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Andersa Kreugera
saruna ar
Karstenu Helleru

Anderss Kreugers: Priecajos jus iepazistinat ar Karstenu
Helleru, ar kuru mums bis isa diskusija, ievadot $o konferenci.

Labrit. Loti jauki jUs satikt 3eit Riga. Kadi ir jisu pirmie ie-
spaidi par pilsétu?

Karstens Hellers: So vietu nemaz nav tik viegli aptvert.
DaZas vietas var izprast |oti viegli. Pieméram), Briseli — manu dzim-
to pilsétu. Tur ir viegli sajust pilséta dominéjoo noskanu, bet
Seit — es nezinu. Mums vél ir vairakas stundas, un més bisim Zeit
ari rit, tad redzésim.

AK: Un jisu pirmais iespaids?

KH: Mans pirmais iespaids ir trisstdri. Tie sakas lidosta, un
seit to ir vairdk neka citur. Patiesibd tie nav tik izplatiti.
Arhitektira tos tik biezi nelieto.

AK: Es zinu, ka viens no jisu darba mérkiem ir atsegt
nenoteiktibas jédzienu. JUs noskirat daZadus veidus, ka uztvert
nenoteiktibu. Pieméram, jUs apgalvojat, ka pastav atikiriba starp
saubam un skepticismu?

KH: J3, es ta esmu teicis. Nu, vispirms drodi vien japasaka,
kapéc man 3aubas Skiet interesantas. Tam ir liels sakars ar situa-
cju, kada atrodas makslinieks, un ar makslas darbu publisku
demonstréanu. Ta ir interesanta lieta: jUs radat kaut ko, kas, péc
Jusu domam, ir ta vérts, lai paraditu citiem cilvékiem, jo jis to
uzskatat par nozimigu vai aizraujodu. Bet ka tas patiesiba darbo-
jas? Parasti te ir darisana ar sava veida valdzindjumu; kaut kas liek
Jums ticét savam darbam vai vismaz jis savijno - kada noturiga
ideja vai kaut kas cits, kas jlis mudina domat un darit.

Sis jautajums man kjuva Joti aktudls 1999. gada Antverpené
notikusas izstades Laboratorium konteksta. Tur es kopa ar ku-

\, ratoriem piedalijos ideju generésanas grupa skates sakumdala. Es

tik Joti aizravos ar izstades koncepciju, ka kjuvu arvien nedrogaks
par to, ko vélos darit kd makslinieks 3aja izstadé. Nonica lidz

‘tam, ka es ka ideju generé3anas dalibnieks nolému nedarit neko.

Anders Kreuger
in conversation with
Carsten Holler

Anders Kreuger: It's my pleasure to introduce Carsten
Holler with whom I'll have a short discussion as an introduction
to this conference.

Good morning. It's very nice to have you here in Riga. What
is your first impression of the city?

Carsten Holler: This place isn't so easy to grasp really.
Some places you can understand very easily. Like Brussels, my
hometown. You can easily get the main feeling of the town
there, but here | don't know. We have a few more hours and
we're here tomorrow, so we'll see.

AK: And your first impression?

CH: My first impression is triangles. They start at the airport
and there are more of them here than elsewhere. They are not
50 common really. They are not so often used in architecture.

AK: | know something you do in your work is to "unpack”
the notion of uncertainty. You distinguish between different
ways of looking at uncertainty. In particular, you say one must
make a difference between doubt and scepticism?

CH: Yes, | have said that. Well, perhaps | should start by
telling you why | find doubts interesting. It’s a lot to do with the
situation of being an artist and showing your works in public.
This is an interesting thing to do: you produce something that
you think is worth showing to other people, because you think
it's meaningful or entertaining. But how does this really work?
Normally some kind of fascination is involved; something that
makes you believe in what you do or at least feel thrilled about
it, some kind of obsessive idea you have, or something that
drives you to think and to do things.

