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As long as £ilms exist,
our UNREST will exist too

The Riga International Short Film Festival
2ANNAS has been steadily marching along-
side independent Latvian and film history,
development, reflection and experimentation
since 1996, however, with the desire to avoid
mainstream paths comes its own challenges.
Currently, there are no in-depth studies on
short films in Latvia, the radical impact of the
2ANNAS festival, or the festival’s history within
the field of Latvian film analysis and criticism.
That is precisely why, just as festival director
Viesturs Grazdanovics created the festival in
1996 to provide a platform for films that had
none at the time, we are doing it again — only
this time in the form of this collection of essays.
This collection of essays brings together
texts that reflect the history of Latvian cinema
and film festivals in the period just before the
founding of 2ANNAS — opportunities for film
screening and production during the trans-
formative years of the 1980s and 1990s, as
well as the events and ideas that led to the
festival’s founding in 1996. The collection fea-
tures contributions from people who welcomed
and experienced the new millennium with the
festival, as well as those who joined 2ANNAS
over time. Through personal experiences and
even small-scale research, the collection reveals
more than 30 years of unrest to create space
not only for short films, but also for community

experiences and conversations about issues
important to society.

Creative unrest is a state in which one feels
inner tension, dissatisfaction, or a desire to
explore, allowing new ideas to emerge. An
unrest that refuses to accept the situation we
find ourselves in, the systems we are subject to,
and the movies we watch. The unrest doesn’t
allow us to forget freedom, which is a funda-
mental condition of humanity. Unrest compels
us to stand up for short and medium-length
films, for directors who dare, for ideas that must
be put into words, and for communities that
need to be visible.

As long as films exist, our unrest will exist too.

Laima Grazdanovica
Anna Belkovska
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THE NINETIES

INESE STRUPULE

PhD in East European Studies

(UCL, London)

2026 marks the 40th anniversary of 1986 —a
year that can be considered a turning point in
Latvian cinema, as Gorbachev’s perestroika
and glasnost’ reforms ushered in sweeping
changes to the Soviet cultural landscape.
Rapid decentralization of the film industry,
erosion of Goskino's (USSR State Committee
for Cinematography) control, dismantling of
censorship, right as global films flooded in via
video — all fuelled liberalization and creative
freedom that set the stage for a locally unprec-
edented cinematic event, "Kino Dienas”.

“Kino Dienas” (Cinema Days) was a seven-day
film festival that took place in Riga from August
24 to 30, 1986, celebrating the 90th anniversary
of the Lumiere brothers’ first film screening in
Riga. On paper, the festival was organized by
the State Cinematography Committee of the
Latvian SSR, but in fact it was a team of indi-
vidual film creatives, artists, students, and film
enthusiasts, who stood behind the initiative
and developed it according to their bold vision.

The festival was overseen by Augusts Sukuts,
then a director at the Riga Film Studio, and
Maris Gailis, then Head of the Video Section
in the Latvian SSR State Cinematography
Committee — both figures who would go on
to prominence in independent Latvia’s cultural
and political life. The event thrummed with raw
energy, spilling across Riga’s iconic landmarks:
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90 YEARS
SINCE RKINO
DIENAS:
RIGA°’S
CINEMATIC
BIG BANG

Mezaparks, Fri¢a Gaila iela (now Alberta iela),
Zintbu nams (now Rigas Kristus Piedzims$anas
pareizticigo katedrale), Péterbaznica, and
Arkadijas parks, where film screenings fused
seamlessly with vibrant live art happenings.

Audiences devoured premieres of long-
shelved Soviet films, video copies of
contemporary Hollywood hits, and recordings
of Western rock band concerts. Television engi-
neer and avid amateur filmmaker Juris Stiprais
(1922-2005) curated early classics of world cin-
ema from his private 16mm collection, amassed
during Latvia’s first independence (1918-1940).
Vladis Goldbergs filled St. Peter's Church with a
video tech extravaganza — screenings, instal-
lations, and performances showcasing the
medium’s dizzying potential. Zigurds Viding
captured it all, later releasing “Augusta kino-
spradziens” (August Film Explosion) in 2017,
a documentary weaving 1986 festival foot-
age with organizer interviews to unpack its
lasting legacy.

Beyond cinema, “Kino Dienas” morphed into
a contemporary arts festival where independent
artists showcased works in a variety of media,
unconventional for the Soviet art tradition:
installations, fashion shows, performances, and
happenings — all obliquely inspired by cin-
ema. “Kino Dienas’s” standout artwork — and
arguably most politically charged — was Ivars
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Mailitis's happening informally entitled “The
Two-Headed Swan": a massive two-headed bird
effigy floated in Arcadia Park’s pond before the
artist tore it down. Mailitis comments:

| suggested that we make a representation
of what we did at that time in our everyday
life — we spoke doublespeak, or Aesopian
language, and so we created a symbol of our
doublespeak. [...] We wanted to create a rep-
resentation of this contrariness of thoughts, and
then simply overturn it.

The nature of the films and art exhibited
during the festival turned “Kino Dienas” into a
many-layered civic action with a strong political
dimension. Co-organizer Maris Gailis captured
its essence perfectly:

“These were not political actions, these were
art actions with a subtext. But everyone under-
stood what the subtext was [...] It wasn't ‘down
with the communists, down with Soviet power’,
it was communicated through humor, through
artwork [...]. And again, cinema was the key
word, and everything can happen in films, [...]
can't it? What doesn’t happen in cinemal! It was
a wonderful tool that allowed us to express our

attitude, our protest, and in the end — puff! —
it was all a performance.”

"Kino Dienas” sparked enduring film ventures
that outlived Soviet rule. Mastermind Sukuts
called it the “big bang” from which “several
comets parted”: the Riga Video Centre (inde-
pendent video studio and archive, founded
1987); the Riga Film Museum (opened 1988);
and the Riga International Film Forum Arsenals
(1988-2012), spotlighting Baltic and global art-
house gems. It also birthed the “Alternativa”
festival (1988-1990), championing alternative
voices within Soviet Latvian cinema.

Today, “Kino Dienas” shines as a defiant
burst of creativity amid thawing repression — a
catalyst for Latvia‘s cinematic rebirth, where
amateurs, professionals, and nonconform-
ists collided to challenge the status quo,
birthing institutions that sustained Latvia’s
cinematic renaissance through independence
and beyond.

Quotes from Sukuts, Mailitis, and Gailis are drawn

from interviews featured in the documentary
Augusta kinospradziens, dir. Zigurds Viding
(Studija 2, 2017).
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IGORS LINGA

Film director

While up until then in the Soviet Union we
had only watched Indian, Russian, and Soviet
films, the video boom of 1982 marked a turn-
ing point for the entire system. My generation,
who were teenagers at the time (16 or 17 years
old), saw for the first time a kind of cinema
we couldn’t even imagine. We wanted to see
the world.

Screenings were organised like this — there
was a guy with a VCR and some boys with cop-
ied tapes. A movie screening was organised at
someone’s house with the windows covered.
It usually took place from around 8pm to 8am.
The movies were already picked. For example,
we watched an entertainment movie, then
an action movie, followed by an erotic film,
and finally some music videos — Duran Duran,
Depeche Mode. So people just sat there and
watched music videos until dawn. We had to
watch them all. Afterward, people went outside
as if they'd just finished a hard day’s work.

The admission fee for such a screening was
about 10 rubles. The average monthly sal-
ary at the time was approximately 120 rubles.
Interestingly, all the teenagers somehow got
the money. After all, there was nowhere else
to spend it. At times, more than 50 people
would gather in the small room. For people
who organised these events this was a solid

THE VCR
REVOLUTION

business. They were speculators who sold and
duplicated recordings.

Suddenly, we became Westerners. Back then,
even Michael Jackson and Madonna were for-
bidden, let alone The Prodigy. It opened our
eyes. An explosion happened. There was no
turning back. No one cared about the Soviet
Union anymore. If you've seen Sex Pistols video,
who cares about the Soviet Union or school?

The system tried to restrict it. They organised
vans that drove around and looked for lights
at night. Why is your light on at four in the
morning? The official television finished broad-
casting even before midnight. If something
flashes in your window, it is illegal.

The information was shared among friends.
There was, of course, no advertising. You told
your friend, she told her brother, he told his
classmates. People gathered without any spe-
cial announcement. Everyone wanted to see it.
It was like opening a window and breathing in
some fresh air.

These screenings went on for around two
years. By 1984, everyone already had a VCR at
home. The Soviet Union could no longer ban it.
The most frequent illegal screenings took place
in 1982 and 1983. Suddenly, we saw MTV. You
couldn’t watch it on television, but you could
buy a cassette in an alley.
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I've shot music videos myself. | learned
everything from VCR tapes. This video culture
was completely different from that of the Soviet
Union. It was modern and stylish. The Soviet
Union showed respectable films, but video
broke down the boundaries. Hollywood came
in. From today’s perspective, we may not need
Hollywood, but back then it opened our eyes
to the whole world. It gave young people hope
for the future. This meant that there was more
to the world than just Communist meetings
where gray-haired men sat around babbling
about five-year plans. Young people weren't
interested in that at all.

In my opinion, VCR created an explosion.

Then you could start thinking about what
makes a movie good or bad. People watched
everything and it didn’t matter if it's an action
movie or a music video. We soaked it all up
like sponges.

It happened outside of Riga too. | had a
friend in Kekava who told me that they also
held events like that in a five-story building, in
the basement, not even in an apartment. They
brought a TV downstairs, set up a VCR, and
half of the town gathered in the basement to
watch movies.

| would like to personally thank Michael Jackson
and Madonna. They were our heroes at the

time, also Duran Duran and Depeche Mode.
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THE VCR
REVOLUTION

They raised the generation that is now in its
sixties. That was our school. If something is
in fashion among young people, no one can
break it. It can’t be destroyed, because it is
youth. We didnt do anything wrong. We simply
lived the way we wanted to at the time. It was
the VCR revolution.



THE NINETIES

IEVA OZOLINA

Film director

The 1990s in Latvia were a time when the col-
lision of tectonic plates between the Eastern
and Western worlds had brought about regime
change, but the future was unimaginably
unstable. The freedom was regained without
instructions on how to use it. Quoting writer
and journalist Pauls Bankovskis in the publi-
cation “The Nineties” (Devindesmitie) — the
Latvian state, like other former USSR repubilics,
resembled a city block that, after political or
economic turmoil, was taken over by enthusi-
asts of various fields, crooks, and weirdos who
had arrived from abroad. At that time, these
countries resembled the squats of East Berlin
or the artistically urban utopias of Andrejsala.
The representatives of the creative fields

FREEDOM
WITHOUT

INSTRUCTIONS

film quickly, intuitively, and without institu-
tional discipline. The emphasis shifted from
the visual to the informational, as video shot
images were flat and often marked by noticea-
ble technical artifacts, yet aesthetically precise
in reflecting the era, when reality itself was no
longer what it had once been. At the turn of
the 1980s and 1990s, the professional format
Betacam SP, widely used in the West, was also
adopted by Latvian documentary filmmakers,
such as director and cinematographer Juris
Podnieks, who saw in this filming technique
the potential for progress. The lower image
quality strongly contrasted with material shot
on analog film. However, as highlighted by
director Davis Simanis, citing film theorist John

strongly felt the new times firsthand. If dur- T. Caldwell, it was precisely the shortcomings

ing the Soviet era, artists whose work more
or less corresponded to the ruling ideology
were almost like saints, enjoying the support
of the regime, receiving bonuses and summer
houses, then in the first years of independence
everything was different. Latvian cinema scene
experienced fundamental change. In April
1990, the film production center at Riga Film
Studio ceased to exist, and state-funded film-
making came to a halt. As an alternative to the
expensive film stock, video format, and later
digital cameras, became the preferred medium.
The new technologies made it possible to

=]

of video image quality (the possibilities of
non-linear editing, digital effects, and sound
modifications) that created a creative platform
for visual experimentation.

By the 1990s, the boundaries between main-
stream and avant-garde cinema were blurred
worldwide. Advertising became a creative
medium for the moving image. Simanis empha-
sizes that these trends coincided with the
situation in Latvia, where the main innovative
solutions in visual expression were found pre-
cisely in the field of advertising. The visual style
of Latvian cinema was also strongly influenced
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Andrejs Ekis with his peers - Juris Pogkus, Roberts Gobzing, Jussi Pekonens and Sarma Gaide in the
mid-90s at Doma laukums. Photo from Andrejs Ekis private collection.

by the emergence of the first widely availa-
ble video cameras. These cameras used Mini
DV cassettes and were less expensive than
Betacam. Director Juris Poskus, who returned
in the mid-90s from studying at the Film
Department of the California Institute of the
Arts in the United States, shot the documentary
short film “Angels of Death” (Naves engeli,
1998) on Mini DV, about train drivers who had
experienced killing someone on the tracks.
When asked what happened in the cinema
during the 1990s, Poskus replied: “Nothing
happened. There was complete silence. Only
Andrejs Ekis was filming, because he had his
own camera.”

