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Eiropas telpas sarunu objekti

HANNO SOANSA SARUNA AR Ricas
TELNIECIBAS KVADRIENMNALES EIROPAS TELPA
KURATORIEM AIGARU BIkS1 un KRISTAPU GULBI
NOTIKA TALLINA 2004, GADA 13. JONIJA., TA
BIJA OTRA DIVU EIROPAS TELPAI VELTITO
INTERVIJU CIKLA, UN TAS TEMA NO VIS-
PAREJIEM JAUTAJUMIEM, KAS TIKA APLUKOTI
PIRMAJA INTERVIJA, AIZVIRZIJAS PIE
KONKRETAJIEM KVADRIENNALES DARBIEM UN TO

IZRAISITAS REZONANSES SABIEDRIBA.

Hanno Soanss: Varbat jus gribétu aplukot konkre-
tus darbus ka dazadu izstades izveides aspektu pieme-
rus? Es ipasi véletos pievérsties 50. gadu darbu attélu
izstadisanai uz artelpu stendiem un skulpturam publiska-
ja telpa. Vai jus varétu nosaukt tos darbus, kuru izsta-
disana, jusuprat, bija seviski izdevusies rezultata vai
interesanta procesa zina?

Kristaps Gulbis: Man seviski interesants Skiet tas,
kas saistas ar arpus izstazu telpam izvietotajiem darbiem,
To autoriem bija iespéja ierasties Riga jau ieprieks, lai
iepazitos ar izstadisanas vietam, ta ka vini bija privilegéta
situacija attieciba pret paréjiem. Publiskaja telpa ir izvieto-
ti vairaki interesanti, Seit pieminésanas verti darbi. Viens
tads ir Erika Samaha saules bateriju darbinatais skanu
objekts, kas nomaskéts parka. Tad man vel butu jamin
dana Tomasa Poulsena veidotais darbs, kas izvietots viena
no Rigas tirgiem. Abi darbi ir labs piemeérs tam, kadu
vietéjas publikas reakciju izraisa 3adi makslas objekti.
Jasaka, Tomasa Poulsena darbs laudim patik. Darba pa-
mata ir ideja par to, ka cilvéki 3aja pasaules dala ir Joti lieli
individualisti, kuri doma galvenokart par savu mazo
pasauliti. Tad nu makslinieks vélejas tos apvienot zem
viena jumta, padarot vinu savstarpéjo komunikaciju
aktivaku. Vins izgatavoja jaunu tirgus stendu ar kopeju
jumtu un nokrasoja to kosaku salidzinajuma ar parejo tir-
gus iekartu - letam koka konstrukcijam ar nelieliem plas-
tikata jumtiniem. Un més vienojamies ar zemniekiem, ka
péc Poulsena darba pabeigsanas vini ar savam precem
ievaksies vina stenda. Tomér jau nakamaja diena vini
pazinoja, ka parcelSoties atpakal, jo pirce|i sakusi par-
mest, ka vini izlikusi preci uz skulpturas. Redziet — pie
darba ir maza plaksnite ar autora vardu un nosaukumu.

Aigars BikSe: Nosaukums ir Lete diviem parde-
vejiem.

KG: Tad nu pircgji parmeta: ka nav kauna - tirgoties
uz makslas darba, uz skulptdras; vai tad jums nemaz nav
cienas pret makslu? Pie tam izradijas, ka ari pati kon-
strukcija nav seviski izdevusies, jo, ka Zélojas tirgotaji, ta
neaizsarga darzenus no saules. Jumta konstrukcija bija
tada, ka lietus laika Gdens, ja ari nelija uz darzeniem, tad
pircéjiem virsd gan. Més ar Aigaru apsvéram — varbut
mums vajadzétu meéginat piedabut tirgus direktoru
samazinat 3i stenda ires maksu. Tomér noléemam, ka
mums nevajadzétu méqginat iespaidot vinu lemumus.

HS: Ja darbs pretendé veidot interaktivus realas
dzives procesus, vienojot cilvekus un iespaidojot vinu uz-
vedibu, tad vienmer ir jabat ari neveiksmes iespéjai. Ja ta

T

R



¢ nodrodinats un nespéj pildit
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KG: Ne 85 puses, tirgotaju attieksme bija |oti
pozitiva. Vini teica, ka viniem objekts patikot un vini to
izmantotu, ja vien sédekli varétu atvirzit drusku talak un
jumtu nedaudz partaisit. Te procesa sak iejaukties dazi
lokali noteikumi, lokali paradumi. Arpusnieks tos
neizprot. Ari latvieSu makslinieks varéja pielaut tas pasas
klidas - jo makslinieki jau nepieder pie tiem laudim, kas
tirgojas 3ajos tirgos, mes ari neesam zemnieki. Zemnieki
butiba apdzivo So tirgu un ir izveidojusi pasi savu - vinu
biznesam nozimigu lietu hierarhiju. Vini var nedaudz
atbalstit ari makslu — nekadu probléemu! - tikai ja tas sak
kaitét vinu noietam, tad tas vairs nav pienemami.