This question presented itself to me very strongly in the con-
text of an exhibition in 1999, the Laboratorium in Antwerp.
There | was a part of a brainstorming group, together with the
curators, at the beginning of the show. | was so involved with




Bet tad es iedomdjos, ka 13 ir parak viegla izeja. Es domaju, ka
bitu interesanti apsvért “nezinu, ko darit” ideju; méginat
iesaistit 3o nezinu realaja eksponéjamo darbu jaunrades procesa.

Es to uzskatiju par |oti interesantu iespéju, bet es ari sapratu,
ka sai pieejal ir vajadzigs neliels ievads. Tas nav kaut kas, ko
iespéjams izdarit viena izstadé. Ar to ir jastrada ilgaku laika peri-
odu. Pirmais uzdevums batu radit pieméru, ka §i ideja nevarétu
darboties — ka tai vienmeér vajadzétu izgazties tada vai citada
veida. Man bija jaatrod kads téls, kas iemiesotu manas aubas. To
paveicot, 3aubas tiktu likvidétas. Es domaju, ka Saubu iemieso-
$anas bridi tas izzustu, jo atrastu savu formu. Galvenais ir atrast
formu Saubam vai ari neatrast vai — ka es teicu ieprieks — atrast
formu tam, ko vélétos darit izstadeé...

Més izveidojam nelielu filmu ar nosaukumu Viens saubu
mirklis. Ta bija filméta no aug3as, radot masinu plasa teritorija,
kur citas masinas brauc no visam pusém. Visas citas masinas zina-
ja, kur braukt, bet vidU eso3d masina (tas nebija apkartcels, bet
atklata vieta) brauca uz rinki. Es gribéju izmantot 3o filmu, lai at-
rastu aubigas situacijas télu, bet vienlaikus es tikai apgalvoju, ka
5ada veida to nevar izdarit. Ta bija jauka maza filmina, jauks téls
un viss its, un tad viss — 3aubas ir gala. Bet ir daudz svarigak tas
uzturét dzivas... Ta patiesiba nav atbilde uz jisu jautdjumu,

AK: Bet tas tiedi noved pie pasas idejas par lietu vizualizaci-
Ju, par to, kd més formulgjam un ilustréjam lietas, nelikvidéjot
motivaciju un stimulu 3ai nodarbei. Jo daZreiz mis jau garlaiko
musu domas, tiklidz esam tas formuléjusi vai pat vél pirms tam -
bridi, kad més zindm, ka tas formulésim. Formulédana satur
nakama projekta aizmetnus, t3 noved mis pie kaut ka cita. Man
Skiet, jus runajat tiedi par to — ka més redli pauzam Saubas, tas
neformuléjot?

KH: Ja, es domaju, ka visinteresantaka lieta ir méginat ienest
$aubas sava darba. Tatad mirkli, kad jums ir kaut kas demonstré-
jams publikai, tas tomér satur ideju par savas nepiecielamibas
apsaubidanu un vienlaikus atkl3j citadas esamibas iespéjas.

Ir interesanti to salidzinat ar apzinu vispar, kas analizéta
dazadas nozarés, pieméram, zinatné un filozofijd. Apzinas
pamata ir pastavigs izslégianas mehanisms, funkcija, kas skené
visu ienakoso informaciju. Sobrid tiek apgalvots, ka apzipa dar-
bojas ar atrumu 7 baiti sekundé, kas nav ipasi daudz. Acimredzot
notiek ta, ka apzina - centralais operators - pastavigi izmet lauka
lielako daju miisu uztverto lietu. Tadéjadi més varam paturét tas
lietas, ko ienesam sistéma un izmantojam kadam mérkim.