With the collapse of the Soviet era funding
system, the influence of the Latvian Artists’
Union also declined, and new currents began
to emerge in the art processes of the 1990s.
The comprehensive publication “The Nineties”,
which covers an entire decade in the history of
Latvian art, describes the vibrant and multifac-
eted alternative art scene of that time (“Open,”
"E-LAB,"” "K@2,"” "Noass,"” etc.). Some crea-
tive collectives, such as the “Nebijusu Sajutu

Restauracijas Darbnica” (Workshop for the
Restoration of Unfelt Feelings) founded by Juris
Boiko and Hardijs Ledins, balanced between
various genres of self-expression — text, video
art, and music.

The producer of the studio FA FILMA
(founded in the mid-90s) Madara Melberga
characterizes this period as follows: “The big-
gest difference between the 1990s and today
was economic. If you didn’t pay your rent, you
weren't kicked out the next day. People had
no money, but they had the most precious
and undervalued resource. They had time to
meet, to sit in cafés, to talk. People lived for
the moment, they didn't plan, they didn’t think
about tomorrow.”

The ideas were flowing, all that remained was
to fulfil them.

Rietuma, Dita. Latvijas kinomaksla. Jaunie laiki. Riga:
Neputns, 2011.

Caldwell, John Thornton. Televisuality: Style, Crisis, and
Authority in American Television. Communications, Media,
and Culture Series. New Brunswick, NJ: Rutgers University
Press, 1995.

Devindesmitie: laikmetiga maksla Latvija. Riga: Latvijas
Laikmetigas makslas centrs, 2010.
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KRISTINE MATISA

Film historian

One thing | certainly remember from the 90s is
the fact that all of us calculated how old we're
going to be in the year 2000, when the world
is going to change... Or, at least, centuries
and millennia are going to change. I'll proba-
bly remember until the end of my life, what |
calculated when | was still in school - I'll be 32
years old, and that, of course, seemed like an
unbelievable age. Being busy calculating, we
didn’t even know that during the turn of the
centuries our lives will be ran by computers (|
learned about them in 1994) and we will invent
our own “millennium problem” to fear for sev-
eral years — about computers not being able
to cope with the sudden zeros that will appear
in the timekeeping system. The only person
who didn’t fear this turning point but instead
figured out how to use it to his own advantage
was the creator of the film forum “Arsenals,”
Augusts Sukuts. After “Arsenals” Nr. 7 of 1998,
he gave the next forum of fall 2000 the number
15, explaining it with the whims of computers,
and then counted forward from 15 (because he
had secretly figured out that a festival with a
higher serial number would also have greater
international prestige).

But that is yet to come and we don’t know
anything about it. For now, looking back at
the mid-1990s — a period we now recognise,
with the distance of time, as the wildest era of
turbulence and change — my intended life path

11

ALTERNATIVE
AND
A MIRACLE

completely collapsed. While | was studying
design at the Art Academy of Latvia clearly
knowing that | needed a diploma to work as an
artist at a film studio and make films, the Film
studio simply collapsed, and | no longer had
anywhere to return to. | had heard that Viesturs
Grazdanovics, whom | had met while running
around the corridors of the Film studio in the
same capacity as an artist’s assistant, had won
an official opportunity to enter the Moscow
Film Institute. | thought, “Good thing he didn’t
enroll, because what would he even do with
this education if there won't be any films to
make?” | also heard that he was organising
something alternative himself, something about
“New Baltic cinema and video”. After almost 40
years | even have the form pinned to my wall
at home, it says “Kaku nams” (House of cats)
and “Alternativa”. | had gotten it somewhere
at the time and appreciated it as an example of
stylish and modern design, very different from
the prevailing conservatism around me. “Video”
was a new, magical word that wasn’t under-
stood fully yet. | had, however, attended one
semi-legal nighttime video screening where,
for ten rubles, they showed one horror film and
one erotic film (or maybe it was a “two-in-one,”
an erotic horror). | had also been to at least
one slightly more legal video screening at the
House of Artists, where a dozen people sat in
a half-dark hall with a single ordinary-sized TV
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placed on a stool in front of them. On it, from How is all of this connected to 2ANNAS?
a very poor-quality VHS tape, they showed "Il It seems that it's not, but the connection
Casanova di Federico Fellini” (1976). Since is very direct. Everyone who, in those wild
most of the film takes place in dark interiors  1990s, began opening windows to the world,
and at night, all | remember are grayish-purple  crumbling walls and blasting through barriers,
horizontal stripes on the small screen. everyone who revealed new horizons, unu-
In short, that screening did nothing to help  sual landscapes, and unexpected paths, was
me understand good cinema. However, during doing work of immeasurable importance for
that same turbulent period, | also experienced the nation. And if that work has still not ceased
a complete upheaval in my ideas about what today, but continues with ever-renewed energy,
cinema could be at all. At “Arsenals” in 1990, then it is simply a miracle.
| was shocked by “Drowning by Numbers”
(1988) by Peter Greenaway. It seemed so free
and enchantingly incomprehensible, so pic-
turesque and dazzlingly captivating, that for a
long time Greenaway remained for me a kind
of symbol of true cinema — no matter what an
arrogant freak he later turned out to be, when
“Baltijas Pérle” began parading him around its
events like a circus bear.
A similar cinematic shock in those first years
of intellectual freedom was given to me by
“And Then There Was Light” (Et la lumiere fut
(1989)) by Otar losseliani, “Orlando” (1992) by
Sally Potter, the mad genius Jan Svankmajer,
and a whole series of other film experiences
that opened up entirely new notions of what is
possible in this world.

12
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ANDRIS AUZANS
Journalist,

co-founder of the
festival “Alternativa®

Those were crazy times that inspired us to look
at the world, art and cinema differently. Some
years before the fall of the Iron Curtain and
its most known symbol Berlin Wall in 1989,
along with perestroika and glasnostj policy,
even in the USSR the first opportunity to get
acquainted with Western culture appeared,
including all sorts of unusual art and film trends.
During the previous years all of it was forbid-
den. Only the “correct” movies were screened,
drastically changed by censorship.

As a high school student, who was interested
in everything — history, archaeology and arts — |
was passionate about making amateur films. At
that time, we were still filming on 16mm film,
which required the magical process of develop-
ing, after which it was clear whether anything
had come out of the footage.

In the second half of the 1980s, all sorts of
previously unseen and unprecedented events
related to the cultural life of the time took
place, revealing that art is not only a painting
on the wall, but also, for example, installations,
performances, and happenings. The same thing
happened with cinema. We saw previously
unseen movies as a part of various lecture
programmes, film forum “Arsenals” or in an

ambitious and unusual event “Kino Dienas”

(Cinema Days). We enjoyed all of it eagerly,
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NEW CINEMA
ON THE
RUINS OF
THE OLD

absorbing everything new and unusual that
strayed away from established traditions.

So | also learned all sorts of unusual filmmak-
ing techniques, including physically scratching
the film, colouring it, and other things. | used
these techniques in my movie “Where to,
shoes?” (Uz kurieni, kurpes?). The movie was
acknowledged and even got a medal in ama-
teur film showings. | regret to admit that at
that time | had more film scripts and ideas than
actual work. This movie was the only one that
could be considered finished.

There's a chance that | was more drawn to the
social part of creating and screening movies.
That's why | took part in organising festivals
“Alternativa-2"” and “Alternativa-3". They both
took place in 1989 — in February and November.
Together with peers of that time, we tried to
ensure that the events were not just classic
film screenings and evaluation, but were both
interestingly designed and had all kinds of hap-
pening elements. Since it was popular among
young people at the time to clean up various
abandoned basements and adapt them to
youth movements and centers, we decorated
one of the festivals with bricks and film scraps
collected from such basements — symbolis-
ing the birth of a new cinema on the ruins of
the old.
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Modern day festival organisers would look
at tools and communication devices we had
available with shock and bewilderment. There
were no computers! If there were no comput-
ers, you couldn’t print anything from them.
We typed event programmes on typewriters
and multiplied them with a hard to find copy
machine. Legends circulated about them, say-
ing that the copied content was monitored
by the Committee for State Security (KGB) to
prevent the reproduction of anything anti-state.

There were no phones or communication
apps. To invite film creators, we had to write
letters to affiliated cinema organisations. The
most modern tool for correspondence with
other countries was “Telex” — successor to the
telegraph and predecessor to the fax machine.
There was no social media and internet! To dis-
tribute information about the festival, we had
to put out posters and circulate information
in institutions, associations, schools and uni-
versities. Of course, stickers and badges with
festival symbols seemed almost mandatory at
the time.

14
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ALVIS BALODIS

Co-founder of studio
“Annas 2»

The late 1980s and early 1990s in Latvia were
a time full of freedom and unlimited opportu-
nities for generating ideas, as censorship had
come to an end. It was a f***ing good time with
beautiful un-financed flight of ideas. Money for
anything — zero.

Yes, we had banditry, yes, uncertainty about
what to do or how to work, but above all else -
fantastic optimism! In a situation like this, many
ideas arise, are realised, and also die. Turns
out that some of them, which once began as
uncertain but courageous experiments, still live
on as secure, fundamental values, such as the
festival 2ANNAS that continues to bring light
into society.

The festival didn’t come from nothing. At
that time, a radical avant-garde fashion design
group led by Alvis Balodis ceased to exist. An
independent subcultural “state”, founded in
Latvia, ALEPONIJA (with its own territory, lan-
guage, senators, its own special gods, food,
and even means of transportation) begins to
disintegrate. Its founders — Alvis Balodis, Maris
Balodis, Janis Sils, Andrejs Barsevskis, Jurgis
Krasons, Matiss Vegers — start working on their
own carriers and scatter around Latvia and the
world (because borders are now open!).

In Riga, at The Centre of Creative Learning
(now The Centre of Creative Learning “Annas
2"), combining the thoughts and ideas of three
of its teachers Maris Balodis, Alvis Balodis and

16
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BEFORE

THE CREATION
OF 2ANNAS:
NOSTALGIA,
NOSTALGIA..

Viesturs Grazdanovics, the studio “Annas 2" is
created with its own regulations, symbols and
a form. All this is also happening with the aim
of combining the state funding allocated to
all three studios — to each approximately 300
units of money. Studio “Annas 2" is joined by IT
specialist Janis Maskalonoks, electronics expert
Maris Priede and multidisciplinary artist Viktors
Zarins. All of it is supported by CCL director
Iréna Maskalonoka.

The studio begins to screen movies twice a
week. They are for everyone who's interested,
including those who have no money, no doc-
uments, no homes, and perhaps something is
missing in their heads too... The screenings
are attended by students of The Art Academy
of Latvia and other art students. They are for
everyone who's craving all types of cinema.
We haven't seen movies by Pasolini, Bertolucci,
Fellini, Bufiuel, nothing from Japanese, alter-
native or queer cinema, as well as alternative
animation. Who cares about copyrights?
Everything comes from the hidden shelf of
Visvalza Dreiskas’s Tallina Street cinema rental
or somewhere on Suvorova (now Caka—Marijas)
street (you had to call beforehand, order mov-
ies and then you received them on the street).
A sort of film library was created — absolutely
free and highly concentrated education for
young people.
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studijo anpas 2

Alvis Balodis

Annas iela 2, LV 1001 Riga, Latvija

Alternative music concerts started at the
Centre of Creative Learning (without toilets,
so the square was shat in). Bands such as
“Anna vanna kapéc” and “Inokentijs Marpls”
were playing. The concerts were organised by
Maris Balodis.

The studio created movies “There's only one
Latvian nation” (Ir tikai viena latvie$u tauta),
“The path of an ant” (Skudras taka) and “PO”
with the music of a band called “Bedre” or a
song recorded by Alvis and Maris in French.
The movies participate in a Latvian-French film
festival, in which, if | remember correctly, “PO”
is not screened because it supposedly makes
fun of the French. Interestingly the movies are
included in the festival catalogue. Back then,
everything was catalogued, even though many
young people created films at the last moment.