AB: Konkurencé starp ierastajam vienkarsajam kon-
strukcijam, uz kuram vini bija pieradusi tirgoties, un 3o
jauno stendu standarta konstrukcijas uzvaréja ari tapec,
ka, pircéjuprat, precei vecajos stendos jabit létakai. Vini
bija nakusi pirkt dabiskus, istus lauku produktus un sprie-
da, ka parastajos stendos ir veca laba prece - isti lauku
razojumi. Savukart makslas darba estétika izradijas tuva-
ka prezentaciju letém, kadas 3eit tiek izmantotas tikai
tirdzniecibas centros.

KG: Laudis domaja - ja jau ir jauns stends, tad ari
cenas drosi vien ir augstakas. Ta vini ir ieradinati. Ta ir
parasta prakse — tirdzniecibas vieta tiek labiekartota un
tad atkal atvérta jau ar augstakam cenam.

HS: Tas ir saistits ari ar tému, kuru més sakam ap-
spriest jau iepriek$éja intervija, — par elitarismu, makslu
maksliniekiem. Lai jisu makslas centieni iegltu nozimi,
jums vajadziga publika. Ja jus méginat modificét
rezultéjoso makslinieka iespaidu uz publiku, padarit to
“efektivaku”, sak zust ta sasaiste ar realitati. Lai gan man
patiesam patik Tomasa Poulsena ideja, 3aja darbibas fazé
man 1as istenojuma nebdtu jajaucas. Misu pirma saruna
bija par “mums un viniem” - un tas pats $kirums darbo-
jas Seit. Misékli norada uz tam atikiribam, kas pastav
starp makslinieka iedomato tirgu un to, ka tas funkcioné
ikdienas realitaté. Jaucoties procesa, més varétu galu gal3
nonakt pie naivas parliecibas, ka més varam radit Siem tir-
gotajiem labakus stendus, neko isti nezinot par tir-
gosanos - 1a ir vél viena elitaras pieejas forma, labu gri-
boss, bet aprobeZots elitarisms.

AB: Viens no galvenajiem pretendentiem uz Zirijas
balvu bija Harvija un Ekroidas darbs. Kad makslinieki pir-
moreiz ieradas Riga izpétes brauciena, vini apsvéra daza-
das iespéjas. Viens no iespéjamiem variantiem bija lielfor-
mata attéli, kas tiktu veidoti, izmantojot fotosintézi. Vini
izvieto uz sienas tumsa telpa audzétu zali un projicé uz

tas fotografiju — milzigu, i
Pateicoties fotosintézei, divu n
dabiskaja materiala. Tad vini z
darbu. Rezultata tiek ieguts
gobeléns ar fotografijas negat
tris daZadas potencialas vietas, tris
tus, kurus vini varéja izmantot sav
padarit tos zalus, apaudzejot ar zali.
fantastisks. Arhitektura, éka zaude savu
ka pazud. Jo garaka aug zale, jo nearhite
eka - tai zud visas detalas, un ta sak funkci
vienota zala masa. Riga makslinieki to realize
postaza, un tur tas darbojas seviski labi.
KG: Tai vietd uz katra sola ir narkomanu izmétata
Slirces...
AB: Makslinieki stradaja paris dienas, kamér sakopa
to vietu. Tad eku parklaja ar mala maisijumu, kam pie-
jauktas zales séklas. Kad tas saka digt, éka pamazam
parvertas zala masa. Bija loti interesanti vérot, ka tas
maina musu apkartéjas vides uztveri.
KG: Vizuali, man skiet, tas bija |oti spécigi, Joti ie-
spaidigi. Bet més baZijamies par to |auZu iespéjamo
ricibu, kuri tur ierodas, lai apreibindtos ar narkotikam vai
alkoholu, un dazkart pavada nakti. Lidzas ir cietums, ta
ka vieta nav pati drosaka. Més baidijamies, kas 3ados
apstaklos var notikt ar makslas darbu. Sakuma uz par-
klatas sienas tiesam kads kaut ko uzrakstija. Tacu, kad cil-
veki ieveroja, ka digst zale, kad vini saka nojaust gaidamo
rezultatu, attieksme kluva daudz saudzigaka, neka
ierasts. £
HS: Tatad jums izdevas sasniegt rezultatu, kas lidzi- L
nas Tomasa Hirshorna istenotajam ar vina Bataija pie-
minekli (Bataille Monument) pédéja Documenta, kad
makslinieks kaut ka iefiltréjas turku imigrantu kopiena un
panaca savstarpéju uzticédanos ar tas locekliem, ta ka
varéja pat atstat tur dargu televizijas studijas aprikojumu
bez apsardzes.
KG: Tas ir interesants fenomens. Més ar Aigaru ap-
spriedam iespéju veidot makslas centru kada no tri-
cigakajiem rajoniem, jo tur dzivojoso cilvéku attieksme ir
daudz pretimnako3aka. Es domaju, ari Eriks Samahs uz-
némas lielu risku, izvietojot ar saules energiju darbinamas
flautas. Vai jUs tas redzéjat?
HS: Ja, es biju pasa makslinieka vaditaja ekskursija uz
S0 objektu. Taisnibu sakot — briniskigs darbs. Kad spid
saule, flautas sak spélét, bet, kad ir makonains, darbs
kas ir rupigi noslépts — apklust un k|ust pilnigi nepa-
manams!
KG: Tas ir tas, kas man makslinieka veikuma Joti pa-
tik — tas nav uzkritosi nolikts pilsétas centra, nav masivs
skulpturals veidojums, kas sev pieprasa milzumu telpas.
Man patik $i diskréta saskarsme ar publiku. Vina darbs ir
loti delikats, savukart ta publiskosanas metode - ne gluzi.
Uzturoties Riga, makslinieks katru dienu parvietojas pa
pilsétu ar savu saules flautu roka un stastija par to katram
sastaptajam. .
HS: Ar instrumentu roka vins izskatijas ka mags, ka
Oza zemes burvis... Bija diezgan aizraujosi uzzinat, ka tas
darbojas, uzskanojoties péc saules gaismas.
KG: Vai zinat, ka to skanu var ari ierakstit? Instru-
menta ir mikrofons. Sis instalacijas nav makslinieka vieni-
gais darbibas virziens, tacu viens no tiem, ko vin§ pastavi-
gi attista. Bet, ja jus salidzinatu vina darbu ar, pieméram,
to, kuru veidoja Navaks, tas ir divas dazadas pieejas. Un
Riga tie izvietoti viens no otra kadus 300 metrus
attaluma. o