Ta ir interesanta analogija ar makslinieka jaunrades procesu.
Muisu apzina atpazist neizmérojamas iespéjas: lietas, ko varétu
izdarit, un formulgjumus, kas ir atrodami noteiktam ms intere-
s8jodam lietam. Tatad ka jus nonakat pie ta, kas liek domat “Te
tas ir"; ka jis galu gala varat pienemt lémumu? Man 3kiet, tas ir
lidzigi ka ar restorana izvéli vakarinam, jo pastav tau tik daudz
iespéju. Lémums ir kompromiss starp vélamo brauciena attalu-
mu, patéréjamo naudas daudzurmu un pirmkart ieguldamas
energijas apjomu. Makslinieciskas jaunrades gadijuma lémumu
pienem3ana bieZi ir joti vientul$ process, ipadi tad, kad jaizskiras
par noslégumu. Man Skiet interesanti stradat ar- atvértam defini-

AK: Un jusu makslas projekti pievérias 3im témam lidzigi ka
nupat aprakstitais piemérs? Es ari gribétu, lai jis pateiktu daZus
vardus par projektu The Boudewijn Experiment Briselé. Skiet, ka
JUsu projekti ir pastavigi centréti uz nenoteiktibas jédzienu, kaut
ari 1os ir iespéjams demonstrét?

KH: Manu projektu mérkis ir iznicindt pasiem sevi. Tiem ir
jabat eit fiziska nozimé un jabit iespaidigiem, bet vienlaikus tos
nosaka vélme atkapties un sagraut savas pastavéianas
nepiecieSamibu. To ir Joti griti izdarit. Filma, par kuru es runaju,
patiesi bija izgasanas. No paa sakuma, protams, ta nebija doma-
ta ka izgasanas, jo ta bija domata... Tas bija tikai piemérs, ka,

the exhibition concept that | became more and more insecure
about what to do as an artist in the show. It came to the point
where | figured | shouldn’t do anything, because | was part of the
brainstorming group. But then | thought this was a too easy way
out. | thought it would be interesting to consider the notion of
not knowing what to do; to try to introduce the not knowing
into the actual production process for what is going to be
shown.

| found this very interesting, but | also realised that it is an
approach that requires a little bit of an introduction. It's not
something you can do in one show. You have to work with it
over a longer period of time. The first thing to do would be to
produce an example of how it wouldn't work, how it must
always fail in some way. What | needed was, if you like, to find
an image for the doubts that | had. If | do this, it would take my
doubts away. The moment | implement doubt, | think it would
be gone. Because it would find its form. The main thing is find-
ing a form for doubt, or not finding it, or as | said before: find-
ing the form for what you want to do in the show...

We made a little film called One Moment of Doubt. It was
Just filmed from above, showing a car in a big place where other
cars are coming in from all sides. All the other cars know where
to go, but the car in the middle (it wasn't a roundabout, but an
open place) is driving around in circles. | wanted to use this film
as a way to find an image of a doubtful situation, and at the
same time | was just making the statement that this is not the
way to do it. It was a nice little film and a nice image and every-
thing, and then that's it and the doubt is gone. But it's more
important to keep it alive... It's not really an answer to your ques-

AK: But this precisely leads on to the whole idea of how we
visualise things, how we articulate things and illustrate them,
without removing the reason and stimulation for doing so.
Because sometimes when we have formulated our thoughts
we're bored with them already, or even before we formulate
them, the moment we know how we're going to formulate
them. Formulation contains the seed of the next project, it leads
us on to something else. | guess this is what you were talking
about, how we actually convey doubt without articulating it?

CH: Yes, | think the most interesting thing is to try to bring
doubt into what you do. So that when you have something to
show in public, it still contains the notion that it's not necessari-
ly this, that it's still doubting its own necessity, and also at the
same time opening up possibilities for what else it could be.

it's interesting to compare this to consciousness as such,
which has been discussed in different fields like the cognitive sci-
ences and philosophy. Consciousness is basically something very
redundant, a mechanism for constant exclusion, a function that
scans what comes in. At the moment people are saying that con-
sciousness operates at 7 bytes per second, which is not very
much. Apparently, what happens is that most of the things we
take in are constantly thrown out by our consciousness as a main
operator. This makes it possible for us to retain those things that
we can bring into our system and do something with.