Alvis and Maris produced an epic, nerve-wrack-
ing concert for the graduation of Limbazi High
School. The band “Gatera stradnieki” performs,
Viktors Zarins performs “Svilpaunieks”, and Janis
Sils recites a crude version of “Talavas taurtéjs’
(once performed by Evalds Valters). They are paid
for the concert with 10 boiled crayfish. Needless
to say, the school principal, teachers, parents,
and Latvians from abroad are confused and leave
the hall after the third song. All of it is filmed by
Viesturs Grazdanovics.

1
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The friendship and collaboration with
Viesturs Grazdanovics still lives on. Me and
Maris Balodis still hope to make a movie about
a Latvian Jesus (Lacplésis or Kangars). Back
then the script was already written by Janis
Elsbergs (Ramba), we filmed a couple of shots
on 8mm film.
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VIESTURS GRAZDANOVICS
Director of 2ANNAS

My first impression of film festivals was “Kino
Dienas” (Cinema days) in 1986. In 1989, two
festivals already took place — “Alternativa 2"
and “Alternativa 3”. It was already a relatively
large, international festival, which took place in
two churches and “Kinogalerija” at Jauniela 24.
With that, some experience had already been
accumulated, and times of change had begun.
2ANNAS continued what had already been
started. You could say that “Alternativa” turned
into 2ANNAS.

The first signs of the festival emerged around
1994. The festival had not yet taken place, but
a group of like-minded people was formed
at Annas street 2, consisting of Maris Balodis,
Alvis Balodis, video artist Viktors Zarins, and
the director of the The Centre of Creative
Learning, Iréna Maskalonoka. Viktors and |
already did work for Latvian-French video art
festival. We participated in it for several years,
experimenting with video. It was an interesting
time, because the possibility of filming with
video cameras was just beginning to appear,
but at the same time, works were also shot on
16mm film equipment. The artists had broken
away from the socialist system, and therefore
a large part of the work was a protest against
social realism, breaking the story and narrative
by all possible means, creating anti-stories or
forms that disrupt realistic cinema both in video

18

FIRST
2ANNAS
FESTIVAL

art and in motion pictures. Despite the lack of
funds, a great explosion of creativity happened.
A lot of work was done with minimal budget or
without it.

By bringing together the group of friends at
the studio “Annas 2", we continued to create
video art. A movie called “There’s only one
Latvian nation” (Ir tikai viena latviedu tauta) was
made. It is still the only documentary where
the Latvian Song and Dance Festival is shown
from backstage. We also shot a movie called
“The path of an ant” (Skudras taka). We had
to figure out where to screen all of it. Short
films didn’t have a platform. In 1995, we held
a closed screening among friends and the idea
of a festival was born.

In 1996, the first 2ANNAS festival took place.
We identified all films made in Latvia in the last
two years. Almost all participants were awarded.
The festival lasted two days, consisting of a film
screening and an award ceremony. The first
award ceremony happened in a club called
“Mad Mix", it was located across the street, in a
champagne factory. It was mostly attended by
friends and acquaintances, but about 30 people
gathered in total. For the first five or six years,
we only showed Latvian films.

It was a time when video equipment was
hard to come by. We filmed on the last Soviet
era film stocks, which we developed ourselves.
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It was a distinct transition period. Just as arti-
ficial intelligence is revolutionising the world
today, video technology was the new thing
back then. It was totally unknown. All of our
activities were united by a great love for cin-
ema. We watched a lot of movies. Maris Balodis
had created a large collection of cinema clas-
sics on VHS cassettes, which were acquired in
various ways. Evenings spent watching films
mixed with scriptwriting and developing ideas.

| was trying to figure out what could be the
2ANNAS prize. At the first festival, we had not
yet found what Anna is now — the prototype
of the Venus of Willendorf, created from the
very beginning by sculptor Aigars Zemttis. It
symbolises the primal, unknown feeling and
perception of the world. We are trying to com-
bine both the pragmatic and the subconscious.

At the time, we thought it would continue,
but it wasn't really clear how it could change,
expand. For the first three years, we operated
similarly to the beginning, but then gradually
more films were submitted to the festival. We
found artists, collected contacts from people
who were interested. When we started, there
was more interest in creating new work. The
second festival already had at least twice as
many films.
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Films awarded in the first year of the festival:

1) A diploma to Elizabete Melbarde for

the film “We also want to fly” (Més ari
gribam lidot);

2) ANNA prize to Arnis Hagendorfs and
Silvestrs Usin$ for an ambitious use of the par-
ody genre in the film “Commanders’ Night”
(Komandieru nakts);

3) ANNA prize to Janis Daugavietis for

a sense of cinematic language in films
“Sadness” (Skumijas), “Portrait” (Portrets) and
“"Bendiks life”;

4) ANNA to llze Vidauska for the best played
character in the film “Martovskij Zajac”;

5) ANNA to Atis Skulme for the best use of
documentary material in the film “From sou-
venir to souvenir” (No suvenira uz suveniru);
6) ANNA to Tana Gvozdeva for the liber-
ated use of visual language in Skolénu pils
animation films;

7) ANNA to Agnese Bule for the best syn-
thesis of image and sound in films “Creation
of the world” (Pasaules radisana), “Origins”
(Sakotne) and “Flowers” (Ziedini);

8) The Jury’s Grand Prize ANNA to llze Kupca
for the most artistically successful realisation
of a philosophical concept in the film “House
Music” (Majas muzika);

9) Special prize ANNA to film company “ZB
pictures” for the movie “Journey to Tukums”
(director Andrejs Ekis)
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ANDREJS EKRIS

Film director

“Journey to Tukums” (Ce|ojums uz Tukumu) is
one of the first films of Latvia’s independence,
in which the new freedom manifests itself as a
deliberate absurdity — as a journey without a
map, without rules, and without the boundaries
of dramaturgy.

The film was created at a time when the
Soviet cinema system in Latvia had just col-
lapsed, and with it its aesthetic and ideological
frame. During soviet times the dominant doc-
trine of art was social realism, which meant clear
dramaturgy, ideologically correct characters
and structured narrative. After independence,
these frames suddenly disappeared and it
seemed important to young artists to do the
exact opposite.

Therefore, absurdity became the main crea-
tive principle during the making of the film. If
the script showed too much logic or classical
dramaturgy, it was often deliberately disrupted
with an unexpected twist or a completely illog-
ical situation. This approach was a creative
protest against the former system, against cin-
ema, in which everything was dependent on a
certain ideology and formal structure. If social
realism dominated in the past, in the new era
everything that was not social realism became
the creative principle.

As a result, “Journey to Tukums” became
a film in which absurdity, improvisation, and
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freedom are more important than classical
dramaturgy. The plot of the movie is simple,
almost anecdotal — four friends go on a spon-
taneous trip to Tukums. But the journey itself
becomes the main element of the story. Events
develop episodically, at times absurd and
unpredictable, and the film’s structure delib-
erately abandons the traditional dramaturgical
model. The viewer is drawn into a series of
situations where the process — encounters,
dialogues, irony and absurdity — itself is more
important than the goal.

The film's aesthetics and humour clearly
reveal influences from the absurdist tradition of
the British comedy group Monty Python. As in
the work of Monty Python, logic is often delib-
erately disrupted, situations turn grotesque,
and dialogues take on an unexpected, ironic
rhythm. This sense of absurdity was not just a
comic format — it became a way to reflect the
sense of the era. In the early 1990s, Latvia itself
was full of absurdity: systems were collapsing,
borders were changing, and the new reality was
not yet clearly defined.

The movie was shot on a black-and-white
16mm film, using technical means that were
available almost exclusively to enthusiasts
at the time. Cinema screening technology
was still analogue — the image projector and
sound playback were two separate systems
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that had to be coordinated during screening.
This meant that the film screening itself was
often a live process, where technique, improv-
isation and audience reaction merged into a
single experience.

The budget of the film was symbolic — just
300 US dollars, a donation from one person.
This fact is often cited as an example of how
cinema can emerge outside of traditional
industry structures. “Journey to Tukums” was
created as a creative experiment, where the
idea and shared energy were more important
than financial resources. Collaboration with the
then-popular radio program “Zvaigznisu bridis”,
which embodied the spontaneity and irony of
the new Latvian pop culture, was important
in the making of the film. The creators and
collaborators of this program participated in
and worked on the film — Arnis Kundzins, Janis
Vaigla, Jussi Pekonens and Eriks Loks. The pro-
ject was joined by Roberts Gobzins, who was
already known as a musician and performance
artist. The shared energy of these people gave
the film a sense of freedom and improvisation.
It was in this project that the later well-known
media personality Baiba Sipeniece also gained
her first creative experience in cinema.
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Director Andrejs Ekis about the making of
the film:

“During the Soviet era, cinema had very strict
frameworks — both aesthetically and ideo-
logically. When independence was regained,
suddenly these frameworks disappeared. This
freedom was the most important. We could do
what seemed interesting and absurd, not what
someone thought was right.”

The film's premiere grew into one of the most
prominent cultural events of the time. It took
place at the Latvian National Theatre, where
the film screening was combined with a live
stage performance. On the stage Latvian sym-
phony orchestra played the Toreador song from
“Carmen” by Georges Bizet, while the cast of
the movie symbolically destroyed the car in
which the characters travel to Tukums.

Today, “Journey to Tukums” can be seen
as a unique Latvian cultural artifact — an ironic,
absurd, and at times anarchic story about
the freedom of youth and an era in which
everything seemed possible. The film becomes
a metaphor to the time itself: a spontaneous
journey into an unknown direction, where the
most important thing is not the destination, but
the movement itself.
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JANIS DAUGAVIETIS

Researcher at Institute
of Literature,

Folklore and Art,
sociologist

| probably ended up at The Centre of Creative
Learning on Annas street for selfish reasons. |
wanted to create music videos for my band and
my friends’ bands, with whom we worked at
“Tornis”. At the beginning of 1991 we got our
hands on a rehearsal space in the water tower
of Alises street, with time it became a record-
ing studio too. It was abuzz with underground
musicians and bands. It was a typical DIY scene
and we didn’t have any resources for video pro-
ducing, none of us even had an amateur video
camera, maybe only a used 8mm camera from
previous decades, inherited from our parents.

For us, the new generation of underground
musicians, Annas street 2 was a legendary
place because in the late 1980s one of our big-
gest influences — the synth-punk band “Bedre”
had formed and operated there, emerging
from a boys’ sewing and fashion club.

The spirit of freedom and acceptance of
all things weird still lingered in the centre
when | showed up there in 1994. | remember
that attending the video classes wasn't really
regulated and the training didn't take place
according to a program or in the form of lec-
tures, but rather through practical activities and
work. The centre provided equipment and we
just had to work.

It seems that at first | worked a little with a
16mm film camera, but later mainly with video
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(Super VHS). Looking through my video archive,
| can see that | really did do what | had gone
to Annas street for — | shot and edited two
music videos and a couple of experimental
short films (some of them were also made at a
camp for young film/video amateurs in Western
Germany, where the centre had sent me in
1995, possibly as a prize for being a laureate of
the 2ANNAS festival). Together with friends, we
had also started filming an underground music
program called “Sdkalas”. | wonder, which tel-
evision we were hoping for back then?

What | remember best are the things at CCL
and in the video classes that were connected
with music, for example, the ever-present band
“Gatera stradnieki” or the 1994 New Year's car-
nival in the basement of Annas street.

| practically have no memories of the first
2ANNAS festival, even though | may have
been among the laureates. In 1995, my musical
activity at “Tornis” intensified, and | gradually
distanced myself from CCL. It was certainly also
connected to the fact that we continued to
maintain a fairly strict underground attitude and
deliberately avoided adapting to the standards
of the popular music industry at the time. As a
result, no mass media outlet, especially tele-
vision, had any need for our music, and | saw
little point in making music videos if there was
no opportunity to show them publicly.
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MARIS BALODIS

Co-founder of studio
“Annas 2»

The mid-1990s didn’t come in quietly. They
pulsated, twitched, fluctuated between residue
of the analogue and prophecies of the digital.
In this tense interval, the founding of the short
film festival 2ANNAS did not manifest itself as
a ceremonial ribbon-cutting, but rather as a
subtle tear in the fabric of the moving image. It
was not an inauguration, but an insistent state-
ment that short films and video format deserve
an unsteady, yet their own refuge.

The festival didn't begin with a meeting, a
document or a properly signed form. It started
when someone pressed record and forgot to
stop it, letting minutes turn into a possibility.
It started as an experiment of perception: ten
movies, ten pulsations of light and movement,
ten refusals to surrender to the tyranny of nar-
rative. We didn’t curate, we provoked.