miisdienu skulptarai. Joprojam ir daudz darbu, kuri ope
pie nepamanamibas robezas, bet ari |oti iedarbigi,
vérotaju aktivi iesaistosi. Tie biezi parsteidz cilvekus ne-
sagatavotus. Labakais rezultats tiek sasniegts, kad laudis,
kas katru dienu dodas cauri $im parkam, péksni pamana
kadas |oti smalkas parmainas.

KG: Navaks man stastija, ka darba uzstadisanas laika
garam ?&jis kads vecs krievs un noprasijis: “A ti kto
takoi?” ! Navaks kadu laiku vilcingjies ar atbildi un tad
pazinojis: “Ja nemec. “2 Tad vecis ari kadu bridi kluséjis,
apsverot dzirdéto. Galu g;.ulé vind atteicis: “Nemec - eto
vsjo taki lucse cem latis.”

HS: Un ari to var paveikt tikai publiskas telpas skulp-
tura. Ta var atklat problému samezglojumus publikas
apzina, kuri tur ir pastavigi un iespaido lémumus, bet reti
tiek formuléti vardos. BieZi vien tiem ir sakars ar naciona-
lo piederibu un socialo statusu. No vecaka krievu strad-
nieka visnotal var sagaidit lastu “jus - fasisti tadi”, un
vinam tas izskan apmeram tapat ka "jus — vaciesi tadi”,
kaut ari tas jau ne tuvu nav viens un tas pats. Un tad vins
pauZ: “Vaciesi tomér ir labaki neka jus — latviesi tadi.”

KG: Un ko jius domajat par Hansa Houvelingena
darbu?

HS: Varbut man nedaudz apsaubamas skiet vina ide-
jas Eiropas telpas importa sakara - it ka Latvija lidz Sim
nebutu bijusi Eiropas dala, un vins tagad ir atvedis Surp
kaut ko no holandie3u modernisma, lai 3o telpu Seit iedi-
binatu. Tomér man patik, ka modernisma vesture tiek
uzskatita par vértibu, par kaut ko vispareiropeisku. Kapec
lai holandiesu modernisma darbu neparbauditu, ievieto-
jot cita konteksta un laika ietvara? Ja to varétu turpinat,
uzcelot istu eku — iespéjams, pirmo vadosa holandiesu
masdienu arhitekta projektétu celtni Austrumeiropa —,
tas bitu patiesam lieliski.

KG: No vienas puses — ir interesanti sekot arhitekta
domai par to, vai 3eit ir vai nav Eiropas telpa. No sada
viedok|a tas jau atkal ir jautajums par “mums un viniem".
No otras puses — bitu interesanti verot ridzinieku attieks-
mi.

AB: Manuprat, tas bus viens no darbiem, kas
nedaudz provocés. Sakotnéji Skita, ka ari Ekroidas un
Harvija darbs provocés cilvekus. Bija Joti gruti sanemt
atlauju, jo instalacijas vieta bija kadreizéjas kapsetas teri-
torija, un kapela ir arhitektras piemineklis. Tomér atbil-
digas institicijas direktors ir diezgan musdienigi doma-
joss — vind labi saprot, ka ir svarigi veidot saikni ar Sodie-
nas aktualo kultiru. Ja nedarbojas nekas aktuals, bet tikai
atminas, tad nekas nepaliek no Sodienas, no musu laikam
atbilstosiem simboliem. Riga joprojam smagi jacinas pret
laudim, kuri uzskata, ka visam nozimigajam pagatnes
mantojumam jatiek iebalzamétam vai butaforiski atdari-
natam — ka Melngalvju nama gadijuma.