This is an interesting analogy to the productive process of an
artist. Our consciousness recognises immense possibilities: things
that can be done and particularly formulations that can be found
for certain things we are interested in. So how do you come up
with something that makes you think, ‘This is it’; how can you
finally make a decision? | guess it's the same when you think
about which restaurant you will go to in the evening, because
there are so many possibilities. The decision has to be a compro-
mise of how far you want to travel, how much money you want
to spend, and how much you want to bother about the whole
question in the first place. In the case of artistic production deci-
sion-making is often a very lonely process, particularly when you
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manuprat, nevajadzétu rikoties.

Projekts The Boudewijn Experiment bija tikai cits veids, ka
atklat nezinas procesu — nezinat, ko darit, un ari nedarit neko,
kas ir nakamais solis apcerei. Vispirms jis piemeklé 3is mirklis,
kura nezinat, ko darit, un nakamais punkts ir padomat, kadé| vis-
par jums vajadzétu kaut ko darit. Tas ir viens veids, ka uz to
paliikoties. Cits veids ir sacit: “Kapéc gan neiekjaut neka nedari-
sanas mirkli jaunrades procesa?” Projekts The Boudewijn
Experiment norisindjas éka, ko sauc par Atomiumu; ta ir celta
1958. gada un atgadina gigantisku molekulu. Tur ir devinas
lodes, ko savieno caurules. Lodes ir joti lielas. Més iegajam vidéja
lodé, lai pavaditu tur 24 stundas, un ielidzam vél 100 cilvéku,
kas atnaktu un kopa ar paréjiem nedaritu neko, apzinati
nolemjot “izkapt” no sava ierasta dzives ritma uz 24 stundam.

Ta bija Joti savdabiga situacija psihologiska nozimé, jo mums
tieam nebija neka, ko darit. Bet vienlaikus par visu bija gadats:
mums bija partika, daZi laikraksti, gultas guléianai. Ir gruti aprak-
stit, kadu iespaidu tas patiesibd uz mani atstaja. Tas nebija gar-
laicigi. Tas vairak atgadinaja celosanu, kad jus dodaties no vienas
vietas uz citu un kaut ko gaidat. Péc 24 stundam jums Skiet, ka
viss notika parak atri un varéja turpinaties ilgak. Ta teica lielaka
dala cilvéku, un neviens isti nevéléjas doties prom. Visi gaidija, ka
no ta kaut kas iznaks, ka kaut kas notiks, bet isteniba nekas
nenotika. Protams, kapéc gan lai notiktu? Bet gaidas arvien
pieauga, un tiesi tas kjuva par galarezultatu. Es gribétu atkartot
30 eksperimentu 48 stundas vai pat vél ilgak.

AK: Vai trissturi?

KH: Trisstira situacija, ja, kapéc ne? Tas ir loti svarigs
moments, jo lode ir pilnigi apala, bet trisstlris raditu vél vairak
gaidu.

AK: Es dzirdéju baumas, ka Lietuva Jaudis dodas uz pirti un
péc tam kadu laiku gu| zem stikla piramidas, jo ta koncentré vinu
energiju...

KH: Varbat tiedi par to ari ir runa.

AK: Es an nesen dzirdéju par meditacijas kustibu Rumanija,
kas saucas “Kustiba gara integracijai Absoltta”. Varb(t, ja pro-
jekts notiktu trisstdri, Jaudim bitu vairdk asociaciju un mazak
Saubu?

KH: Nu, es nemaz tik daudz nezinu par trissturiem, es nekad
neesmu par tiem domajis formas aspekta. Trisstdri ir kaut kas |oti
dialektisks. Protams, ta ir jauka lieta, ja runa ir par perfektu
trisstUri ka Pitagora trisstUra gadijuma, bet nav skaidrs, kada
virziend norada dialektikas rezultats, jo pastav tris iespéjamie
virzieni...

