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Jauna latvieSu maksliniece Darta Sidere studé Arts Plastiques Renna,
bet patlaban Erasmus apmainas programma ir devusies papildinaties
uz Milanas Accademia di Brera. Vinas videodarbi balansé uz smalkas
robezas starp attélojumu un abstrakciju. Attéli oscilé starp pamatigu
iedzilinasanos matérija un analitisku distanci, it ka maksliniece vien-
laikus baiditos parak lauties tam, ko sastop sava cela. Zinkares makta,
vina péta to, kas ir tuvuma, un nemaz nesteidz doties prom, drizak
kavéjas, cik vien tik, gluzi ka gribédama parliecinaties, ka ir labi sapra-
tusi novéroto. Dartas Sideres objektivs ir acs, kas péta virsmu ar neiz-
sikstoSu neatlaidibu, bet nekad nepielip tai. Konceptualaka skatjuma
maksliniece iziet no abstrakta ekspresionisma, minimalisma prieks-
teca, premisam, proti, runa ir par virzienu, kura parstavéta gleznieci-
ba atteicas no sakotnéja uzstadijuma — realu priekSmetu attéloSanas
divdimensionala telpa. Gleznieciba ielaidas nepieredzéta déka, kur
krasa tika traktéta ka materials — uztriepts, uzklekséts, pari klats,
strukturéts ka forma, resp., kaut kas kvadratains, Cetrstarains, apals,
ovals vai ari bezformigs, nedefinéjams. Ta atvadijas no véstosa satu-
ra, notikumu parstasta un peksni pievérsas pasrefleksijai. Glezna - logs
kluva par krasu lauku, kas péksni parcélas uz nezinamu vietu, patiesiba
pavisam nejausu, varbut vienkarsi tur, kur atrodas auduma mala...

Darta Sidere mégina izdarit lidzigu eksperimentu ar videoinsta-
lacijam, bet vinas colourfield isteniba dzimst tad, kad vina “parstarté-
jas" uz cilvéka adas, filmejot ar makroobjektivu. Tomér Dartas Sideres
virsmas ir zaudéjusas adai raksturigo krasu — roza ar pavisam viegli
zalganu toni — un kluvus$as pelékas, lai attalinatu parak spécigas aso-
ciacijas ar juteklisko, ka skaidro pati maksliniece. Abstrakta gleznieci-
ba mums vésta par pasas krasas vieliskumu, bet Dartas Sideres vide-
omaksla drizak parada ta trukumu. Neraugoties uz to, abas ir augsts
abstrakcijas imenis un distance, tacu ari paveérts cel$ spécigam emo-
cijam. lekSpusei un arpusei. Tuvajam un talajam. lespéja zaudét dis-
tanci un uzreiz atkapties sanis, doties prom — drosme rada bailes, bet
intensiva tuviba izraisa neparvaramu vélmi bégt.

Jaunas latvieSu makslinieces darbi atgadina avangardu péc Pir-
ma pasaules kara ne tikai apskatama materiala aspekta, bet ari kom-
pozicijas zina. Vertikala centra linija, visu attélu kopsaucéjs, specigi
atgadina ravéjslédzi Barneta Nimena darbos, proti, statenisko liniju,
kas Skérso amerikanu makslinieka krasu laukumu — reizém centra,
bet palaikam vairak uz malu. Tomér nemaz nav talu jameklé — atce-
résimies 50. gadus Skaistaja zemé (Bel Paese), proti, Italija, un mums
acu prieksa uzreiz atausis Luc¢o Fontanas griezums sava vissmalkaka-
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Young Latvian artist Darta Sidere is studying Arts Plastiques in
Rennes, but she has now headed off to Milan's Accademia di Brera to
further her education as part of the Erasmus Exchange Programme.
Her video works balance on a fine line between portrayal and ab-
straction. Her images oscillate between a thorough absorption in
substance and analytical distance, as if the artist simultaneously fears
surrendering herself too much to what she finds in her path. Trou-
bled by curiosity, she explores what's close to her and doesn't at all
hurry to get away, but rather lingers as long as she likes, as if she
wanted to convince herself that she has thoroughly understood
what she has observed. Sidere’s objective is the eye, which explores
a surface with inexhaustible tenacity but never clings to it. On a more
conceptual aspect, the artist works from the premises of abstract ex-
pressionism, the forerunner of minimalism; namely, the discussion
here is about the direction in which painting abandoned what it ini-
tially set out to do, namely, depict real objects in a two-dimensional
space. Painting got mixed up in an unprecedented adventure, where
the paint was treated as a material — smeared, splashed, thrown,
spread and structured like a form, in other words, like something
square, rectangular, round, oval or even without form, undefinable.
It bade farewell to bearing a message and retelling an event and sud-
denly turned to self-reflection. The painting as a window became a
field of colour that suddenly moved to an unknown place, and if it
found an end, it was in truth by chance, or simply because the en-
counter with the edge of the fabric....