HS: Bet k3 makslinieki iedomajas savu darbu kad-
reizéjas kapsétas konteksta? Ta ka identisku darbu vini
veidojusi ari cita vide, tad tas k|dst par atskirigu konteks-
tu testu ari viniern pasiem...

AB: Savu instalaciju vini veidoja pamesta baznica un
tadéjadi it ka atgrieza dzivibu 3aja vieta. Pirms tam éka
netika izmantota un bija paklauta izpostisanai. Vinu
maksla rosinaja tas nozimibas atjaunosanos. Ta ari atkla-
ja 3aja apkartné dzivojosajiem, tiem, kas ir pie 3is ékas
pieradusi, jaunu pieeju vecajai baznicai. Pamesta vieta
neviens vairs nerupéjas par vides stavokli — 3is makslas
darbs orientéjas tiesi uz 3o ripju rosinasanu. Kaut vai tikai

s ';:',-tas. ka viena celtne 3aja vieta tiek iztirita, palidz citadi
hL i opel *: - uztvert apkartni, tas izsaka citadas esamibas iespéjamibu.
. - - - . A ol -
ar masu un materialitati, un ar darbi, kuri ir jau giuzi vai

HS: Si nolaista vieta eso3as ékas iztirisana un makslas
darba veidosana taja ir visai interesants piemers, ka loti
poétisks darbs, klasiska instalacija, var reizém radit speci-
gaku socialo efektu neka tiesi sociali vérsts, programma-
tiski socials darbs. :

KG: Bet ir vél kads interesants aspekts — ja to daritu
jis vai kads cits no vietéjiem maksliniekiem, reakcija butu
atskiriga. Manuprat, Latvijas sabiedriba kopuma ir |oti po-
zitiva attieksme pret arzemniekiem. Ja arzemju makslinie-
ki ierodas Riga un pievers uzmanibu 3ai vietai, tad te jabut
kaut kam patiesam vertigam.

AB: Tas gan attiecas uz laudim, kam ir kada sakot-
néja informacija, bet 3i rajona iemitnieki... Més baidija-
mies no vandalu postijumiem. Tomér |audis, kuriem par
makslu nav nekada priek3stata, nepavisam nebija agresivi
noskanoti pret so darbu.

KG: Nepavisam. Vini visi gribéja ar tur stradajo3ajiem
maksliniekiem aprunaties.

AB: Ta ka tas nav pilsétas centrs, tad tur uzturas vieni
un tie pasi cilveki, Vini sazinas sava starpa. Ja viens pazi-
no, ka, redziet, $is puisis no Anglijas te taisa kaut ko
forsu, tas darbojas ka bezdrats telegrafs un piesaista
uzmanibu. lzradijas, ka vietéjais informacijas lauks iedar-
bojas |oti labveligi.

HS: Ka ir ar vidusméra auditorijas interesi — vai 13
vairak fokuséta uz darbiem publiskaja telpa vai uz izsta-
di?

KG: Praktisku apsvérumu de| vairak cilveku ir ap-
skatijusi darbus izstazu zalé — nav japarvietojas pa visu pil-
sétu ar karti roka. Més jau visi esam slinki un domajam,
ka to tacu var paspét rit vai nakamnedé|, kameér ir jau par
vélu. Bet kada ir Latvijas makslas profesionalu attieksme
pret S0 notikumu — ka tev kiet, Aigar?

AB: Kad Zurnalisti izrada velésanos ar mums ap-
runaties, tad man skiet, ka vinus vairak interese publiskas
telpas maksla.

HS: Bet varbit tas ta ir tiedi tapéc, ka vairak neka
desmit gadus ir bijis verojams tads musdienu makslas
deficits publiskaja telpa? Tagad vini var ari novertet
starpibu.

KG: Loti biezi uzdots jautajums ir — ka Sie darbi
mijiedarbojas ar to publiskas telpas makslu, kas Riga ir, ar
pieminekliem? Tomeér es nekad agrak neesmu Latvija
vérojis tadu kultiras joma nespecializéto mediju interesi.
Kad més izsutijam preses relizes un uzaicinajam vinus uz
akreditaciju, sanémam atbildi, ka vinus tas neinterese.
Tagad vini mus uzmeklé un pazino, ka ir mainijusi savu
viedokli un vélas rakstit par S0 notikumu. Vinu skatijums
uz $o notikumu un tas, ka vini izsakas par makslu, ir visai
interesanti. Tas neparprotami atskiras no musu redzeju-
ma, tacu iesakumam, protams, nav slikti.

AB: Kas attiecas uz atsauksmém medijos, 50. gadu
makslas darbi funkcioné loti sekmigi un skulptiras pub-
liskaja telpa ari. Savukart par ekspozicijam izstazu zalés -
kaut ari tas ir musu svarigakais elements — publikas
interese ir ierobeZota, lielako tiesu interesejas profe-
sionali.