AK: Manuprat, lielakais risks, ko apsvért pirms projekta The
Boudewijn Experiment uzsdk3anas, — laudis, kas tikusi ielogti
neko nedarit, uzskatitu to par pagodinajumu bit kopa un neko
nedarit. Vini pat varétu to ierakstit sava autobiografija - ka bijusi
kopa ar Karstenu Helleru Atomiumd un nav darijusi neko. Tada
veida projekts tiktu sabojats, partopot par sistémas projektu.

KH: Nu, mums bija tikai viens noteikums: nekadu fotografi-
ju. Més negribéjam atgriezties majas ar videoierakstiem un sacit:
*0, vai zinat, tur bija ta, un skatieties, cik tas bija jautri.” Bltiba
tas bija kopigu atminu radifanas pasakums. Dokumentacija to
bltu iznicinajusi. Ta mums nav nekadu apskatamu liecibu.

AK: Kads bija noldks, izmantojot ieligumus? Vai tas sava
zina nepagodina cilvékus, kas tiek ielGgti?

KH: N&, ar to tam nebija nekada sakara. Més ievietojam
laikrakstos sludindjumus, aicinot cilvékus pievienoties. Man skiet,
ka mums bija parstavéts viss sabiedribas spektrs. Bija gimenes,
veci cilvéki. DaZi atnaca pilnigi vieni, citi panéma lidzi 15 draugus.
Varbut tas ir tipiski tiedi Be|gijai, ka Seit nav tadas socidlas
noslanosanas ka Vacia, kur, pieméram, gandriz katrs bars ir
ts noteiktai klientu kategorijai. Briseles kafejnica vai bara
redzét pilnu sabiedribas slanu spektru. Sis lietas patiesi ir
atkarigas tikai no jums - no ta, ka jis veidojat savu projektu un

have to bring it to a conclusion. | find it interesting to operate
with definitions that are not closed and do not exclude other
possibilities.

AK: And your art projects deal with this, like the one you
just described? | would also ask you to say a few words about
The Boudewijn Experiment in Brussels. Your projects seem to
hold on to the notion of indecisiveness, although they are also
presentable?

CH: My projects want to undermine themselves. They want
to be there, to be physically present and be something strong,
but at the same time they want to take themselves back and ruin
their own necessity. This is a very difficult thing to do. The film |
was talking about, really meant it to be a failure. From the begin-
ning, of course, it wasn’t supposed to be a failure, because it was
meant to be one... It was just an example of how | think things
shouldn’t be done.

The Boudewijn Experiment was just another way to imple-
ment the process of not knowing what to do and also of not
doing anything at all, which is the next step you reflect upon.
First you have this not-knowing-what-to-do moment, and the
next point is to think about why you should do anything at all.
This is one way of looking at it. The other way to look is to say:
‘why not include the moment of not doing as part of the pro-
duction process?’ The Boudewijn Experiment took place in a
building called Atomium, which was built in 1958 and looks like
a giant molecule. There are nine spheres connected by tubes.
The spheres are very big. We went into the middle sphere for 24

" hours and invited 100 people to come and to do nothing, or

rather to do not-doing, together with other people who had also
deliberately decided to step out of what they would do in these
24 hours of their life.

It was a very peculiar psychological situation, because we
didn‘t have anything to do really. But at the same time every-
thing was taken care of: we had a catering service, and a few
newspapers, and there were beds for sleeping, and that was it.
It's hard to describe what effect it really produced on me. It
wasn't boring. It felt more like travelling, when you're going
from one place to another and you're expecting something.
After 24 hours you feel that it was too short and that it should
have gone on for longer. Most people said so, and nobody
really wanted to leave. There was the expectation that some-
thing would come out of it, that something would happen, but
nothing really happened. Of course, why should it? But the
expectation was getting bigger and bigger so the expectation
was what came out of it in the end. I'd love to do this experiment
once again for 48 hours or maybe even more.

AK: In a triangle?

