sky”, 2018
Sudraba Zelatina kopija / Silver gelatin print, 34 x 34 cm
Autores Tpasums / Courtesy of the artist

Inta Ruka

Tekla Bulina. No sérijas “Mani lauku laudis”

Tekla Bulina. From the series “People | Know”, 1984
Sudraba Zelatina kopija / Silver gelatin print, 35,7 x 34,1 cm
LNMM / LNMA

Inta Ruka

Gita un Maris. No sérijas “Otra upes pusé”

Gita un Maris. From the series “On the Other Side of the River
2011

Sudraba Zelatina kopija / Silver gelatin print, 34 x 34 cm
Autores Tpasums / Courtesy of the artist
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Inta Ruka

Daniela un Nata. No sérijas “Amalijas iela 5a”

Daniela and Nata. From the series “Amalijas Street 5a”, 2005
Sudraba Zelatina kopija / Silver gelatin print, 34 x 34 cm
Autores Tpasums / Courtesy of the artist

Métra Saberova

Pimpin’ yo mama crib [Uztdné mammu/ratinus], 2015
Video, 1:15 min

Autores Tpasums / Courtesy of the artist

Métra Saberova

Vai ST nav sieviete? / Is this Not a Woman?, 2015 / 2023
Audekls, ella / Oil on canvas, 140 x 170 cm

Autores Tpasums / Courtesy of the artist

Skuja Braden (Ingiina Skuja un / and Melisa Breidena)
Tirgot Gideni upes mala / Selling Water by the River, 2022
Instalacija, porcelans / Installation, porcelain, 500 x 500 cm
Topo3a Latvijas Laikmetigas makslas muzeja kolekcija
Future Collection of the Latvian Museum of Contemporary Art

Olga Silova

Sapnu kalendars / Dream Calendar
Pasportrets / Selfportrait

Lelles / Dalls, 2010

Gipsis, plastilins, akrils

Plaster, plasticine, acrylic, h 9o cm; h 33 cm
Autores Tpasums / Courtesy of the artist

Rasa Sulca

Neviens neko neteica / Nobody Said Nothing, 2015
Audekls, ella / Oil on canvas, 177 x 270 cm
Autores Tpasums / Courtesy of the artist

Maija Tabaka

Sievietes / Women, 1974

Audekls, ella / Oil on canvas, 185 x 210 cm
LNMM / LNMA

Diana Tamane

Gimenes portrets / Family Portrait

lesakts / Started in 2013, Video, 21:32 min
Autores Tpasums / Courtesy of the artist

Maija Tabaka

Arste Brake un medmasa Laima

Doctor Brake and Nurse Laima, 1974
Audekls, ella / Oil on canvas, 200 x 145 cm
LNMM / LNMA

Sabine Vernere

No sérijas “Sirénas, Mediiza un Lotosa édaju sala”

From the series “Sirens, Medusa and the Isle of Lotus-Eaters”
2022

Papirs, tusa / Ink on paper, 135 x 114 cm

Autores Tpasums / Courtesy of the artist

Hilda Vika

Rita stunda / In the Morning Hour, 1927
Papirs, zimulis / Pencil on paper, 22 x 18,2 cm
LNMM / LNMA

Hilda Vika

Pie dabas / In Nature, 20. gadsimta 20. gadi / 1920’s
Papirs, zimulis / Pencil on paper, 18,4 x 13,7 cm
LNMM / LNMA

Aija Zarina

Sieviete un bérns / Woman and Child, 1992
Papirs, tusa / Ink on paper, 59,5 X 42,3 cm
LNMM / LNMA

Aija Zarina

Eiropas nolaupisana / Rape of Europa, 1992
Papirs, tusa / Ink on paper, 59,5 x 42,3 cm
LNMM / LNMA

Aija Zarina

Sieviete un suns / Woman and Dog, 1992
Papirs, tusa / Ink on paper, 42,3 X 59,5 cm
LNMM / LNMA

Aija Zarina

Eiropas nolaupisana / Rape of Europa, 1992
Papirs, tusa / Ink on paper, 42 x 59,5 cm
LNMM / LNMA

Aija Zarina

Sieviete un bérns / Woman and Child, 1985
Kartons, ella / Oil on cardboard, 134 x 48 cm
Zuzanu kolekcija / Zuzans Collection

Aija Zarina

Vins un vina / He and She, 1986

Kartons, nitrokrasa, ella

Qil and nitro paint on cardboard, 275 x 82 cm
LNMM /LNMA

Lolita Zikmane

Pavasaris. Balta lokomotive
Spring. The White Locomative, 1977
Oforts / Etching, 43 x 49,5 cm
LNMM / LNMA
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leskats izstades Tikai neraudi! Feministiskie
skatijumi Latvijas maksla: 1965-2023

ekspozicija Latvijas Nacionala makslas muzeja
Lielaja izstazu zale, 14.07.2023.—15.10.2023

Insight into the exhibition Don’t cry! Feminist
Perspectives in Latvian Art: 1965-2023
at the Latvian National Museum of Art
Great exhibition hall, 14.07.2023.-15.10.2023

Foto / Photo: © Anna Ansone, © Valters Lacis
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LIDIJA f1UZ#, ILZE AUOTINA, IEVA BALODE, LINDA BOLSAKOUA,
ELINA BRASLINA, MARA BRASMANE, DAINA DAGNIJA, EVELINA DEICMANE,
BIRUTA DELLE, KRISTIANA DIMITERE, LILIJA DINERE, ZENTA DZIVIDZINSKA,
KRISTA DZUDZILO, DACE DZERINA, LAIMA EGLITE, VIKA EKSTA, IEVA EPNERE,
HELENA HEINRIHSONE, IEVA ILTNERE, RASA JANSONE, KRISTINE KEIRE,
FRANCESKA KIRKE, SANDRA KRASTINA, IEUA KRAULE-KUNA, MAIJA KURSEUA,
SARMITE KUIESITE, ANTONIJA LUTERE, LIENE MACKUS, ANDA MAGONE,
SARMITE MALINA, ANITA MELDERE, INGA MELDERE, KATRINA NEIBURGA,
INGRIDA PICUKANE, MONIKA PORMALE, LIGA PURMALE, DRILA ROTBAHA,
INTA RUKA, METRA SABEROUA, SKUJA BRADEN (INGUNA SKUJA, MELISA -
BREIDENA), LGA SILOVA, RASA SULCA, MAIJA TABAKA, DIANA TAMANE,

~ SABINE VERNERE, HILDA UTKA, AIJA ZARINA, LOLITA ZIKMANE
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