The founders of 2ANNAS understood that
video is not just a cheaper version of a film.
Short video pieces possessed a special kind
of magic. It was a different type of organism.
Cinema still relayed on its rituals — the sacred
darkness, the mechanical authority of the pro-
jector, the long arc of narrative expectations.
Video, however, was pulsating with unrest. The
magnetic tape could be overwritten, distorted,
duplicated until identity dissolved. The colours
leaked out of established boundaries. Video
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was not interested in permanence, it special-
ised in mutation.

Establishing a short film festival at this point
meant declaring time itself. Duration, tradi-
tionally considered a measure of artistic gravity,
was abolished. Shortness turned into an aes-
thetic manifesto. Short videos and movies
functioned as a spark — they set the thought on
fire before interpretation managed to tame it.
2ANNAS accepted films that resisted resolution,
that began abruptly and ended in the middle
of a sentence.

Legend has it that early planning meetings
were more like performance art than adminis-
tration. Ideas were sketched on table edges,
cassette labels, or palms. The funding was
unpredictable — modest grants, borrowed
monitors, gestures of quiet generosity from
collaborators who believed that experimenta-
tion required collective risk. The infrastructure
of the festival reflected the essence of short
films — provisional, adaptable, a bit unstable,
but intensely alive.

The audience was also changed. Viewers
were no longer passive recipients, but active
participants in the conversation. Without the
usual narrative constructions, they were forced
to encounter their own interpretation hab-
its. The festival space acted as a laboratory
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where uncertainty was not a disadvantage but
a raw material.

Significantly, the founding of 2ANNAS also
offered an alternative model of a cultural
institution. It did not strive for permanence
or monumental prestige, but deliberately
supported temporariness. Each screening
proved that art can exist intensively, without
striving for eternity. Vulnerability of the video
(susceptibility to degradation, technological
obsolescence and duplication) was rewritten as
a conceptual strength.

Thus, the founding of 2ANNAS in 1996
should be seen as an act of calibration. It tuned
into the world’s frequency, learning to process
images faster than they could be stabilised.
The festival didn't try to resolve the tension
between the analogue memory and the digital
waiting — it amplified this tension by letting
the artists and the audience cross this unstable
threshold together.

What began in 1996 was not just an event,
but a signal — short and flashing. 2ANNAS
declared that moving images can be imme-
diate without being superficial, experimental
without being unclear and short without being
unfinished. We celebrated failure as much as
success, accident as much as intention.

This founding gesture remains suspended in
time like a frame in pause — a vibrating, unre-
solved, and continuous beginning.
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VIESTURS GRAZDANOVICS
Director of 2ANNAS

“2ANNAS" has always tried to experiment with
a different cinema viewing experience. Just as
you can't step into the same river twice, you
can't watch the same movie twice. The movie
stays the same, but we change. You can watch
the same movie with completely different emo-
tions while sitting in the water. Driving around
the city and projecting a film onto the walls of
houses will create a completely different per-
ception than sitting in a movie theatre. The film
might seem boring, but the dynamic changes
with the situation and the mood of the viewer.

We have screened movies on the dome of
Baldone observatory, as well as in the pool of
Natalijas Draudzinas high-school. One of our
events happened next to Pétera diki. We set
up a screen next to a pond, and the fishermen
could both fish and watch a movie. We have
also screened movies on people’s bodies. It
happened during a performance of an open-
ing event. We had two mobile projectors and
a prepared video. We screened the film on
the bodies of Butoh dancers. It's a new type of
experience and a new dimension to watching
a movie.

The first experiment of this kind took place at
the Baldone observatory, as high-quality inter-
net was available for the first time. We set up a

CINEMA
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computer, projector, and wireless internet con-
nection at the Baldone observatory. Back then
it was impressive. We made a movie online on
the dome of Baldone observatory. Until then,
animation was made in workshops in Liepaja
and Riga. The editing of the material took place
at the observatory and the result was immedi-
ately projected. The audience could experience
a real time premier, and on top of that the
dome was rotating. The film was screened with
movement. It was not only interactive but also
a visually dynamic event.

By showing the film in the swimming pool
of Natalija Draudzina high-school, we were
once again looking for innovative ways to show
cinema outside of cinemas. Those audience
members who wanted to could enter the pool.
We set up a screen above the pool and show-
cased the film programme.

Of course, it's impossible to do something
that no one else has done before, but we try to
at least experiment with these different expe-
riences. All of it is in the spirit of the festival.
After all, we're open to experimental cinema
as well. Just as interesting as watching experi-
mental films is experimenting with the viewing
experience itself.
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DANA INDANE-SURKIENE

Former producer of
2ANNAS

| was 18 when my mom took me to the film
studio of The Centre of Creative Learning
“Annas 2" to sign up for volunteer work with
Viesturs Grazdanovics.

| remember this moment vividly: we climbed
down the gray stairs to the basement until
we reached a dark office. In this room, com-
puters from 2001 were humming away on the
tables, but the shelves were filled with VHS
tapes, players, and filming equipment. Viesturs
agreed to take me into the film studio with
ease and sincerity. Perhaps my mother’s rec-
ommendation helped, but above all it was the
heart of the 2ANNAS festival director, open to
the world and to creativity.

This was my first encounter with cinema in
Latvia. | learned that Viesturs not only leads film
classes for young people, but also organises a
film festival. Up until then | played music, par-
ticipated in performances, together with friends
we even founded the association “Fool Proof
Visuals”. Organically | also brought friends who
had more experience in visual arts into the stu-
dio, all of us helped with organising the festival.

Soon the team was joined by another young
girl — Marite. With time, my friends drifted away
from the festival, while Marite and | formed an
amazing, stable producer duo. Our friendship
that began in the basement of 2ANNAS is
still strong today. Those were fulfilling seven

HOW I

BECAME
ONE OF
2ANNAS

years, during which | immersed myself in the
world of young Latvian and European short
story creators.

From ZaJa Anna to international arena

Initially, we decided to separate children’s films
from experimental youth cinema by creating
the section “Zala Anna” (Green Anna). The first
screening happened at Riga Zoo with the help
of Ingmars Lidaka. It was the choice of unusual
venues that reinforced the belief that 2ANNAS
is more than just a movie screening — it is a
community event with an experimental spirit.

We started looking in the direction of our
neighbours too. Because of our friendship with
Baltic Film, Media and Arts School we went
on an exchange trip to Estonia and attended
the festival “Black nights”. There was a feeling
that we could grow not only in the Baltics, but
also globally. Marite and | were young and
ambitious — we were interested in an interna-
tional environment, events with a twist to them,
performances and life that is all about cinema.
Under Viesturs’ experienced leadership, the
Riga International Short Film Festival 2ANNAS
gradually emerged.

With the help of the State Culture Capital
Foundation we went to festivals in Berlin,
London, Czech Republic. We divided our roles
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according to our talents: Marite was respon-
sible for PR and | coordinated international
programmes. Viesturs managed finances. We
wanted to grow!

We met with the trailblazer of interactive
cinema Chris Hales (UK). We invited him to
Riga, and the first interactive film screening in
Latvia took place at Splendid Palace. We wrote
and told about us to film schools around the
world. If at first we received a few dozen films
from abroad, then around 2010 the number
already reached thousands. We had to watch
all of them!

| remember the nights of programme selec-
tion. Long hours in the basement of Annas
street, watching movie after a movie. We devel-
oped both intuition and taste. We could tell if
the movie is fit for the festival in the first 30 sec-
onds. We received a lot of amazing work and
making a choice was often tormenting. Good
thing that the hardest task — to determine the
winner of Golden Anna — was in the hands of
the jury.

Cinema Commune U35 (Kino Komina U35)

If there is anything particularly noteworthy
in the history of young Latvian directors, it
is Cinema Commune U35. It came from an
unusual project between Germany and the
Baltics that ended in a “pirate” ship trip to
Saint Petersburg. After a storm, a struggle with
sails in the dark of night, and an unplanned
arrival in Helsinki we understood that we need
to continue this out of the box bonding expe-
rience for the cinema community.

That's how the regular cult event Kino
Commune U35 was born. Conditions were
challenging: 10 carefully selected teams of
young filmmakers meet at the Commune venue
(bar, hotel, etc.), draw a theme (from fairy tales
to erotica), and present their idea to the jury
(Katrina Neiburga, Davis Simanis, Martins
Grauds) in a creative way all through the
evening. Then they disappear and come back
48 hours later with a finished short film. In this

creative “cauldron” a lot of well known artists
of various fields were made: Didzis Eglitis, Toms
Aunins, Normunds Griestins, Vents Ginbaums,
Marcis Lacis, Linda Leimane and others.

Performative dimension

Festival visitors enjoyed not only cinema, but
also performances and legendary parties.

During studies of performance design |
organised live performances in Vermanes darzs
for 2ANNAS: mobile sauna with sauna experts
in the middle of the park, dancing Annas in
the trees and picturesque figures with balloons
next to the fountains. | remember one of the
most heated closing parties by the fish ponds
of Jugla — moonlight, DJ on a raft and cinema
youth dancing until the morning light. Once
we organised the closing event in Baldone
observatory, but another time it happened in
the apartment of a well known Latvian director
on Térbatas street.

That was our life for seven years. Projects
written at night, sleeping in the film studio,
behind-the-scenes work in the projection
rooms of the cinemas K.Suns and Splendid
Palace, welcoming guests, work trips, friend-
ships, cinematic discoveries, and the constant
challenge of finding resources and funding.
Together with my wonderful colleague Marite
and Viesturs, who gave us complete freedom
to create, we were a strong and energetic trio.

And yet everything eventually comes to an
end. Around the age of 27, | realised that |
wanted to follow my heart’s calling - to become
an artist instead of supporting artists. Marite
and | passed on our 2ANNAS “crowns” to
the next producers in Liepaja, at the Fontaine
Hotel (quite literally — by organising a symbolic
initiation ritual).

That was where a new story began — for both
me and 2ANNAS.
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AGNESE LOGINA

Former producer of
2ANNAS

| first ended up in 2ANNAS in the fall of 2013.
| had just returned to Riga after studying in
Amsterdam and was looking for cool things to
get involved in. Quite naturally, | ended up on
Anna’s team. | spent my first festival working in
the guest service. As a volunteer | helped with
getting guests to screenings, and what'’s even
more important — to parties. Volunteering with
the guests of a festival is one of the coolest
things you can do — you can not only watch
films and meet their creators, but also see the
city in a different light and discover something
new. Before the award ceremony some guests
asked me to show them something interesting,
so | took them to a bar called “Jumis” (now
it's called “Mednieku bars”). Back then the bar
was open 24/7, it had fun shots and interesting
decorations, you could smoke inside, while
looking at orange fish. For Estonian animation
director Priit, it quickly became his favourite
spot in the city.

After a few months | got the opportunity to
work with 2ANNAS permanently. In February
2014, | became a producer. It was an excit-
ing and nerve-wracking experience that gave
me the opportunity to create the kind of fes-
tival | truly wanted to see. We didn’t have
much money, so we looked for creative solu-
tions, such as volunteers hosting the festival
guests. This way a lot of people helped with

HOW I
ENDED UP
IN 2ANNAS

the festival, including my parents who housed
one of the jury members, as well as my friends
who agreed to welcome some of the festival
guests. | myself gave up my apartment for a
16mm film workshop during the festival. For
one weekend my kitchen became a dark room
and filmstrips were scattered all around my
place. The workshop participants turned off
the light in my fridge just to be safe. | never
learned how to turn it back on. For one of the
guests, a Ukrainian curator, we found a place to
stay in Kengarags. To make his commute easier,
| gave him my bike. Our Ukrainian friend was a
big man while my bicycle was a typical, cream
coloured female bike with a cute basket in front.
One night, | received a call from an unknown
number. Our guest introduced himself and
said that he had been stopped by the police,
who questioned whether he had agreed with
the owner of the bike to ride it. | reassured the
police that our guest was not, in fact, a thief.
My job at the festival was exciting, surprising
and very challenging. Working with a short film
programme increases the to-do list drastically.
There are more movies, more publicity mate-
rial, more guests, and more logistics, more of
everything, but less money, less media atten-
tion, and less guaranteed public interest. In
the world of short movies nobody is looking
for fame, money or red carpets. But short film
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festivals, including 2ANNAS, have an authen-
tic air of unpredictability. The festival is like
an adventure, in which you can’t predict the
destination.