CH: In a tri-angled situation, yes, why not? This is a very
important point, because the sphere is totally round, but a trian-
gle would give rise to even more expectations.

AK: | have heard rumors that in Lithuania people go to the
sauna, and afterwards they spend some time lying under a glass
pyramid, because that concentrates their energy...

CH: Maybe that's what it's all about.

AK: And | also recently heard about a meditation movement
in Romania called 'The Movement for Integration of the Spiritual
into the Absolute’. Maybe if you do this in a triangle people will
have more associations and fewer doubts?

CH: Well, I'm not so good at triangles really, | never really
thought about them as a form. There is something very dialecti-
cal about a triangle. It's nice thing, of course, if it's a perfect tri-
angle like a Pythagorean triangle, but it's unclear in what direc-
tion the dialectical outcome points, because there are three pos-
sible directions...

AK: The biggest risk | would have considered before start-
ing The Boudewijn Experiment project is that the people who



ka atrodat tos cilvékus, kas vélétos piedalities. Mums varbit ap
30% bija JauZu no makslas aprindam, varbiit mazliet vairak, bet
paréjie nebija saistiti ar makslu.

AK: Un tas patiesi, ka man 3kiet, ir svarigi, lai atceltu sis
konkrétas Saubas...

KH: Ja.

AK: Varblt jus mazliet paskaidrotu ideju par noskirumu
starp 3aubam un skepticismu?

KH: Skepticisms ir filozofijas virziens, un es neesmu filozofs,
tadé| negribu par to runat. Es vélos runat par radidanas procesu.
Man prata ir 3aubas ka ipads mérkis, lai raditu telpu neparedza-
mam akcjam un to rezultatiem. Bet es negribu, lai man biitu
skeptisks skats uz dzivi.

Péc 3 izSkiro8a momenta 1999. gada es joprojam radu dar-
bus, bet tie ir mainijusies un kjuvusi vairak lidzigi masinam,
lericém vai darbarikiem. Tas ir lietas, kas paredzétas noteiktas
vides veidoanai un iedarbibai uz skatitdju, lai stimulétu vinu
iesaistities ar savam idejam un sajltam. Sada veida darbi klast
personiski. Radit vidi, kas liek jums domat par sevi: t3 man Skiet
loti interesanta ievirze, ko vérts turpinat. Sis 3aubas jis noved pie
sevis pasa. Kad jis kaut ko darat, jums vienmér japienem lémums
un janonak lidz punktam, kura jis sacitu; “Es gribu iet pa kreisi,
s gribu iet pa labi.” Ir tik daudz iespéju izvéléties, ko darit. Jums
ir Sie savi iedomu t&li - citi “es”. Jis esat dialoga procesa. Es
gribu koncentréties uz lémuma piepem3anas problému un
izmantot to, lai redzétu, kur ta mis noved.

AK: Vai jUs gribat teikt, ka skepticisms ir tada attieksme pret
dzivi, kas nogalina 3o situaciju? Proti, ja jis esat a priori skeptiski
noskanots, jUs nespéjat uztvert Saubu produktivo aspektu?

KH: Né, es ta nevaru teikt. Skepticisms ari ir oti produktivs.

AK: Es gribéju teikt - skepticisms var mudinat piepemt
parsteidzigus Iémumus, balstoties uz negativu attieksmi. Jas sava
atturiba nepamanat noteiktas iespéjas. :

KH: Tas saistas ar manis ieprieks teikto par situdciju, kura
makslinieks saka: “OK, tas, ko es daru, ir pietiekami svarigs, lai
tiktu paradits.” Galu gala runa ir par idejam, kadas jums ir par
sevi. Tomér vienmér pastav aizdomas, ka is idejas ir.galigi apla-
mas, un jUs varat nonakt pie secindjuma, ka neesat nekas. Tas,
manuprat, ir nozimigakas Saubas, kas saistas ar skepticismu,