KG: Skiet, ar vienu darbu mums ir izdevies pieverst
gluii neceréta publikas segmenta uzmanibu — ar Dena

ipsaidsa darbu. Man piezvanija no alpinisma biedribas
un lidza, vai nevarot izméginat to veidojumu Arsenala,
kas taisits no alpinisma treniniem domata materiala.
Vispirms vini ieradas skulptiru apskatit, péc tam taja
uzrapties. Tas ir paradoksali — tirgQ pircéjus mulsinaja tas,
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The Conversation Pi

of “European Space”

THE INTERVIEW WITH THE CURATORS OF
RIGA SCULPTURE QUADRENNIAL, “EUROPEAN
SPACE”, AIGARS BIKSE AND KRISTAPS GULBIS,
TOOK PLACE IN TALLINN, ON 13 JuNg 2004.
AS IT WAS THE SECOND ONE FROM THE SET OF
TWO INTERVIEWS RELATING TO0 “EUROPEAN
SPACE"”, THE FOCUS WAS SHIFTED FROM THE
GENERAL ISSUES ADDRESSED IN THE FIRST
INTERVIEW TO CONCRETE ARTWORKS AT THE
SCULPTURE QUADRENNIAL AND THE RESONANCE

THEY PROVOKE IN PUBLIC.

Hanno Soans: Maybe you would like to choose
some works as examples of different aspects building up
the exhibition. | would particularly like to mention the
works from the 1950s installed on billboards and the
sculptures in public space. Could you address the works,
which in your opinion have been a particular success or
interesting as a process? y

Kristaps Gulbis: | found very interesting the issues
concerning the works exhibited outside the exhibition
halls. These artists could come to Riga beforehand for the
research visits, so they were in a privileged position com-
pared to the others. In public space there are some works
particularly interesting to address here. One is by Erik
Samakh, a sound piece feeding on solar energy and dis-
creetly situated in a park. Then | should mention the
work by FOS, Thomas Poulsen from Denmark, whose
work is situated in one of Riga's marketplaces. These are
both good examples of how local people can react to the
artwork. Actually people like Thomas Poulsen's work. His
initial idea about people in this part of the world was that
they are very individual, thinking mostly about their own
small worlds. So he wanted to connect them under one
roof, making communication between them more active.
He made a new stand with a common roof and painted
it to look nice if you compare it with the existing struc-
tures in the market, which are cheap wooden things with
some plastic for the roof. We agreed with the farmers
who are selling there, that after Poulsen’s work is fin-
ished, they will move to this new stand. But as they
moved there for one day they told us they are going to
move back because some customers started to complain
that they sell their stuff on a sculpture. There is a tiny sign
with the artist's name and the title attached to the stand,
you know.

Aigars Bikse: The title is “Stand for Two Venders”.

KG: So their question was, how dare you trade on an
artwork, on a sculptural object, don't you have any
respect for art? It also came out that the construction
itself was not too good as the guys selling complained
that it doesn't protect vegetables from the sun. The roof
was constructed in a way that even if the water doesn't
get on vegetables, it drops on customers, when it is rain-
ing. We discussed with Aigars weather we have to influ-
ence the director of the market, make him to reduce the

~rent for this stand? But we came to the conclusion that
~"we shouldn’t try to influence their decisions.

HS: If there is a work, intended at building up real-
life interactive processes connecting people and influenc-
ing their behaviour, there must always be the possibility
to fail. If it is not there the work is pre-protected and can-
not fulfill its own preconditions. It makes good effort
meaningless. You can then hardly claim to measure the
success of another occasion, when it might have hap-
pened. And what you told me now is revealing a lot
about the context, this reaction to trading on a piece of
sculpture. In Denmark people would have been pre-
pared, to a certain extent, to formally accept the condi-
tions of contemporary social sculpture — thus there would
have been less risk. | think this is an interesting aspect for
the artist to consider further. | wanted to recall here what
Claire Bishop addressed in “Colonising Space” confer-
ence. Often this kind of social sculpture, working direct-
ly with people and their environment, claims to be orien-
tated to actively changing society. But often discourse
around this kind of work is overprotective trying to hide
that it might not work in every aspect every time, despite
good intentions. | think you made the right decision,
because often curators are trying to mask failures. In
longer terms that is reducing the actual potential of the
importance of that type of work.

KG: From one hand there was very positive attitude
from the guys selling in the market. They told us that
they like the stand and that they would use it, only if this
seat could be moved a little bit further and this roof re-
done a bit. There are some local rules, local habits step-
ping in. They cannot be understood by someone who is
from outside. The artist from Latvia might have made the
same mistake. Because artists don’t belong to this group
of people who are trading goods in markets, we are not
farmers. They basically inhabit the market and they have
developed their own hierarchy of things important for
their business. They can support artwork a little, no prob-
lem, but if their sales are deteriorating, they cannot
accept it.