For me 2ANNAS was an experience in
motion that allowed me to end up in unex-
pected places. Once we screened a short film
programme to 150 kids in Baltinava Secondary
School; we drank champagne at 10am in
“Lauvas nams”, celebrating finishing a com-
plicated project; and once, after a long work
day, | got my first tattoo in a random old town
tattoo studio around midnight. | wouldn’t want
to repeat all of these experiences, but I'm
grateful that | ended up in 2ANNAS, that |
got the chance to create the festival for one
season, until | learned that I'm interested in
stability and predictability, not only motion and
surprises. I'll always have a special place in my
heart for short films.

HOW I
ENDED UP
IN 2ANNAS
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MARTA ELINA MARTINSONE

Film director

It's the beginning of the 90s. | share a room
with my parents. We have a TV, and I'm watch-
ing what my mum is watching. Among that is
Twin Peaks, created by David Lynch. Although
it's not particularly suitable viewing for a
primary school-aged child, I'm completely cap-
tivated from the very first scenes. When special
agent Dale Cooper enters the mystical, black
wigwam for the first time, its walls covered in
red curtains, my mum whispers to me, “Lynch
is fond of red curtains. | guess he remembers
those from his childhood”. And somewhere
in my child’s mind this thought remained —
everything I'm perceiving now, everything that
speaks to me, will return later, in real life.

My childhood is a time of fantasising. When
you have no money, you have to come up with
ways of entertaining yourself in the country
by making a pet cemetery, by pretending to
be Dona Beija, by imagining that we are a
family of squirrels. In the city, however, vid-
eotapes of Disney animation films await me,
obtained by my parents through unknown
sources. They reveal a whole new world to me.
| never learned to love the rough animation of
the Soviet era. These embellished stories about
princesses, mermaids and singing animals are
all | care about. | have managed to find another
source for my fantasy life.

LOOK, HOW
BEAUTIFUL
THOSE
CURTAINS
ARE

School years come with a realisation that,
apparently, there's something wrong with me.
Turns out I'm too active, too ugly, too theat-
rical, with too strong of an imagination, just
too much in general... Here, my fantasy world
becomes the perfect escapism — | can be a
mermaid, a beautiful princess, and later a brave
vampire slayer or a witch. The bullying can
not reach me here. In my mind | hide behind
my red curtains, freely continuing to be “too
much”. Everyday | watch countless movies and
music videos of which the biggest impression
is left by this — frogs croak, the camera slowly
glides over the legs of a woman lying in the
water, she is wearing a white silk nightgown.
Close up with the lips of a guy. Hands, covered
in blood, are rubbed together. The sound of
strings, the bloody hands are washed with
water. And then, there she is — pale, red haired
Kylie Minogue, who together with Nick Cave
performs the murderer ballad Where the Wild
Roses Grow.

When | began my cinema studies one of the
first tasks was to film a character in location. At
school they taught us that all things specific are
good and weird locations are even better. Of
course, | took a character from my childhood
memories. So a movie about a bartender who
dreams about being Nick Cave was made. He
pours drinks every day, but when he’s alone, he
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puts on a dark moustache and, for the pleas-
ure of himself and his cat, performs Cave’s
best ballads.

For the first serious film of the studies we
had to write a script about... Well, anything.
| was thinking about Lynch again. Him sitting
by a monitor, cigarette in between his fin-
gers, looking at the red curtains, saying, “Look,
how beautiful those curtains are! Look! Look,
how beautiful!” Therefore | needed to write
about things | find beautiful. That's how a
movie called “Sand cowboy” (Smil$u kovbojs)
was made — a story about country musician
Janis who spends his days as a cowboy named
Billy Jo.

When | think about all of my work, | realise
that it's united by this feeling from my child-
hood — the desire to hide in fantasies, the
desire to be someone else. All my characters
struggle with this restlessness and the inability
to accept the boredom and heaviness of real-
ity. There's a reason why my first feature-length
movie starts with these words, “As long as |
can remember myself, I've always wanted to
be someone else.” Re-embodiment, scenes of
fantasies and dreams, breaking reality through
visual and acting techniques — these are my
red curtains. When actors in my movies start
unexpectedly singing, when the imagination of

LOOK, HOW
BEAUTIFUL
THOSE
CURTAINS
ARE

the characters reveals itself in the scene, when
fish on the plate comes to life, when a chicken
turns its head in a very specific way, when Dolly
Parton or Viesturs Kairiss comes out of the
woods, when the light in the big chandelier
goes out so precisely and so gently, I'm sitting
by the monitor, vape in my hand, thinking,
"Look! Look, how beautiful!”
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LAURIS ABELE

Film director

2ANNAS was the first platform for my mov-
ies, so this festival has always meant a lot to
me — it is a space where cinema turns into cre-
ative dialogue, where new directors are taken
seriously for the first time.

Now when | get to travel to film festivals, |
always try to attend the short film programs.
In them | look for the “new language”. It can
be there or not, but short film by its definition
is a format where this language can emerge.
Short films are like creative laboratories. They
provide an opportunity to experiment with
form, storytelling, and visual language without
fear of the pressure of the “big industry.” Every
now and then, a director with an already well-
known name can make a big-budget feature
film with a new cinematic language, but those
are exceptions. It is in this freedom to experi-
ment that the true strength of short films lies;
they allow you to be bold and individual. Short
film festivals prove that a short film is not “small
cinema”, but rather concentrated, precise,
often stronger and in some cases even more
complex than feature-length works.

In 2008, at the movie theatre “Riga” |
experienced what it means to be part of this
environment for the first time. Back then, within
the International Short Film Festival 2ANNAS,
“The Red Spot” (Sarkanais plekis) was awarded
best film in the Baltic competition. Its creators,
director Ugis Olte and producer Valdis Celmins,
are now also my colleagues in the film industry.

However, the diploma for creativity was
given to me and my brother Marcis for the

movie “Clause” (Klauzula). It was my first short
film with everything that comes with the terri-
tory: DIY art and special effects, buying a lizard

SHORT FILM
AS THE

FIRST STEPS
IN CINEMA

without one leg, because the pet store gave
us a discount, first collaboration with a profes-
sional actor. This appreciation gave me strong
confidence that our ideas could reach others, it
was confirmation that | was on the right track. It
was an inspiration to continue.

A year later, together with my brother, we
returned to the Baltic Short Film competition at
2ANNAS and won the main prize — the Anna stat-
uette for our film “Destination” (Galapunkts). It
felt like a symbolic circle: from inspiration to
confidence, from experimentation to recogni-
tion. Looking back, | feel no embarrassment,
only joy. We did everything DIY, with the help
of friends. Along this path, | increasingly under-
stood that a short film is a director’s calling
card — the ability to distill an idea down to
its essence.

2ANNAS taught me how important critique
is. Not as judgment, but as an opportunity
to be seen. It's a place where you can get
attention, dialogue and support. Especially
important is the Baltic competition that unites
the voices of this region and confirms our
shared identity.

In conclusion, | would again like to empha-
sise that short film festivals are extremely
important. 2ANNAS are selflessly doing it for
years. It is a platform where young directors
can take their first steps, represent their
film, and at the same time be in a serious,
respectable environment. It is hard to take
the first steps in cinema, but they should be
taken correctly — from the start, experiment-
ing, by being in a positive environment. If that
works out, you can see light somewhere at the
end of the tunnel.
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ALISE ZARINA

Film director

My very first short film was about a woman
who is in love with John Lennon and imagines
herself to be Yoko Ono. It seems it was my
classmate Oskar's idea. We had a lot of disa-
greements about the script.We will never be
as confident in everything we do as we were
then. Oskars insisted that the movie is quoting
“A Woman Under the Influence”, and | stayed
silent, unable to admit that | haven’t seen this
movie by Cassavetes. It was remarkable how
patiently the 35 year old actress listened to our
all-knowing directions about how her charac-
ter had reached an age when one goes mad
from loneliness.

People were divided into two groups — those
who could not appreciate our work, and those
who understood us. Did we understand our-
selves? I'm not sure. The four of us created
assignments that we considered short films
and watched movies, huddled in front of a
small laptop screen, getting gleefully drunk and
throwing around thoughtful witticisms in a way
that can only be beautiful when you are young.

Oskars' confidence was contagious — he liked
to refer to the greats and believed that by ref-
erencing them in our collaborations we would
reach new heights of genius. | didn't really
understand much of it. One of my favourite
films at the time was “Crash”, and unfortunately
not the one by David Cronenberg. Enrico,

NOT
AS
BAD

my dear Italian friend, was at least just as
knowledgeable, but he lacked that kind of
confidence — quite the opposite, he had a dis-
arming confusion about him. Toms mostly kept
quiet, so it was impossible to tell how much he
knew, though it looked like a lot.

| don't remember us ever talking about
short films. Possibly because life doesn't really
offer much of a choice - if you follow the tra-
ditional path, you make short films but dream
of making feature films, and so you make a
predictable mistake: you model your short films
after feature films.

One day our American teacher, James,
decided to make us read Laura Mulvey’s texts,
and that may well have been the beginning
of the end of our friendship. Oskars was from
Finland and thought feminism and quotas were
going too far, | was from Latvia, and | felt that
Mulvey was giving me a proper slap in the face.

Recently my bachelor’s short film “Normal
People” (Normali cilveki) was screened publicly.
| hadn't felt this embarrassed in a long time. It
contains my first attempt to portray LGBTQ+
people. Apparently at the time | had decided
that the best way to do it was to create the
character of a best friend who is a hairdresser,
while toxic masculinity was marked through
an equally clichéd absent father. People in the
screening laughed, but | felt an overwhelming
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urge to go up to them and explain that my
jokes weren't actually funny. And yet, some-
where deep down, there was also a sense of
relief that it wasn’t quite as bad.

Oskars and | no longer speak. Toms and |
are going to shoot a documentary together.
Enrico and | exchange messages from time to
time, but very rarely. It feels banal to think that
things will never again be that beautiful and
simple. We will never again sit in the kitchen
early in the morning, drink cheap beers, and
sketch unconvincing storyboards for short films
that almost no one will ever see.

On my Vimeo channel there is still a short
film, hidden behind a password, that | edited
from our pointless drunken conversations. |
would also be embarrassed to show that to
anyone. There's nothing interesting in it. Just
the feeling that a long time ago life seemed so
extraordinarily exciting that keeping the cam-
era running felt completely natural.

NOT
AS
BAD
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LIENE LINDE

Film director

How many film debuts can one director have?
In the international film industry, there is an
unwritten agreement that a “debut film” usu-
ally means a director’s first feature-length film;
however, even that is somewhat of an illu-
sion, and the phrase “debut film” is more like
an “empty container” that can be filled with
whatever meaning one wishes to give it. Still,
if “feature-length” (itself a debatable and fluid
concept) at least imposes some kind of frame,
however approximate, then the standards for
determining a “debut short film” are many
times more complicated and murkier.

My debut short film is generally considered
to be “Four Feasts” (Cetri mielasti) — the black
comedy with which | graduated from the bach-
elor's program in film directing at the Latvian
Academy of Culture in 2012, although it was
certainly not the first short film | had directed.
Over the eight academic semesters leading
up to the diploma project, a whole bunch of
works were made, most of which we shyly
called “studies” rather than “films,” and quite
a few of them have been lost. The time when
| was studying was the era of Mini DV tapes, a
period that was only just adapting to the dig-
ital archiving of materials, but my own artistic
self-assessment at the time — which was close to
zero — is also responsible for some of the gaps
in my personal archive. For example, after my

ABOUT DEBUTS

AND UNREST
TO DIRECT

teachers spoke devastatingly about my third
year project — a historical costume film titled
“The King of the Poor” (Nabagu karalis), about
bohemian Riga in the 1920s — during the exam
screening and gave it a low grade, | decided
that this shameful piece did not deserve to
exist, and | deleted all its material together with
the unfinished edit. After all, no one wants to
preserve their failed tests for history.

| gladly consider “Four Feasts” my debut,
because it was the first work | could fully call a
“film" rather than a study, and after it | began
to identify professionally as a film director. This
debut is closely connected with the festival
2ANNAS, because the film not only travelled
all over Latvia in the festival’s short-film tour
“Projektors” and, for the first time, began
polluting the internet with my name in press
releases; the festival’s producer Amanda Boka
also took on the task of helping distribute the
film on behalf of 2ANNAS, thereby making
the festival a co-producer of the film. However,
if we measure by the yardstick of “first pub-
lic screening,” | also find myself at 2ANNAS.
In 2009, when | was still a first-year student,
together with my classmate Armands Zacs and
cinematographer Dainis Juraga we took part
in the Cinema Commune U35 organized by
2ANNAS, shooting a music video in a single
day for an electronic music piece by Toms
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Aunins and experiencing for the first time the
screening of a work | had directed in front of
an audience.