Sidere attempts a similar experiment with her videos, but her
colourfield actually comes alive when she "restarts” on a person’s
skin, filming with a macro-lens. However, Sidere’s surfaces have lost
the colour typical of skin — pink with a very light yellowish tone — and
have become grey in order to distance themselves from the rather
powerful associations with the sensuous, as the artist herself ex-
plains. Abstract painting provides us with a message about the cor-
poreality of paint itself, but Sidere’s video art rather reveals its ab-
sence to us. Despite this, there's a high level of abstraction and dis-
tance in them both, but the path to powerful emotions is also
opened up. Inside and outside. Near and far. An opportunity to lose
distance and to step aside immediately, to leave — courage creates
fear, but intensive closeness causes an irresistible desire to flee.

The works of the young Latvian artist remind one of the
avant-garde after the First World War, not just in the aspect of the
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ja forma — kad vin$ parskel audumu tieSi centra — ar precizu un koor-
dinétu kustibu, kas nevilSus atgadina karaté sitienu. Vienlaikus ar
glezniecibas analitiskajiem virzieniem, pieméram, Francija, Kloda
Vjalla (Claude Viallat) un Noéla Dolla (Noél Dolla) support / surface
eksperimentiem, Fontana Italija nododas mekl&jumiem gleznieciba,
uzlakojot rami ka trisdimensionalu telpu, bet gleznu - ka dazadu
spéku mijiedarbes augli, kas sadala attéloto priekSmetu sastavdalas,
saprotot vardu "analize™ pavisam burtiski.

Tomér nevar izlaist no redzeslauka ari citu Dartas Sideres dailra-
des aspektu, proti, fotografiju. Itin ka paplasinadama konceptualos
virzienus, kuri péta makslas realitati caur attélota priekSmeta un ta
vieliskuma prizmu, vina parnes tos uz fotografijas zanru. Ari Seit va-
ram vilkt daudzas paraléles, atskatoties fotografijas vésturé. Ne viens
vien fotografijas lielmeistars ir eksperimentégjis ar objektiva novieto-
jumu attieciba pret uznemto priekSmetu, lidz iegUtais attéls parmai-
nijies teju lidz nepazisanai. Bet, kulttrai ejot uz prieksu, ari cilvéka acs
pamazam macas, ta sp€j sazimét to, kas ir atradies objektiva prieksa,
bet ir sadrumstalots aizvien sikakas druskas. Fotografijas véstures
celmlauzi ir eksperimentéjusi ar cilvéka prata spé€ju atpazit abstraktu
priekSmetu péc pavisam niecigas skatienam atklatas detalas. Pado-
masim par formu abstrakcijas spéku Edvarda Vestona vai Alfréda
Stiglica pliknos pagajusa gadusimtena 20. gados vai Dzona Koplensa
(John Coplans) kailfoto 80. gados, neaizmirstot ari par nesenakajam
Karlas Cerati (Carla Cerati) geometriskajam kompozicijam. Fotoapa-
rata objektivs burtiski ,aposna” adu pétot kermenu kustibas, piever-
Soties katram sikumam. Ta acs vairs nesp€j aptvert aréjas konturas,
toties pievérsas linijai, kas sadala attéla laukumu. Nudien, pirmais
darbs, kas man iekrita prata, skatoties Dartas Sideres video, bija Joko
Ono Four, kad Fluxus maksliniece nofilméja Cetrus kailus cilvékus
solojam diezgan originald kadréjuma — ar tuvplana filmétu sézam-
vietu, kur dibena viduslinija atrodas attéla centra.