AB: In the competition between the traditional
rough structures they were used to be trading on and the
new stand, the rough basic structures won also because
customers expected that the price on the old stands
would be cheaper. As they came there for authentic raw
peasant food they believed that rough stands mean the
good old thing and the product will really be from the
countryside. The aesthetics of this artwork thus was clos-
er to the aesthetics of presentation, which here is used
only in the shopping malls.

KG: People thought that if you buy from new stands
the price probably is also higher.

That is how they have been trained. It is a usual prac-
tice to refurbish a place to open up with higher prices.

HS: This is related to the topic we started to discuss
in the previous interview, concerning elitism, art for art-
ists only. You need public to make your effort meaning-
ful. If you try to modify the result of artists” impact on
public, to make it more “efficient”, it looses its touch
with reality. Although | really like the idea of Thomas
Poulsen | shouldn't interfere with it in this phase. Our first
conversation was about Us and Them — the same distinc-
tion works here. The drawbacks are addressing these dif-
ferences, which exist between artists' imagination of a
market place and the very practicalities of it operating. By
interfering we might end up in a naive conclusion that
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“rent for this stand? But we came to the conclusion that

of “European Space” W0 Vwe shouldn't try to influence their decisions.

THE INTERVIEW WITH THE CURATORS OF
RIGA SCULPTURE QUADRENNIAL, “EUROPEAN
SPACE”, AIGARS BIKSE AND KRISTAPS GULBIS,
TOOK PLACE IN TALLINN, ON 13" June 2004,
AS 1T WAS THE SECOND ONE FROM THE SET OF
TWO INTERVIEWS RELATING TO0 “EUROPEAN
SPACE”, THE FOCUS WAS SHIFTED FROM THE
GENMERAL ISSUES ADDRESSED IN THE FIRST
INTERVIEW TO CONCRETE ARTWORKS AT THE
SCULPTURE QUADRENNIAL AND THE RESONANCE

THEY PROVOKE IN PUBLIC.

Hanno Soans: Maybe you would like to choose
some works as examples of different aspects building up
the exhibition. | would particularly like to mention the
works from the 1950s installed on billboards and the
sculptures in public space. Could you address the works,
which in your opinion have been a particular success or
interesting as a process? ;

Kristaps Gulbis: | found very interesting the issues
concerning the works exhibited outside the exhibition
halls. These artists could come to Riga beforehand for the
research visits, so they were in a privileged position com-
pared to the others. In public space there are some works
particularly interesting to address here. One is by Erik
Samakh, a sound piece feeding on solar energy and dis-
creetly situated in a park. Then | should mention the
work by FOS, Thomas Poulsen from Denmark, whose
work is situated in one of Riga's marketplaces. These are
both good examples of how local people can react to the
artwork. Actually people like Thomas Poulsen’s work. His
initial idea about people in this part of the world was that
they are very individual, thinking mostly about their own
small worlds. So he wanted to connect them under one
roof, making communication between them more active.
He made a new stand with a common roof and painted
it to look nice if you compare it with the existing struc-
tures in the market, which are cheap wooden things with
some plastic for the roof. We agreed with the farmers
who are selling there, that after Poulsen’s work is fin-
ished, they will move to this new stand. But as they
moved there for one day they told us they are going to
move back because some customers started to complain
that they sell their stuff on a sculpture. There is a tiny sign
with the artist's name and the title attached to the stand,
you know.

Aigars Bikse: The title is “Stand for Two Venders”.

KG: So their question was, how dare you trade on an
artwork, on a sculptural object, don't you have any
respect for art? It also came out that the construction
itself was not too good as the guys selling complained
that it doesn’t protect vegetables from the sun. The roof
was constructed in a way that even if the water doesn't
get on vegetables, it drops on customers, when it is rain-
ing. We discussed with Aigars weather we have to influ-
ence the director of the market, make him to reduce the

HS: If there is a work, intended at building up real-
life interactive processes connecting people and influenc-
ing their behaviour, there must always be the possibility
to fail. If it is not there the work is pre-protected and can-
not fulfill its own preconditions. It makes good effort
meaningless. You can then hardly claim to measure the
success of another occasion, when it might have hap-
pened. And what you told me now is revealing a lot
about the context, this reaction to trading on a piece of
sculpture. In Denmark people would have been pre-
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tions of contemporary social sculpture — thus there would
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ence. Often this kind of social sculpture, working direct-
ly with people and their environment, claims to be orien-
tated to actively changing society. But often discourse
around this kind of work is overprotective trying to hide
that it might not work in every aspect every time, despite
good intentions. | think you made the right decision,
because often curators are trying to mask failures. In
longer terms that is reducing the actual potential of the
importance of that type of work.

KG: From one hand there was very positive attitude
from the guys selling in the market. They told us that
they like the stand and that they would use it, only if this
seat could be moved a little bit further and this roof re-
done a bit. There are some local rules, local habits step-
ping in. They cannot be understood by someone who is
from outside. The artist from Latvia might have made the
same mistake. Because artists don’t belong to this group
of people who are trading goods in markets, we are not
farmers. They basically inhabit the market and they have
developed their own hierarchy of things important for
their business. They can support artwork a little, no prob-
lem, but if their sales are deteriorating, they cannot
accept it.