If | rewind the videocassette of memory
to the very beginnings of me directing, then
the first film | directed was an English class
project during project week in high school,
when together with several classmates — one
of whom owned a video camera — we shot a
black-and-white short film titled “The End of
the Addams Family” (Adamsu gimenes gals).
In the film, Uncle Fester wandered through the
school corridors trying to find an eye doctor. At
the end of project week it was shown to other
high school students and teachers in the large
music classroom next to the assembly hall, and
it was received quite turbulently because it
contained several inside jokes about the school.
| think that was the first time something | had
directed made people laugh, although at the
time | had no idea that guiding our fun time
into a certain narrative structure was called
directing. Twenty years have passed, and the
cinematographer and editor of “The End of the
Addams Family”, Krisjanis, continues to edit
Latvian films, now professionally. My classmate
Anete, who played Uncle Fester, manages
film projects at the Césis Concert Hall, while
Irbe, who portrayed Wednesday Addams,

ABOUT DEBUTS

AND UNREST
TO DIRECT

| met on the set of my debut feature film “Black
Velvet” (Melnais samts), as the owner and
handler of the film cat Sofia’s actress, Aida.
Cinema had already chosen us back then as
stitches in its fabric, and to me that seems like
a well-structured narrative.
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JANIS ABELE

Film director

Descartes said that the foundation of phi-
losophy is doubt. Doubt is a kind of mental
unrest. | could say that at the heart of filmmak-
ing lies a cinematographic unrest. Unrest that
comes from curiosity to explore a topic in the
language of the screen. Unrest to tell one of
the eternal stories (detective, melodrama, etc.)
in your own vision. Unrest of trying to create a
composition of images and sound after having
seen so much on screen that you begin to see
the potential for film dramaturgy or cinematic
shots in everyday events. A restless desire to
create a world on the screen where you can
escape from everyday life for a moment.

It was this restlessness that led me to put-
ting my first ideas down on paper and later,
with absolutely no technical knowledge, to
film reflections worthy of a naive philosophy
student. One unrest led me to another. The
unrest of my twenties took me to a bar (or
was it a club?) called “Nemiers” (“unrest” in
Latvian). The unrest | experienced there once
again led to thoughts and convictions that the
experience was unique enough to be turned
into film. And it was! No one else in “Nemiers’
experienced what | experienced or met the
people | met. “Nemiers” is now as much a
thing of the past as my twenties. In the end,
the lead actress of my first movies got married

1

UNREST AS A

STARTING
POINT FOR
CINEMA

and started a family with the owner of the
bar “Nemiers”.

After my first films, | was convinced that |
should not turn the events of my life into cin-
ema. | wasn't particularly enthusiastic about it
at the time, but in certain situations, when | did
it, | realised that it was better not to go in that
direction. You need to be inspired by what you
have experienced, but if you literally transfer it
to the screen, it may happen that the audience
is indifferent to what they see. The author of
the film himself remains perplexed — how some-
thing that seemed so emotionally charged to
him leaves the viewers cold? That's where the
problem lies. The author’s view is clouded by
memories of his life experiences, but in order
for this to appear emotional on the screen to
others, simply re-enacting the event in front of
the camera will not suffice.

In my opinion, a director must possess two
qualities that are difficult to explain — taste
and curiosity. In fact, curiosity, like doubt, is
probably based on the same unrest. Unrest for
knowledge, unrest for work (filming) and unrest
for understanding how all of it comes together.
Again, superficially quoting philosophers, |
would like to say that Bergson’s élan vital is the
basis for the desire to make films.

When | was asked to write these brief reflec-
tions, one of the guiding questions was: how
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did growing up influence the creation of my
debut short films? | wouldn't even really under-
stand how to rationally and consciously put
together the influence of childhood and ado-
lescence on the first short films. If | had ever
kept a diary, then perhaps it would be possible
to trace these footsteps, but it would be more
accurate to say that my first films were my con-
versation in cinematic form with everything |
saw on screen and experienced in life.

The condensation of growing up was truly
realised and thought through when | started
working on my second feature film, “Jelgava
'94." After that, in the case of the short film
“81 meters. Jelagava” (81 Metrs. Jelgava), |
had to literally relive the unrest | once expe-
rienced and remember the party song “Ei,
tu skaista meitene” from my time of unrest,
according to the idea of sound director Ernests
Ansons, to transfer it into choir voices. And so
the end credits of the film were accompanied
by this music. While making “81 meters” |
remembered my cinematic unrest and came to
a conclusion that some of it is still there. That's
why sometimes it takes time for what you've
experienced to be understood in the language
of the screen.

It's customary to wish something on birth-
days. Perhaps it should be done for a film

UNREST AS A
STARTING
POINT FOR
CINEMA

festival celebration too. Therefore, | hope that
in its fourth decade, 2ANNAS will continue
to be driven by the same unrest for cinema
that | feel, which can sometimes be difficult to
maintain during the long days and nights spent
writing projects and applications. During this
process the main thing is not to forget what
all of it is done for. May you still have doubt,
curiosity and unrest.
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LETTER
FROM A PEER
TO THE

KRISTINE SIMSONE
Film Journalist and critic,
curator of Riga International

Film Festival

s thirty years a long time or a short time? You
could say it's up for interpretation. So I'll meas-
ure this time period in my own way. In 1996,
when the 2ANNAS festival was founded on
the basis of the "Alternativa” film forum, | was
eight years old. | had already seen movies on
satellite television that were completely inap-
propriate for my age; cinema screens, on the
other hand, offered something starkly different
from the gray, chaotic, and poverty ridden
1990s — the world of American cinema, but the
videotapes available for rent — copied countless
times — came with the infamous Russian trans-
lation in a monotone intonation. In this sea of
novelty and uncertainty, enterprising individuals
were able to find their own path, framing the
10 short films in the form of a youth and exper-
imental film festival. It seems that over these
three decades, since the festival 2ANNAS has
grown into an event of international signifi-
cance and an important reference point not
only for Baltic short films but also a platform
where themes important to both film audiences
and filmmakers can be discussed openly and
with many voices, a certain cycle has come to
an end. We now find ourselves back in a kind
of nineties “free descent” and uncertainty
filled chaos (which, incidentally, we already
collectively feel nostalgic about; the festival
itself reflects this in its program). If 30 years

FESTIVAL

ago we were intoxicated by the allure of newly
opened borders and, as a country, staggered
from a planned economy into the deceptive
grip of consumerism, then today we are trying
to stay on our feet while around us swirl the
still weakly regulated possibilities of artificial
intelligence, and (due to the overproduction of
audiovisual content and market consolidation)
it has become difficult for both young and not
so young filmmakers to get their films made,
and even more complicated to ensure that
those films are noticed and circulate.

Of course, there have been countless chal-
lenges in this cycle, and 2ANNAS has always
addressed them to the best of its ability.
Although films are the heart, lifeblood, and
backbone of any festival, a festival is not just a
series of screenings laid out in a calendar. It is
a space where we can be together and realise
that whatever our role in the cinema ecosystem
may be, we are not alone with our concerns
and breakthroughs. In this context, the year
2022 remains vividly in memory, when as the
tension of the pandemic slowly subsided, the
habits of film production, exhibition, and view-
ing had at times been irreversibly shaken, and
| assume many people working in the industry
read numerous emails beginning with the line:
“I hope this email finds you well during these
turbulent times,” while fighting burnout alone.
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2ANNAS then dedicated a series of events and
films to mental health in its program, screen-
ing films that reflect on this topic and holding
discussions on the well-being of those working
in the industry and their struggles with stress.
Over the years, the festival has cultivated itself
as a meeting place where, through cinema,
it is possible to speak about topics in which
each of us, | assume, has at times felt a little
like a lonely planet. While the country was still
waiting for the adoption of the partnership law
and the ratification of the Istanbul Convention,
the festival organically embraced both queer
cinema and reflections on body politics and
the female gaze through film and discussion.
When the full-scale invasion of Ukraine began,
the festival expressed solidarity with Ukrainian
filmmakers by focusing on their work. And this
responsiveness to what is happening around
us continues — right now at 2ANNAS we can
reflect on the infiltration of artificial intelligence
and other issues that are important on the con-
temporary filmmaking agenda.

You could say that 2ANNAS keeps up with
the times, but it would be more accurate to
say that the festival is slightly ahead of its time.
And this is only natural for the short film for-
mat — the freest form of cinema, which, unlike
feature length films, gains traction more quickly
and is less dependent on traditional film distri-
bution channels. “A short film is not the little
brother of a feature film,” said Anna Zada,

LETTER
FROM A PEER
TO THE

FESTIVAL

former curator of 2ANNAS, emphasising that
innovation in cinema usually begins with short
films, and that trends in feature films can be
predicted based on what we see in short films.
From my 12 years of experience as a curator, |
can empathetically and respectfully say that it
is not easy. Neither by organising a festival and
trying to convince potential sponsors of their
merits, nor by appealing to a wide audience,
already caught up in a whirlwind of other ideas
and challenges, to draw attention to them. And
here lies the paradox: the desire for equality,
the evaluation of social norms, and questions
of identity and belonging are by no means new
themes, yet assessing the priorities of the era
in question, drawing ethical boundaries, and
discerning them within the vast array of cine-
matic works is not self-evident, even though
pushing the boundaries of humanity is the pri-
mary mission of the cultural sphere, including
film festivals. This requires boundless empathy,
keen insight, and the ability to view cinema as a
fully-fledged, influential part of the various eco-
systems within the broader environment. The
projectors continue to blink — so the 2ANNAS
collective, in its various line-ups, has consist-
ently been able to do this for several decades.
Thirty years is a long time when measured in
terms of the time and effort invested, as well as
the encouragement and intellectual exchange
provided to filmmakers and audiences.
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Editorial team of
the philosophy
magazine “TVERUMS>

Good cinema is like good wine — the older it
is, the more refined the experience of enjoying
it. Yet refinement can sometimes be overrated;
at times the new and the unusual can move
or pleasantly surprise us even more. 2ANNAS
is not afraid to return to the classics, yet it
always experiments: on several occasions the
festival organisers have invited us — connois-
seurs of the written word rather than moving
images — to curate a thematic short film pro-
gram for 2ANNAS.

The first invite was to explore the topic
of transhumanism. “Tvérums” hadn’t even
celebrated its first birthday yet. We were
very happy about the invitation (and we still
continue to be happy about the sincere col-
laboration). It was a time of firsts. 2ANNAS,
if I'm not mistaken, was our first intercultural
collaboration. Everything was new, including
the friendships that began to blossom in the
still young editorial office. The creation of the
2ANNAS festival’s transhumanism program
Homo ex machina became fertile ground for
one of the friendships. Our task was to select
movies. But it was summer. So the movies were
postponed until later, and the evening began
with a swim at Vecaki beach, a liter bottle of
Pifia Colada, and tomato flavoured chips. After
a visit to a gas station (only stomachs were
filled) night falls over us. The projector is turned

2ANNAS,
MANY
EXPERIENCES

on. We spend the night on the couch, watch-
ing films — long and short, funny and serious,
questioning and revealing — that trace the past,
present, and future of transhumanism. We talk,
we laugh and the list is ready. But that is far
from the end of programming.

| vividly remember that, while preparing both
programs (Homo ex machina was followed
by “P(l)istosais laiks”), there were times when
we watched a large number of films one after
another, without a clear idea of what they con-
tained; we didn’t read the descriptions and
reviews beforehand; other times, they were
simply obscure, underground films. Especially
at the beginning of the program development
process, when the only thing you have to go on
is the assigned topic and the fact that you need
to select something, the work can even seem
pointless. Like wandering around, looking for
something, taking a walk. | hardly ever watch
movies (| just don't believe the actors) but on
those rare occasions when someone shows me
one, | always do a little research beforehand. |
at least know the title, the genre, and a brief
synopsis. Sometimes, perhaps by relying too
heavily on the text, it is easy to spoil any sense
of surprise or mystery that the experience of
visual art, music, and cinema can offer. | read
the exhibition description, skim through the
composer’s portfolio, and even more rarely
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allow myself to simply watch films without
thinking about how to later articulate what I've
experienced into sentences that would lead to
some kind of thought. | do this to save time. Art
is an investment of perception and judgment,
as well as an investment of time. One of the
purposes of reviews is to save time, so as not
to waste it on things of no value. If you've put
in the time, try to get something out of it. It is
a cautious attitude toward the world around
us. That approach was no longer valid when
creating programs. Time could be devoted to it.