Vertikala linija, kas ir Dartas Sideres darbu pamatprincips un ko
veido dazadu kermena dalu satikSanas, ir savveida paradokss - ta
rada gan savienosanos, gan Skirsanos, ir beigas, ir sakumu. Robezas,
malas jédziens tomeér ir atrodams pasa epiderma, kas péc definicijas
ir vieta, kur beidzas musu kermenis un sakas kontakts ar arpasauli.
Pirma saskarsme ar lietam nudien notiek ar taustes starpniecibu, kad
adai, kas ierobezo musu patibu / sevi, skar kaut ko arpus patibas / sevis.

Lai arT Dartas Sideres videoinstalacijas péeta makslas formalos
principus, tas nenozimé, ka vinas maksla butu bezsaturiga. Gluzi ot-
radi, tik tikko kustigie attéli, kas paradas geometriska kompozicija,
patiesiba mums vésta ari par notikumiem, kurus es gribétu saukt par
intimiem, jo maksliniece ar videokameru tuvplana apluko pasas ker-
meni. Lidz ar to bez jebkadam Saubam — geometriska kompozicija
vai vienkrasainiba neko nemaina — més atrodamies videomakslinie-
ces pasportreta prieksa. Tam, ka vina pievérsas sev, ir daudz iemes-
lu - Sads cita cilveka portretéjums varétu vinu ietekmeét, ving to varé-
tu pardzivot ka iejauksanos intimaja sféra. Isi sakot, $ada tuvportreta
priekénoteikums ir loti tuvas attiecibas. Seit vérojams nevis dialogs ar
arpus patibas / sevis eso$o pasauli, bet gan makslinieces pasizpéte,
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viewable material but also in the sense of composition. The vertical
centre line, the common denominator of the entire image, reminds
one powerfully of the “zip” in Barnett Newman's works, the perpen-
dicular line that crosses the American artist's field of colour — at
times in the centre, but every now and then to the side. However,
one needn't search far. Let's recall the 1950s in the Beautiful Country
(Bel Paese), namely, ltaly, and Lucio Fontana's incision flashes right
before our eyes in its finest form when he splits the canvas right in
the centre, with a precise and coordinated movement that unwit-
tingly reminds us of a karate chop. Synchronously with painting'’s
analytical trends, for example, Claude Viallat's and Noél Dolla’s Sup-
ports / Surfaces experiments in France, Fontana headed off for
searches in Italy, regarding the frame as a three-dimensional space
and the painting as the fruit of the interplay of various forces that di-
vide the displayed subject into components, taking the word “analy-
sis"t quite literally.

However, another aspect of Sidere's creative work, namely,
photography, also shouldn't be allowed to escape one’s field of vi-
sion. As if broadening the conceptual directions that explore the re-
ality of art through the prism of the item portrayed and its corporeity,
she transfers them to the genre of photography. Here too, we can
draw many parallels by looking back at the history of photography.
More than one grandmaster of photography has experimented with
the placement of the lens in relation to the photographed object
until the image has changed almost beyond recognition. But, as cul-
ture advances, a person’s eye also gradually learns. It is able to iden-
tify what's in front of the lens even if it's fragmented into ever smaller
bits. Trailblazers in the history of photography have experimented
with the ability of people’s minds to recognise an abstract object
from quite negligible details revealed to the vision. Let us consider
the power of the abstract form in Edward Weston's or Alfred Stieg-
litz's nudes in the 1920s or John Coplans’ nude photo in the 1980s,
not to mention the more recent geometric compositions from Carla
Cerati as well. The camera’s lens literally “sniffs” the skin, examining
the movement of the body, focussing on every little detail. In this
way the eye looses the outside contours but instead focuses on the
line that divides the image field. Honestly, the first work that came to
mind while looking at Sidere’s video was Yoko Ono's Four, when the
Fluxus artist filmed four naked people marching along in a fairly orig-
inal sequence - their backsides filmed in close-up, with the middle
of the bum being located in the centre of the image.

The vertical line that is the basic principle of Sidere’s works and
that is formed by the encounter of various parts of the body is a type
of paradox — it shows both a joining together as well as a separation,
there’s an end and there’s a beginning. Boundaries and the concept
of the edge, however, can be found in the epidermis itself, which by
definition is the place where our body ends and contact with the outer
world begins. The first interaction with things really begins with the in-
termediary of touch, when the skin, which circumscribes our identity/
self, comes into contact with the other of identity/self.
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jautajumi sev, censSoties noskaidrot savas robezas un ierobezojumus
attieciba uz pasauli un lietam taja: tas ir dialogs ar pasas adu. Objek-
tivu formu un subjektivi konkrétu saturu, distanci un tuvibu, racionalo
un emocionalo te skir smalka demarkacijas linija, un Sie pretmeti butiba
sadzivo un pastav lidzas viena miera ka vienas medalas divas puses.