AB: In the competition between the traditional
rough structures they were used to be trading on and the
new stand, the rough basic structures won also because
customers expected that the price on the old stands
would be cheaper. As they came there for authentic raw
peasant food they believed that rough stands mean the
good old thing and the product will really be from the
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HS: This is related to the topic we started to discuss
in the previous interview, concerning elitism, art for art-
ists only. You need public to make your effort meaning-
ful. If you try to modify the result of artists’ impact on
public, to make it more “efficient”, it looses its touch
with reality. Although | really like the idea of Thomas
Poulsen | shouldn’t interfere with it in this phase. Our first
conversation was about Us and Them — the same distinc-
tion works here. The drawbacks are addressing these dif-
ferences, which exist between artists’ imagination of a
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disappears. The more the grass grows the less architec-
tural the building seems, all details are reduced and it
starts to work in the environment as a green mass. The
place they are doing it in Riga is a desolate area, a rough
place, and this works particularly well there.

KG: It was a place with a lot of needles left behind
by junkies...

AB: The artists cleaned the place, working for a cou-
ple of days. The building was covered with the mixture of
clay containing seeds of grass. When it started to grow
the building turned into a green mass. It is very interest-
ing how our perception of environment around it
changes.

KG: Visually, | think it is very powerful, very impres-
sive. But we were worried about the attitude of those
people who go there and use drugs or drink there and
sometimes stay overnight. It is close to jail, so this neigh-
borhood is not very safe. We were concerned what will
happen to the work in these circumstances. Something
was indeed written on the building in the beginning. But
when people started to notice the grass growing and
anticipated the result, the attitude became more caring
than it is usually.

HS: So you could get the same result like Thomas
Hirschhorn got at the last Documenta with his “Bataille
Monument”, that he could somehow enter a Turkish
emigrant community and establish a trust relationship
between himself and the community so that he even
cuug leave there expensive TV studio equipment without
guard.

KG: This is an interesting phenomenon. We were dis-
cussing with Aigars the possibility of establishing an art
center in some kind of depressed area, because the atti-
tude of people living there is more generous. Erik
Samakh, | think, also did take big risk with his flutes
operating on the solar energy. Did you see that one?

HS: Yeah, | was at the excursion the artist gave about
the piece. It is marvelous, actually. When it is sunshine
the flutes start to play and when it is cloudy the piece,
which is sort of invisible anyway, turns silent and disap-
pears completely.

KG: That is something that | very much like in his
work ~ it is not something rudely put in the city center as
a massive piece of sculpture claiming a lot of space for
itself. | like his discreet way of dealing with the public. His
work is very sensitive, but at the same time the way he is

promoting his work is quite di rent. W

KG: Did you know that you could
sound? There is a microphone inside. |
only with this type of installations all the §

But if you for example compare his work wit
of Navakas, these are two different approaches.
Riga they are exhibited maybe 300 meters from e
other.

HS: But | think both methods are vital for contem-
porary sculpture. You still see a lot of work dealing with
mass and materiality and also pieces, which are on the
border of hardly being noticeable but work very strong-
ly, engaging the viewer actively. They often get the peo-
ple unprepared. So best of all the result is realized by
people who pass this park every day and suddenly notice
that something very subtle has changed.

KG: Navakas told me that when he was installing his
piece there was an old Russian guy passing by and ask-
ing: ‘A ti kto takoi?'* Navakas took some time and then
answering back he claimed: ‘Ja nemets.’** The old man
was also silent for a while, taking his time for thinking.
Finally he responded: ‘Nemets eto vsjotaki lutshe tshem
latish, ' ***

HS: And this is also one thing that only public sculp-
ture can do. It can bring up problematic knots in public
consciousness always there to influence our decisions,
but seldom verbalized. Often these are things to do with
national identity or social status. You could expect an
older worker guy of Russian origin to curse “you fas-
cists”, which equals to him with something like “you
Germans”, but which of course is not the same thing at
all. And then you get a thing like “Germans are still bet-
ter than “Latvians”.

KG: So what do you think of Hans van
Houwelingen’s work.

HS: Maybe | have some doubts about his ideas con-
cerning importing European space, as if Latvia were not
a part of European Space and he is bringing a bit of
Dutch modernism over to establish it. But | like how his-
tory of modernism is considered as something valuable
and trans-European. Why not to put a legendary piece of
Dutch modernism in another context and time frame to
test it? If this can be continued into carrying out the actu- :
al building, probably the first building of a leading Dutch
modern architect in Eastern Europe, it would be great.

KG: On the one hand it is interesting to follow the
artist considering if this is European space here or not. It
is once again the question of Us and Them from his point
of view. And on the other side it would be interesting to
see the attitude of people in Riga.