Of course, I've been on the other side of the
programme too. It was an event full of impres-
sions on a spring evening (though, judging by
the weather, it might just as well have been
winter), as the group A Wall is a Screen led a
specially curated short film walk through the
centre of Riga. If it wasn't already clear from the
mention of the weather — | was freezing, think-
ing that on an April evening | surely wouldn't
need to wear a winter coat. Yet perhaps that
is precisely why this event has left such a vivid
impression on my memory.

Be that as it may, if we set aside the discom-
fort of the circumstances for a moment, it must
be said that in all of it — the collective wander-
ing through the city and the brief disruption of
the residents and workers of the Quiet Center,
with short films playing on the walls — there

2ANNAS,
MANY
EXPERIENCES

was something very special, perhaps even a
bit rowdy. Watching films together with others
is a special collective experience that has also
been studied by phenomenologists. In this
case, however, the range of observers and
co-observers extended beyond the room or
cinema hall, inadvertently including the library
attendant who nervously looked out the win-
dow with a phone ready in their hands, and the
evening shift workers of a restaurant who, after
briefly glancing at the peculiar crowd across the
street, continued their end-of-day routine as
usual, as if everything happening around them
were completely ordinary. Actually, thinking
about the ordinary, this might have been the
first time | walked along some of the streets
of the Quiet Centre in a way that truly made
me look at my city like | never did before. Call
me a romantic, but | still consider this one of
the coolest abilities of art: to make the familiar
and the ordinary look strange, unfamiliar, new.
Although | should have known that it's possible
to freeze in Latvia even in April.
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DIANA TROPE

The director of 2ANNAS
Industry Days and

The Latvian Short

Film Agency

The Latvian Short Film Agency was founded at
the end of 2023 in response to a long-stand-
ing and increasingly urgent need for stable,
professional representation of short films in
Latvia. It is intended as a missing link between
filmmakers, festivals, and cultural institutions.
Its purpose extends beyond communication
alone, encompassing the strategic promotion
and representation of Latvian short films. Its
creation marks a point at which it has become
increasingly difficult to pretend that existing
mechanisms are sufficient to meet the needs
of the short film sector.

For many years, the Latvian short film
landscape has existed in a state of instability —
positioned between education and profes-
sional circulation, between festival interest
and institutional caution, between creative
enthusiasm and practical exhaustion. The
idea of an organization dedicated specifically
to short films is not new in the Latvian context.
Earlier attempts, including the association Short
Riga founded in 2015, testify to a recurring
recognition of this need, even if these initi-
atives were unable to develop beyond their
initial ambitions.

A significant role in the Agency’s formation
was played by two Latvian film festivals: the
Riga International Short Film Festival 2ANNAS,
which for 30 years has consistently supported

SHORT FILM
IN LATVIA:®

THE CONDITION

OF CONSTANT

JUSTIFICATION

short films by providing space for their devel-
opment and audience engagement, and the
Riga International Film Festival. Through collab-
oration initiated by their short film programme
directors, Latvian short films were repre-
sented alongside colleagues from Lithuania
and Estonia at the Clermont-Ferrand Short
Film Market under a Baltic stand. This experi-
ence was decisive in demonstrating both the
potential and the limitations of festival-led rep-
resentation. Film festivals cannot, and should
not, be expected to carry the full weight of
national or sector-wide representation. Their
primary functions and responsibilities do not
always align with long-term advocacy and
structural development.

Recent experience has made it clear that a
dedicated organization is no longer a luxury,
but a necessity. In the absence of such a body,
Latvia’s growing lag behind its neighbouring
countries in terms of international visibility
became increasingly apparent. The Agency
was therefore founded with the ambition to
address a broader field — not only the interests
of individual films or festivals, but also those of
filmmakers, producers, funders, and the state.

An important conceptual reference point
has been the Lithuanian Short Film agency
Lithuanian Shorts, which demonstrates how a
small country can consistently and convincingly
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position its short film sector internationally.
Equally significant is Baltic-level cooperation.
The Baltic Shorts initiative, bringing together
partners from Latvia, Lithuania, and Estonia,
illustrates how regional collaboration can
increase visibility and more effectively mobilise
limited resources.

Alongside institutional considerations, the
sector faces a deeper challenge: the need to
reassess attitudes toward the short film as a
format. As long as short films are perceived as
condensed feature films or merely as transi-
tional exercises on the way to “real cinema,” it
remains difficult to argue for their independent
status and sustainability. In Latvia, short films
are often reduced to by-products of education,
a perception that diminishes both the specific-
ity of the form and the professional ambitions
of their creators. Internationally, however, short
films function as a fully established artistic field
with distinct festival circuits, distribution mod-
els, and audiences.

However, the most critical issue remains
funding and its structural allocation. Funding
affects who is able to make short films, the
extent to which talent development is sup-
ported, and the competitiveness of the
resulting works. Fiction short films are par-
ticularly vulnerable within the current funding
framework. While their production requires pro-
fessional crews, time, and resources, support
mechanisms often rest on the assumption that
short films can be produced primarily through
enthusiasm. This may be viable at an educa-
tional stage, but it does not create sustainable
professional conditions, nor does it allow direc-
tors and producers to commit seriously to the
format over time.

Discussions around funding frequently cite
the limited commercial potential of short films.
Such arguments overlook the fact that public
cultural funding is not, by definition, a com-
mercial instrument. Moreover, feature films in
Latvia have access to a wider range of funding

opportunities, including international co-financ-
ing and larger-scale national support. Fiction
short films, by contrast, have extremely limited
alternative funding pathways. As a result, they
are expected to meet standards and expecta-
tions that the system itself does not adequately
enable them to reach.

The consequences of this structural imbal-
ance are visible even at symbolic level. At
national film awards “Lielais Kristaps”, stu-
dent films frequently dominate the category
for Best Fiction Short Film — not only due to
their quality, but also because the professional
sector simply does not produce a sufficient
volume of independent short films to sustain
meaningful competition.

The Latvian Short Film Agency represents a
conscious attempt to shift the prevailing logic.
It advocates for short film as an independ-
ent, professionally supported format and for a
reassessment of priorities that would allow the
sector to move from constant self-justification
toward strategic development.

At the same time, it is important to acknowl-
edge that Latvia’s short film landscape is far
from empty. New festivals, institutions, emerg-
ing generations of filmmakers, and growing
international interest all signal significant
potential. Without systemic change, however,
these signals risk remaining fragmented.

The Agency’s ambition is not merely to
increase the visibility of Latvian short films, but
to help build conditions in which short films are
no longer required to continuously justify their
right to exist. If short films are to have a sus-
tainable future as an independent form, it lies
in the transition from survival mode to profes-
sionally supported practice — and in affirming
that short film is a value in itself, deserving of
the space and resources necessary to grow.
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DACE CAURE
2ANNAS medium-length
programme curator

In 2015, the 2ANNAS competition program
was expanded to include a competition for
medium-length films, making 2ANNAS one of
the few festivals in the world that consciously
provides a platform for this unusual format.
However, it still hasn’t found its audience.
What is medium-length and what to expect
from it? This is an attempt to help the film find
its audience.

Given that the title asks whether medi-
um-length is inconvenient, it would be logical
to conclude that no, it is not confusing or incon-
venient. However, the medium-length (which
for 2ANNAS means 30 to 60 minutes) is essen-
tially inconvenient. It challenges conventional
festival practices, both written and unwritten
rules, and refuses to conform to any set format.
Short film festival curators already consider
20-minute films to be dreadfully long, and the
evaluation of medium-length films has at times
even annoyed members of the 2ANNAS jury.
For a feature-length film, however, these films
are too abstract and do not follow conventional
narrative structures. However, there are still
filmmakers who reject the conventions of what
is considered convenient and acceptable, and
make films exactly as long as they feel is nec-
essary. Therefore, the medium-length is the
length of protest.

MID LENGTH
FILMS
ARE THEY

REALLY THAT

INCOMPREHENSIBLE
AND INCONVENIENT?

Two years after including medium-length
films in the 2ANNAS program, curator Astra
Zoldnere referred to them as outsiders among
outsiders: “Most people have never heard of
them; film festivals often overlook them, but
a filmmaker must be a true nonconformist to
choose to create work that is so difficult to
define and distribute.”"

It is clear that a director who completes a
film of this length is aware that they are ven-
turing into uncharted territory, yet at the same
time refuses to let conventional rules hold them
back. They protest against restrictions, rules,
and constraints — anything that tries to limit
how they should tell their stories.

Documentary films are most commonly
found in the medium-length format. Perhaps
this is because documentary film offers greater
creative freedom — often, medium-length films
are personal essays about the filmmaker or top-
ics that are meaningful to them, archival films,
or experiments with narrative and form. Films
of this type usually have a very small crew and
a limited budget, which means there is less
pressure to succeed. There are many stakehold-
ers involved in the making of a feature film, so
failure is much more painful. Only a few feature
film directors dare to step outside the usual

1 Zoldnere, Astra. Istie kino autsaideri. Kino
Raksti, 28.11.2017.
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festival framework, let alone animators, whose
works often struggle to find a place in the first
place. It is possible that the predominance of
documentaries can also be explained by the
fact that their scope is less limited — docu-
mentary film festivals are more open to films
of various lengths, as they focus primarily on
the message. It is very likely that filmmakers
would be less afraid to leave the film at a medi-
um-length if there were more opportunities to
show it to audiences.

Mid-length films are often characterised by
subjectivity, as well as a dialogue between the
private and the public. These are often stories
about personal experiences — pain, illness,
family relationships, dreams, and memories.
These stories do not aim to be the sharp jabs
and bursts of meaning that short films typically
are. They convey a wealth of ideas that are
neither condensed into a short film nor diluted
in the plot, as is the case with a feature-length
film. Feature films of this length also take on a
different form, adding a dreamlike dimension
that expands the film’s space.

The in-between dimension, which is where
the medium-length resides, raises concerns that
if the format is incomprehensible, then the film
will be too. That risk certainly exists. Mid-length
films are often — but not always! — characterised
by a slow pace, a layer of associations and

MID LENGTH
FILMS
ARE THEY

REALLY THAT

INCOMPREHENSIBLE
AND INCONVENIENT?

references, and an invitation to go with the flow
of the film. As viewers, we often feel uncom-
fortable with films that force us to abandon a
conscious search for meaning. However, such
screenings can be considered a meditation at
a time when signals surround us from all sides
and require constant analysis. It's a chance to
catch your breath, go with the flow, or, yes, be
a little bored. After all, boredom is a form of
protest, too.
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Answers from

Dace Caure, Zulijens Nuhums
Kulibali,

Laima Grazdanovica,
Astra Zoldnere

1. What does film curation mean to you, and
what do you think it is?

Dace Caure: Curator is sort of a guide. Several
trails pass through each forest, and the guide
chooses the most appropriate one for the sit-
uation and the viewer — scenic, difficult, easy,
thoughtful, or other. They know what is not
worth paying attention to or where you should
stop for a longer period of time. They point
out the right things, lift the right branches, and
notice the right songbirds. So that when you
say goodbye on the other side, the viewer feels
a little different.

Zulijens Nuhums Kulibali: | believe that cura-
torial practice encompasses several aspects —
primarily, it involves working with various con-
texts (historical, artistic, social, economic, etc.)
through which films are viewed and a body of
work is selected that might be interesting to
the audience. Curators are often regarded as
“taste experts,” but to me this approach seems
superficial — it is a profession that requires the
ability to perceive one’s surroundings in depth,
to listen (and see) carefully, and to speak (and
show) with conviction. For me personally, curat-
ing is a natural synthesis of all my creative work.

CINEMA
GUIDES.
2ANNAS
CURATOR
SURVEY

Laima Grazdanovica: Curating a short film
festival is like creating a mosaic of contexts,
tastes, experiences, and experiments. For me,
this process is always intertwined with both the
joy of research and archival discovery and the
act of storytelling, for example, when creating
short film programs that also develop an inter-
nal narrative. When connections form between
films (connections that aren’t always visible)
and they highlight one another, that's when
the magic happens. In my opinion, short films
are also an extremely versatile art form that
allows us to explore interdisciplinary and social
issues. It seems that the level of experimen-
tation in curating short film festivals is clearly
much higher than in feature-length films. On
a very personal level, curating is a way for me
to explore the world and myself. It is a privi-
lege to have access to such a vast collection
of artworks and to look through the windows
of the camera lens, which would otherwise
be inaccessible.