Video nosaukumi, kas apzinati atstati melnbalti, lai Sos darbus “at-
vésinatu’, athemot tiem télotajas makslas aspektu, ielaizas smalkas var-
du spélés (fran¢u valoda), varigjot galveno tému, proti, divu kermena
fragmentu satikSanos. Ta mes atrodam Appuiement, proti, viena ele-
menta atbalstiSanos pret otru, bet Battement (siSanas, puksti) ir tad, kad
dalas tieSa sadursme ietriecas viena otra. Dégagement ir nolasams ka
atsvabinasanas, Rapprochement ir abu pusu tuvinasanas, bet Prolonge-
ment rada viena fragmenta pareju jeb tiek$anos uz otru. Sada cela Dartai
izdodas atgriezties pie ikdieniskas valodas un neiet tadu principu pava-
da, kuri apraksta viena kermena divu elementu tikSanas iespéju; ikviena
$ada tikSanas lietu dabas dé| vienlaikus un vienmér nozime ari ieplaisa-
$anu vai, precizak izsakoties, parravumu, nelielu bezdibeni.

Ridzinieces - latvieSu makslinieces — videodarbu fragmenti iz-
staro dzenbudisku mieru, kas liecina par lielu pacietibu, paradot, ka
cilvéks prot gaidit. Tie apliecina nobriedusu domu, kas raksturo ar-
kartigi lielu un asu véribu pret to, ko dzive mums sniedz, un maksli-
niece labak grib vérot neka bat par sogi.

No italu valodas tulkojis Dens Dimin$

1 No grieku analysis ‘atraisisana, sadalisana’. - Tulk. piez.
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Even though Sidere’s video installations examine the formal princi-
ples of art, this doesnt mean that any content is missing. Quite the
opposite, the barely moving images that appear in a geometric com-
position, in truth, also tell us about events I'd like to call intimate, as
the artist touches her own body with the video camera in close-up.
As a consequence, without any doubt — the geometric composition
or the single-colouredness does not alter anything — we find our-
selves in front of the video artist’s self-portrait. The reasons why she
focuses on herself are many; such a portrait of another person could
affect him or her, he or she could experience this as interference in
an intimate area. In brief, the precondition for such a close portrayal
is a very close relationship. Here we can observe not a dialogue with
a world existing outside of identity/self but rather the artist’s self-ex-
amination, questioning herself, attempting to clarify her own bound-
aries and limits in relation to the world and things in it; this is a di-
alogue with her own skin. Objective form and subjective con-
creteness, distance and intimacy, the rational and the emotion-
al — these are separated by a fine demarcation line, and these
contrasts, in essence, coexist and stand side by side in peace, like
two sides of a medal.

The titles of the videos, which have been purposely left black
and white to “cool” these works down, removing the representation-
al aspect from them, engage in subtle word games (in French), vary-
ing the main theme, namely, the meeting of two bodily fragments.
This is how we find Appuiement, which means the leaning of one
element against another, but Battement (beating, throbbing) is when
the parts clash with each other directly. Dégagement can be read as
liberation, Rapprochement is the getting close of both parts, but
Prolongement creates one fragment's continuation or transition to
another. In this way Sidere succeeds in returning to everyday lan-
guage and divert those words to principles that describe a possible
meeting between two elements of a body; due to the nature of the
things, every such meeting simultaneously and always also means a
cracking or, stated more precisely, a breach, a small abyss.

The video fragments by this Latvian artist from Riga radiate a
Zen-Buddhist-like peace, which testifies to great patience, showing
that the person knows how to wait. They witness of a mature thought
of someone who is characterized by a strong and sharp ability of
observation of what life provides and who prefers to watch rather
than to judge. Even if Darta Sidere seems to be quiet and shy, defi-
nitely she shows “a one step ahead”.

1 From the Greek analysis "breaking-up, loosening' — Translator’s note.
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