AB: | think this will be one of the works, which is a
bit provocative. At first it seemed that also the piece by
Ackroyd and Harvey provokes people. It was very hard to
get the permission for the work, as the installation site
was a former cemetery. And also as this chapel is part of
architectural heritage. But the director of this institution
is quite an advanced in his attitudes. He well understands
the importance of creating links with living culture of our
days. If there is no present involved but only reminis-
cences, nothing remains from the present day, no sym-
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between people who have an attitude

important from the past has to be mummlﬁed or pré— '

sented as a fake show, like the House of Blackheads, for
example.

HS: But how did the artists think of working in the
context of a former cemetery? As they have done similar
work in another context the piece is like a test for differ-
ent contexts for them too...

AB: They did an installation in a former church,
which sort of woke up the place. Earlier it was planned
to demolish the church, as it was not a functioning
space. Their art gave a new push to the meaning of the
place. It also showed another way of drawing nearer the
old edifice to people who live there, who are accustomed
to that building. In a desolate place nobody pays atten-
tion to the environment any more. Their work focuses on
getting this attention. Just cleaning up one building in
this area helps to think of all the surrounding houses dif-
ferently, it makes difference as a potentiality articulated.

HS: To clean one building in a desolate environment
and make a work there is quite an interesting lesson of
how a very poetic piece, a classical installation work can
sometimes carry a stronger social effect than a directly
social work, a programmatically social piece.

KG: But there is also another interesting aspect - if
you would have done it or someone from the local artists
the reaction would have been different. | think in Latvia
in general we have a very positive attitude towards for-
eigners. If foreign artists are coming to Riga and paying
attention to this place there must be something really
valuable there.

AB: This mainly goes for people who have some
background information, but the inhabitants of this
area... We were afraid of the possible damage by van-
dals. But the people who are coming without knowing
anything about art were not aggressive about the work.

KG: No. They were all very eager to talk with the
artists working and so on...

AB: As it is not a central area the local people are
used to communicate between each other. If one of
them says this is a gquy from England doing something
nice there, it works like post without letters drawing
attention. The local field of information has luckily turned
out to be favourable.

HS: What about the interest of the popular audi-
ence, is it more focused on the public artworks or the
exhibition.

KG: If you look at it from the practical point of view
more spectators have seen indoor works: people in gen-
eral are lazy to walk around through the whole city with
a map in one's hand. We think we can do it next day or
next week until it is too late. But what is the attitude of
art professionals in Latvia towards the event, what do
you think, Aigars?

AB: Journalists who are willing to speak with us,
seem to have more interest in public art.

HS: But maybe it is exactly because there has been
such a deficit of public contemporary art for more than a
decade. And now they also can recognize the difference.

KG: A very usual question is how these works inter-
act with public art we have in the city of Riga, like mon-
uments? But at the same time | have never noticed in
Latvia such an interest from media not specialized in cul-
ture. When we sent press releases and invited them for
accreditation for the event they told us that they are not

= interested. And now they approach us and say that they
“have changed their mind and want to make an article on

the event. Their perspective on the event and how they
talk about art is interesting. It obviously differs from our
point of view, but that's a good start indeed.

AB: Judging from the media resonance the works
from the 1950s work very good and also the public
sculpture. But the exhibition halls, although they are the
central ones, have a limited number of public with most-
ly professional interest.

KG: There is one example showing that we managed
to rouse interest of an unexpected section of public - this
is the piece by Dan Shipsides. | got a call from a moun-
tain climbing society as they wanted to test out this piece
in the Arsendls Hall, which was built from the props of
mountain climbing. They first came to look at the sculp-
ture and then to try it out. It is a paradox as in the mar-
ket place the customers were insulted by the fact the
farmers are trading on a piece of sculpture, which really
was made for trading, but these guys came to us to test
out their skills in the exhibition hall. They were not afraid
to take initiative. Of course | told them that it is very good
that they made the decision to try it. They thanked us for
popularizing the mountain climbing.

AB: That was the original idea when we planned to
install it in a supermarket initially. But we couldn't reach
an agreement on security measures. The most interesting
is that they did find this work at the exhibition and were
not shy to ask permission.

It is often these small communities, which sort of
open the works up in a really interesting way, make them
live in context and give something really interesting to
talk about later. It is the niche audiences, which turn the
sculptures into conversation pieces, molding the social
discourse.

KG: With regard to the exhibition as a whole, many
have accused Aigars and me of the absence of any “mes-
sage”. Among art professionals, a “message to the
people from the curator” is customary. We are both
artists and have built this exhibition around other princip-
les, which interest us: to record the situation and show
what was regarded as valuable in different cultural
milieus in the particular time period: 1950. un 2004. And
again, we have reached a situation of "us and them”.

This boundary line in particular seems the most
interesting to me: it was the reason why it was worth
organising the “European Space” event at all. Thus, the
answer we received from the Riga Main Administration
of Police regarding its refusal to initiate a criminal case
concerning the theft of technical equipment necessary
for maintaining a work of art placed in the Great
Cemetery represents clear evidence that there is still a
great deal to do in the realm of relations between art
professionals and society before we can even begin to try
to communicate, if not in the same language then at
least in a mutually intelligible fashion.

*  Who are you?
** | am German.
*** German is still better than Latvian.