Astra Zoldnere: Curating films is a practice
of thinking, learning, and storytelling. It all
starts with research: when putting together a
program, | usually have some prior knowledge,
which | then expand upon. The work of a cura-
tor is a critical, but also an intuitive process — by
examining a large amount of information, a
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specific point of view is found that can capti-
vate the audience, inspire, and spark discussion.
Film curation for me means not only selecting
specific short films, but also creating a shared
narrative that inspires and at the same time
furthers conversation about social, political
or cultural issues, challenges stereotypes and
encourages thinking.

2. How did you get into film curation?

D. €.: To some extent, my entire professional
life has unfolded because others noticed
how much | love movies. That's how | got into
film critique, and that's how | ended up at
2ANNAS as well. I've always enjoyed drawing
parallels, identifying broader contexts and
trends, and in the work of a curator, this is
just as important as being able to look closely
at the details and assess which of them best
represent the broader context.

2ANNAS is my longest-standing and oldest
connection to curating. | started in 2017 with
the festival’s first competition for children and
youth, then took over the mid-length compe-
tition, and somehow we've reached our tenth
season together.

Z. N. K.: | started out as a film director, then
moved into film criticism, and from there into
the world of film festivals. As in any ecosystem,
these fields and roles are interconnected. |
joined the International Short Film Festival
2ANNAS in 2017 as part of the selection com-
mittee for the festival’s main program, and this
is my third year leading the festival’'s “Pure
Queer” section.

L. G.: Whether | wanted to or not, all my
roads led to Rome (curating short films). It was
pure fate.

A. Z.: In 2015, festival director Viesturs
Grazdanovic¢s asked if | would be willing to
take on the role of program director for the
2ANNAS film festival. By that time, | already

had experience both as a filmmaker and as a
critic, and | had been observing how 2ANNAS
had evolved over the years. So | took on this
intense job and continued in that role until
2019, when | decided to focus on art-based
research, though | remained on as the curator
of the 2ANNAS Baltic program, also putting
together a thematic program each year. This
year, it will be an original science fiction short
film program titled “Alternative Dimensions.”

3. How has curating and putting together
film programs changed your habits of
watching films?

D. C.: Working at a short film festival means
that there is also more interest in short film
programs at other festivals to evaluate what
principles they use to create their programs,
and what | find interesting about it.

Since | work with a medium-length format,
which isn’t very common in the film industry, |
always pay close attention to the film’s running
time right away. What's more, | always view any
short or medium-length film through the lens
of 2ANNAS, automatically assessing its suita-
bility for our festival, regardless of whether it's
necessary or not. And anything that strikes a
chord, | mentally note as potentially useful for
the future.

Z. N. K.: | have grown to love cinema even
more as a medium, and people who are brave
enough (and sometimes even a little crazy) to
pursue this art form! My work involves learning
about a very large amount of films, but the joy
of new discoveries, which comes almost every
week, is stronger than the fatigue. There's one
thing though - if, after the first 10 minutes of a
movie, | realise that, in my opinion, it doesn’t
meet my quality standards, | watch the rest of
the movie at 1.5 or 2 times the normal speed.

L. G.: My experience as a curator has shaped
my taste both as a viewer and as an artist.
Currently, | watch an average of 1000 short
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films a year, although that number is likely
much higher. Inevitably, this also has an irre-
versible impact on the functioning of my brain
and nervous system. | think there are many
habits that have changed, but there’s one that
brings me particular joy — | know how to let
myself be carried away by a movie, so that it
takes me where it needs to go.

A. Z.: Intensive watching of several thousand
films each year has changed both my view-
ing habits and influenced my artistic and
research practices. Short films are a unique
format because filmmakers dare to experiment
much more in them, which is usually more dif-
ficult in feature-length films, as these are more
dependent on financial success. | also appre-
ciate classic, well-told stories, yet | am always
on the lookout for works that not only entertain
but also provoke, challenge, and encourage
the audience to delve deeper.

4. What is your approach to selecting films
for the festival? What factors do you con-
sider when selecting films?

D. C.: First of all, | always keep in mind 2ANNAS
focus on the unconventional — on experimenting
with form and narrative and pushing boundaries.
The medium-length is particularly well-suited for
this purpose, as it provides plenty of space for
play. As a result, good films that stick to familiar
and well-established techniques are often left out,
they will find a place at other festivals.

Next, you need to think about the film's theme.
The goal of 2ANNAS is to highlight socially
significant stories and provide a platform for con-
versations featuring voices that are rarely heard.
For me, that also means covering as wide a
geographical range as possible, because | want
to see what matters to the world. It usually
turns out that people everywhere dream of the
same things.

Z. N. K.: “Pure Queer” is the only platform
in Latvia dedicated exclusively to short queer

films. When selecting films, | take into account
events and discourse in Latvia’s public space,
highlighting both what is being discussed and
what is being left unsaid. In the context of the
festival, the audience is the most important
element, but the filmmakers are a close sec-
ond — it is important to me that their works
engage in dialogue, complement one another
and are screened under the best possible con-
ditions. Personally, | believe that films from
regions where production is hindered for var-
ious reasons should also be a priority — in a
heteronormative world, queerness, whether we
like it or not, is always a political phenomenon
as well.

L. G. As the festival’s program director, the
question of context begins even before the
films are selected, when the festival program
itself is conceptualised, along with the focus
themes and research questions we set. Even
at this stage, contexts are being examined and
analysed. Similarly, when curating the program
for an international short film competition, |
think not only about which are the best short
films, but also about how to create a program
that showcases cultural, geographical, social,
gender, artistic, and technical diversity. If it
were just a question of quality, we might as
well show programs with short films only from
France, because this country has the largest
production volume and good quality standards.
Another very important aspect is the balance
between experiments in content and form, as
well as the search for a new cinematic language.

A. Z.: | curate both the Baltic short film pro-
gram and the focus programs, these processes
are quite different. When putting together the
Baltic short film program, my task is to show-
case outstanding films from Latvia, Lithuania,
and Estonia. While ten years ago | was able to
include nearly all of the most significant Baltic
short films, it is becoming increasingly difficult
to do so now, as both the quality and quantity
of films in the region are growing rapidly. When
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creating thematic programs, the process is
different — it involves in-depth research on a
specific topic, and | always try to find a unique
angle from which to present that topic. In both
cases, | include films in the short film program
that are made in various formats and tech-
niques; together, they create a unique narrative,
are not afraid to address complex issues, and
experiment with the language of cinema.

5. To what extent do you consider the
audience when selecting films? Is there
a specific target audience you're trying
to reach? Have you already managed to
reach a specific target audience during
the screenings?

D. C.: You always have to think about the audi-
ence. The curator is the filter through which the
films reach the viewer, so what they let through
must be of high quality and valuable. We need
to consider what stories would be important
for the audience to see at this time and place.
This isn't an attempt to guess what will resonate
most or captivate the audience, because the
film’s purpose isn't to keep the viewer in their
comfort zone; rather, it's a call to action — look
here! To offer a perspective that, hopefully, will
linger even after leaving the movie theatre.

The target audience for medium-length films
is very unclear, which is why it is often difficult
to promote the program. It seems that such
experiments with format are important only to
the filmmakers themselves, but at a short film
festival, the audience wants to see short films,
not something halfway to a feature-length film.
Perhaps it's worth thinking of it as the length
of an episode in TV series — it's a long enough
stay in a world that begins and continues even
beyond your own experience.

Z.N. K.: Of course! “Pure Queer” would be
impossible without Latvian queer commu-
nity! My dream would be to be able to build
relationships with all members of the commu-
nity in Latvia, as well as their families, friends,

colleagues, and acquaintances. That is, with the
entire Latvian society. Since this is a major goal,
| assume that both | and those who come after
me will have a lot of work ahead of us.

L. G.: Right now, | can say that the audiences
we work with are growing and developing,
which brings great joy. We could especially
highlight the film audience of children, youth,
queers and their friends. We also tried to
address the senior audience a couple of years
ago, which | really hope to return to.

In the film selection process itself, the ques-
tion of the audience is more complicated than
it initially seems. On the one hand, | certainly
think about the audience that will watch the
film; on the other hand, | try not to think about
it, because | don't believe my job is to please
the audience. This process requires a delicate
balance, because it is precisely the curator’s
voice and ability to interpret contexts that make
the programs so unique.

In the long term, | would really like us to be
able to reach more audiences in regions by
Latvian borders, as well as develop the acces-
sibility of screenings for people with mobility or
perception challenges.

A. Z.: Latvian audiences are still not in the
habit of regularly attending short film screen-
ings, which is why we at 2ANNAS also serve
an educational purpose by discussing short
film formats, technologies, and aesthetics. As
technology evolves, short content is becoming
more popular, allowing us to reach a wider
audience. In recent years, the festival has devel-
oped its own target audience, open to both
active socio-cultural discussions and inten-
sive exploration and reflection on innovative
cinematic language.
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KRISTIANA KARKLINA

Curator of the exhibition
“ALTERNATIVA: Traces from

THE PRESSING

NEED FOR AN

the Underground? ALTERNHTIVE

A few years ago, film artist Arnis Kalnin$ cele-
brated his birthday by screening David Lynch'’s
film “Eraserhead.” After the film, Viesturs
Grazdanovi¢s came up to me and mentioned
that in a year and a half, 2ANNAS would be
celebrating its 30th anniversary. “Let’s curate
an exhibition,” he said. And | said, “Let's go!’

However, the idea of the exhibition imme-
diately raised a significant question. How can
| capture the festival’s thirty-year history in an
exhibition without turning it into a display of
archival materials? | wanted to show everything!
From historical programs, posters, curatorial
processes, and performances to exhibition
documentation, and finally to artists who are
now internationally recognised. However, the
more | thought about it, the clearer it became
to me that such an approach would freeze the
festival’s vibrant nature in time.

My encounter with the alternative actually
occurred much earlier. During my school years,
| realised fairly quickly that hierarchical struc-
tures would be a challenge for me. Then |
noticed them — the young people dressed in
black, pierced, a few years older than me — who
organised concerts on Friday evenings in the
basements of Nordic High School.

In one of the concerts | was given volunteer
work. | barely remember the work itself, but |
remember very clearly the girl with dreadlocks

who played bass in the band that night. There
was something deeply moving and liberating
about the fact that |, still an elementary school
student, found myself in that basement that
evening, right beneath the classrooms where,
day in and day out, people crammed into the
rooms learn about “life”. At that moment, it
became clear that there was another cultural
space, distinct from the one | had encountered
in the theatre where | had practically grown
up, or in museums; a space that was informal,
rough, fleeting, yet intense.

It was precisely this experience that later
helped shape the exhibition’s central theme:
the pressing need for an alternative. This need
is not an aesthetic choice. It is a reaction to
moments when the dominant cultural language
is no longer able to articulate what is already
happening in society. Critic Greil Marcus, writ-
ing about underground culture as the West's
“secret history,” notes that such moments recur
when people are no longer able to speak in
the terms offered by their own culture (Lipstick
Traces, 1989). Then underground and alterna-
tive emerge in basements, apartments, liminal
spaces and nonspaces, where creative expres-
sion transcends spoken language.

The history of 2ANNAS is also the creation of
such an alternative space. The festival emerged
at a time when experimental cinema was a new
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phenomenon in Latvia, and over the course
of thirty years it has changed its form several
times, while retaining one essential function: to
provide a platform for works that fall outside
the institutional.

So the exhibition gradually moved away from
a chronological retrospective and turned its
focus to the present. Artists* were invited to
work with the festival’s archive as material for
new interpretations —to fragment, copy, and
rephotograph images from the past and place
them in new contexts. In the artists’ interpre-
tation, the archive is no longer just a record
of the past, but rather active material, even
a surface, that participates in today’s process.
According to Jacques Ranciere, art becomes
political not through loud declarations, but
when it rearranges what is seen, heard, or
thought in society. “Alternative” in this context
is not at all the opposite of the centre, but
rather a dynamic cultural movement that resur-
faces again and again in moments when it is
necessary to outgrow language, familiar form,
or space — in basements, apartments, and other
liminal spaces, where that which cannot yet be
defined emerges for the first time.

*Exhibition artists: Laimdota Malle (LV),
association “Kurss” (LV), Anastasija éneps—énepe (LV),
Rebecca Korn (UK).
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