Kad jOs nondkat pie neesamibas punkta, kurd viss tiek
reducéts tada méra, ka nekadu atbilzu nav vispar, tad jis varat
sasniegt joti interesantu skepticisma paveidu, bet es nedomaju,
ka to vajadzétu darit pada sakuma. Ir interesanti paliikoties uz to
no pragmatiska viedok|a un sacit, ka situdcija, kada atrodos,
nosaka zinamu apstakju kopumu un 3ajos apstiklos es varu
pienemt lemumus. Un tad man ir jajauta sev: “Ko es darisu?” Un
tas ir labs noslégums, vai jums ta neskiet?

were invited to do nothing would see it as an honour to be together and
to do nothing. They could even put in into their CVs, that they were there
with Carsten Holler in Atomium and did nothing. In this way the project
could be corrupted into a network event.

CH: Well, we had only one rule: no photographs. We didn’t want to
come home with some kind of video documentation and be able to say:
‘oh, you know, this is what it was all about, and look how much fun it
was." It was really about producing common memories. Documentation
would have taken that away. So we don’t have any visuals.

AK: What's the point in doing this by invitations? Doesn’t that in a
way upgrade the people who are invited?

CH: No, it was nothing to do with that. We placed announcements
in the newspapers asking people to join in. We had a full spectrum of soci-
ety, | think. We had families, old people. Some came totally alone, others
came with 15 friends. Maybe it is something very Belgian that you don't
see such social stratification as in Germany, for example, where almost
every bar is for a certain kind of customer. In a café or a bar in Brussels
you can see a full presentation of what society is made up of. For sure,
these things really depend on you and how you organise your project;
how you make it public and how you find the people who would like to
participate. With us maybe 30% were art people, maybe a bit more, but
the rest were not art people.

AK: And that's important, | think, in order to really remove this par-
ticular doubt...

CH: Yes.

AK: So, if it's possible, maybe you could elaborate on the idea of how
to make a distinction between doubt and scepticism?

CH: Scepticism is a philosophical movement and | am not a philoso-
pher so | don’t want to speak about it. What | want to talk about is to do
with the production process. What | have in mind is doubt as a special
objective to produce space for undefined actions and their outcomes. But
| don’t want to have a sceptical look at life.

After that crucial moment in 1999 | have still produced works, but
they have changed and have become more like machines or devices or
tools. They are things that are there to produce a certain environment and
are meant to act upon you, to stimulate you to bring yourself in with your
own ideas and feelings. In this way, the works become personal.
Producing environments that make you think about yourself: this | found
a very interesting way to continue. These doubts bring you to yourself.
When you do something you must always make a decision and you always
come to the point where you would say: ‘| want to go left, | want to go
right.” There are so many pessibilities, so many choices of what to do. You
have these phantoms of yourself, these other yours. You are in a dialogue.
I want to focus on the problem of making a decision and use it in order to
see where it brings us.

AK: Do you want to say that scepticism is an attitude to life that kills
this situation? That if you are a priori sceptical you don't open up for the
productive aspect of doubt?

CH: No, | can’t say so. Scepticism is very productive t00.

AK: What | mean is that scepticism can induce you to make your
decisions too fast, based on a negative attitude. You are aloof and you dis-
regard certain possibilities.

CH: This is to do with what | said before about being an artist and
saying: "OK, what | do is important enough to be seen.’ In the end it's
about the ideas you have about yourself. However, there is always the sus-
picion that these ideas are totally wrong, and you may come to the con-
clusion that you're not really something, that you're nothing. This, | think,
is the main doubt that can be related to scepticism.

When you reach a point of nothingness where everything is reduced
to the extent that there’s absolutely no answer anymore, then you can
achieve a very interesting variety of scepticism, but | don‘t think you
should do that in the very beginning. It's interesting to look at this from a
pragmatist point of view and to say that the situation I'm in presents me
with a certain set of conditions and that under this set of conditions | can
make my decisions. And then | have to ask myself: ‘what shall | do?* And
that’s a good ending point, don’t you think?
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